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THE PRINCIPLES OF FUNCTIONALISM
IN ART EXPRESSIONS
OF THE
CHRISTIAN CHURCH

INTRODUCTION

&, The Problem of the Thesis

1. The Problem Stated

The purpose of this thesis will be to explain,
define and meke concrete the esthetic theories of func-
tionalism and to show their implications for the effective
use of artistic Christian symbols as a power for the com-

munication of the Gospel.

2. The Significance of the Problem

The concept of functlonalism has received wide
acceptance and has become foundational in many areas of
life. Its principles are fresh, vital and sound; never=-
theless, in the emotlional, moral end spiritusl realms men
tend to cling to the dead forms of the past. The Protes-
tant church in doing this, is neglecting a powerful tool
for the expression of the Gospel. There is a reluctance
on the part of the church to accept and use new styles of

art and architecture which are based on functionalism

-7 -



- because they are not understood and men feel more com=-
fortable in the accepted and femillar, ZErie Newton says,

Modern art has broken away from realism; it contains

pretisely that very element of timelessness which the

Church needs and could use. Yet because the Churche=-

or that powerful section of it that refuses to change

with the times=-~-still regerds painting and sculpture

as being wedded to'reallism, 1t cannot recognize in the

modern artist the man who could, given the chance,

produce & vivid and meaningful form of religious art,

truly contemporary idiom though sympathetic in spirit

to medieval art.l
3. The Limitations of the Problem

| This study will be limited to the consideration of
pragmatic or functlonal theorles of esthetics. Other theo-
ries will not be considered except as they may be useful to
clarify functional esthetlic theories. Some may questlon
the use of the rather trite term "functionalism". It is
used for want of a better one. An attempt will be made in
the thesis to make it less amblguous and more meaningful.
In the sectlon concerned with implications for
the Church service, the thesis will be confined to consider=-
ation of certain meetings held wlthin the Church as repre-
sentative of those 1n other places such as school or home.
The study will be limited to certain of the

Christian symbols as representative of all., These will be
architecture, pictures and e brief consideration of the
service as a whole. These subjects will not be treated

® & & o L *

l., Eric Newton, "Modernism and Religious Art", in Litur=-
gical Arts, August 1950, p. 90.
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exhaustively. They will be considered only as far as it
seems necessary to illustrate the principles of function-

alism at work in them.
Be The Method of Procedure

The first step will be a definition of the term
by presentation of the history of its origin and develop-
ment. It will be further defined by discovering its
operation through the analysis of certain art works. The
esthetic form will be analyzed to see the expressive and
decorative aspects of it and the functional relationships
between them. _

Finally, the principles of functionalism will be
seen in operation in Church architecture and painting and
their implications'for certain problem areas in the Church

service as a wholse,
C. The Sources of Data

The primary source of material for the study
will be the philosophy of John Dewey, particularly as it
concerns esthetics. Two years were spent in a course in
the appreciation of paintings, at the Barnes Foundation.
The Barnes Foundation was begun by Albert C. Barnes with
the help of John Dewey as an experiment in education. The
inductive method of science was used to help the student

to a deeper appreciation of the art of painting as one

=Viji=



aspect of the whole of living.

Other sources will be a series of lectures on
"Art and Religion" by Paul Tillich at Unlon Seminary,
periodicals and books in the field of esthetlcs and
Christian art.
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CHAPTER I
HISTORICAL DEVELOPMENT
OF THE MODERN CONCEPT OF FUNCTIONALISM IN ART



CHAPTER 1
HISTORICAL DEVELOPMENT
OF THE MODERN CONCEPT OF FUNCTIONALISM IN ART

A. Introduction

Chapter one will present the development of two
related themes: the problem of the separation of art from
the experience of living as dynamic unity end the source
end development of the functional esthetic theory which
contributed to the re-integration of art with life. Con~
tributing factors will be presented as well as the effect
on the philosophy of esthetilcs.

Be The Seperation of Art from Common Experience

‘The Muhlbach room in the Philadelphia Museum of
Art displeys painted chests, chairs that were made with
care for usefulness as well as for pleasure to the eye and
touch, hand wroughtrcooking utensils and basketry. See
Plate I. A famlly portrait, simply done in oil, holds for
generations the features of a loved one. At one time people
lived with these things and enjayed,them} They met thelir
ordinary needs, at the same time expressing their 1idesals
and love for that which 1s pleasing in itself. In a word,
these objects infused art into the every day living of

* o *& & e *
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the people.l

If this situation had remalned as 1t was, perhaps
the need to consider the relatlon of the beautiful to the
use and purpose of mankind would not have arisen. In that
dey what was beautiful was useful and what was useful was
beautiful, With the invention of machinery came the induse
trisl revolution., Vast and repld changes were made, It
was impossible that adequate adaptlive changes could be made
in all ereas of living to keep pace with it. One result
was the lag in the esthetic realm which may be illustrated
in the museum movement. Art objects were sccumulsated in
museums end private collections end relatively separated
_ from the common life of mens |

& contributing factor to this situation was the rise
of capltalism, partly a result of the machine. Out of the
assimilation of the machine into modern life came the new
esthetlic of functionalism which has been instrumental in
re~integrating art with 1ife, This integrating process,
however, is not complete for it has not yet reached the
morel, spirlitual and emotionsl levels of 11ving.2

* & o o & &

l. Cf. John Dewey, Art as Experience, p. 4.
Cf. John Dewey, Art and Educetion, p. 22.
Cfe Williem Morris, Art and Socialism (in Rader's
A Modern Book of Esthetics), pp. 527-547,

2. Cf, Dewey, Art as Experience, Chap. I.
Cfs Alfred Whitehead, Art Education and National Ideals
(in Rader's A Modern Book of Esthetics), ppe. 565-571.
Cf. Lewls Mumford, The Esthetlc Assimilation of the
ggchine (in Rader's A Modern Book of Esthetics), Pp.548-

4.

Cf. Albert C, Barnes, Art and Education, ppe. 9-12,
Cf. Moholy=Nagy, Vision in Motion, pp. 10-12,



le Contributing Factors

Most European museums are monuments to the rise of
nationalism_and imperislism, one example being the collec=
- tion in the Louvre, part of which is the spolls of war put
there by Napoleon. Every cepital has 1ts museum containing
paintings and sculpture which symbolize the greastness of
its artistic past, militery conquests and wealth.l

In America many of the works of art in museums were
. 1mported frbm other countries. Thus they are even further
removed from thelr original setting. Francis H. Taylor,
director of the Metropolitan Museum of Art in New York
City has commented aptly and colorfully on the situation,
as follows: |

Instead of trying to interpret our collections, we have
deliberately high«hatted the man in the street and
called it scholarship « « « the public are , « « frankly
bored with museums and their inabllity to render sdequate
service. They have had thelr bellyful of prestige and
pink Tennessee marble.< ;

Another contributing fsctor in the museum movement
was the disappearesnce of the craftsmen. Articles of come-
mon use could be made cheaply and in abundance by machine
80 there was no longer enough demand for hand made things
such &s shoes, pottery, and tin ware. Those that were
made by craftsmen are now in museums, antigue collections
or the homes of the wealthy. In thelr dey these articles

s & & & & &

l. Cf. Dewey, Art as Experience, Chap. I.
Cf. Moholy-Nesgy, ope. clt., pp. 10-12,
2, Time, "Art", December 29, 1952, p. 42.
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not only were a means of creative expression and sstisface
tion to the one who made them, but they enriched estheti=
cally the lives of those who used them.1
The museum movement was also helped along by the
"ouvesaux riches", a product of capitelism.® One machine
could do the work of many men, less labor was needed and
more could be produced with the result that thelr owners
quickly accumulated wealth. To make evident thelr newly
attained social and cultursal position they felt it neces-
sary to colleet works of fine art., Some of them founded
art galleries or donated thelr private collections to
museums., The rise of nationalism, the disappearance of
hand crafts and the collectlions of the wealthy all contrie
buted to the resulting idea that the museum was the proper

place to find art, not in the rocutine experiences of 11v1ng.3

2, The Effect on the Philosophy of Esthetics

The museum movement put art on quedestal apart from
the daily routine of living, Art was nO'longer a sponta=
neous growth out of the culture of the people. It estab-

lished a kind of superior "eulture™, To the men in the

¢ & & & o o

l. c¢f. Mumford, ope cit, (in Rader!s A Modern Book of
Esthetics), ppe 551-555,
Cf. Morris, ope cite. (in Rader's A Modern Book of
Esthetics), pp. 527-547.

2. Cf. Mumford, op. cite, ppe. ' 560=562,
Cf., Dewey, Art as Experlence, p. 8.

3, Cf. Mumford, op. clt., pp. 548-564.
Cf. Morris, op. cit., p. 528,



street art had come to mean something other. He thought of
it as being for the rich and especially cultured classes.
He could not understand art and he did not think it impore
tent that he should. It seemed to him unreal, impractical,
to be indulged in if one had time and money. He had lost
sight of its roots in his ordinary experience and need.
When what he knew as art was relegated to the museum and
no longer seemed meaningful to him, the basic desire to
experlience Immediate pleasure in things for themselves
found satisfaction in the cheap and vulgar. Some of the
arts which were most vital to the aversge person were the
movie, Jazzed music, the comic strips, and lurid newsﬁapen»
accounbs.l
Man senses a need to find pleasure in the experiences
of life. He not only wants an automoblle to take him where
he 1s going, he wants i1t to be pleasing in color, line and
shape. These lmmediately pleasurable elements as con~-
trasted to the value meanings such as going to work, the
cost of the car or the prestige of ownership, are the
esthetic elements in the experience. The isolationist view
of art is based on this immedliately pleasurable quality in
a work of art. The phrase, "art for art's sake™ is some~
times used to describe 1t. The isolationist thinks that a
work of art should be made up of elements such as these as

* & & & ¢

l. Cf. Dewey, Art as Experience, pe. 8.
Cfs Laurence Buermeyer, Art and Education, pp. 66=75.
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completely as possible; there should be no association of
elements in the work with litefary, social, moral or other
nonesthetlic meaningse. It 1nsist§>£hat ert is distincet and
separate from the rest of 11fe,1 For example, the isola=
tionist theory is expressed by:José Ortega y Gasset:

The new art will not tolerate a confusion of frontiers.
The desire to see frontiers between things sharply
defined is a symptom of mental health, Life is one
thing and poetry is asnother thing.2

Another typilcal statement is that of Clige Bell, "To cre-
ate and appreciste the greatest art the sbsolute abstrace
tion from the affairs of 1ife is essentisl.™ 1In contrast,
the contextualist view is expressed by Jchn(Dewey in the
following quotation:

Art 1s the 1living and concrete proof that man 1is cape
able of restoring consciously, and thus on the plane
of meaning the union of sense, need, impulse, and
action characteristic of the live creature,

This is an important issue and far reaching in 1its
influence., Most esthetes may be classed as one or the

other or mediating between the two, Melvin Rader says

* o & & & »

l. Cf. Dewey, Art as Experience, p. 8.
Cfe Melvin Rader, A Modern Book of Esthetics, ppe.
xxixe-xxxviii, 258-282, 504-522,
Cf. Samel Pepper, Isolationist and Contextualist
Esthetics, Journal of Philosophy, x1i (1944), PPe
337=360,

2+ L& Deshumanizastion Del Arte, pe. 47.
Cf. Kate Gordon, Pragmatism in Esthetics, Essays Phile
osophy and Psychology: In Honor of William James.

3. Art, p. 266, ‘

4, Dewey, Art as Experience, Pe 25, o
Cfe Ho M. Kallen, Beauty and Use: A Pragmatic Intere
pretation, Philosophical Review, Vol. 48, (1939),
PPe 316=322,
Cf. Pepper, Art and Utility, Journal of Philosophy,
Vol. 20 (1920), pp. 372-378.
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that, "The isolationist tends to meke art irresponsible,
precioﬁﬁ, and dehumsnized.™ On the other hand if one
goes too far in the contextualist direction there is the
danger of losing the asutonomy of art, that is, art es &
distinct identity in itself. |

Some think that the dilemma might be resolved by
dividing art into the respeciive sphere of each viewe On
the one hand would be "pure" art and on the other the
human or generic elemeﬁt. But the question remalns, 1is
there a "pure®" art?? If there were, man would not be
aware of it. He cennot experience anything beyond that
which is & part of his life, So it is really a matter of
degree. Since no art 1s pure, then all is assoclated with
life to some degree which meskes the contextualist view |
imperative. The non-objec¢tive school of painting may
strive to reach a state of "pure" art or complete subjec~
tivity by usingfonly geometfic forms as subject matter,
The fact is that straight lines, cubes, spheres or any
combination of these is suggestive of everyday experience.
For example, straight lines are profoundly ingrained in
experience, Men have seen wires, clothes lines, ruled
paper, wnich things they cannot help consclously or otherw
wise assoclating with a straight line used in a picture,
To the contextualist art as art even in its purest form

0000~00>

l, Rader, op. cite., DP. XXX,
2., Albert C. Barnes, The Art in Painting, pp. 72-8l.



cannot be validly interpreted except in contextuaslist terms.
Rader contrasts the two views clearly in the following:
The lsolationist doctrine insists that art has a unique -
esgence which separates it from other activities, where-
as the contextuallst theory maintains that art has a
broad_human function which unites 1t with the rest of
1ife.l
The mountain illustration used by Dewey shows how the two
ideas are really dual aspects of the same thing:
The primary task is thus imposed upon one who under=
takes to write upon the philosophy of the fine arts.
Thls tesk 1s to restore continulty between the refined
and intensified forms of experlience that are works of
art and the everyday events, doings, and sufferings
that are universally recognized to constitute exper-
ience. Mountein pesks do not float unsupported; they
do not even Just rest upon the earth. gey are the
earth in one of 1ts manifest operetions,
A mountaln pesk stands out above the rest of the mountain;
it 1s an entity in 1tself yet it 1s the mountain. Common
experlences whether light or profound are the meterisl by
which the artist is motivated. He cennot express a& vacuum.
The art object 1s the embodiment of those ideas. It 1s
not a question of either-or. Both become an integrated

whole in a work of art.®
Ce Movement Towards Re-integrstion

The principle factor in the re-integration of artin
* L ] * & e ®

1. Rader, op. cit., p. xxxii.

2. Dewey, Art as Experlence, p. 3.
Cf. Buermeyer, loc. clt,

s Cfe. Whitehead, loc. cit.
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/ordinary experience was the esthetlc sssimilaetion of the
machine, The stages of development passed through by the
machine aré symbolic of the parallel development in the
design of the products made by the machine such as archi-
tecture, house gppliances and furnishings, printing and
engraving. A parallel development took place also in
thinking sbout esthetics.

In "The Esthetic Assimilation of the Machine" Lewis
Mumford pfésents four stages in the development of machine
design. He uses the terms: eotechnic--meaning beginning
stages, paleotechnic~-meaning old stage, neotechnic=~mean=
ing new stage, and biotechnicu-meaning the use of the new
technical principles in relation to living beings ss con-
trasted to materials in the former stages.l

Esthetlcally the machine could be used to counterfeit
older forms of art or it could be used in its own right to
express new forms of esthetlc experlence. "The chief
danger lies in the fellure to integrat§ the arts themselves
with the totality of our life experiénce o ."2 not with the
mechine per sé. When man has realized this inbegration
it will naturally follow that the machine will be used as
a tool for expression by modern artists as the craftsman's

] * & & ¢ o

l. Cf. Mumford, loc. cit.

Cf. Patrick Geddas, Cities iIn Evolution.

Cf. Slegfried Gledion, Mechanization Takes Commsand.
2. Mumford, op. cit., p. 549,

Cf. Sheldon Cheney, Art of the Machine.
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 tools were used by the craftsmen in his day.
It is 1mperati§e that man not
give up the hope that it will be possible to unite tech-
nics and art in s higher rhythmical unity which will
restore to the spirit the fortunate serenity and teo the
body the harmonious cultivation that minifest themselves
at thelr best among primitive peoples,
Modern technics have made their own unique contribution to
culture., Science brought about a respect for fact and

technics emphasized the importance of function.

l. The Eotechnical Phase
 In the eotechnical phese in the development of the
machine, machines were the direct expression of their funce-

tlon. The first cannons and steam engines were nakedly
built for action, The engineers were concentrating on
making something that would work. Unfortunately once the
basic problems of organization and operation were solved,
they began to think of decorating the machines, Preiiously,
they were amazingly clean and direct in design. See
Plaste II. Lewlis Mumford has vividly descrlibed what hape
pened:lv
The worst sinnerse-~that is, =-the most obvious sentimen-
talists~--were the engineers of the paleotechnic period.
In the act of recklessly deflowering the environment at
large, they sought to expiste thelr fallures by adding
a few sprigs or posies to the new engines they were cre=-
ating: they embellished their steam engines with Doric
columns or partly concesled them behind Gothie tracery
¢« o o Floral decorations that once graced typewriters,
in the nondescript ornament that23t111 lingers quaintly
on shotguns and sewing machines.

e & ¢ o o 0

l. Karl Buecher, quoted by Mumford, op. cit., pe. 549,
2. Mumford, op. cit., pe 550,



Oue of the most amaz-—
incs vihicles man evev con-
steucted — pure, simple un-
hampevec) b\j obsolete stad-
ayds — irnacbinative vse of
elemerts *

Plate I

1. l"\cho\ui— N aqqy: Vision in Motion
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2. The Paleoctechnicel Phase
. The paleotechnical stage in machine design was a
compromise. The object was divided into two parts. One
of them was to be preclisely designed for looks. While the
utilitarian designed the working parts of the structure;
the esthete was allowed to modify slightly the surface with
his unimportent patterns. The utilitarien and fhe esthete
insisted with justice that the structure was integral with
the decorations and that art was somefhing more fundamen=
tel than the icing on the cake,t |
To prove that the arts of the past could survive, a
revival of handicraft was begun. Ceramics, glass ware and
other ltems were made by hand after the manner and style
of the antique. The industrialist was influenced by this.
He tried to copy. in machine-made articles. the styles he
saw in museums. In sc doing he lost what little virtue
his designs did have as a result of his intimate knowledge
of the process and materials.2
The machine had done something too profound and far
reaching to soclety for the handicraft movément to have
more then a superficlal effect. The world that modern
man carrlied in his heed was far different from that which
motivated the medieval mason to carve the history of cre-
ation above the portals of a cathedral., One cannot "put
*® & & & o &

l. Mumford, loc. cit.
2. Ibide., pe. 552



new wine into old skins." The machine brought a new world.
Indeed 1t wés a new instrument for artistic expression in
the hands of an artist. This was pointed out by Frank
Lloyd Wright in a speech at Hull House in 190.1.1 So the
solution was finally found by the industrialist as he

struggled for expression through the machine.2

3es The Neotechnical Phase
With the neotechnic phase an alteration takes'place.
The esthetic elements are not applied to the machine after
the practical design is complete; they are bullt 1lnto it
at every stage of development. Form,or that aspect which
pleases the eye,1s an integrated part with the function or
use of the object==it underlines its function, crystalizing
it, making it real to the eye. Mumford says:
Makeshifts and approximations express themselves in
incomplete forms: forms like the sbsurdly cumbrous and
11l-ad justed telephone apparatus of the past, llke the
old fashioned eirplane, full of struts, wires, extra
supports, all testifylng to an anxiety to cover innum-
erable unknown or uncertain factors: forms like the old
automobile in which part after part had been added to
the effective mechanism without having been absorbed
into the body of the design as a whole.®
The creative process in machine design 1s concentrated in
the making of the original pattern.
This new kind of esthetlc must have been sensed by
many & worker and englneser but towards the end of the nine-

¢ & & & ¢ o

l. Mumford, op. cit., p. 555.
2. Cfo G’Qddas, QP+ clit. '
Se Mu.m.ford, ODo. 01to’ Pe 556,
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teenth century some of the great engineers and architects
demonstrated 1t in e way that was more complete and clear
than ever before. There were the Roebllings in Americe
and Eiffel in France and Walter Gropius in Germany,
around 1926. The post-impressionist painters finally popu=-
larized it.
They contributed by breaking away from the values of
purely assoclilative art and by abolishing an undue con=-
cern for natural objects as the basis of the painter's
interest: if on the one side this led to complete sub-
. jectivism, on the other it tended toward the_recogni-
tion of the machine as both form and symbol.l
Some of the leaders of this movement were Marcel Du Champ
and Leger, who collected some machine-made articles and
pointed out their esthetic superiority. These painters,
with others, were even moved to express in their pictures
the beauty they saw in the machine itself--the clean, sim-
ple shapes with thelr gleaming metalllc textures. See
Plate III.

"The aim of sound design is to remove from the
object, be it en automobile or a set of china or a room,
every detall, every molding, every variation of the sur-
face, every extra part except that which conduces to
its effective functioning.2

One might add to this, that which is left should be designed
into the most beautiful and functional relationships pos-

L 2 * * [ . ®

1. Mumford, op. cit., p. 558. - '
cf, Time, "Art", January 21, 1952, p. 58.
Cf, Cheney, op. cit.

2. Mumford, op. cit., p. 559,
Cf. Time, op. cite.



Ceramics — Léser

BAKED BRIGHTNESS

A handful of old men with young ideas dominates School-of-Paris art.
Fernand Léger trails far behind Matisse, Rouault and Picasso in ability and
range, but at 70 he remains one of the most energetic of the group. Last
year Léger (thymes with beige hay) shouldered deep into an unfamiliar art
form: ceramics. The lack of subtlety in his creations of modeled, painted
and baked clay is deliberate; they are designed to pass his own peculiar,
forthright standard: “A work of art must bear comparison with any manu-
factured object.” Ceramics, under Léger’s muscular hands, assume the
bulge of sculpture, the brightness of posters, the gaiety of carnivals and the
precision of machine parts. In Paris they have been selling like Citroéns.

Plate .
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~8ible. Le Corbusier has polnted out some very ordinary
objects in which this mechanistic excellence in désign is
menifest without pretense or fumbling; for example, the
ordinary drinking glass in a cheap restaurant; it is as
clean, as functional as a high tension insulatore. This
stripping down to essentisls has gone on in every depart=-
ment of machine work and has touched every aspect of 1ife,
It 1s the first step towards the integration of the machine
with human needs and desires which 1s the mark of the neo~-

technic phase.l

4, The Biotechnlcal Phase

The biotechnical phase 18 an area of speculation
concerning the future. When these new concepts, introduced
by the assimilation of the machine, are brought into better
control by human social planning, and the biologleal and
soclal sciences have reached maturity, a new phase will
begin-~the blotechnic age: "Life which has always paid the
f1ddler now begins to call the tune."® So far the integrae
tion of esthetics with 1ife has been msde chiefly in the
- materialistic realm, The realms of the moral, soclal, and
spiritual awalt this kind of development in the future.
The fundamentsl areas of man's life are interrelated snd
should Be developed tegether; This i1dea 1s expressed by

* & O & o 9

1, C¢f. Talbot Hamlin, Architecture an Art for all Men,
ppo 96-97.
2, Mumford, op. cit., p. 525,
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Moholy-Nagy in Vision in Motion,

o « asserting the interrelatedness of man's fundamen=-
tal qualities, of his intellectual well-being and his
physlical health, It proposes that new tools smd tech-
nologles cause social changes; that they shift ways of
production, possessions, wealth, and power; yet though
the inevitable logic of new technologies, offering
easy advantages for lasbor saving and profit making is
wittingly accepted on pragmatic intellectual terms, it
is stubbernly opposed in the emotionsl sphere where
man clings to obsolete standards and empty conventions
of the past, unapproachable by lo§13a1 argument and
often against hls best interests.
Actually there is some of the emotional element involved
in industry but relatively, religion lies more in the
realm of the emotionsl. Industry 1s more concerned with
material aspects of life. They are and should be inter-
related, each partaking of the qualities of the other.
Moholy~Nagy has said above that the logic of new technol-
ogles has been stubbornly opposed in the emotional sphere.
The present day Protestant church would be a good example
under this category in its prevalent use of Gothic styles
in architecture for church buildings. Religious leaders
today, for the most part, would not dare to use the power
of esthetics in a new way, as meaningful to this age as
the Gothic architect's expression was to his age. Many of
these religiouskleaders would even stubbornly oppose the
change, clinging to the empty forms of the past, beautiful
though they may be,

. & & & & b

lo P:‘ 100
¢f+ Whitehead, op. cit., pp. 565-571,
Cfe Buermeyer, loc. cilte.
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Klfred Whitehead expresses the same idea in his
book, Seience and the Modern World, greeted by Dewey as

follows: "There is news in the realm of the mind. The
intellectusl climate, the mentality, which hess prevailed
for three centuries is chenging."l Whitehead believes
that reality is organic in structure, in other words,
every part is dynamically relasted to every other pert end
to the main purpose of the whole. The machine 1z symbolie
of this type of organization. It i1s made for one purpose
and every part must not only contribute in the best way to
that purpose, but it must be besutiful in its relation-
ships as well. The esthetic is one part of the wholeness
of living., Just a&s 1t 1s an integrated part of the machine,
so 1t 1s or should be in human lives. Any expression of
man, whether & sermon or & peinting, is incomplete if 1t
is not at the ssme time beautiful, The emotional lag in
the functional use of esthetlics on the value plane of live
ing is expressed by Whitehead as follows:

In regard to the esthetic needs of cilvilized
soclety the reactions of sclence have so far been unfor=-
tunate. Its materialistic basls has directed attention
to 'things', as opposed to 'value' . . o Thus all
thought concerned with soclal organization expressed
itselfl in terms of material things and of caplital, Ulti-
mate values were excluded. They are politely bowed to,
and t%en handed over to the clergy to be kept for Sun-
days. ‘

® ¢ & & ¢ &

1. Dewey, The New Republie, p. 360.
2. Whitehead, op. cit., pp. 565-8571,
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Yes, the clergy had and still has the "values", but do

they have adequate forms to express them?

D. Summery

An attempt has been made in this chapter to
develop two related themes: the problem of the separation
of art from the experiénce of 1iving as a dynamic unity
and the source and development of the functional esthetic
theory which 1s contributing to the re-~integration of art
with 1life.

The factors contributing to the separation were
described in the museum movement, contributed tc'by the
rise of nationalism, the coming of the machine and with it
the "nouvesux riches™, end the disappearance of craftsmen,

" The efreet“of the separation on the philosophy of
art was deseribed in the discussion of the contextualist
versus 1isolationist controversy in art, Art was seen sep~-
arated from living on the philcsophical level as well as
on the ordinary plane. |

As man became more familiar with the machine
and gained‘fuller insight into its potentialities for
expression the new esthetic of functionalism was born.

The evolution of machine design itself was given as an
example of the development of the theory and its actual
working.

The last part of the chapter was devoted to the

present stége of the movement toward re-integration of art
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with common experience, its progress and its lags. The
chapter closed with speculation concerning the furthér
development in the emotional, moral, and spiritual or
value levels of living.

The principle relationship between the two
themes was that the theory of functional esthetics 1s the
real key to more complete integration of the esthetic

experience with 1ife as a whole.



CHAPTER IT
THE DUAL ASPECT
OF FUNCTIONALISM IN ART



CHAPTER II
THE DUAL ASPECT
OF FUNCTIONALISM IN ART

&, Introduction

Decoration as thet part of a work of art which
is seen, felt or heard and has immediate pleamsure value in
contrast to that aspect of it which is dependent upon
assoclated 1deas will be defined and illustrated. Its
validity and plasce in experience will be discussed, as well
a8 1ts distinect contribution ss a means to deeper intere
pretation of objects and situations in life,

Expression, as that part of a work of art which
has to do with things and values in 1life other than the
art objeet itself, including the individuality of the
artist, will be defined and illustrated.

The eszentlial qualities of the relation of deco-
ration to expression will be discussed. The necessity for
the integretion and proper balance between decoration and
expresslon will be brought out, showing the effect of an
undue preponderance of either,

Decoration as a tool used by the artist for
expression will be pointed out, emphasizing the need for
making 1t adaptable to purpose. The close relationship,

* & & > e ¢
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in fact, the oneness of the two in purpose will be demon=-
strated in naturél forms’and the design of machinerye.

The interrelation of parts,kthe necessity for a
proper balance in strength between them and thelr relation
to the over-all purpose of the work, and the lmportance of
staying within the character of the medium will be dis-
cussed and illustrated.

Finally, the principles set forth in this chape
ter will be demonstrated in an enalysis of "Jan Arnolfini
and Jeanne Cheneny, his Wife" by Jan van Eyck.,

Thisvchapter will refer more often to painting
then to other artse. The principles are applicable to
any art medium, however.

An attempt has been made to separate the elements
in a’painting: for example, decdration, expression, bal=-
ance, and the dynamic 1nterrelation of parts, for the sake
of analysis and definition. Because by thelr very nature
they are one and should be, any separation is artificial
and difficult,

A The term "plastic™ used in some of the quotations
1s a technical term which is difficult to define. It has
something of the meaning of that which may be moved around--
shaped according to a design or purpose. Clay is a good
example. In palnting the plastic elements of the medium
are llne, space, color, light and dark and movement or

in a sense everything that goes into the making of a pic-
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ture and 1s shaped according to the artist's desién or
purpose,

The importance of keeping the illustration in
view end continually referring to it when reading en analy-
sls or discussion of it in this thesis cannot be too atrongly
emphasized. After each statement made sbout the objJect, be
it bowl or picture, the reader should immediately look for
it in the 1llustration before reading the next statement.

If thls is not done the whole effect of the analysis will
be lost,

Bs Decoration and Expression

l., Decoration

A work of ert is not only a vehicle to express &
deeply moving experience; it is a material thing. If it is
& poem, it has certaln rhythms of sound. If a painting,
there is texture, color, line, pattern, light and dark.
This aspect may be called "decoration®™, It is sensuous,
that 1s, immediately pleasing to the éye, ear, taste, or
touch.l

In prose fiction, decoration 1s at a minimum.
Even in poetty the rhythm of words 1s so bound up with
thoir’meaning that 1t 1s diffieult to soparatq‘tham. At
the other extreme the "decorative arts" depend entirely on

® ¢ & 9 o o

l. Cf. Albert C. Barnes, The Art in Painting, p. 16,
Cf., Barnes and De Mazlia, Expression and Form (in Art
and Education by Barnes), pp. 164-179, 105-122,
John Dewey, Art as Experience, pp. 82-105,



this sppeal. For example, rugs, scrollwork, and palnted
fabrics are not intended to express a moral truth or pro-
foundly moving experience. They are meant to be pleasing
to the eye and that is all. This quality though essential
in any work of art, 1f made an end in itself, causes the
work to be of no higher value than & rug or plece of
printed textile.l This extreme is rare in pictorial art
because even the most abstract paintings express to some
degﬁee, third dimenslion, solldity of volume and other
gqualities that represent concrete reality and glve some
amount of expressiveness to a plcture. Even so, in many
paintings 1t is of little importsnce. The figures, land-
scape or bulldings used as subject by many artists are
merely opportunities to explore the possibilitlies of color
harmony, contrast, pattern, swirls or other sensuously
pleasing and decorative effects.® See Plate VIII.

What is the value of art forms that are primariiy'
decorative? A plece of French pastry may be of 1little food
value as cdmpared to a steak but 1t is eaten for pleasure.
A dlet of steak and vegetables alone would be monotonous.
The dessert or saslad in contrast to steak and vegetasbles
accentuates the unique value of each. In this way they
help each other just as llght emphasizes the darkness of

l. Cf. Barnes, loc. clt.
Cf. Dewey, Art &s Experience, pp. 128-130,
2. Cf. Barnes, loe. cite.
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dark. Of this relationship Alfred North Whitehead says,
This fertilization of the soul is the reason for the
necessity of art. A static value, however serious and
importent, becomes unendurable by its appelling mono-
tony of endursnce. The soul eries aloud for release
into change. It suffers the agonles of claustrophobla.
The transitions of humor, wit, . . . play, sleep, and--
ebove glle««of srt ere necessary for it.
Pure pleasure experiences do have a very real and legiti-
mate place in Christian experience. The seriptures say
that, "God hath given us richly all things to enjoy.”2
The artist opens the eyes to see this richness. He expres=-
ges the immediately pleasing qualities, relating them in
such a way that they are even more intensely enjoysable.
Important though the pastry or dessert may be to a meal,
it seems less vital to living than the steak. One enjoys
besutiful coleors, sounds or shapes in themselves and they
sre a necessary part of living yet cne finds those express-
ing deep snd abiding values more satisfying., Man needs
both pleasure and value in experience.®
The following figure, Plate IVa, will be analyzed
to dlscover the decorative and expressive elements in it.

It 1is necessary to refer continuelly to the 1llustrations

® & & @ & @

l. Alfred Whitehead, Art, Education, and Nationsl Ideas,
(in Rader's A Modern Book of Esthetles), p. 569.
Cfe Willlam James, Varieties of Religious Experience,
Pe 485,

2. Bible, I Timothy 6:17.

3. Cf. Barnes, The Art in Painting, p. 18.
Cf. Walter Gropius, The New Architecture and the
Bauhaus, pp. 19-20. .
Cf, Wassily Kendinsky, The Spiritual in Beauty, p. 72.
Cf. Dewey, Experience, Nature and Art (in Art and Edu=-
cation by Barnes), p. 27.
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themselves to understand what is belng said about them.
Decoratively, figure one 1s a serles of black lines of
varying length and width, arranged in certain relstionships
to each other and contrasted ageinst a square of cream
colored paper.v It 18 pleasing to look at because 1t pre-
sents a feelling of balance and unity within itself,

The three major lines divide the square into pleas~
ing proportions. See Plate IVb, Each corner angle is
different from the other which gives variety within unity.
If left this way, 1t would seem unsatisfactory because the
heavy part of the trisngle 1s too far to the tep right
corner. The four dots take care of that., They are placed
more to the lower left corner balencing the triangle. See
Plate IVe. The dots are of varying sizes snd shapes also
lending variety to the figure. The bottom one 1s the
largest. This contributes a base or stabilizing element,
functioning similarly to the trunk of a tree. See Plate
IVa. The lines are jaunty and sharp. They are varied in
width, going from thin to thick sharply pointed ends, which
are similer to the dots In size and shape. With the dots
they give a pleasing sense of rhythm.

The figure may be enjoyed this way, sensuously, aszide
from sny other meaning it may have.

This analyslis has been made to 1solate the decorative
element for the purpose of illustrating the definition of
the term "decoration™ as it is used here, Actually in



studying a work of art 1t 1s better to consider these
things with assoclated meanings so that wholeness of the
experience 1s not lost in an over-emphasls on the intel=-
lectual at the expense of the emotionsl response, although
even the analysis 1z fraught with a very real and organice
emotional stimulus.l

The elements in figure one which might be called
expression are those assoclated with other meanings in expe-
rience than that which the eye sees here. For example, the
dot rhythm reminds one of the spritely crispness of dotted
materiasl, pepper on food or raln drops. The hesvy dot at
the bottom, and upward moving line 1n the center plus the
small middle dot function to this figure somewhat as a tree
trunk does to & tree. The assoclations that come to mind
upon looklng at it would be varied greatly among individuals
because of dlfferences In personslity and background. To
the Chinese 1t would immediately and overwhelmingly mean
"eold". It would be difficult for the Chinese to think
of 1t as a decorative obJect because of the meaning it

has for him Just as an English spesking person would

1, Cf. Barnes, The Art in Painting, pp. 10-11, 13, 35-38,
Cf. Dewey, Forward (in Art and Education by Barnes),
. 5"‘7.
gg’ Laurence Buermeyer, Art as Creative {(in Art and
Education by Barnes), pp. 55=58.
Cf. Barnes, The Roots of Art (in Art and Education by
Barnes), pp. 50-51.
Cf. Pevsner, Gabo and Pevsner, p. 1ll.
Cf. Dewey, Art as Experience, p. 73.
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have difficulty in thinking of the English word “éold" as -
a decorative object.

This 1s 2lso true of paintings. Those which are
highly naturalistic, almost photographic in styls a;é more
difficult to appreclate &s sensuously appealing decorative
‘objects. Conversely, it i1s easier to see and enjoy more
abstract styles of painting because there is not the com-
pelling associgtion with things other than the painting.l

The appreciation of paintings with meny is limie
ted to the enjoyment of the subject represented--a pleasing
sub ject, a good picture. For example, if a man likes
flowers, a photographlc likeness of .flowers mskes a good
plcture to him. What he is really enjoylng is flowers,
not the painting as a pleasing experience in itself., Such
a one will naturally find the very naturalistic styles of
painting more to his liking. Thus he is limiting his
plessure and aépreciation of pilctures as art and his sppre-
clation of flowers too, If he could only learn to see a
plcture as an experlience of beauty in its own right--to
appreciate the artist's use of his tools: c¢olor, line,
light and dark, brush strokes and space to express the
flowers, he might then be gble to enjoy less photogrephic,

» L 4 * * * o

l. Cf. Barnes, The Art in Painting, pp. 3-4.
Cf., Barnes and De Mazia, Expression and Form (in Art
and Education by Barnes), p. 169,
Cf. Dewey, Art as Experience, p. 199,
Cf. Moholy-Naggy, Vision in Motion, p. 31.
Cf. Kandinsky, op. cit., pe 71,
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but more decoratively appeasling pictures in Whicﬁ selection
has been made of essential elements in the subject in order
to express the spirit of all flowers or the essence of
flowers. This 1s a desper vslue than the mere representa=-
tion of superficisl detail of one particular bunch of
flowerngl If he could arrive at this quality of evaluation,
his sppreciation of flowers in general would be deepened
and enriched as well as his appreciation of plctures as a
unique medlium of expression. This kind of experlence from
pletures would also help him te greater heights in evalu-
ating other pictures as well as subjects. If he merely
evaluates plctures on the grounds first mentioned, thet is,
whether he likes the subject or not, he would get no fur-
ther in sppreciation of how a painting expresses or the
meaning of flowers. He would not progress in either direc~
tion. |

A parsllel comparison may be made in regsrd to
sentiment and nerrative in piectures. One who likes the
sentiment expressed in a picture and so calls the picture
good or one who likes the story or moral expressed and
therefore likes the picture, 1s missing the polnt just as
mich a8 one who says good likeness determlnes a good

» o ¢ o s @

l. Cf. Barnes, The Art in Painting, pp. 14~15.
Cf. Barnes and De Mazlas, Expression and Form (in Art
and Education by Barnes), pp. 163-179.
Cf. Dewey, Art as Experience, pp. 58-81,
Cf., Moholy-Nagy, op. clt., p. 3l.
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pictur9.1 The unique function of the artist as lnterpreter
of subject matter is further described in The Art in Peinte
ing:

The camera records physical characteristics but cen show
nothing of what 1s beneath the surface. We ask of a
work of art that it revesl to us the qualities in objects
and situations which are significant, which thave the
power to move us esthetically. The artist must open our
eyes to what unsided we could not see; and in order to

do so he often needs to modify the familiar appearsnce
of things and so msake sdmathing which is, iIn the photo=-
graphic sense, a bad likeness,<

2. Expression

The term expression 1s used here in the sense of
”pressiﬁg out". For ex&mplé, grape juilce 1s an expression
of grapes and the crushing process through which they have
p&ssad.a A nasrrative 1s the expression of an event in his-
tory snd of the individual view of that event held by the
narrator., The same 1s true of a song, a painting or any
ert form. It expresses something of the subject and of
the artist. It is true of many ordinary activities of men.
For example, & minister may see that the youth in his com~ -
munity are spiritually neglected. He 1s deeply moved by

¢ & o * & »

l. Cf. Barnes, The Art in Painting, p. 4.
Cf. Moholy-Nagy, loc. cit.
2. Barnes, The Art in Palnting, p. 3.
3. Cf. Dewey, Art as Experlence, pp. 82, 23, 58-8l1, 85-102,
270.
Cf. Barnes, The Art in Painting, pp. 75, 13-19.
Cf. Barnes and De Mazis, Expression and Form (in Art
and Education by Barnes), pp. 163-179.
Cf. Moholy~-Nagy, op. e¢it., p. 30.
Cf. Kandinsky, op. eit., p. 75. -
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the need and may feel compelled to do something sbout it.
What he does will not only express something of the nature
of the need but also something of the nature of the man
performing the actions.

The artist,‘ms é minlster, scientist or anyone
else, is moved by some object or situation. He feels com~
pelled to express the experience in a form communicable
to others., What he puts into the art form of himself is
described in "Expression and Form" by Dr. Barnes and
Violette De Mazia as follows:

The artist, stirred by some specific aspect of the
world, reacting with his whole personality, hils senses,
habits of perception and interpretation, imagination,
emotional attitudes and muscular sd justments--is
impelled to extricate, to draw out from the objeet of
his emotion the particular set of qualities and rela-
tionships that called forth his response, and to reine-
corporate them in a form of thelr own, in the process
of which t he work of art comes into being. The form
of the work of art is thus literally ex-pressed from
the original external stimulus as well as from the
artist's personality and the clay, paint, musical tones
or words used as a medium,

* L L) L] * * [ ] » * * * L 3 * L * L - * L 3 L J . L] L 3 [ 2 > L ] * »
Penetration to essentials, and the reorganization of
mere fact to make 1t expressive of an experience, is
what distingulshes art from every form of imitation and
photography. The artist does not meaninglessly repeat
what already existg,in one and the same sc¢t he shows
what it really 1s.

A work of art is not only appealing for what it
is but also for what it suggests. This may range from
qualitles such as mass, third dimension, solidity and

*e o & <+ ¢

1. Barnes and De Mazis, Expression and Form (in Art end
Education by Barness, p. 166,
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movement to universasl and human values such as the spirit

of place in lsndscaspe as found in Claude Lorraine or ;
Constable, of spiritual exsltation as in Glotto and El Greco
or the deep pathos of humanlity as found in Rembrandt.l See
Plate V. |

Ce The Relation of Decoration to Expression

l. Integration of Expressive With Decorative Elements

| Expression is that which the artist has to say.
Decoration 1s that which is immedlately perceivable by the
senses, or the tools (light, line and color in pai.nti.ng).zE
How well the artist uses his tools to attain his purpose
determines the quallty of the product. Several factors
need to be considered. One of the most vital of these 1is
the integration of decoration and expression. Both are
necessary in all the arts. The sense of unity and power
is lost when one becomes over-emphasized at the expense of
the other. For example, if the subject to be painted 1is
the erucifixion and the artist thinks of it malnly as an
opportunity to maeke a highly decorative plcture, giving
undue attention to beautiful designs in the folds of mate-
rial, highly decorative color and line, decorative detaill
in the background and feels only very thinly the universal,
crucial and profound meanings of the subject to humanity,

« & o & o @

1. Cf. Barnes, The Art in Painting, p. 15.
2, Cf. Ibld., pp. 13-19.
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his work mﬁy be beautiful as decoration or as srt, but it
will lack power and have only superficial appeal.l On the
other hand, if the artist paints the scene showing an overly
strong preoccupation with the story, sentiment, or photo~-
graphic reslism at the expense of‘goed sound design and |
decorative relationships, his work will lack power and con-
vietion. And what is still worse, it may very likely glve
the effect of being too sentimental, posed or saecharine.2
Decorative quality, the artistic relationships of line,
light, and color in painting, or the component elements in
any work of art when made one with expression of profound
values, supports and lends power to the expression, making
mere sentiment become real and sincere feeling. See Plate
XVil. In recallinthhe 1llustration of the stages in machine
development used in chapter one, 1t is plain that the
strongest phase was the latter where the esthetic or deco-
rative element became integral with the functioning parts,
The same relationship exists in painting and other arts.s

The decorative must be one with the expressive or
purposive elements, Thls 1s brought out by Dr. Barnes in
The Art in Painting where he says,

In all painting really of the first rank, decoration and
expression are comblned, not only in the sense that the
plcture contains both, but so organically related that

* » & &+ s @

1. Cf. Kandinaky, OP. Gito, Pe 74,

Cf. Gropius, op cit., pp. 19-20, ’
2, Cf. Barnes, The Art in Painting, pp. 13-19, 23, 47.
3‘ Ibido, pp‘ 45"470
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H enry Mattisse

Still Life

Plate VI
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the colors and contours which give immedlate pleasure

to the eye also build up the expressive form. In
Glorgione, El Greco, or Renoir, it is impossible to
point to one area or detasll of the pleture as expressive,
another as decorative; every part is both. Anything in
life that 1s decorative and nothing else 1s merely cos-
metic in function; what renounces all appesl to the
sensibillities is blesk, frigld, ei uncouth, an abstract
demonstration, not a work of art.

The wegkness of too great an emphasis on either
decoration or expression has just been discussed, yet some
of the greatest works of art do emphaslize elther one or the
other. They are great because each has enough of the other
element integrated with 1t to make it convineing. See
Plate VIII. When a work of art leans more to decoration
yet with enough of the expression of solidity, space or
human value to assure reality as in Renoir and Mattisse,
the effect 1s one of charm. See Plate VIII. If it leans
more toward expression with enough of the decorative to
keep 1t balenced, the effect ls of power as in Cezanne or
Rembrandt.? See Plates VII and V. |

Although charm and esthetic pleasure are legiti-
maete and good in Christian experience, this study will be
concerned mainly with power as en esthetic effect, This is
the result in works of art where the emphasis is on the
expressive element rather than decoration. This 1s because
the communlication of the gospel 1s so urgent and every
source of power possible is needed;

*® & » ¢ o @

l. Barnes, The Art in Painting, p. 18.
2, Cf. Barnes, loc. cit.
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2. The Function of Deceratien
The principles involved in this kind of art are

-

the same as those of "functionsl" esthetics as 1t has been
presented in chapter one. The esthetlec effect comes as &

by-product in the carrying out of purpose. Anything that

1s done in the best way possible is also done beautifully,
This i1des is expressed in the forward to s book of sonnets
by Kenneth Boulding, a Quaker poet, as follows:

These sonnets, then, are not art forms but technics,

They are beautiful but in the right way--when esathetic
pleasure is an overtone ixperiencad as the soul realizes
an extension of insight,

To show this close llkeness between art which places more
emphasis on expression and functlional esthetics as described
in chapter one and demonstrated in modern functional design
in architecture, guotations contalning the principles of
both will be compered. In "Expression and Form"™ Dr. Barnes

and Viclette De Mazlie say,

In the process, both the artist himself and the
material on which he is working undergo a change. As
the material is refined, clarified, purged of what is
irrelevant, reshaped and more meaningfully unified, the
artist's own feelings are transformed. « « « o Nature
has thus been transformed through the interplay of
forces between the artist and the external world; raw
materiel has been given meaning by an intelligently

L] . * . L J L ]

1. Gerald Heard, Forward (in There is a Spirit by Kenneth
Boulding)
cf. Gropius, op. cit., pp. 19-20,
Cf. Moholy~Nagy, op. cit. p. 42,
cr. Kandinﬂky, Op. eit., P. 78.
Cf. Dewey, Art as Experience, p. 117.
Cf. Barnes, The Art in Painting, pp. 18, 16, 17.
Cf. Barnes and De Mazla, Expression and Form (in Art end
Education by Barnes), pp. 167-168.



directed purpose; the emotional content of the artist's
experience is concretely embodied in the objective
attributes of the created form,
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In the whole ordered set of relationships each part both
determines and is determined by every other; this thor-
cughgoing interdeterminastion of parts constitutes form
In 8 work of art, as it does in a machine, an organism,
or the intelligont execution of any purpose.
Lewls Mumford expresses the above i1dea in functionsgl
esthetic principles in the following quotation:
The aim of sound design 1s to remove from the object, be
1t automobile, or a set of china, or a room, every detall,
every molding, every variation of the surface , every
extras pert except that which conduces to its effective
functioning.2 ,

Two primary sources of functionsl esthetics have been
the development of machine design and design in nature.
Walter Gropius, a lesding architect of our time and one
of the fathers of the functional movement in architecture
as well as art, recognized that the "besuties of nature's
creation are part and parcel of their functions, he argued
that man's creations teco should combine usefulness with
beauty."3 Alfred Jescobson in an article in "Craft Horisons™
observe& that, | '

One of the most interesting developments of recent years
in the field of design has been the lntroduction of

* & & & o 9

l. Barnes, loc. cit.
¢f. Gropilus, op. cit., p. S.

2. Lewis Mumford, The Esthetic Assimilation of the Machine
(in Rader's A Modern Book of Esthetics), p. 559,

3. Gropius, "Art", Time, Jamuary 21, 1952, p. 58.
Cf. Moholy~Nagy, ope. cit., pp. 44-45.
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asymmetrical shapes--the result of years of patient
exploration by & handful of modern French artists.
Thelr search for source material led them to re-examine
nature's inexhaustible storehouse and they were richly
rewarded. The inorgenic forms of seeds, shells, peb-
bles and even microscopic shapes suggest a whole new
world of fu?ctional forms of infinite variety and liv-
ing beauty.
The pearly nautilus shell, Plate IX, is a good example as
are the honey comb, mineral erystals, bird wings, and nume
erous other natural forms, When studled carefully these
things have been found to be the most adaspteble forms for
their purposs'imaginable,and at the same time they are
among the most beautiful found in natura.2
The pearly nautilus shell is formed by the abso-
lutely uniform mathematlical laws, due to a varying ratio
in the rate of growth of the outer as compared with the
inner surface of what would be, if the rates of growth
were uniform, tubular or conical shape. As the animal
grows 1t needs a larger place in which to live so it forms
a new section on the old and moves into the new, closing
the o0ld pesrt off with a partition., The largest and last
section is that in which it lived wheh it dieds There is
a close relation here between usefulness and beauty. In-
fact, what is one is the other.

- o > & o &

1. Alfred Jacobson, "Use of Preas Molds", Craft Horizons,
November 1948, p..19. ,

2, Cf. Herbert Read, Reallity and Imagination (in Rader's
A Modern Book of Esthetlca), pp. 15-42,
Cf. Karl Bloosfeldt, Art Forms in Nature.



% The Dynamic Balance of Parts

| ' The balance between decoration and expression as
well as thé necessity for thorough integration of the two
have been discussed., There 1s still another important
aspect to be considered in the use of decoration for
expression; the dynamic interrelation of parts which is so
essentlal in a work of art as well as a machine or other
erganism.l For example, a plcture is made of line, light
and dark, color and space. These are designed in relation
to each other and the purpose of the whole. Any part that
1s not essential to the whole or to the function of all the
parts works against the core purpose and breaks down the
strength of the whole., A dome that 1s made of blocks of
stone depends upon the special function of each part or
each stone for 1ts existence and upon that stone's relation
to every other stone. If one stone were to fall out, the
strength of the whole would be weakened and it might col=
lapse entirely, There 1s no place for one extra stone in
the structure either, Much of the work of Botticelll
depends too heavily upon the marvelously decorative use of
line; color and light end dark seem weak in comparison., In
contrast, Titian presents an equally strong use of line,

*¢® & & o+ 9 e

l, Cf. Barnes and De Mszia, Expression and Form (in Art
and Education by Barnes), p. 168,
Cf+ Dewey, Art as Experience, pp. 187-213, 202~206,
Cf. Moholy-Nagy, ope. ¢it., p. 42.
Cfs Kandinsky, op. ¢it., p. 66,
cf. G'ropius, OP. cito, PDe 21"24, 19-20,
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light and derk, and color, all working to support‘each
other, giving more convincing sense of solidlty of volumes,
of depth and reality in the scene.l See Plates X and XI.
In the "Madénne of the Rocks™ by Leonardo Da Vinci, light
end dark contrasts are too sﬁrong, especlally in the faces,
They are not supported by a sufficiently strong use of
color. The result is lack of sollidity in volumes end
unconvinecing expression cf space., This also occurs in "The
Ascension of Christ"™ by Raphael.

The wooden bowls, Plate XIII, are an lllustration
of the marvelous interrelated function of all the parts to
the purpose of the whole. The decorative qualities in them
are thelr pleasing shapes, éontours, and smooth satin-like
texture, the color, pattern and light and dark varilations in
the wood grain. These express the character of wood, the
bowlness of a bowl, and the function of a bowl. They are
80 closely related that they cannot be separated. For
example, the grain of the wood with its color and pattern
which 1s one of the principle decorative elements is st the
same time the substance of which the bowl 1s made. The
grain seemg to follow around the shape of the bowl, define
ing its shape. The contours are subtly balanced yet varied
enough to give an almost mysterious feeling of something
that one feels but cannot quite objectify. "A salsdbowl,

¢ & & & o » |

1. Bearnes, The Art in Palnting, p. 17.
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whatever mey be its virtues as a museum-plece, must not
land the lettuce 1n your lap,"! says Suzette Morton
Zurcher who has writﬁen ﬁkeﬁfwthese bowls. Prestini, the
ertist who made the bowls, has teken care of this problem
a;dm:!.rably.2 He has succeeded in getting the maximum of
beauty in design, without leosing in the functional aspects
by tapering the sides of the bowl from thlck &t the base
to & graceful rim as thin and delicate as & fine porcelain
cup. See Plate XII., This permlits the use of & buoyantly
light, and gracefully flared shape that otherwlse would be
top~heavy. For color, Prestini used the natural color of
the wood, no stain. The color ranges from velvety black
end rich brown of the ebony platter, through the henna of
Cuban nishogany, the striated dark and lighter browns of
teak, the pinker brown of the walnut's concentric rings,
the dramstic green, brown and cream of zelony topal, to
the golden white of the small platter of ash wood. The
bowls are as smooth as pebbles and as glossy as horse
chestnutse

In contrast, compare the plate in Plate XIV with the
bowl by Prestinil. Thé decorative elements are the painted
flowers, the bright and glossy enamel-like surface, the
lacy loops around the edge accentuated here and there with
daisies. The loops and the scalloped edge around the outer

o o o o o o

1, Suzette Morton Zurcher, "Prestini, A Contemporary
Craftsmen) Craft Horizons, November 1948, p. 27.
2. Mocholy~Nagy, op. cit., p. 50,
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rim are decorated with scroll-like lines., It is'primarily
& decoration bécause its decorative elements have so out=-
weighed the functionel and expressive ones that they are
hardly perceivable. The subjeet is a plate of fine porce-
lain. Porcelain itself is beautiful. Tt has a delicate
eggshell thinness, almost transparent in places, and almost
white in color. These qualities have hardly been exploited
et all in this piece. The paihted flowers cover up rather
then emphasize the beauty of the substance from which the
plate is made., For the amount of spéce it occuples it
would hold very iittle, so the expression of function 1s
~not helped by the fancy border of lace-llke loops around
the edge. In this object the decoration is not integrated
with expression, and decoration so outweighs expression
that the object seems weak and superficial iIn comparison
to Prestini's wooden bowls.
Any work of art increases 1ts esthetic power by

exploliting, and staying within the character of the
medium from which i1t 1s made. A sculpturer strives to
express the stoniness of the stone he uses-~its weight,
texture, and color. Alfred Jacobson ln "Use of Press
Molds" says, |

A éatisfying piece‘of clay-work must give full expres-

sion to the clayeyness of clay--an inherent quality

like the redness of red, the spaciousness of gpace or

the solldity of a solid. Only the possession of &
deep-felt plastic sense and a basic familiesrity with
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the nature of clay can achleve this exprassion.l
The painter trles to bring out the peculiar beauty of paint,
1ts texture and color. The peainter who tries to pile up
palnt on an apple in =a sﬁillklire, for éxample, to make it
look round, is transgressing into the reaslm of sculpture.
The composer who uses two national anthems played against
each other to express conflict between two nations as in
Tchalkovsky's 1812 Overture? is transgressing into the
realm of literature. In the comparlson of the wooden bowls
and the plate, the plate seems to be transgressing into the

character of lace instead of porcelain.

D. The Principles Demonstrated
In the Anslysis of a Painting

The principles of esthetic evaluation discussed
in this chapter are well 111ustrated in the analysis of
the painting by Jan van Eyck, Plate XV, from The Art in

Palnting:

"Jan Arnolfini and Jeanne de Chenany, his Wife"
has the polish and charm of the miniature~effects seen
in the best of the Dutch genre-palnters, and was prob-
ably one of the sources of insplrastion for what 1s best
in the work of Vermeer, Pleter de Hooch, Terborch, and
other great Dutch painters of family-life. Here, van
Eyck plays upon the effect of sunlight in a room; the
light does not stand out in isolation, but becomes the

L L] . *»

l, Jscobson, op. cit., p. 18,
Cf. Dewey, Art as Experience, pp., 195-213.
Cf. Moholy-Nagy, op. cit. p. 36,
Cf. Barnes, The Art in Painting, p. 32.

2, Cf. Barneas, loc. cit,
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most active means in the organization of the picture:
the light-pattern serves as a reenforcement and as &
foil to the derk element which tskes the form of an
organized set of rather somber but deep, rich, glowing
colors that carry the effect of color-power. As in

van Eyck's "Crucifixion™, the color is infinitely varied
with light, and a series of rich color-chords are thus
created in the most vitel parts of the pilecture. In
objects of the setting, the variety of these color-chords
is not so pronounced as in the figures and objects in
the foreground, but there is no drabness anywhere, nor
any dull surface or monotonous color-ares.

The pattern of light is focused in the joined
hands, near the center of the composition; additionsl
active elements in the pattern occur on the other hands
end in the lighted area of the window, which latter is
balanced on the right by the vertical areas of light
upon the deep-red bed-curtain back of the woman. The
light on the mirror in the background, end on the faces
is a subdued glow and 1t 1s repeated i1n smaller areas
and in lower tones in the highlighted spots of the chan-
delier. At the lower part of the picture, the white fur
edglng of the woman's dress 1s snother small area upon
vhich light is concentrated; it i1s balanced on the left
by the illumingt ed color of the sandals on the floor.
Similarly, the highlights on the mirror at the upper
part of the back wall, are echoed in the dog's body in
the lower foreground. The light ascends and recedes
from back of the dog, through the green of the floor, up
to the chair, continues through the red cloth on the
chalr, through the cushlon and joins the light-pattern
of the mirror.

The light from the window descends on the man's
c¢logk and forms two parallel rhythms with the two lighted
areas in the red curtain and the bed drapery. This ver-
ticael motif in the pattern is brought into equilibrium
by the curve at the bottom of the man's robe and the
horizontal and oblique folds in the woman's dress. All
the above-mentioned units are but the high notes in the
pattern of light; moreover, while functioning as light,
they are tinged with color and particlipate in all the
coler-, line-, and space-relationships into which enters
the particular srea or cbject which they 1lluminate.
Minor notes in the light-pattern, such as the highlights
on the still-life near the window, the light-suffusion
in the women's dress and fur-edged sleeve, the man's
cloak, the headdresses, and the back wall, offer subtle
varistions upon the motif. In short, the pattern of
light is an Integral part of the entire pilcture.

The color and the space, no less then the light,
are compositionally integrated in the form and are
organized with as much subtlety and distinctlon; and an
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equal degree of completeness of plastic relationships
exlsts in the use of the linear elements.

Ven Eyek's delicate and very expressive sharp
line forms a subtly varied pronounced pattern: the
generally vertical linear rhythms in the figures, dra-
peries, chair, and window are balanced by the obligue
and curved linear motifs in the woman's hesaddress, the
man's hat, the sleeves, the mirror, the chandelier, the
sandals, the dog, the draperies, and the folds and zig-
zag white edging of the woman's dress.

While the predominance of vertical rhythms glves
a static quality to the ensemble, the varied curvilinear
and angular formastions add the needed note of variety,
end translate the essential rigidity into a feeling of
placidity rather than of stiffness. This plecture 1s as
patterned as a cublst ecomposition, but in the patterns
of color, of light, of spasce, and of line, and in thelr
interrelationshlips, everything is subtle: no factor 1s
accentuated at the expense of another. Space, for
instance, 1s genuinely colorful everywhere, and the
color-organization, while contsining an active theme of
light-and-dark contrast, 1s Just as much a rhythmiec
ensemble of color-, line-~, and space-patterns as of lighte-
units. In short, the picture represents a triumph of
integration of all the plastic elements in a form in
which the pattern of light functions as s beslc agent
of unification, It thus differs radically from the
Dutech genre-plctures in which pattern of light-and-~dark
is also an active factor in composition, but in whie
story~telling so often outbalances plastie gqualitlies.

E. Summary

Decoratlon has been defined and 1llustrated as

that psrt of & work of art which is seen, felt or heard

eand has lmmediate pleasure value in contrast to that

aspect of it which 1s dependent upon associated ideas.

Its velue and placel@ve been discussed, as well as its

distinct contribution as a means to deeper interpretation

of objects and situations in life.

” ¢ & o o @

Barnes, The Art in Painting, pp. 443-444, 449,
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Expression, as that part of a work of art which
has to do with things, ideas and values in 1life rather
than the art object itself, including the individuallity of
the artist, has been discussed, defined and illustrated.

The essentlisl quaslities of the relstion of deco-
ration to éxprassion have been discussed. The necessity
for the 1ﬁtegrationtand proper balance between decorstion
and expression has been brought out, and the effect of an
undue prepondersnce of elther has been described. |

Decoration as a tocol of the artist for expression
has been pointed out, emphaslizing the need for making it
sdaptable to pﬁrpose. The close relationship, in fact, the
oneness of the two in purpose was demonstrated in natural
forms and machine design.

The interrelatedness of parts, the necessity
for a proper balance 1n strength between them and thelr
relation to the over-sll purpose of the work, the impor-
tence of staying within the character 6?f%he medium have
been discussed and illustrated.

» Finally, the principles set forth in this chap-
ter have been demonstrated in an analysis of "Jan Arnolfini

and Jeanne de Chensany, his Wife" by ven Eyek.n
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-CHAPTER III
FUNCTIONALISM IN CHRISTIAN SYMBOLS

A. Introduction

In thls chapter the principles of functional
esthetics willl be discussed in relation to the art forms
of the Christian church.

Symbolism will be defined and contrasted in
order to show how & symbol partakes of that which it sym-
bolizes and cannot be replaced by something else. Symbol-
ism's presentation of the essence of that Whichnis symbol=
ized rather than the thing itself wlll be pointed out.

The double-edged function of symbollsm as it opens up the
mind to higher meanings beyond itself and at the same time
adds richer megning to ordlnery experiences will be dis=-
cussed. The problem oflsymbolism in Protestant Christi-
- anity with the danger of its ceasing to lead beyond 1tself
to God but rather to be worshipped in His place, will be
considered. Finally, attention will be given to thé rela-
tionship of this term to others used in the study, wlth
specigl interest given to its relevance to the purpose of
the functionsl relationship between the art form and the

expressive ldea,

Architecture and painting will be discussed as art
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forms symbolizing Christisn concepts. The place of archl=
tecture in the lives of the early'Christians will be dise
cussed. A brief survey of the aims of the architects of
Christianity throﬁgh the dominant periods in history will
be discussed.

It will be shown that the coming of the induge
trisl revolution brought new materlals and technics which
opened up new possiblilities for adaptation to needs and
the expression of faith through architecture. Finally, &
fine exsmple of modern church architecture will be ana-
lyzed to see the highly functional relationship of the
form to the need and the expression of spiritual concepts.

Generally and specifically Christian art will be
discussed in an attempt to discover 1ts distinguishing
features. |

The implications of functional esthetics for the
church service as one communicating unit will be discussed,
especially in relation to salient sreas of the problem:such
es balance between the esthetic and expressive elements of
the service, integration of all the parts of the sérvice
to each other in the light of the whole and the function

of all the parts to accomplish a definite purpose.

B. The Symbolic Function of Christien Art

l., Brilef Definition of Symbolism

*» @ o e e o



'The word ”symbal" is deriyed fromifwg G?:ek
words syn (meaning together, with) and balleln (to
throw), The meaning of the combined words is to throw
or join together, so that, in a general sense, a symbol
is a throwing together or combigation of two things,
the one standing for the other.-

The real meaning of symbolism goes beyond this

etymological definition in that the thing symbolized is

greater than the symbol. It 1s representative of the

thing symbolized but it is not a representation of it.

A rock as a symbol of steadfastness partakes of

that which it symbolizes in the very essence of its

nature--its durability and immovability. A symbol points

to something greater than 1tself. It expresses basic

truths in a vivid and simple way.,

2.

2

Symbol Contrasted With Sign

A symbol is 1rreplaceable--nothing can quite as

adequately express the ldea or relationship. In contrast,

"& sign can be replaced. For example, it could be decided

to use yellow instead of red to stop traffic. The light,

in essence, has nothing to do with "stop".

It

A sign points to no higher meaning than itself.
does not participate in that which 1t signifies. For

example, a number on a room door signifies to the one who

lives there that 1t is his room. It has no real relation

1.
2.

. . L] . . .

Fe R.‘ywser, Church Symbolism, Ps 1l4.:

Cf, Paul Tillich, Systematic Theology, I, pp. 115rf.,
238frf,

Cf. G, Ernest Wright, Symbol and Symbolism (in An Ency~
clopedias of Religion), 1945, p. 753.
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to the room itself. A sign merely gives information.
_ _ Unlike a sign, a symbol opens up the mind to =
level of reallty not met before. A symbol points beyond to
something greater than itself.l A symbol can degenerate
1nto mere sign when used mechanically; on the other hand,
sighs canv&ccumulate‘meanipg and turn into symbols. Sym~-
bols need to be reécreated, or given & new meaning in esach
generation if they are to be living and meaningful instead
of trite cliches. When religious symbols have degenerated
to the level of signs they are like, for example, the
designs and emblems on a church floor, windows ér vestments
for which the public is provided with a booklet, in which
to see what they signify.‘ The average person in America
would not have to look up the terms "heart™, "sword", or
"ice" when these are used as symbolic of ideas because
they are a real, living part of common experience,' Neither
should one have to look up church symbols. When one does,
they have degenerated to mere signse
Saint Augustine seemed to believe that one must
know that which 1s symbolized before one cen understand
the symbol. He says, o
For when a sign is given to me, if i1t finds me not
knowing of what thing it 1s a sign, it can teach me
nothing, but if 1t finds me knowing the thing gf which
it 1s the sign, what do I learn from the sign?
le G. Ernest Wright, loc. cit.
2. Saint Augustine, Concerning the Teaching (in The Basic

Writings of St. Augustine, edited by Whitney J. Oates),
Vol. I, Pe 388,



In part this i1s true. Some amount of familiarity with the
symbcl‘is necessary if one is to see what 1t symbollzes.
If the people to whom Jesus spoke had had no experience
with sheep, his reference to the good shepherd would not
have been effective as a symbol to help them to a higher
view of His own nature. Artfue symbol has a double-edged
power in that it glives new and richer meaning to everyday
experience while it leads beyond itself to open up higher
levels of swareness, For exgmple, the cross 1s a direct
symbol of a historical event, which in turn is symboliec of
the vast and unknowable love, Justice and holiness of God
and His plan of redemption for man. At the same time the
cross gives new and richer meaning to the dally experiencesa
of livinge.
- Mere ritual can degenerate into sign, 1f the
meaning 1t symbollizes becomes dead. For example, the
sacrificial laws of‘thé 0ld Testament were made rich with
meaning when the Israelites saw the great power and holie
ness'of God upon the mountaiﬁ Just before the Law was
glven,
And all the people pereeived the thnnderings, and the
lightnings, and the voice of the trumpet, and the
mountain’ smoking: and when the people saw it, they
trembled, and stood far off, And they sald unto Moses,
Speak thou with us, and we will hear; . .

Later the vividness of this experience faded, the p90ple

}l. Bible, Exodus 20:18-19,
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lost sight of the nature of God and His power. Their sace

rifices degenerated to mere ritual end were hated by God.

‘3. Symbol As Essence
a. Picture

A symbol 1s the bolled down essence of a thing
or sltuation. A tree painted by Giotto is the essence or
treeness of all trees.l See Plate XVI. It presents those
characteristics which are most fundamental to all trees;
leaving out the incidental, and specific characteristics
of a particular kind of tree in a particular piace. In
this way Glotto's trees become symbolic. They give the
l1dea of tree on a higher level than that of one particular
tree. If Gilotto had painted the tree photogreaphically,
just as 1t looked, 1t would have lost 1lts symbolic charac=-
ter and been reduced to mere sign. But because of Giotto's
superior vislon and insight, he was able to draw the
deeper underlying meaning of trees. He not only does this
with trees, but also with people, with the whole picture,
so that the whole situation pictured i1s presented in =
most profound and symbollec way. DBecause of this 1t has the
quality of timelessness, spirituality and universal appeal

which is the essential character of all truly great art.

1. Paul Tillich, Art and Religion, a series of 1ectures,
Union Seminary in New York, 1952.
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~ If he had painted the scene with the preciaion of phéto-
graphic likeness achleved by the camera, he would have
lost this quality and his work would not have had 1ts
timeless and gxalted eppeal. In this connection, Angelico
Surchamp says,

Abstract representation, far from being an overlay,
springs indeed from . «  Objective structure. What

is more, the return to symboliec form allows an adequate
expression of theological realities. For the art of
feeling, we want to substitute the art of truth. Here
is no matter of arousing emotions cheaply; you are as
readily moved at the sight of a man condemned to death
as at beholding a msn upon a cross, presented to us as

the Christ. The task i1s not to do the work of a reporter

or recorder, but to see everything under the light of

Faith and, through symbols, to indicate those most sub-
lime resllties, whereby a Christian lives, . .. . We have
no business painting a Christ, but the Christ.l

Some believe that words as symbols are not as powerful as
are other types. Mﬁrch says,

When one cannot deal directly with things and actions
in themselves, symbols have a greater psychologlcal
impact than words, because symbols are themselves
things or sactions; and as such are closer to things
than words, serving as reproductions of things or reen-
actments of actions. They impress the most vivid

senise ~the eye- as well as the ear, and the other
senses, Becsause of thelr concreteness they have a
greatgr impact on the imagination, the memory, the feel-
ings. . .

- - Eost pedpls, at one‘time or another, have had
the experlience of reading a story that is not illustrated
in the particular copy read. Later they see 11lustrations

* L ] L L] » » -

l. Angelico Surchamp 'bn Behalf of a Truly Religlous and
Truly Modern Art,"™ in Liturgicel Arts, vol. 18, August

1950, p. 88. vy AL -2 R ) ‘-

2. H. Colley March, Dorset Proceedings XXV, 17, quoted by

Sidney Heath, The Romance of Symbollism, Francls.Griffiths,

London, 1909, p. 7.
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for the story in another COpY s and experienceAdisappointo
ment because the plctured characters seem less 1deal and
alive than the ones thej had imsgined. The more universal
the symbol the better. It is better for the artist to
abstract the ppiversa1 elements, letting the reader supply
the details according to his own imagination. Symbolism
i1s weakened by literalhess.‘ One of the reasons for the
repulsiveness of a life-like wax figure is 1ts closeness
in every detall to the original, yet it 1s not the originel.
The same is true of overly naturalistic palnting. It pre-
sents no challenge to the imagination of the beholder. It
is the artist's abllity to make his work symbolic of mean=
ings gﬁgve and beyond the subject itself, that glves him
his unique value.
be Story ‘

- The story of the prodigal son along with Jesus'
other parables is a symbol. All the essentlal elements
of that kind of situation are there; other detail is left
out with the exception of what is needed to lend reality
to the story. This makes it representative of the typ-
ically humsn situation where evér it may occur and in any
age. It 1s timeless--universal. This story is and always
will be a living symbol because the father-son relationship
is basic and common to all men, in all times and places
end it helps men to understand their relationship to God
their heavenly Father,.
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ce Historical Event » _

An historical aventvcan"becomgva,symbol in the
same way that an artist or storyteller mskes a picture or
story a symbol. They consclously selected the basic ele=-
ments fgr,their work, eliminating the nonessential detail
and drawing out the essence of the subject to be portrayed.
The same thing cen happen over the years to a historical
event which at the time of 1ts occurrence possessed all
the detai1 found in any real event. With the passing of
time the nonessential elements are dropped out and the
characteristlic or essential ones are left, Thus it becomes
universgl in‘appeal gpd representative of all similar sit-
uations. For example, the defeat of Napoleon at Waterloo
is now symbolized in the expression, "He met his Waterloo".
As a‘symbol'its double~edged character makes 1£ function
in two ways, to lend greater significance to the specific
event in the present for which the phrase is used and to
open up a higher level of understanding of that particular

kind of defest as a unlversal concept.

4. Symbolism a Historic Problem to Protestagtal

) - Protestants have been anti-symbolie throughout
the cqnturies to a greater or»lesser_degreeo They_hav&
been afraid that the symbol would cease to point beyond

1. Tillich, Art and Religlon, a series of lectures, Union
Seminary in New York, 19562,
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itself and be worshipped for‘itself‘alone. There is good
reason for this. It 1s ha#ural that this ghould happen
since}msn.is a sensuoug‘creaturq by naturq, that which
appeals teyhis senses seems more concrete. When the
esthetic aspect of the symbol is sllowed to dominate, the
idea symbolized by the symboi may tend to lose its symbolic
meening and become only a sign. Its estheticAappeal then
may easily be misteken for worship experlience. Men then
worship the creation 1nstead of the creator or the symbol
instead of that which 1t symbolizas. ngeone has said
tha?, “Ths>human mind 1s a permanent factory of idols."
God, knowing the nature of the man he created, gave him
the second commandment in which he was told not to make
images of anything for wopship. _

It 1s important, therefore, to be very careful
sbout the quelity of symbolism and of the way 1t is used.
It is at this polnt that functionallism is so pertinent

because its basic philosophy is the necesslty for staying

close to function and purpose.

S5, The Relation of Symbolism tc Other Terms Used '

, ”Three‘clogely related terms have been used in
this study to define a relationship which 1s so elusive
and complex that it seems to defy objectification. The
terms "decoration™ and "expression™ seem to be more ana-

lytical in function, that is, they 1solate and emphasize
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~ the unique character of the two main elements involved in
the relationship., "Symbolism" seems to emphasize the pur-
pose of the'relatiﬁnship: that is, the percelved object

- leads the percelver to a higher level of inslght; while
“functicnalism#vdefings the method: that 1s,; it tells how
the symbol (decoration) expresses thst which is symbolized
(expression). This functional relationship has been des-
cribed and illustrated in chapter two. In this chepter it
will be used in consideration of Christian symbols, espe-
cially archltecture and paintinge.

Ces Church Architecture

l. Church Architecture in Christian Experience
The first Christians met in the homes of bellev-

ers., The warmth end close assoclation of Christian wor-
shiplwith the ordlnary experiences of the family relation-
ships, the informality end ngturalness of this arrangement
were certainly regrettable losses when the meetings moved‘
from home to church bullding and a formal service. Each
person became more isolated from the other by the very
nature or the bullding and form of service., Nevertheless,
as membership grew it was expedient to use a bullding that
- would aeccomodate large numbers,

- The church building i1tself can be a symbol of ‘
the falth that it serves, and as such 1t bears a testimony -
to all who see it or worship within its doors. Because

true faith i1n Christ 1s central in the life of the belliever
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it is not divorced from; but one wilth, the Whole‘df his
experience. The religious and secular are one to him.
Therefore his artistic expreséion, be it church or paint-
ing, expresses the character of the age in which he lives.
When the Christian religlon is redgced to a peripheral
place in the life of the Christian, it is put "on the
shelf" for Sunday and business becomes "secular" while
wofship is considered "religious™. The life is broken up==-
it loses 1ts dynamlec unity in Christ and its power as a
witness for Him., This is reflected in church architecture.
A man  may be eager to adopt the best architectural forms
of his day for business purposes, where he wants top effi-
ciency and order to let the world see that he is "up-to=-
date”™., But he would "throw up his hands in horror"™ at the
thought of using these same sdvantages in his church build-
1ng.l '
Eric Newton has written a most enlightening

article on "Modernism and Religious Art". In i1t he said
that an editor of an English magazine sent an issue of it
to him, proudly commenting upon an article about a "modern"
church, newly built. The article described the church as
a “unique,experiment-fa church built and decorated in the
'modéfn style". Newton commented that

In any other age than our own 1t would have been unique

L] [ ] L L L L

l. Cf. Chad Walsh, Early Christians of the 2lst Century,
Pp. 154-166.



to build and decorate & church--or any other building
for that matter--in any but the modern style. If
Julius II had decided to decorate the Sistine Chapel
celling in the style of Glotto; if Bernini had been
told to design the great cibarium in Saint Peter's in
the style of Michelsngelo; . . . we should open our
eyes In surprise at the gbsurd snachronisms that
resulted from such blind devotion to the past. Yet
to-day we are content to furnish our churches with
statues that look like watered-down Ghiberti, or paint-
ings based, at best, on Raphael, and, at worst on-«but
why labor an obvious point.

At each moment in the history of man, the art he pro-
duced was the inevitable expression of the spirit of
the age. Every column as well as every statue on the
Parthenon is an exact visual expression of the modes of
thinking and feeling in Periclean Athens; the whole fla-
vor of the religious outlook of early sixteenth century
Rome 1s contalined in Michelengelo's Sistine Chapel
ceiling.l

The author continues by likening the situation to a train
moving through history throwing out works of art as it
goes. These were collected by art historians and care-
fully hoarded in muéeums, thus belng robbed of much of
their meaning by belng removed from thelr historical con-
text, the author says.? Somehow the clergy and artist
became separated slong the way and the artist was left to
go on expressing himself in easel pictures which at least
Interpreted the spirit of his age, even though destined
for the home and museum. The church was left to express
itself visually with odds and ends from the past--a past
which, glorious in 1ts time, is no longer asdequate to

L ] [ 4 LJ * L -

1. Eric Newton, "Modernism and Religious Art," in Liturgi-
cal Arts, August 1950, p. 89.
2. Cf., Walsh, loc. cit.
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"express truly the intellectusl, emotional and spifitual
climate of to-day.l

| This ides is also vividly expressed by Chad
Walsh in his s2lert and discerning book, Early Christiens

of the Twenty-Tirst Century,

A good rule of thumb by which to judge the religious
vitality of a period is the architecture of its churches.
The more the church bulldings resemble models in a
museum, the more the religion 1s & museum plece. As
long as Christlanity kept 1ts buoyancy and life, church
architecture evolved along with secular architecture.

It is highly probable that many romantic, stalned-glass=
loving Christians of to-day would be shocked if they
could be transported a hundred years into the future.
The Christians of that time may have & high regard for
St. Thomas Aquinegs, but I doubt that they will imitate
the architecture of his day. Instead of hiring mediocre
archltects to turn out pseudomedleval structures, they
will seek out the Frank Lloyd Wrights snd have them
build churches genuinely functionsl and &s modern in
spirit as seculesr architecture. Then 1t 11 be obviocus
that religlon has emerged from the museum.

2, The Aims of Christien Architecture in the Past
as Early Christiens
Since the fourth century when Christianity was
officlelly recognized and able to come out of hiding, its
architects have tried to express the basic spiritusl con-
cepts of Christlenity in accordence with the outlook of
tgeir day ana the technics and materials available.
' The first Christlian churches (Romenesque) were

gimilar to the Roman forum which was the common style at

l. 7Ibid.
2. Pe 159.
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the time; for public‘buildings. The forumﬂusualiy had a
V&nltgﬁyceiling, hgavy wal}s, and symmetrically placed
entrance on the four sides. For the purpose of Christi-
anity all entrances were ellmlnated but one at the end
of the bullding. The altar and_pulpiﬁ were placed at the
opposite end where they dominated the building. Columns'
which surrounded the court of a Romen forum on all sides,
were placed on two sides only. They too functioned to
lead the eye to the altar. Thg walls of these churches
were heavy and did not allov much 11ght."They had to be
heavy to support the stone vaulted ceilings.l
b. Gothic Period

The flying buttress came into use in the late
Middle Ages. With this the architect was able to locate
reenforcement in strategic polnts along the wall for sup-
~port of the vaulting., This allowed larger space for win-
dows and more light. The architects of Christianity have
always strived to express the spiritual with the mater-
ials of their buildings. The style of buildings has
aiwaysvbeqn influenced by the materials gnd_technics
available.» The Gothic church expressed spiritual éxalt&~
tion to & high degree by the further development of the
flying buttress and vaulting technics .which allowed a
higher naive and consequently more window space and clear=-

. . L 4 L 2 *

l.f, Ernest H. Short, The House of God, pp. 75=-85, 86-101,
168-192,
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story windows near the ceiling. Thls added light was
glven an other-worldly and spiriyual effect by the use of
stalned glass. The dark, rich coloring of the light that
filtered through the high vaulted space was a triumph of
Ghristian expressiqn begun in theNRomgnesque period and
coming to flower in the Gothic period.l

¢. Renalssance A

. With the coming of the Renalssance the separa-
tion of the spirit from the material began to be evidenced.
The ornament of the cathedral seemed to be concelved less
as an integrated part of the structure and more as a thing
in i1tself, The sculptured figures that expressed in &
symbolic way spiritual teachings, became more naturalistic,
less conslstent with the structure and more like people
one might see walking In the streets at the time. Artists
were more concerned with the world of the senses=-the
meterial rather than the spiritual.2

d. Baroque v »

The Baroque followed the Renalssance with its
theatrical display and emotional ecstasy often produced by
spaeioua means. One device was‘the use of false scale,
For example, facades were large, highly orneamented with
heavy, flambuoyant angels, shells, broken pediments,
scrolls and duplicated frame lines around doors end wine

¢ » & . » [ ]

1, Ibia. s .
2. Ibid., pp. 275=203,
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'daws. Doofs were made very large in proportion to the

whole facade, this all gave s false sense of massiveness
and power.l The real door was a small one, of an appro-
priste size for use, inside the larger one. The seme
thing wes done with steps and railings. All of these
things are used every day--man goes in and out doors, and
up steps and so he gains an 1des of their size. The
Baroque architect played upon this by making the entrance
to a bullding aebout ten times as big as was necessary,
glving the impression, from a distance, of mssslve size.
In contrazst to the modern architect, who strives to express
the material and the functional shape of a bullding as its
ornamentation, the Baroque architect seemed dellberately
to cover up and disgulse materisl textures and functional

shape. For example, meny Baroque church architects painted

the plaster of the celling to look like & continuation of the

real architecture up into the vast space of the sky which
was filled with angels,‘cherubs and clouds. In one case
the srtist even painted the faces of curilous observers
looking down from the edge of the heavenly scene tc the
unfortunste little earth-bound creature stending on the
floor looking up. This happeﬁed et a time when the estéﬁ~
lished church was being threatened by reform movement and

*® e o & o o

l. Cf. Telbot Hamlin, Architecture an Art For All Men,
pp‘ 13, 80, 87, 195’ 215, 227’ 185.
Cf. Short, op. cit., pp. 299-304,



54

80 was uéing every means‘possible to impress men with 1its
grandeur and power.l
e. Pre-Modern

Architecture after the Baroque period was chiefly
concerned with fevivals of architectural styles of the past
such as those of the Greek and Gothic tresdition. During
the nineteenth century when eclectlicism reached its height
there was a confused use of superfliclal ornament such as
Gothic tracery, and windows, Barogue doorways, Itallen
Renalssance arches and Palladlian windows., They were used
for decorsative effect with 1little regard for the functlon
performed by them in their original context or for thelr
relation to the structural elements or function of the
builldings upon which they were to be used.2 Of this, the
pseudo~Gothlc churches of this period are good examples.
The Gothic appearance of the facade of St. Patrick's Cathe-
dral in New York City 1s a decorative veneer.° The struc-
ture 1s really brick. A host of churches with their dismal
brown varnlsh and meaningless over-lay of extravagant Gothic
detall are only expressions of superflciality, distracting to

the expresslion of spiritual concepts and efficlent function.4

l. Cf. Short, ope. cit., pp. 299-304,

2. cr. Hamlin, QP e Cito, De 216.

3. Cf. David M. Robb and J. J. Garrison, Art in the
Western World.

4, Cf. Hamlin, loc. cit.



w55

f. Modern Architecture

| The develépment of architecture in America paral-
lels the development of machine design as seen 1n chapter
one. The first "meeting houses™ were simple and direct;
their form was the result of a bullding honestly designed
to meet the needs for which it was made. Then the influ-
ence of classic Roman and Greek bullding came when men
felt a desire for more ostentation. In the nineteenth and
early twentieth century this degenerated into mere eclecti-
cism, described sbove, which was the superficial over-lay
of ornament from classlc styles; similar to the psleotech-
nlc phase in machine design.l

Around the beginning of the twentieth century a new

archltecture came into being. Three main factors contri-
buted to this movement. Flrst, the decadence and super-
ficlellity of the state of archlitecture at the time forced
thinking architects to grope for something better. In the
second place, new bullding programs and new constructlon
materlials and technics were little suited to Gothic or
classlec styles, but suggested = multitude of new pos&ibi-
lities and advantages that the classical asrchitect could
not possibly have achleved. And in the third place, archi-
tects 1n Europe were discarding the o0ld styles and frankly
accepting the character and possibilities of the new mate-
rials, steel, concrete, stucco and glass and the new tech-

nics suggested by them, To be sure, some architects were

1. TIbid.



trying to make steel tracery after the Gothic stone tra-
cery. Others tried to mold concrete to look like the
stones of Baroque pslaces. But the main trend of archi=-
tecture was towards the new "International Style™ which
believed that not only modern structurel methods were
necessary but every line must be developed from these new
methods.l Talbot Hemlin points out that:
A modern buillding must show its structure even more
directly than the Gothic buildings showed theirs; its
every beauty must be conditlioned by modern structursl
methods (steel and reinforced concrete) and modern
materials (veneered woods, glass, metal, and plasticsa).
Moreover, since the walls In a modern bulilding are
mere screens, they must look like screens. As a corole
lary, buildings should no longer appear like welghty
masses, but like enclosed space. They are bullt for
their interiors--that 1s, the space they enclose--and
therefore must appear as that spsce with its enclosures.
Monumentality and any type of axlal symmetry are incone-
sistent with this ideal, + « « Sloped roofs express
past and gone techniques.®?
Flat roofs also give full, square rcoms on the top floor
end facilitate later additions. New steel construction
mede heevy wall supports unnecessary. More glass could
be used. Modern archltecture 1is adapted to the needs and
appearance of its immedlate surrocundings and climste.
According to new ideals in architecture there is no longer
a set form or style into which to fit the present needs and
situation--the form or style is the result of the needs of
a2 specific situation having been met in the best way possible,

] L L ] L L]

l. Cf, Hamlin, op. cit., pp. 218-220.

2. Ibild., p. 221.
Cf. Gropius, The New Architecture and the Bauhaus,
Pp. 21-24,



In 1945 Alfred Luke Mattes in his thesls on
"Prends in Protestant Church Architecture in America as
They Reflect Thought and Practice™, sald that the Protestant
church in America had been hesitant to adopt the new style
of architecture., When it did, it usually retalned elements
of the traditionsal style.l "Elkert Conover, director of
architecture for the Board of the Federal Council of
Churches, said that most post war church building programs
call for Gothic."? |

Two main arguments were glven for this lag in
acceptance. One, it has not become fixed. To this it may
be sald that nothing is ever "fixed"--there is continual
change elther for better or worse. In the eight years since
this thesls was written the new style of architecture has
been widely accepted throughout the world and there have
beeﬁ many churches bullt in this style in America. The
second argument was that it is better to use a style cre-~
ated by the church., To this it may be said that the classic
styles "created by the church" were tsken from pagsn Roman
buildings as has been pointed out previously in this chap-
ter, It i1s also true that the Protestant church in America
takes advantage of new "stream-lined" social and publicity
technics and does not object to a new version of the

* L] * * * &

1, Alfred Luke Mattes, Trends in Protestant Church Archi=-
tecture 1n America as They Reflect Though and Practice,
p. 104,

2e Ibid., p. 104,
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Bible but enthusiastically accept it in favor of the King

AJames version. Mattes says:
As a result, within the church both thought and 1its
practical expression in religious education and the
acceptance of community responsibility may be contempo-
rary in the best sense of the word, whlle at the same
time the bullding presents an exterior which consciously
and often self-consclously sets itselfl apart from secular
forms at the price of identifylng ltself with sacred
forms and symbols that have little power to convey the
Christian message to the modern world.,

One of the chief reasons for the lack of accep-
tance of functional design for churches 1s the natural
human tendsency to cling to the old and feniliar. Another
is lack of firsthand experience with the new church archie
tecture and an understanding of its nature and advantages,
It may be helpful therefore to analyze carefully a good

example of 1t.2

&. Analysis of a Modern Church

Christ Church in Minneapolis, Minnesota, has
been chosen as a fine example of modern church architec-
ture for ansalysis. See Appendix I. The analysis will be
made to discover the decorative and expressive elements,
the interrelation between them, and how they function to
symbolize spiritual concepts.

The congregation wanted a Gothle style church,

*e & & & o 0

l. Mattes, op. cit., pp. 105-1086.
Cf, Walsh, op. cit., p. 159,
Cf. Newton, op. clt., p. 89.

2. Cf. Barnes, The Art in Psinting, pp. 4-5.
Cfe Willerd L, Sperry, Reality in Worship, pp. 232-236,.
Cf. Arthur S, Hoyt, Public Worship For Non-Liturgical
Churches, pp. 21-30, 37,
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but the pastor strongly believed that e modern building
~would serve Christianity better than e Gothic or Colonisl
copy“,l The congregation took & course in the history of
architecture before they were convinced. The effect of the
bullding is indicated by the comment of one who was not &
Christian, ™I am not a Christian; but if I have ever relt‘
like getting down on my knees, it has been here."Z

This church 1s the last completed work of Ellel
Saarinen and 1t represents an amazing integration and bale
ance of spiritusl, esthetic and practical qualities.

For practical consideration the maximum val ue
is gotten here fer g minimum price. The church cost only
'$300,000., The avalilsble space was smell, It seats around
750 people end has a small chapel, and a choir loft for
fifty volces. The use of simple materials, a design that
directly met needs and provided an overlepping use of space
helped to keep 1t within the budget and the space. Large
unbroken brick areas were a saving and a beautifying element.
Only four columns sre used inside while the pews are car-
ried into the éide-aiales. This also cut down expense.
The interior is so skillfully designed that the natural
1ight in most cases 1is sufficient although artificial
lighting is there when needed. Sound is controlled by the

* s 0 0 o o

l, . Douglas Haskell, Architectural Forum, July, 1950, p. 80.
2. Ibido’ p. 820
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shape of the building. The "flutter" produced by sound
~bounclng between parallel surfaces is controlled by slightly
tilting the ceiling, and by splaying the north clearsteéy
walls, The main celling sbove the tilted one is surfaced
with acoustic tile. As e perfectlionist touch the rail of
the balcony 1s tilted forwerd to prevent echo from its
surface. The subtle curve of the chancel wall puts the
focal polnt of echoes outside the church, sway from the
congregation.l
One of the chlef sources of esthetic satlsface
tion in this bullding is that these very qualitlies which
meet the ordinary practical needs of budget and functiont
that 1s, the fine sacoustics, light control, and seating,
at the same time express esthetic and spiritual quallties.
The carefully controlled light not only provides adequate
light to see in the entire church and saves cost in erti=-
ficiel lighting,but it is so designed that its chief source
is the long vertical window behind the screen to the left
of the chancel from which it places emphasis on the cross
and the altér. It 1s reflected by the curve in the right
chancel wall to the whole nalve 1in a softly glowing way
that mskes light and the simple cross the dominant elements
in the whole of the interiore. All things within the church
are subservient to thls and nothing is sllowed to detract

¢« & e & &

1, Tbid., pp. 80-83,
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from it., The slightly canted wells between windoﬁs not
~only shileld the congregation's eyes from glare but direct
ettention to the altar, croas and minister in the chancel.
This is snother instance of the marvelous control of light
for practical and spiritual purposes.l The canted walls
scatter and direct light and sound at the same time they |
provide a powerful esthetic effect. It 1s well known that
when planes are placed at odd angles to one another a sense
of dynamic, moving relationship 1s set up between them
which 1s more pleasing than static parallel plenes. Artists
often use this within their pictures. The writer knows of
one artist who carries the princlple out in all of his
home and furniture. Even the doorwsys of hls house are
built with no two widths the same.2’

In the Ssarinen church light and the cross are
the dominant spiritual concepts expressed. The sl mple
and inexpensive brick built into broad, unbroken wall sur-
faces 1s one of the esthetic effects of the bullding. It
needs no decoration because its pattern and texture is a
decoration in itself and the plain wall space glves dignity
to the building and dlrects attention to the cross as the
dominant theme and decoration., Even the curved wall te the
right of the chencel 1s a marvelous and subtle theme play-
ing up the cross as it reflects 1ts shadow and glves the

¢« & & o *

l. 1Ibiad. )
2. ¢f. Wharten Eeherick,



effect of infinite space.® It 1s also the climax of a
~minor theme of curves, pillars, pulpit, end the paneling
above the pulpit. The curve theme 1s played against the
dominant theme of straight lines end flat planes; (vertical)
the left wall of the nailve, the canted walls between the
windows, and the pine screen in the chancel, (horiznntal);
benches, altar rail, and altar. The vertlical and horizon-
tel themes are climexed in the cross.

This church has the simplicity and directness of
an early Quaker or Mennonite meeting house but with all of
the advantages possible of modern materials and technlcs
plus a profoundly moving expression of beauty and the
spiritusal concepts which are central to the Christian faith,
BEach pert is so integrally related to every other that one
can herdly say this 1s a practicel element, and this is for
decoration, and this to express Christian symbolism., What
fulfills a practical funetion also is besutiful, and what
1s beautiful is expressive of Christien ideals. The same
functionel esthetic principles are at work here that were
aéen in the wooden bowls of Prestini--the stripping down to
essentlals, the elliminstion of evefy molding, pattern or
other detall that 1s not working for the desired effect of
the whole, Thus, the Sasasrinen church 1llustrates the
principle of functlonelism in meeting the needs of the

* & & & s @

1. 7Ibid.,
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whole man; the physical, mental, esthetic and spiritual.
De Christien Painting

1. Definition of Christian Art

Painting 1s an expression of living experience,
whether on the level of object or idea, and as such, 1is
significant to the Christian. Therefore, just as everything
in life has Christian significance, so in the fuller sense
one may think of 2ll pasinting as Christisn.,

This feeling of oneness or the awareness of the
basic meaning underlying all thiﬁgs is called mysticlism by
Williem Jemes and by Albert C, Barnes.l To the Christian,
the source of thls unity of meaning is God and the feeling
itself is closer to the term "spiritual". Barnes describes
it in The Art 1in Painting: |

We have mysticism at 1ts height when the harmony between
the self and the world 1s tsken as the key to all expe=
rience, when everything is felt to be full of life, and
at heart one with ourselves.
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In El Greco, we have a Christlian's mystlcism, a world
dominsted by supernatural forces. He reveals the perva-
sive 1life that the Christisn mystic finds in all human
experience, and uses nature as a symbol to show the
individual's fears, struggles, aspirations, defeats, and
triumphs, all viteslized with the artist'!s intensity.2

The definition of Christian art becomes more
specific when it 1s narrowed to the work produced by one

e & L * . L

l. Cf. James, ope. cit., pp. 379~429,
20 ppv 4:5-4‘7.



who is a Christian . It might be narrowed still further

to include only those works which contain Biblical sub-
~Jjects. Any one of these limitations is really inadequate,
all are true, in a sense. Some Biblical plctures may be
shallow in thelr presentation of Christian experience even ’
though they use Biblical characters or stories while others
using "secular" material may be profoundly spiritual in

presentation.t

2. The Principles of Functionalism in Christian Painting

| The principles illustrated in the Prestini bowls
and the Saarinen church are present in good pd ntings also.
The lack of these princlples results in bad plctures,often
giving the effect of sentimentality, unreality and weak-
‘ness. Lack of balance in the use of light, line and color,
and lack of integration of these with the expressive and
decorative elements can result in this effect. Anything
included in the plcture which does not work for the artist's
purpose, works agsainst it and should be eliminated. The
elements of the whole should be so fused that none can be
sald to be purely decoration or purely expressive in funce

tion-~each should, at the same time, be the other.2

3. The Analysis of the "Crucifixion" by Grunewald
It is imperative continually to refer to the
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1. Cf. Tillich, Art and Religion, a series of lectures,
Union Seminary in New York, 1952,
2, Cf, Barnes, The Art in Pdl nting, pp. 30, 16=17.
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illustration to achleve the deésgired effect of the analysis.
This "Crucifixion™ is one of the great palntings
of all time and the masterpiece of thls German artlst. A
truly remarkable achievement, for this painting represents
a successful portrayal of intense emotion and suffering,
produced by the thorough support of the decorative ele~-
ments: that 1s, his superbly related and integrated use
of line, light and dark, color and space. The plcture
presents a pictorial organization as highly complex and
beautiful as the greatest modern sbstractlons, but with
it a profound presentation of the crucifixion of Christ.
These abstract relationships are its life blood. Angelo
Surchamp says, as quoted before, in relation to symbolism,
Abstract representation, far from being an overlay,
springs indeed from this objective structure. What is
more, the return to symbolic forms allows an adeguate
expression of theologlcal reslities. For the art of
feeling, we want to substitute the art of truth., Here
- is no matter of arousing emotlions cheaply; you sre as
readlly moved at the sight of a man condemned to death
as at beholding a men upon a cross, presented to us as
the Christ. The task is not to do the work of a recorder,
but to see everything under the light of Falth and,
through symbols, to indicate those most sublime resli=-
ties, whereby a Christian lives . ¢« « « « Wo_have no
business painting "a" Christ but the Christ.l
The ccmposition'is decelvingly simple. No line,
color or detall is present except that which functions to
express the dominant idea of Christ, the Lamb of God, cru=
cified. The pleture 1ls well-balanced around this idea.

* L 4 L ] - -

1. Surchamp, loc. cit.
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Dynamic balance is achieved by a nnmber'of
interrelated mesns. The three figures on the left are
balanced agalnst one,én the right. This was done by plac=
ing the cross to the right of the center and Christ's body
to the right of the cross instead of in the center of it as
¢ 18 usually done.

There are several rhythmical movements through-
out the piéture that begin, like a theme in a symphony,
move through the plcture, and come to a climax in the bent
head of Christ. Harmony 1s played sklllfully egainst cone
trast. |

There is a wonderful fusion of light, line and
color in the figures that renders them convincingly solid.
Their psychological expressions are vivid and d ive.,

The light and dark contrast is strong. Three
areas of white on the right (loin cloth of Christ, lamb
and book) are balenced by the white robe of Mary, standing
on the left and by the inscription at the top. They result
in dramatic contrast between the actors in this event and
the stark, deep green vagueness of the background which
has enough color in 1t to bring out the vividness of the
color and light in the foreground. Between these contrasts
are many subtle variations of light, one being the stream
of water in the background.

The contrast between the upward movement of Christ's

arms and the opposing downward swing of the curved cross
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bar to which they are fastened creates a feeling of ten=-
sion which helps tc'express the pull of the weight of his
body on his arms. The curved cross beam gives a "held in"
feeling to the compositiocn. ;

The anguish of Christ 1is vividly portrayed
throughout the picture by & writhing, twisting movement.
It ap?ears in the dreapery, the wringing hands, distorted
faces, the twisted and strained fingers of Christ, the
twlsted body of Christ and finds its climectic expression
in his bent feet and head.

An unduleting movement, which is st the same
time symmetrically unifying, moves from the foot of the
cross on the left side, through the cord and drapery on
the kneeling figure, through the body and the red cape of
John, terminating in hls head. A similar movement goes
from the foot of the cross on the right side, through the
cross carried by the lamb, through the bow of the sash
around the Baptistt's walst, around his shoulder, terminating
in his head. Together these movements form a "v" which
holds in the composition and 1s part of a series of simi-
ler rhythms found in the folds of the red mantle around the
Baptist's shoulder, the pages of the book, and the shoulder
part of his pointing arm, A parsllel movement occurs‘on
the left slde in the bent figure of the mother of Christ,
John, and the fold in the drapery that goes in that direc-
tion. These movements are repeated in the movement of the

earms of Jesus and all are cllimaxed, as before, in the hesad
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of Christ. The little opposing inverted "v" made 5y the
string holding the inscription over Christ's head points
up this series of "v's" by contrast and helps to hold in
the composition. o

The head of Christ is bowed to the right while
the feet turn to the left expressing suffering and at the
same time lending subtle balance and variety to the pic-
ture and also forming part of two large, sweeping curves
on each side. Beginning at the Baptist's feet, moving
through the lamb, the cup, the feet of Christ to his right
leg, to the wound in his side, coming to rest at his head.
This curve 1s balanced by & similar curve on the left side
of the picture. It begins at the lower left corner with
the rock, going gracefully through the curved lines and
edges in the drapery of the kneeling flgure, through her
arms, the tle of the loin cloth on Jesus to be climaxed
with the other at the wound and head of Christ.

Finally, the vertical rhythms found in the stand-
ing figures, and the horizontal ones, seen in the bsnds of
rock and water in the background'are repeated and climaxed
in the cross and body of Jesus where they cross each other
in the head of Christ.

The emphsasis on Christ here is not by literal
means that have nothing to do with pictorial art, such as,
the pointing finger of the Baptist and the hands of the

Marys. Christ is emphasized by every contrast, rhythmic
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movement, line and color in the pieture. The spirit of
this tragic yet triumphent scene 1s powerfully and con-

vincingly rendered.

E. Implicatlions For the Church Service:

Problem Aresas

Although this consideration of the problem is
admittedly inadequate, experimental and "groping for the
next rung in the ladder", as it were, 1t is hoped that it
mey lead to fﬁrther end more comprehensive and definlte
thought.

To the writer's knowledge very little has been
done along this line in the Protestant church. Chad Walsh
has expressed concern for the decasdence and ineffectiveness
of many of the usual contemporary Protestant church ser-
vices from the standpéint of thelr outward form, as viewed
in the light of modern esthetic principlea.l The Catholie
church 1s doing some vital thinking and acting in this
area., Their "Liturgicael Arts"™ magezine is devoted to the
task of‘discoﬁering and using for the service of the church:
modern esthetic principles, technics and artists.z The
lack of interest and concern for esthetics on the part of
Protestants may be due to a confused idea of the natuﬁe of

* & & & » @

1. Walsh, Op. cito, pp' 154“166.
2. Lavsnesux, Liturgicel Arts Magazine.
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esthetics, which 1s & hangover from the museum movement--
the idea that asrt is a frivolous, impractical luxury and
therefore not worthy of time and consideration to those
seriously concerned with the burden of a lost hume ity.
£s this study has emphasized, it 1s & very basic part of
human 1ife. When ignored or wrongly used the result is
incomplete, impoverished and confused experience, which
hampers the communication of the Gospel. According to the
premise of this thesls, 1f esthetics were better under~
etood 1t could be used as a power to communicate the Gos-
pel rather then as a hindrance. The plea is not for more
art to be used in the church, That is done too much
elready. It is for better art; used in a more effective
way. '

The two dominant components of art forms, expreas-
sion and decoration, were seen to demand certaln essential
relatlionships to each other for the effectlve working of
the whole. This was lllustrated in the snalysls of the
Prestini bowis, Saarinen church and Grunewsld and van Eyck
palntings. These were: effective balance, integrestion of
perts, and the close affinity of parts to the functlion of
the whole. Here these essentlal relationships will be
considered in relation to the church service as one unit
expressing the Gospel message for the purpose of saving
souls. In doing so, problem areas will be made clearer

and perhaps some s lutions wi 11 be suggested,
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l. Bslance

The esthetic, which ldeally is used as a power
or tool to communicate the Gospel, often seems to lose
this relation to purpose and become an end in itself.
Then the service loses its directness and simpliecity.

The esthetic experience 1s confused with worship and the
individual leaves the service feeling that he has had a
woreghip experience when in resality 1t was an esthetlc one,.l

When en artist has very little to say as far as
depth of human value is concerned, the welght of sppeal in
his work may naturally be decoration. Likewlise, when a
minister has little to say or lacks zeal for the communie
cation of the Gospel message the result may be an over=-
emphasis on the esthetlc aspect of the service: that is,
the music, interior decoration of the church, "high-sound=-
ing" language, poetry or vestments.® In some cases the
esthetic mey even be depended upon to produce an effect
which the minister, iIn falling to discerm the nature of
the esthetlc experience, may belleve tc be worship.

This problem seems more noticeable in services
where formal liturgy 1s used. Frequently one is lmpressed
with the highly decorative and emotlon-gtirring vestments,
burning casndles, chanted music, overly ornste interiof
decoration while the Scripture and sermon may be given in
a cold, unemotional and monotonous way. When leaving the

service, the impression carried glong is esthetic but

. L] . . * [ ]

lo Cfo Hoyt, Opo Cito’ ppc 21"25, 65-660
¢cf. Sperry, op. cit., pp. 212-215.
2. Ibid.
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not truly spiritual &l though it 1s thought to be spiritual.1
Of course, many would sgy that individual b&ckground} taste
énd custom determine the spiritusl effectiveness of such &
service, It is here suggested that in view of the fact
that thssehsame problems and principles operate in the
fleld of art,they are very likely in operation in the pro-
cess of the communication of the Gospel alsoc. Therefore,
there 13 more involved than mere taste, or tradition.

There are basic laws that operate in any communication
between human beingse.

For exsmple, Mennonite or Quaker meeting houses and
services are severly plain and strictly functional. The
power of esthetics 1s wanting, but it seems better to err
vin this direction then in the other, just as it would be
healthier to have a diet of vegetables and stesk only, in
contrast to one of dessert and salad.

This extreme seems closer to the principle of God as
Spirit demanding spifitual worship. The Gospel has a bet-
ter chance to predominate in such a situation. Art as an
overtone or by-product of funcetion is closer to this prine-
ciple. Perhaps that asccounts for the fact that at first
many churches built in the modern "international® style

are reminiscent of Mennonite or Quaker meeting houses,

2. Integration
When leaders of a congregstion become aware of a

need for a grester use of art in the service it 1s so easy

1. Cf. Hoyt, ope clt., pp. 65, 66, 6369,
Cf. Sperry, op. cit., pp. 213, 208, 209.
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to begin by adding solos, choral numbers, guest musi-
cians, talks on art, or chalk td ks to the service snd
poetic expressions, poems snd "high-sounding” phrases to
the sermon in an attempt to have a "beautiful service".
This is 1like the "icing on the ceke". The mere adding of
decoration 1s as ineffective here as it would be in a
painting or a‘building. There is a dlfference between the
relationship of grains of sand to each other in a pile of
sand and the relationshlp between the parts in a machine.
There 1s organic unity in the latter; each part is dynam-
ically relasted to every other part in‘the light of the
purpose of the whole,.l

Frequently the greater function 1s sacrificed
to the lesser. Certaln things are meant to be functional
for the attainment of an over-all purpose but the relation-
ship is relatively superficlal and undynamic. Some out=-
standing examples of this are long drawn.out announcements,
jokes, and the indiscriminate use of solos and choirs. The
superficial use of jokes. and choirs will be discussed |
briefly to make more concrete the point that some things
which seem functlionsl, in the long run, may not be,

The introduction of a sermon W th a Joke or
"funny story" is a common device used by preachers to
éstablish a relaxed atmosphere., Often it has no connec~-
tlon with the theme of the service. If the minlster would

try to discover the reasons for an atmosphere of tension,

L » * L . .

1. Cf. Hoyt, Opo Cito, ppo 21""25, 14;5"1460
Cf. Sperry, op. cit., pp. 211=~212, 222.
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perhaps he could find s more orgenically relst ed means of
6verceming the problem. The effect of a "funny story"
may seem to solve the problem but it is often a super=-
fici@l solution and more than that it may produce a nega-
tive effect which spoils the simplicity and directness of
the impact or‘the~whole service,

How does & choir help to express the message of
the sermon? Some might justly feel that it would be bet-
ter to havé no cholr; that some other use of the time
might be more potent for the communication of the Gospel.
Or some may feel that pralse to God belongs only to the
congregation as a whole, as in the case of the Menhonitos.
Certainly if a choir 1s used 1t should be of good quality.

Its members should be suditioned and trained by a profes-
sional musiclan., If the church cannot have this because
of lack of talent, money or both, it would seem less dis-
tracting to the service as a whole to have only congrega-
tional singing. Sometimes cholrs are used because the
congregation expects 1t &s a part of tradition or set

pettern. Set pattern in itself is deadening.:E

In other
cases the reason for having s choir seems to be to get
members to take an "eactive" part in the service, This-
seems a superficial‘interpretation of activity. The high=
eat kind of activity to alm for would be that of the heart
and will, which results in active Christisn living inside
as well &s outside the church, Thils is attained primarily

by the strong impact of the Gospel message on the hearts

1. ¢Cf. Ibid., pp. 214-25, 213, 208, 209.
Cf. Hoyt, op. cit., pp. 63-69, 23-24, 39, 134-136,
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of those hearing it. A boring cholr, among other things,
can weaken and even destroy this impact. Thus the lesser
funcetion denies the greater, |

As the texture of the bricks and the pattern
made by the cracks between them were elements in the deco-
rative effect of the Saarinen church,yet expreasi#e of
the very substance of which it was made, s0o the decorative
elements of a church service should at the same time be
the particular message of the day.

Integration of all the elements in the service
to the dominant purpose of the whole is essentisl, If
the dominant means of conveying a particular message 1s
the sermon, the esthetic element will be one with it and
the music, offering or prayer will eminate from the sermon
to be most effective,

Alexander Whyte is noted for the careful concern
he had for the unity of the service. Perhaps some helpful
suggestions mey be seen in the portion of his bilography
quoted here:

So strong wes his desire for a pervading unity throughe
out every service that he would never delegate even the
reading of the lessons when he was himself the preacher,
Even when he was over elighty years of age, he continued
to conduct the whole service, which sometimes exceeded
an hour and a half 1In length, and to stand throughout,

e » o for the preaching of the Evangel . + «_was the
center of all the worshlp of the church « »

s & & o &

l, G. F. Barbour, The Life of Alexander Whyte D.D.,
pp- 410"4110
Cf. Ibid0, ppo 14:5"14:60
Cf., William V, Maxwell, Concerning Worship, pp. 67-69.
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Whyte's use of music also manifests hié concern
for uﬁiéy in the service. To him & hymn was not merely
a set pattern used every Sunday, it was a unique opportun=-
ity to enrich the presentation of the Gospel and he made
it meaningful. Hollins, his minister of music says,

Dr. Whyte's method of choosing the Praise differed from
that generally adopted. His cholce showed enormous
care, the domlnant idea being to make the entire pre-
liminary portion of the service centre around his ser=
mon, to lmpress it the more vividly on the congregs=-
tion. On one ocecasion, his subject was 'Meditationt',
and having seen a plece of minre on & recital programme
called 'Meditation', he asked me to play it during the
service~-not as a voluntary, but a special item, pre=-
viously snnouncing that I would now play a Meditation.
I have known him to choose a hymn because the text
preceding it had a bearing on the sermon: and a favour=
ite device was to read a psalm or scripture passage,
then have 1t sung elther as a Metrical Psalm or Para=
phrase.l

The humen tendency to compartmentalize in think-
ing, end consequently in practice,may be a strong factor in
the disunity of the church service. Evangelism 1s thought
of as belng distinctly different from ordinary preaching.
Teaching is thought to be separate from preaching, devo-
tional sermons ss distinect from exposltory ones, the
emotional response as separste from insight and reasoning,
end the esthetic as being separate from insight and under-
standing and primarily emotionalf% This problem is preva=-
lent in the eppreclation of art also. Decoration 1is

e ¢ ¢ o o o

1. Ibido, Pe 408,

2, ¢f. B. A, E, Garwvie, "The Philosophy of Worship"
(in Christian Worship by Nathaniel Micklem) p. 4.
Ccf. Maxwell, op. clt., pp. 67-69, 5, 7.
cf. Sperry, op. cit., pp. 213, 222. :
c¢f. Hoyt, op. cit., pp. 37, 65, 66, 145, 146, 29, 30.
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considered to be separste from expression, space 1s con=-

sidered as an entity apert from color and emotlon 1s

considered as separste from reason.l

John Dewey says,

 Learning to perceive demands the interaction of the
whole personality with things about it. This is true

whether one is seeing a picture or psinting it, master-

ing golf, building a new type of bridge, or reading

the poetry of Keats.2

If learning to perceive or understand demands

’ the whole personality, then the communication to be appre-

hended should have all the elements in it appeasl to the

whole personality. The sermon should appeal to the emo=

tions, intellect, spirit, physical, and esthetlic aspect of

the individusl. God made men a dynamic whole. Each of

these elements 1s an aid to the other in lesrning. For

example, it has been sclentifically proven that facts with

emotional associations are remembered longer than those

without emotional appeal. John Dewey says of the separation

of the emotion from intellect,

Emotions which, when connected with the meaning of
objects and with purposeful sction, are interests
attaching the self to the changing world, are left
free~-floating. Instead of giving secure anchorage,
they dlssolve into reverlies that come between the self
and the world.®

1. Cf. Barnes, The Esthetlic of Bernhard Rerenson {(in Art
and Education by Barnes), pe. 217.
Cft. W&lSh, O Cito, Pe 165.
2., Dewey, Forward (in Art and Educstion by Barnes), p. S.
3« Dewey, loc. cite. '



In view of this principle, a sermon 1s a tool used
by the minister to éommunicate & message thaf he feels is
urgently needed by the people. He should feel free and cre-
ative enough to appeal to reason, emotion, intellect, ima-
gination, background or any possible thing that will help
him carry out his function. His sermon should be evangells-
tic, devotional, intellectusal, teaching; expository or any
combination of these that will get his point across to the
whole man.l

Two outstanding areas that reveal compartitmental=
ization of emotional from intellectual response in the church
service are the "worship center" and the "worship period".
The very fact that these have a name and é special time and
place is evidence of this separation. The "worship center"
veers 1in the direction of idoiatry and teaches the idea
that worship is not a part of ordinary experience, But some=-
thing special‘for which one needs such esthetic aids as
cendles and a picture for achievement. Often, in Sunday
schools, one finds religious books, in a child's department,
on 2 separate table from secular ones, suggesting that
religion does not belong with ordinary experiences in life.
Those who practice these things are probably not conscious
of this effect, perhaps becsuse it is visual instead of
verbal. The average person is not trained to see visual

effects or to understanditheir significance.2

» L] . . . L d

l. ¢f. Garvie, loc. clt.
- Cf. Maxwell, op. cit., pp. 5=7.
2., Ibid.
Cfo Hoyt, Op. Citc, ppo 55"59.
Cf. Sperry, op. cit., pp. 222, 211-212,



Worship does not usually occur apasrt from learn-
ing or intellectual insight buf rather as a result of it.
Many Sunday schools devote thirty or forty-five minutes to
the "worship period" followed by twenty to thirty minutes
for the "lesson". Worship is not a kind of "feeling"
pumped up by the use of "art", (hymns, poems, pictures or
cendles). One does not need a devotional "atmosphere“ to
worship God. He needs resl personal insight into the
' nature of God, Christ and the Scripture, the kind of
insight thet involves his whole being, to truly worship.

If the lesson is taught in e "whole" way there is likely

to be more resl worship of God going on in five minutes
during or after the "lesson" then in the whole forty-five
minutes of the "worship period". A sensitive teacher will
watch the response of the class to the teaching, that she
mey see when the class is ready to worship in a spontaneous
and naturel way.l It is also suggested that the entire
Sunday school period would be better thought of ss one unit
rather than as two separate parts--the "worship period" and

the "lesson".

3. Function

¥Form follows function™ is a term used to sum
up the principles of functionselism. The outward form of a
building or a church service is not a set style or mold

* L J [ L . L ]

1., Cf, Hayward and Burkhart, Young People's Method in the
Church School, p. 137.
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that is mechanlcally applieé‘to any situstion but rather it

is the result of the specific needs of the situation being

met in the best way possible., The rigidly set form in a

church service so often seems to lead to desdness. When

the form of the service ls the result of s careful but

flexible planning to meet the needs of the situation the

result 1s more likely to be alive and effective., Of

Alexander Whyte it was said that,

1.

Throughout the service which he conducted, whether in his
own pulpit or elsewhere, everything was thought out, yet
nothing was stereotyped. . « late in his life he wrote

to Dr. Kelman of "the point and power that belong rather
to spontaneous than to prepared prayer." -His services
showed a variety and origlnality . . . which were extra=-
ordinarily impressive in his hands . . . Who but he would
have read, at the grave of an aged and saintly lady, the
account of Christian's passing, from the close of the
"Pilgrim's Progress"? In the communlon service there
appeared the same deslire to awaken the heart and con-
science of his fellow~-worshippers by varying the familiar
order. More than once, when he came to the words of
institution, "After the same manner also He took the
cup," he broke off, with the cup in his right hand, and
told how once, "Rabbi"™ Duncan, when distridbuting the
elements, saw a woman In a seat near the front of the
church pass the cup untasted whlle the tears coursed
down her cheeks; and how the great scholar, leaving his
place at the Table, stepped down into the aisle, and,
taking a cup from the elder who held it, gave it himself
to the weeping communicant, with the words, "Tak' 1t,
woman: 1t's for sinners."

The closing act of each service was as charac-
teristic as all that went before. Most often it included
one of the benedictions or doxologies from the Epistles;
but it might . + « end with the lines which in a very
speclal sense he made his own:

"0 may we stand before the Lamb,

. When earth and seas are fled,

And hear the judge pronounce our name,
With blessings on our head.™l

* o ¢ @ L ] L

Barbour, op. cit., p. 310.
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In summery, the aim of sound design is ﬁo remove
from tha object, be 1t church building, sermon or the ser=-
- vice as a whole every detall, every solo, every extra part
which is not conduclve to its effectlive functioning., What
1s left should be interrelsted in the most beautiful and
functional way possible for the purpose of communicating
the Gospel.

F. Summary

- In this chapter the principles of functional
esthetics heve been discussed in relation to the art forms
of the Christian church.

Symbolism has been defined and contrasted in
order to show how a symbol partekes of that which it sym-
bolizes snd cannot be replaced by something else. Symbo-
lism's presentation of the essence of that which is symbo-
lized rather than the thing itself has bheen pointed out.
The double~edged function of symbolism as 1t opens up the
mind to higher meaningé beyond itself and at the same time
adds richer meaning to ordinary experlences has been dis-
cussed. The problem of symbolism In Protestant Christianity
with the danger ofvits ceesing to lead beyond itself to God
but rather of 1ts being worshipped in His place, has been
considered. Flnglly, attention has been given to the
relationship of this term toc others used in the study,
with special intereét given to 1ts relevance to the pur-

pose of the functional relationshlp between the art form
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and the expressive idea. ,

It has been shown that the‘céming of the indus-
trial revolution brought new materiasls and technics which
opened up new possiblilities for adaptation to needs and
the expression of falth through architecture. Finally, &
fine example of modern church architecture was énalyzad to
see the highly functional relatlonship of the form to the
need and the expression of spiritusl concepts.

Christian art has been dlscussed to discover 1ts
distinguishing features and these have been 1llustrated in
an anslysis of the Grunewald "Crucifixion".

The implications of functional‘esthetics for the
church service as a communicating unit have been dlscussed,
especlally in relation to salient areas of problem such as
balance between the esthetic and expressive elements of the
service to each other in the light of the whole and the

function of all the parts to accomplish a definite purpose.
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SUMMARY AND CONCLUSION

The purpose of this thésis was to present the
‘challenge of modern functlonal esthetic principles to the
Christian church and to show their relevance to 1its
problems.

In order to do this, it was necessary to make
those principles clear and understandable. The method for
doing this was to present the background problems from
which the theory developed-=the assimilation of the
machine gnd the development of its design. The problem
arising out of the eerly use of the machlne was the sepa=
ratlion of art from the evefyday lives of the people. It
was noted that machine-made products crowded handmade
crafts from the market. This made machine owners become
rich quickly. As &a sign of their position, they began
collecting art. Thus art found its way from the dally
life of the people into the museum. A parsllel movement
took place in the philosophy of art. The lsolationist
view of art, which held that it is distinct from 1life, was
discussed.

The historlcal survey pointed out that as the
machine became understood as an instrument for artistic

expression in its own right, its design was improved

-y



through the better integration of parts with funcfion,
the eséhetic element belng built into the ﬁcrking'parts,
every non-essential psart being removed.

Thé products made by the machine followed the
same development,

As functlonal design evolved, the theory evolved
with 1t and the problem of the separstion of art from the
routine experience began to find solution. The machine,
 recognized as a tool in the hands of the artist, could
manufacture ordinary, useful objects cheaply and artis-
tically.

The princlples of functionsgl esthetlcs have been
used meinly in the "material™ realm while on the level of
"yalue™ there has been & lag in lts acceptasnce. This is
the challenge of this study because the Christian church
is concerned primarily at the value level.

After showlng the source and development of the
theory, 1ts dual aspect was analyzed,

The discussion showed that functionallism is
concerned with the quallty of the relation between the
percelvable form and the assoclated human meanings and
purpose expressed by it.

To see the character of function, 1t was neces=
sary to define and analyze the "decorative"™ element and
the "expressive" aspects, trying to discover the relation=-

ships between them. These were found to be: balance
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between the decorative and expressive elements, the inte-
gration of the two and of all the elements involved in
the light of the over-all purpose of the work.

These princlples were demonstrated in an snaly-
gls of a painting by Jan van Eyck.
| In the last chapter symbolism was defined and
shown to be a term that emphaslzes and describes the true
purpose of functionalism: that is, the subtle control of
all the means so as to express through the art object a
higher level of meaning than 1tself. For exsample, the
Prestini bowls were designed so well with all nonessential
detall eliminated, that they express the ldea of bowls In
general, The problem of symbolism to Protestantism was
found to be the danger that the symbol lose its function,
and, not pointing beyond itself, be worshipped for itself
alone.

Christian architecture and painting were dis-
cussed and analyzed to discover functional prineciples gﬁ
work in them. The need for the Christisn church to take
advantage of all the latest technics, materlels, and forms
of expression in the arts was emphaslzed,

The implications of functional esthetlcs for the
church service as one communicating unit was consldered,
especially in relation to sasllent areas of problem such
a8 the need for integration and balance between the

esthetic and the expressive elements in the service, the
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bendiag of all the parts to the needs of the situation and
tﬁe purpose of the service and the necessity for the elim-
ination of all but that which is needed to accomplish the
purpose of the service.

Compartmentalization, manifest in the tendency
‘to think of worshlp as separate from learning was dis-
cussed as well as the need for really good quality in art
forms that are used in the Church, whether music, psint-
ing, poetry or architecture. The need for more thoughtful
and functional use of art in communicating the Gospel was
expressed.

The final conclusion is that the esthetlc is a
fundamental part of humsn nature. When ignored 1t seeks
expression in, perhaps, less constructive means. The
preaching of the Gospel to the whole man demands wholeness
of presentatlion; therefore, the presentation should be

esthetlic. Because of the strong appesl of the sensuous

to man it is important not to let art be used ostentatiously,

but to keep 1t closely integrated with purpose that it may

work for Christt's cause and not against it.
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APPENDIX I

CHRIST CHURCH:
A MODERN PROTESTANT CHURCH



The altar in the Church of
St. Clement, Alexandria, Vir-
ginia, is set in the center of the
church rother than at one end,
and the congregation gathers
around it as a family. Since the
cross is seen from all four sides,
it has been made three di-
mensional rather than flat. The
circles, which are derived from
the old Celtic cross, extend out
in front and back as well as
around the center of the cross.
The darkening of the low ceil-
ing gives that effect of space
and  mystery which  was
achieved by great height in
traditional architecture.

In the interior of the Lu-
theran church shown on the op-
posite page, the old forms—
altar, cross, and candlesticks
—are redesigned in the sim-
plicity of modern art. They are
set against a bare brick wall
where shadow is the only deco-
ration. The result is an interior
of dignity and beauty that is
both a setting for and an ex-
pression of the devotion and
reverence of the congregation.
The unfettered quality of
modern architecture and in-
terior designing and the sense
of God's power and grace
that it expresses help lift us out
of the confusion of our dail
lives into the presence of Goc{







Open jointed brick on the angled northern clerestory wall is laid in
2 ft. wide splayed panels, the center of the splay projecting 4 in.
from the principal line of the wall. Panels add textural interest,
absorb sound.

Towering window in the southern facade (right) lights the sanctuary

and repeats the vertical accent of the bell tower. Spacing and depth

of louvers in the side-aisles cut down the glare for minister as well
as for congregation.
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aisle windows, the church also has a flexible artificial lighting system.

The distinctive spun-aluminum “spoon lights” projecting from the
southern clerestory wall may be used for strong indirect lighting,

while smaller recessed ceiling fixtures provide general illum

Adequately 1




is Iighted in a similar manner, without any attempt to con-
ceal the light source. Surprisingly, the windowless upper
; portion of the nave is not dark and gloomy, but filled with
%ﬁcﬁi g’g?é‘; a soft, reflected glow from the chancel. ]

plenum chamber Wall sections between the side-aisle windows are spaced
info zones closely and slightly canted on their inner surfaces to keep
direct light out of the eyes of the congregation and to
direct attention to the brilliantly lighted altar. Unlike some
louver systems which shield the audience but leave the
speaker facing the light, the depth and spacing of the wall
sections give a measure of glare protection to the pastor as
well as to his congregation.

2" insulation—fz*;
above shaded
areas (38% of
total area)

Acoustics were considered early in the planning, and the
building was shaped to control sound with a minimum of
absorptive material. To prevent the “flutter” produced by
B sound bouncing between parallel surfaces, the northern
ié?f‘ozrﬁ;j/'s clerestory wall is slightly splayed and ceilings are canted. -
g cement asbestos Suspended from the steel roof grid by metal hangers, the
main ceiling is surfaced with perforated acoustic tile, backed

1grille backed by with 2 in. insulation over 38 per cent of the total area

¢ fabric to assist

ifieation (detail at left). Behind the visually effective waves of open-
" plaster ceiling] jointed brickwork on the northern clerestory wall sound-
—29-6* g?;;f) of t absorbing material furnishes additional protection against
“ reverberation. Similar material is introduced in ceiling

NAVE AT 160 REFLECTED CEILING PLAN

strips along the outside of the aisles, behind the wood
- screen in the sanctuary and on the soffit of the choir bal-
cony. As a perfectionist touch, the rail of the balcony is

; —H— tilted forward to prevent echo from its surface.
metal deck : .
o 2'purlin T To improve tone transmission, a decorative open-weave
plastic fabric covers the face of the organ loft, forming the
v o rear wall of the balcony. Sound passes easily over the plastic
f‘“em‘ hangersz0oc strands of this screen, is not lost or muffled as it would be
SEs-4+0'c. ded : . ; i
iﬂcphorbor f‘rgnﬁspﬂ'r?iﬁ; e etal by an ordinary fabric. A final acoustical refinement is
L, deck achieved by the subtle curve of the chancel wall which is
anchor bars  zig2'’ 7 laid out, not merely for visual effect but to put the focal
20" o cement asbestos panels . ) .
, point of echoes outside the church so that none reach the
congregation.

Heating is mainly by radiant coils located in the floor of
the side aisles and the sanctuary (both areas are close to
windows) and in the lower walls of the clerestory. Con-
vectors are used in vestibules, sacristy, minister’s study
and toilets. To provide good circulation, ventilating fans
supply air to six plenums above the main ceiling (detail
at left) and into the nave through perforations in the ceiling
tile. Return grilles are at the corners of the side aisles.

$5,000
4,000
25,000
70,000
3,000
283 CONSTRUCTION OUTLINE: Foundations—concrete, spread foot-
3,082 ings, bituminous waterproofing below grade. Exterior walis—brick
15,000 and stone. Interior—steel frame, wood partitions. ROOF-—steel
- 3,500 beams, metal deck, built-up roofing. INSULATION: Ceilings (nave)
22,000 —perforated Transite, Johns-Manville Corp. Roofs and sound insu-
11,000 lation—Fiberglas, Owens-Corning Fiberglas Corp. WINDOWS: Sash
9,000 —aluminum, Flour City Ornamental Iron Co. Glass—Hylite, Missis-
5,500 sippi Glass Co. HARDWARE—Yale & Towne Mfg. Co, FURNISH-
1?’833 INGS: Altars, pulpit, lectern, organ screen, etc.—L.. Paulle-Midway
1:500 Co. Lumite mosaic for screen—Lumite Div of Chicopee Mfg. Corp.
600 Textone—Olean Tile Co. Baptismal font—Flour City Ornamental
300 Iron Co. Seating—American Seating Co. Pastor’s office—Modern
1,100 Center, Inc. ELECTRICAL FIXTURES—Branham, Mareck & Duep-
50,000 ner, Inc., Kurt Versen, inc. and Swivelier Co., Inc. HEATING—
9,000 radiant system. Wrought iron coils in side aisles, sanctuary floors
g:ggg and lower section of clerestory walls—A. M. Byers Co. Convectors—

Trane Co. Controls—Barber-Colman Co. Specialties—Bell & Gos-

oo Caas
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KRAUS-ANDERSON, INC., General Contractor
BOLT, BERANEK & NEWMAN, Acoustics

LOCATION: Minneapolis, Minn.
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previously accepted Gothic plan in favor of the Saarinens’
design. The most powerful factor in his successful cam-
paign was a course for the congregation in the history of
church architecture.

The reaction of the congregation to their new church is
perhaps best summed up in the words of an outsider who
said, “I am not a Christian; but if I have ever felt like
geiting down on my knees, it has been here.”

The plan sets up a balance of the practical and the esthetic
which carries through the entire structure. By using a mi
mum of four .interior columns and by carrying the pews
into the side-aisle space, the architects were able to establish
the ﬁne proportions of the nave somewhat independently of
the seating arrangement, and without reducing capacity. The
layout of narthex and chapel at the rear of the church
provides a comfortable overflow space for such occasions
as Easter and Christmas. A rear balcony for choir and organ
was dictated by site limitations, but it has the happy effect
of leaving the chancel free of all distracting elements. Stor-
age, utilities, coatroom and toilet facilities are concentrated
in a full basement. The sacristy wing ties in with the exist-
ing building, forming a pleasant court before the glass wall
of the minister’s study

make the main altar and the brushed alummum cross above
it focal points of the whole interior. With a ceiling-high
louvered pine screen concealing its source, light streams
into the sanctuary through a window extending the full
height of the south wall. Like the cyclorama of a modern
theater, the curved white brick wall of the sanctuary cups
the light, suggesting infinite space. The altar of the ghapel




HRIST CHURCH

This church is the last completed

work of ELIEL SAARINEN,
Architect and Planner

He died June 30 at the age of 76,

full of honors and ripe in years

Art, science and faith achieve a serene harmony in this
{ simple church. At a time when burgeoning scientific dis-
covery is sometimes the master rather than the servant of
architecture, the Saarinens have demonstrated here that
science and art may be perfectly, yet inexpensively wedded.
The faith that built the church was spread by its young
pastor, who believed deeply that a modern structure would
serve Christianity better than a Gothic or Colonial copy,
and who found a way to convince his congregation that he
was right.

In purity of spirit and simplicity of form this church
recalls the early Christian era; yet it has a contemporary
core. Its spirit and form retain their impact because the
architects have handled the technical elements with such
subtlety that only an expert would guess how scientific the
treatment actually is. Acoustics dictated the shape of the
nave, the pitch of ceilings and walls, the form of decorative
§ surfaces. Contemporary lighting methods are used to create
the climax of the whole interior—the Baroque radiance of
the sanctuary—and to provide an adequate level of general
illumination. Radiant heating and an efficient ventilating
system are integral parts of the building. The skilful absorp-
tion of these “environmental controls” into the design is
described and illustrated in more detail on following pages.
The church not only assimilates the achievements of
modern science with no loss of spiritual quality; it also
satisfies tight budget and site requirements. With only about
$300,000 available for building, the congregation wanted
permanent seating for some 600, overflow space for 150
more, a small chapel, a choir of 50 voices, a baptistry and
a modest number of service rooms. The site was a narrow
corner plot adjacent to a building of faintly Gothic char-
acter which was to continue in use as a parish house. Costs
were held down mainly by using simple materials and a
direct plan that met the basic needs through some over-
lapping use of space. The large unbroken brick areas which
give the church dignity were also helpful in effecting sav-
ings. The face of the old building was simplified and tied
into the taller mass of the new structure by a graceful
arcade. Characteristically, the Saarinens’ solution to these
practical requirements involved no sacrifice in design qual-
ity or painstaking attention to detail.

For others who want to make a similar step toward a
new church architecture, the part played by the young
pastor of this church is significant. Returning to Minne-
apolis after wartime service as a chaplain, he faced the
problem of persuading his eongregation to abandon a




For the exterior of this Luth-
eran church “in Minneapolis,
the architects have redesigned
the traditional tower and
cross with a new simplicity
and grace. The lack of compli-
cated carving and detail
leaves only the texture of brick
and the plain pattern of the
grillwork for decoration. The
cross, large and elongated,
dominates the simple building ,
much more completely than |
the more familiar smc:h ones,

which are lost on top of a

highly decorated building. This

may not look like o church ot

first, but since we know it is one

because of the cross, it is only

a matter of fime until we begin

to feel that it is.

New Art for Our Churches

By MARY CHALMERS RATHBUN

o use modern architecture and sculpture and painting in building a church is to
Tbreck a very strong habit—the habit of designing our churches in the style of some -
earlier period of time. But there are good reasons for breaking it.

In the first place, since art is one of the languages in which people express them-
selves, we ought fo speak through art in our own way instead of just copying someone
else's way of saying things. We don't feel that in our speech we must imitate the
English of the King James Version of the Bible; no more should we feel we must imitate
art forms of another time although we treasure the work of earlier artists. :

.In the second place, modern art forms can often express certain aspects of Chris-
tianity in an especially powerful and moving way, and in some cases far more so than '
the older forms could. Clean, plain lines and simple settings allow a concentration
on the meaning of things—a peace and quietude uninterrupted by diverting decora-
tion and complicated shapes. The modern church architect works with simplicity to
make o grand and dignified building rather than with complexity, as many earlier
architects have done. This doesn't mean that we need fo give up tradition entirely,
for tradition holds what we cherish from the past. But today's artists have found that
they can use the traditional symbols, of which the most important is, of course, the
cross, in their new designs. :

4 ' Counsel




APPENDIX TII
ST. ANN'S CHURCH:
A MODERN CATHOLIC CHURCH







rior and interior of church. it would seem that the simplicity of the interior calls for the art of the mural painter

({Left} Model of entire scheme
showing proposed relocation of
portions of old church. This tie-up
of the old and the new was
unfortunately not carried out.
{Right) Plot plan: (1) Church (2)
Rectory {3) Chapel (not carried

PUSTA Y VR R S N v s 2)

QAINT ANN S CHURCH
NORMANDY, MISSOURI

The Reverend Frederick J. Sprenke, pastor
Joseph Dennis. Murphy, architect

Church (seating 925) Hall below {seating 900}

“The architect who plans a new church always faces the necessity
of having convictions. When he evades that necessity, he can
produce the wishy-washy plan that will not disturb or inspire
anyone. He merely adds to the dreary succession of still-born
structures.” (see article on page 104)

Photos Hedrich Blessing
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“The window is intended to convey a message both by
recognizable objects and by the abstract quality o
line, color, and mass. A large cross rooted in the hill o
Calvary is not limited by the confines of the opening
just as the fruits of the Crucifixion are not limited by
time and space . . .” (see article on page 104)

Sanctuary window in Saint Ann’s Church, designed by Robert Harmon — Emil Frei, of Saint Louis. {Above) Strong
exterior daylight. (Below, left) At a time when the exterior light is weaker
on. {Right) No exterior light but full interior illumination

and the interior lights have been turned
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