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This article intends to explore briefly the relationship between art, science and the Christian identity. Art
and science are presented as activities where the human person owns histher autonomy in the effort to
explain the world, the universe and life in all its aspects. The Christian identity is to be understood asa
reflective and committed interpretationof the changes in awareness and self-representation as the result
of both, the scientific insights and the artistic expressions.

Firstly, the author argues that scientific findings stimulate the believers to clarify their religious think-
ing and attitudes and to deepen the dynamic nature of a religious identity. Secondly, it is argued that also
art transgresses boundaries of (religious) self-representation, introduces people into new sensitivity and
awareness, and inspires a creative relationship with the self-revealing God.

The author refers to the historical evolution and to contemporary events to illustrate the dynamic

interaction between sciences, art and the Christian identity.
Keywords: art, science, religion, consciousness, social context.

Introduction

Whatdo thesc words stand for? Andwhatis their
relationship? Looking back at history, it is obvi-
ous that these three fields are interdependent.
The Catholic church no doubt had an ambigu-
ousrelationship withscience. On the onc hand,
the church stimulated the development of sci-
entific thinking. Christianity played an impor-
tantrole in the immergence of modernity, took
decisive initiatives in the area of (school) edu-
cation and health care, initiated a centralised,
bureaucratic managementsystem and interna-
tional diplomatic relationships. On the other
hand, the church condemned Galilei, opposed
the evolution theory, put the works of Theillard
de Chardin on the list of forbidden books for
years. The scientific insights and technical pos-
sibilities challenge the church’s position about
the control of the beginning and the end of life.
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Undecrstandably the church wants to keep its
moral and doctrinal autonomy to discern the
truth about human life in reference to the “re-
vealed truth” and the ultimate promise of God’s
kingdom.

Similarly, the church’s involvement in the
development of art often causes confusion. Be-
causc of the hegemony of Christianity in Europe,
for many centuries, art was identified with
“Christian art”. The artistic wealth was to be
foundin churches, abbeys and religious orders.
Abbeys had the specialised monks, the crafts-
manship and the infrastructurc to produce the
manuscripts and to invent its illustrious illumi-
nations, to organise the libraries and spread the
works throughout Europe. The visual represen-
tations of the Christian mysteries were imagined,
ordered and paid by the Christian aristocracy.
As the church set the standards for identifying
art,the confrontationwithmodernsecular forms



of art created a lot of tension. Only [ifty years
ago, in 1952, Pius X1 declared that the quality
of art depended upon the personal faith of the
artist: good art was to be religious art. In the lirst
half of the 20" century, Scrvaes’'s “Way of the
cross” (1919), too expressionistic, and Ger-
mainc Richier’s “Christ ol Assy” (1959), shc was
a ‘communist’, were banned {rom the church,
because they did not match the normative insti-
tutional intcrpretation of art of the time.

So, the relationship of the churchwith these
two domains, where the inventive activity was
obvious, was at times highly problematic. Did
indeed the scientilic and artistic evolution put
the Christian identity at risk? Werce the time-
bound biblical intcrpretations and the doctri-
nal representations absolute and cternal cri-
teria for judging the scientific observations and
theorics or the artistic expressions? As lime
wenton, both, sciencec and art becamc autono-
mous ficlds with their own authority. Their
obvious innovative influence upon religious
consciousness and the intcrpretation of its
sources created the space for a renewal of the
understanding of Christian beliels. Religion
gained an authority of its own and was helped
by the scicnces to study its own object in due
terms. The rclationship between religion, sci-
encc and art is dialectic. Representations and
interpretations, formerly taken for granted, are
constantly questioned because of the cvolu-
tions in either of these fields.

1. Science and Christian identity

I'still remember vividly somce scenes from the
beautiful film (Tarkowsky, 1966)about the Rus-
sian Icon painter Andrei Rublev (13607-1430).
[twas a powcrful illustration of the painting of
icons as a religious act. Icons are intimately
related to the orthodox Christian identity and
indispensablc for the liturgical celebrations and

devotional faith profession. But the episode |
want to recall is more related to the changes
occurring in the social context in which Rublev
was living and working. The (ilm also shows
the sacred act of melting metals for casting the
bells for the church. It all was close to magic.
Butabovc all, in those days, some peoplc suc-
cceded in making a hotair balloon. They man-
agcd to lift themselves above the ground and to
move in the air. The image of a balloon moving
through the air is so familiar for us; it does not
posc any problem. Butfor the pcopleat the end
of the Middle Ages, the hot airballoon caused
incredible consternation and indignation. It was
scen as contradictory to the mental image pcople
had about life on earth, about what was pos-
siblc and what not. To transcend these repre-
sentations and sacred limits, due to insightand
technical craltsmanship, was associated with
heresy.

Abrecak through of this kind was revolution-
ary indeed. And similar cvents were going 1o
be repeated without end. I remember the first
flight to the moon. Even the images on TV
were not powerful enough to convince certain
people of the reality of men actually being able
to walk on the surfacc of the moon. As other
pcople cannot accept that fossils, as we find
them in rocks, are authentic proofs of the ex-
istence of vegetation and animal life millions
ol ycars ago. The hermeneutic conllict between
the scientific obscrvations and technological
progress on the one hand, and the biblical lan-
guage and discourse on the other hand, be-
comes really spectacular when we compare the
findings and hypotheses about the origin of
matter, of the earth and solar systems in par-
ticular, with the biblical stories of the creation
of the human being. It is beyond imagination
and beyondbclicl. I tis just another way of imag-
ining and thinking.
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What is to be underscored is the impact of
scientific {indings and thinking upon our
worldview, upon our way of looking at the real-
ity. Looking at the so-called realityin a different
way makes us see different things. And thisis the
starting point for having access to different rcp-
resentations and images. This may be an aspect
of a misunderstanding among certain Catholics
from Central and Eastern Europe and the West-
erners as regards the changes in religious prac-
tice and beliefsin Western Europe. “Whathave
youdone,that many Catholics do not go to mass
any more or do not receive the sacraments as
they should...?” Perplexing question, bccause
what people did —stated ncgatively ~ was not the
resultof an intentional, planned pastoral inter-
vention or of a failure to do so. It was more rc-
lated to a changed consciousness among Catho-
lics — and Protestants, Jews, Muslims and com-
munists alikc ~about life. The new insights and
self- awareness seemed to be incompatible with
the established religious images and rituals, dec-
votional traditions, doctrinal or biblical inter-
pretations andreligiouslanguage. At once, it all
collapsed, an implosion. And there was no alter-
native available. Some tried to re-animate the
dead body in starting the charismatic renewal,
the Pentecostal mectings, the new religious
movements... Initiatives like these may offer
relief, comfort, personal peace; they intend to
be anewstart of an enthusiastic religious com-
mitment. But, for howlong, and at what price?
The therapeutic process of discovering the ori-
gin of areligiousfaith in the life of a person and
of its basic structure, takes a lot of time. The
outcome is not sure. Some people can discover
that they, in fact, while practicing their religion
regularly, were unbclievers, a-religious persons
and the decline of religious practice was just a
logical implementation of that reality. Other
people may discover the impact of circumstances
upon their relationship with the Christian tradi-

98

tion, the lack of clarity in their attitude, Or akipg
of “childish” religion they identified with, ete
Hence the problem of practicing a religion b,
came the starting point for a more persona j,
quiry into a truly adult religion. But nobody g,
caped the confrontation between the reprody,.
tive, uniform, universal, static form of beiﬂga
believer and the progress in consciousness, re.
flection and representation of what this Jife o
earthis about.

The sciences — although stimulated by the
church - contributed a lot to the questioning
about the taken-for-granted rcligious convic-
tions and practiccs, which in fact became con-
tradictory to the original intuition of the Chris-
tian faith and its roots in the Hebrew tradi-
tion. The content of the word “religion” then
is to be revicwed. What kind of profession?
What kind of practice and rituals, prayers and
cclebrations? At the Catholic University of
Leuven, an interactive websitc was launched
about the dialectic relationship between sci-
ence, ethics and rcligion. Students, and who-
ever is intcrested, can ask questions, provide
answers, information and comments. It is an
open space where peoplce can be helped to
clarify their represcntations and opinions
about various issues at stakc at the moment
and cvaluate the conflict between religious
images, ethical thinking and scientific data. It
is an ongoing confrontation which of course is
essential for the development of a Christian
identity among intellcctuals involved in the
acadcmic research.

2. Art and Christian identity

Art has to dowithsensc perception: the seeing,
the hearing, the touching. New sense experi-
encces are at the root of a new self experience, a
newselfimage,ancw consciousness, new insights,
anew representation of one’s identity.



2.1. Sense perception

Throughom history of culture, the search for
meaning has been associated with particular
senses. Some old cultures had no written lan-
guage- There wholc tr‘adlt.10n was gxpl'cssed
through oral communication: stories, sagas,
ongs, myths, artclacts, signs... The hearing
was the central focus of their cultural heritage:
the communication il interiority, more so than
the sceing (colourful decorations, artistic ex-
pressions), or the touching (dances, objects,
seulptures and artefacts). The speaking and the
hearing as a bodily communication; waves
transmitted by air, actually affccting the physi-
dogical system of a person, offering the direct
access to emotion and awareness. With the
written culturc, communication bccame a vi-
sual experience, although still related to the
auditory perception: texts were to be rcad
aloud. But torcad a text, written by somebody
who is not present, is a different expericnce.
The writer composesa very particular lorm of
expressing thoughts and emotions; the reader
isalone with the parchment or the book vol-
ume in deciphering the characters and trying
toimaging the reality the author is referring
to. Relyingupon the seeing of texts, the reader
has to re-integrate the other forms of sense
communication. The printing tcchnique
changed the pattern at a more fundamental
level. The same text now can be produced many
times, and many people can read exactly the
same lormulation, simultaneously, at differ-
ent times and places, at a different rhythm. The
reader now isolates himsclf or herself to read
the text in silence. Reading, as a visual sense
experience, is an autonomous act of the indi-
vidual person. When publishing a text, the au-
thor becomes a public ligure; the publication
has a juridical status. The impact is beyond
the control of the author, publisher, printer.

Thercadersstarttorcact from their (pluralis-
tic) perspective and re-construct a book, inde-
pendently of the intentions of the author. The
publication ol printed texts and rcading them
contributed in a decisive way to the emergence
ol the “individual” as the cornerstone of mod-
ern society. The audio-visual techniques, and
more recently the clectronic system, integrate
again the differcnt sense perception, butasa
differcnt kind of experience all together.
Sounds and visual signs go together; but the
speed of handling information is beyond imagi-
nation. The person lost contact with the origi-
nal bodily expcrience of processing informa-
tion. The immediacy of being related to an-
other person (the oral culture) seems to be
excluded from modern electronic communi-
cation. Eachperson interfcres with a complex
environment of interactive networks. To enter
into this world and acting upon it, is called
“communication”. The outcome is open and
accessible for further development. Nobody
controls the process; nobody owns the endless
and ever-growing volume of information. In
reaction to this highly sophisticated form of
communication, people obviously nced to go
back to the basic [orms of sense experiences.
Sharing interiority through talking or watch-
ing people talk; the importance of multiple
forms of music; ol artistic expressions, of ex-
periencing the body, amplified with cosmetic
supports, fashioned clothing,controlled food
programmes and health care, exploring tran-
scendcntal dimensions of corporeity through
yoga, meditation or sports.

2.2. Religious communication

Each shift from one cultural communication
structure to the next one caused a cultural cri-
sis and particularly a crisis in religious com-
munication. Communication systems were bro
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ken down and new systems emerged. The cul-
tural, social, political and religious continuity
was disturbed. The Reformation process, €. g.,
relied essentially upon the printing tcchnique to
communicate the dilfcrencc of Christian inter-
pretation they wanted to introduce. Printed cat-
echisms, hymns, pamphlcts, books, translations
of the Bible, were an ideal tool forintroducing a
different Christian identity. Thc uniformity of
the formulation of Christian ideas was a power-
ful technique to reach a new consensus among
the ‘protesters’ and to emphasise the opposition.
The Counter-Reformation used exactly the same
mediation. For each transition it took a long time
for the harmony to bcfound again. At the present
time, we just started to recognize the nature of
the disturbance caused by thc recent shifts in
sense experiencces, the related change in self-con-
sciousness and communication systems.

The different phases of the cultural develop-
ment coincide with different types of sense ex-
perience and different self-representations. This
becomes obvious in the history of art. Through-
out the phases of cultural evolution, artists used
different materials and expressed their percep-
tion in different styles. Art also had a different
function in each of these periods. While guar-
anteeing the continuity of a Christian tradition,
at the same time the artists confronted people
with a variety of new sense experiences and
mental processes leading towards a different
self-consciousness.

Today, the art of the past centuries is ad-
mired with different eyes and for different
purposes than at the time of its production.
Recently (1994-1995) the Rijksmuseum of
Amsterdam organised an exhibition with ob-
jects of private devotion, produced between
1300 and 1500. Although beautiful, the origi-
nal, small sized paintings, booklets or sculp-
tures were meant to support the personal de-
votion of (aristocratic) people. Today, collected
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in asecularmuseum, they are admired for thej;
artisticvalue, separated from a specific religjoyg
context. The objects themselves are no longey
used for devotional purposes. And the visitorg
of the exhibition are not necessarily keen oy
living devotional practices. Similarly, old Ro.
mancsque, Gothic, baroque churches are re.
stored in their original shape and beauty. Some
are still used for liturgical celebrations. But the
dissonance between the historical architectural
style and today’s religious sensitivity is obvi-
ous. Whatever liturgy is performed, it is diffi-
cultfor participants to relatc the roman, gothic,
baroque worldview with today’s reality and re-
ligious consciousness. During the 20" century,
people were offered many new opportunities
to enter a different kind of sense experiences
and to grow into a new self-awareness. Art was
and is one of the most powerful spaces where
the profound shift can be “sensed”, communi-
cated, reflected upon, integrated. Artists ex-
press in the first place in what way they them-
selves have been affected by the unexpected
changcs. They confront the spectators with dis-
sonances and invite them to do a similar kind
of transforming exploration.

2.3. Art and Christian worldview

It is about time to re-visit the evolution of art
and its relationship to the Christian tradition in
the 20" century. This is a remarkable story. Many
exhibitions played a decisive role in emphasiz-
ing the changes and supporting a worldwide
movement. Many well documented catalogues,
comments, interviews, biographies, videos and
documentaries allowed artists to express their
insights and creative views about the religious
or the sacred dimension of life, of the human
person in particular.



The most impressive event was certainly the
exhibition ol the National Gallery of Victoria
(Melbourne, Australia). Bevond Belief. Modern
Art and the Religious Imagination. (1998). Art-
ists from all over the world —if still alive —were
invited to contribute by sending in one of their
works which they made at moments in their
lives when they were asking themselves a reli-
gious question, thatis, a qucstion about ulti-
mate meaning. Theselectedworks ol 72 artists
covercd the whole of the 20" century from many
countries and cultures, including indigenous
artists. The curator, Rosemary Crumlin, notes
in the Introduction that “At the beginning of
the century, the iconography of religion and
spirituality was usually Judaeo-Christian, nar-
rativc and figurative. By the close of the cen-
tury, the interest is not so much narrative and
scriptural as diffusely spiritual, questioning, and
focused less on alife after death than on a spirit
that swells within the body, the earth, and -
more rarely — society.”

Oneofthevisitorsstated: “the exhibition has
‘rattled the cage’— and helped make 1t possible
to think without prescription
works on exhibition touch the marrow of truc

... these great

feeling, of being human; of being in a small boat
intheeye ol the storm.”

Art changes with the changing society and
expresses the changing sensitivity for the mean-
ing of life, for worldviews and lifc visions. The
depth intuition for what is authentically hu-
man - as experienced in the daily life experi-
ences — is a basic inspiration for the under-
standing of what is originally expressed in reli-
gious beliefs and rituals.

2.4. What is art?

The most striking definition is: “this is art™!
Butthen, whatis “this™?

By refusing to give a standard definition, art-
ists own the whole space {or themselves for be-
ing creative. The initial plan of R. Crumiin’s
exhibition had becn for an exhibition of some
of the most familiar icons of the twenticth cen-
tury, works so familiar through reproduction
that they are easily recognizable.” This would
have been a dramatc failure. Confidence had
to be given to the artists, to “great art”, and
not to the familiar “religious content”. To in-
clude works form dilferent cultures demon-
strated well that “the power which great art
has to cxplore the very depths ol human yearn-
ing is universal and beyond the boundaries of
any one group of people” or any particular type
ol religious iconography. This is what one visi-
tor cxpresscd when stating: “Mostly, when con-
templating the religiousimages that have been
standard lare, I have thought, ‘No ~ it doesn’t
fecl like that.™

Great art transgresses boundarics and in-
troduces pcople into a diffcrentsense percep-
tion, a different self awareness, a different
work view, a diffcrent perception of the reli-
gious identity.

Most people suppose, though, that there is
a clear-cut concept of what art means. People
are looking for a product, which corresponds
to (universally) established characteristics.
Precisely thisattitude prevents the understand-
ing of what Art stands for - the clear-cut defi-
nition and the list of fixed characteristics... is
a trap. Similarly, as regards religious or Chris-
tian consciousness, too narrow descriptions of
what the human or the religious mystery stands
for prevent people from owning the original
response to their deepest experiences and in-
tuitive understanding. Too strictly figurative
reproductions—often illustrations of a particu-
lar doctrine - prevent people from having ac-
cess to the symbolic reality represented by the
imagesandnew interpretations.
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Artisa systemicprocess. The productionof a
piece of art represents a moment in a spiral move-
ment with multiplc types of interaction. The art-
ist is part of a broad human and social reality;
his/her work is a specific language, which takes
on aspccificrolein the discourse of the commu-
nity. His/her work is a creative response and
stimulates people to react as well. The artistic
work is never finished.

Art emerges as the result of an intense in-
teraction of the artist with the surrounding
world; art isabout the artist’s attention for the
impact events, circumstances, experiences have
upon him or herself. Artis the expression of a
transformation process; a purification — simi-
lar to what the “alchemist” wants to achieve -
leading towards new expressions and images

A few examples may illustrate this:

- G. Baselitzstates: “painting is about colours
and texture, not resemblance, not illustra-
tion; tomake clear and explicitimages which
prevent the classical interpretation or asso-
ciation; the artist takes new freedom to solve
the problems proper to “making art”; cre-
ating new images, the artist encourages the
spectator to do something new and differ-
ent with the images...”

~ F Bacon says: “I paint a figure in motion —
thatisall I have to say; it is not about mean-
ing; I do not reflect upon what I am paint-
ing; art only has meaning for the very par-
ticular interpretation the spectator gives to
the paintings. I make images without any
purpose or intention. I don’t have any phi-
losophy; I do not believe in anything. Life
for me has no meaning.”

Art is an open expression and uses what-
ever kind of material, texture, form, technique
for the expression to be authentic.

Art disturbs, moves beyond boundaries,
transgresses, creates semantic differences.
Typical examples arealso the billboards of Less
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Levine. He hires spaces on the billboards along
the highways or the metro coaches in order
create a difference - using thc same language’
though - and makc people think about the
images thcy arc constantly confronted witp,

Art has a social and political function - j
becomes a challenge for the spectator and cay
be the beginning of a long process of decops.
truction / destabilisation of standard images
and representations / meaning, and reconstryc.
tion of new mecaning...

Art does not accept fixed rulcs, norms, doc-
trines, control. Art intends to point out dys-
functional aspects of the human condition, in-
tends to innovate, to draw the attention to al-
ternativc ways of perceiving, fecling, thinking,
acting. Art stimulates people to work as mean-
ing givers, as interpreters.

Artissituated between experiences and sto-
ries, between traditions and habitudes as re-
gards the interpretation of experiences, on the
onc hand, and the promise, the hope for a fu-
ture or questions about it, on the other hand
Art mainly affects people at the level of the
questions ‘who am I, ‘what is my lifc about’?,
‘where am I going’?, ‘does it all have mean-
ing?’... This becomes obvious in exhibitions
which offer a retrospective overview of an
artist’s work, from centuries ago or recent
work.

2.5. The educational function of art

Asart “emerges”, one hasto observe the response

of people to the “uncxpected” art. Givingatten-

tion to art, people live a process with several

inter-related steps:

* Artraises a feeling of awe, amazement, per-
plexity, admiration. a questioning process;

* Artleads people into conlrontation between
someone else’s impressions and images,
metaphoric and symbolic language and one’s



personal ‘imaginary, metaphoric, symbolic
equjpmcnl .

[nitiates people into different types of asso-
ciations and rcprescentations, calls for the
po[enlial of new imagination;

Leads people into new horizons;

» Nurturcs creative reflection and meaning;
¢ Starts a new praxis.

In retrospect, art represents an educational
process- But in order to be an cducational
event, arthas to be informal — the educational
strength of art is informal as well: an unex-
pected, overwhclming experience which makes
a difference and orients people into a differ-
ent direction. The educational process can be
nurtured, supported; whether and when it is
going 10 happen cannot be controlled; it de-
pends upon the coincidence, the arbitrary in-
teraction betwecen uncontrollable and control-
Jable aspects.

2.6. Religieus ari

Again the question can be raised: Does “rcli-
gious art” exist? Does Christian, Orthodox,
Muslim, Buddhist, art cxist? Is painting the
Christ figurc, or the Buddha thercfore “Chris-
tian” or “Buddhist” art?

Or is art just “art”, with, accidentally, im-
ages, symbols, and represcntations, which can
be associated with aspects of the Christian,
Muslim, Buddhist, traditions...? When docs
artreceive the connotation “Christian”? And
what does it mean?

It is a complex issuc to which artists over
the centuries have given many differcnt an-
swers. Until recently, the expression “rcli-
gious”, “Christian” art was very common. Pius
XII addressing the artists in 1952, referrcd to
artists as believers: the closer they are rclated
10 God, the better artists they are. Painting
Icons is considered as a religious act; art and

faith,devotionareintimatelyrelated, cannotbe
dissociatcd becausc Icons have aliturgicalmean-
ing and function, they are essential for the con-
tent and the practice of faith itself. “Religious”
artisoflten considered as an “illustration” of the
divine mysterics.

An important shift occurred though during
the 20* century. The immanent approach to
the sacrcd valuc of life askcd for a diffcrent
kind of matcrial, a more sensitive expression
for supporting and nurturing the process of
religious symbolisation, as distinct from the il-
lustrative approach, relcrring to a doctrine. Art
then is sccn as art. The link with the religious
(Christian) dimension of life is left open for
{ree association, for imagination and interpre-
tation by the faithful or people scarching for
meaning. This orientation becamc obvious
with the cmergence of "abstract” artin the first
place, in a different intcrpretation of ligura-
tive art as well, as a result of this new interest.
Some people now arc still looking for the clas-
sical figurative ‘illustrative’ kind of art. Other
people go for sccular images with a “religious
density” or for art with religious images... and
intend to do a lot of work by themselves as a
way of interiorising the mysterics of faith, rc-
lating them to their personal life story.

The, above mentioned, exhibition of R.
Crumlin drew thc attention upon the decp
impact modern art has upon young adults —
who in most cascs grew away from the institu-
tional church. At the end, Rosemary Crumlin
had eight volumes with commentarics by the
visitors about their responsc to the 94 paint-
ings form all over the world, representing the
evolution of religious imagination in art dur-
ing the 20" century. When responding to the
invitation (widely covered in the press, on
TV...) people — mostly in there twenties or
thirties — respondcd to something they had
recognized as similar to their experiences and
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their effort to find meaning. Their disturbed re-
lationship with the established, institu-
tionalised void rcligious representations, was
met adequately by the artists and encouraged
them so adopt a different attitudc towards re-
ligion. A form of reconciliation occurred as
they discovered the promise of new life, the
hope to find something original, something
which would meet their pcrsonal search, ques-
tions and answers.

Conclusion

Sciences and Art are disconcerting disciplines.
The development occurring over the ccnturies

in both areas constantly creates dissonarlces
whichinvite believers to rethink the roots Ofthei;
rcligious belonging. Both are also complemey,
tary.

Scientific understanding highlights the g;;.
ferent nature of the religious discourse in copy.
parison to the rationally planned investigatio,
Artists offcr access to a free and daring imgg;.
nation of thc human reality and of the divipe
universe as the basis for the discovery of the
true God. Both disciplines are essentia]
among other dimensions as e. g. social com.
mitment and human solidarity — for spelling
out the specific features of a Christian identity
in contemporary socicty.

MOKSLAS, MENAS IR KRIKSCIONISKASIS TAPATUMAS

Herman Lombaerts

Santrauka

KrikSionyb¢ reik§mingai prisid¢jo ir pric mokslo, ir
pric meno raidos. Vis dclto religijos, mokslo ir meno
pokalbis judrus, kai visos trys sritys i§sivysté savitq
apimtj. Naujos jZvalgos, savisgmon¢ ir visuomenine
kaita visosc rcligijose bei kulttirosc atitolino nuo tra-
dicinio zvilgsnio } mokslg, meng ir religing gyvenimg.
Modecrniais laikais pasikcite ir juslinis pasaulis, vis
labiau traktuojamas kaip komunikacija informacijos
gausojc. Tick reformacija, tick kontrreformac.ja nau-
dojo tradicinius btidus sklcist: savo nuostatas ir da-
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bar draugc susitinka Siy dicny pakitusia savisamonc ir
bendravimo budais. Keitési ir meno sgvoka — nuo
reprezentacings j simboling, todél nebéra visuotiniy
mcno supratimo désniy, o menas skatina naujas jzval-
gas, kurios sukre€ia ir i§judina, ugdo vaizduotg ir
mgstymg. Tai yra meno §vicéiamasis vaidmuo. Labiau
imancntinis gyvybcs versmcs supratimas rciSkiamas re-
liginc simbolika, kuri nchéra reprezentacing, tuciau
susijusi su Zmogaus asmeniniu icSkojimu, klausirmais
ir atradimais.
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