Whence comes man? What is his origin? Is he the result of the fortuitous meeting of atoms? Was the first man formed of the dust of the earth? I do not know! Man appears to me to be a production of nature like all others she embraces. I should be just as much embarrassed to tell you whence came the first stones, the first trees, the first elephants, the first ants, the first acorns, as to explain the origin of the human species. Recognize, we are told, the hand of God, of an infinitely intelligent and powerful workman, in a work so wonderful as the human machine. I would admit without question that the human machine appears to me surprising; but since man exists in nature, I do not believe it right to say that his formation is beyond the forces of nature. I will add, that I could conceive far less of the formation of the human machine, when to explain it to me they tell me that a pure spirit, who has neither eyes, nor feet, nor hands, nor head, nor lungs, nor mouth, nor breath, has made man by taking a little dust and blowing upon it.
Père Jean Meslier   (1664 – 1729) 

Extracts with preface by Voltaire (François Marie Arouet, 1694-1778)
Superstition in All Ages (1732)

XLII: 'The Existence of Man does not Prove that of God'
IN HEAVEN AS IT IS ON EARTH
(Spiritual Art and Religion in Contemporary Practice)
Belief in God has been in trouble since the Age of the Enlightenment. Earlier still from the seventeenth century beginnings of the Age of Science, if the secret life Testament of the Roman Catholic priest Jean Meslier is to be believed.
 Yet like the persistence of involuntary memory, God (or, at least the spiritual as metaphysical metaphor) still remains redolent and active in the minds and consciousness of many artists working today. It is a self-reflexive paradox that Voltaire the champion of Meslier later questioned as,"If God did not exist it would be necessary to invent Him." Is the God (or the idea of God) we have today an invention, a necessary solace that gives a life value to some artists both as a creative intention and meaning? It might have been thought that a combination of Darwin, Marx, Nietzsche and Freud had finished God off, but back he comes ever persistent in his revocation. Though maybe not so omniscient or aggressively present as previously, where today's contemporary consciousness is concerned.

Whether in terms of a critique or validation the 'God fact' is back and alternative social and ideological grand narratives are at the present time in a state of retreat. It might have been expected in these new and uncertain circumstances, that a turn inwards would take place, following what now appear to be failed and familiar narrative models that were driven solely by externalised forms of rationalisation.
 The Kantian-Hegelian school of reason has not triumphed in the prolonged journey from the Enlightenment through the French Revolution to today; a free and equal society based on coherent rationality or the rule of human reason and social justice has not emerged.
 Left to live with a mere approximation of democracy, and abandoning the failed catechisms and passing mantras of modern psychology, it is hardly surprising, perhaps, that traditional internalised forms of human hope and religious faith have returned in some measure. Hence also a remarkable, if somewhat inexplicable, contemporary interest in the thoughts and ideas of Voltaire. A writer and thinker who stood on the vague but never defined 'bridge of deism' between faith and atheism, shifting his ground throughout his life as circumstances demanded. This flux-like and ever moving resurgent echo is almost like a mirror of our contemporary sense of spiritual consciousness.
In much the same ambiguous manner the unstable engagement with the shifting grounds of our own time, has become reflected in the way contemporary artists address God or religion as subject matter. There is rarely a focused intellectual sense in which contemporary artist practitioners engage with systematic and/or institutional forms of theology and its interpretation, unlike in earlier twentieth century modernism where Jacques Maritain (1882-1973) tried serious attempts at integrating modern Neo-Thomism and proto-modernist aesthetics.
 And, out of which indirectly and in parallel emerged the various emotive Catholic Sacred Art (Art Sacré) movements from the 1930s to 1950s.
 However, the rather moralistic tone of the Catholic philosopher Maritain, ran counter to a creative idea of modernism that was argued through ideas of form, and which possessed no immediately definable or intrinsic moral contents.
 Yet from the outset of modernism, and at the softer occult end of the supposed Godly or divine aesthetics, there were the vaguely spiritual theosophy and anthroposophy debates. These were incorporated by early modern artists like Kupka, Kandinsky and Mondrian, and much of early modern abstraction was anchored similarly to a vaguely expressive or non-defined argumentation based on spiritual or pseudo-spiritual metaphysics.
 Though in aesthetic terms these drew heavily upon the variable 'subjectivities' bequeathed to them by late nineteenth century Symbolists 
All the preceding arguments deny, however, the powerful role religion itself can play as a form of social and cultural revolution within its own right. Certainly with the institution of the worker priest movement of the post-war period (priests on the factory production line), and attempts at radical forms of Sacred Art through the 1950s, there were challenges presented that were eventually to be closed down by reactionary forces in the Vatican.
 The same revolutionary tendencies can also be found more recently in so-called Liberation Theology, which again became labelled as dangerously close to the radical left or to Marxism.
 The reactionary right-wing Catholic movement that is traditionally called Integrism, has long persisted in attacking all forms of creative modern or contemporary sacred art.
 But nowhere was this more evident in the last century than in the vitriolic attack on the Sacred Art movement of the post-war period. The Sacred Art movement began largely within the Dominican Order (Thomist modernisers) such as Père Regamey and Père Marie-Alain Couturier.
 A debate that reached its high-point in 1950-51, when the churches of Assy, Audincourt, and the Vence Chapel were opened.
 The fact that non-figurative and a sometimes brutalist (Germaine Richier) post-war figurative aesthetic was adopted infuriated the conservative wing of Catholicism. Matters were antagonised further by the fact that many of the artists used were either Jewish (Jacques Lipchitz), communists (Jean Lurcat, Fernand Léger), and/or confirmed atheists.
 An aggressive reaction leading to the Integrists proclamation or Edict of Amiens (to deliberately echo the Catholic condemnation of Luther by the Edicts of Worms, 1521) was nailed to the doors of Amiens Cathedral, and in the wake of which Pope Pius XII closed down or limited non-figurative and avant garde music and artistic practices in the Catholic Church.
 Abstract art and contemporary avant garde art was therefore limited to occasional stained glass windows, and could not to be applied to other aspects of religious art and devotion.

Apart from these modernist historical attempts at reformation from within Western church institutions themselves, modern religious or sacred art has been largely consigned to the periphery of contemporary art practice. However, in the present exhibition Temple it has a particular relevance, not least because the building has been successively a Temple of arts  (built 1934-38, at the time of the inter-war period revival of an interest in sacred art), a mosque, a museum of the revolution, and in full circle returned again to its original temple of the arts status.
 The current exhibition's emphasis on the mystical, the transcendent or immanent, and clandestine or hidden aspects of today's art, needs to be understood in a complex matrix that runs in parallel to institutional forms of religious belief. When Kant established the rule of reason, indirectly confining God to that which is unknowable directly by reason and in consequence to a form of intuitionism, he did not go uncontested. Immediate contemporary criticism questioned Kant's privileging of reason over feelings. The German philosopher and theologian Friedrich Schleiermacher condemned Kant's reliance on reason alone emphasising instead, sensibility, affection and feeling "his insistence on the close relation between religion and artistic awareness reflects a common eighteenth century tendency to associate aesthetics with perception and sensation instead of reason and conception."
 Schleiermacher himself states referring to the primal nature of experience that it exists as if in a state "before intuition and feeling have separated, where sense and objects have, as it were, flowed into one another and become one."
 This dichotomy in Romantic thought is particularly significant, since it suggests a pre-existent reality to the aesthetic, extending and somewhat altering the meaning usually taken from the Greek of aisthetikos, which literally means appertaining to that experienced by sensation. In other words an increased emphasis on faith in what you feel, rather than an assertive reasoned belief determining solely what you think. It is in part this idea (a fusion of metaphysics and 'feeling' existence) that has expanded as a subterranean aesthetic and artistic counter-current to the dominant scientific rationalism of the last two centuries.

It might be argued, therefore, that the complex subjective-religious Christian existential strand of thought (first grounded in Kierkegaard) has been the most fruitful as regard practitioners of post-war and contemporary art.
 The abstracted position called first for an internal psychical (and by extension spiritual) revolution. Later there emerged one aspect of the existential discourse that turned to the atheistic side (Sartre), and God and the spiritual was forcefully signed off on. But at the same time the immanent phenomenological (sublime or otherwise) was filled out in creating another level of metaphysical potential. Hence the co-existence of the existential and the phenomenological in post-war thought, between conformity and being, in Merleau-Ponty's The Phenomenology of Perception (1945) and Sartre's Being and Nothingness (1943), act as the bookends of aesthetic post-war thought.
 In the latter sense much of the contemporary aesthetic of the spiritual is informed by their unresolved phenomenological-metaphysical contents. Certainly in the painting of post-war abstraction, but most notably in the Cabbalism of artists like Barnett Newman, and the asserted transcendentalism of Rothko, both Jewish and who are intimately connected to the tradition of the Romantic-Spiritual sublime.
 Indeed, this phenomenological aspect also had its theological side, even it was proscribed as heretical by the Catholic Church.
 The idea of a universal cosmological flux, of fluidity of consciousness and psychic expansion, were central to the ideas of the Jesuit priest Teilhard de Chardin, whose writings placed an emphasis on evolution and the phenomenological side of an expanding Godhead.
 By abandoning the traditional creation narratives of the Church, Teilhard offered an alternative concept of the expanding cosmos. God thus becomes dynamic rather than an immutable static entity and/or idea, and our inabilities at apprehending his true Nature are due seemingly (according to de Chardin) to the expanding cosmological aspect of the universe drawing us along in its wake. To Teilhard we are in a constant state of being carried into the future, to some possible Omega point that denotes the end and unknowable fulfilment of things. There are a number parallels, moreover, between internal aspects of theological mysticism fused with scientific rationalism that someone like Teilhard de Chardin advocated, and which near contemporary artists like Joseph Albers (1888-1976) or Agnes Martin expressed.
 And, while they may not explicitly use the language of God or conventional religion, they nonetheless infer that life is possessed of a mysterious state of non-specific immanence.


The focus of the current Temple exhibition is deliberately diverse in terms of post-modern media and forms of expression, and operates as both  an advocate and a critic. But since nothing comes from nothing we must be aware that words or usages like mysticism, transcendence, and immanence, are loaded with pre-suppositions that are extremely difficult to unpick. In the case of their extended arguments into structural metaphysics even more so. To consider transcendence first we much be aware that we are speaking of something that lies beyond or at best behind the appearance of things. Kant called this the noumenon or ding-an-sich (thing-in-itself) which can never be fully known, namely what properties things (phenomenon) might have free of the mind that is viewing them. Hegel located the thing-in-itself within the awakening and formation of self-consciousness and history, at the same time creating a philosophy of self and other. He also replaced notions of God with the idea of an Absolute Spirit.
 Art and aesthetics for Hegel was located in a religious sense of consciousness, what he called religion in the form of art. A decade later Schopenhauer will locate the thing-in-itself as the blind will of the world or the primal condition of life itself.
 However, the pessimism and atheism of Schopenhauer places art as the highest form of human cultural intention, mitigating what he saw as the dark unfathomable meaninglessness of life. Thus transcendence is a metaphysic in the way that contemporary concepts of immanence are not. We must ask of artists in this exhibition in what way the works engage with their existential position in relation to a higher spiritual order of the cosmos. It is not my intention here to evaluate the specific works in the exhibition as such, but to minimally frame the so-called aesthetic or spiritual contents to which they aspire to in their work.
Another consideration of immanence which rejects the transcendent reliance on consciousness is also relevant, because this term again was once a Kantian usage, but rather than the 'transcending beyond' of structural metaphysics it remains present within the appearance of things. It is frequently identified with forms of mysticism and esoteric comprehension. Indeed, it was claimed and still is among the world's major religious faiths as the 'divine presence' within things, that is to say by monotheists and pantheists alike. Immanence is often used to contrast with ideas of transcendence. Artists that practice today and who often assert spiritual levels of reality in their work, are frequently arguing from the point of view of the immanent, though they may not use the word as such. In modern aesthetic terms the word has been relocated to "absolute immanence is in itself; it is not in something, to something; it does not depend on an object or belong to a subject…immanence is not immanence to substance; rather, substance and modes are in immanence."
 It is clear therefore how much contemporary art works rely heavily on this supposition. Its status of the indefinite only enhancing in contemporary practice its aesthetic possibilities. Living the undefinable and representing the unrepresentable, is a central characteristic of the post-modern discourse. As Lyotard claimed "a work can become modern only if its first post-modern. Postmodernism thus understood is not modernism at its end but in the nascent state and this state is constant,"
 and further elsewhere "rather than the postmodern, what would be properly opposed to modernity here would be the classical age. The classical age involves a state of time (let's call its status temporality) in which advent and passing, future and past are treated as though, taken together, they embraced the totality of life in one and the same unity of meaning."
 Those artists that claim the spiritual, mystical, and ulterior other in their work immerse themselves within these variously hidden continuities. Time is thus made immanent and/or transcendent as, to repeat Lyotard again "...the totality of life in one and the same unity of meaning."
However, it is too easy when looking at the art works presented in the Temple exhibition to suggest that the artists are rejecting all the empirical aspects of the world, or that they seek to demote the sensory for some higher abstruse purpose. Far from it, rather they blend the archetypal and the cosmological with ever evolving forms of materialised perception. What is supposed by the body-soul, mind-spirit, religion or metaphysic,  is an attempt at grasping the totality (or at least aspects) of the meaning of life to, intentionally make the hidden visible. But the problem may be far reaching, for as we began with a Catholic priest who was a lifetime closet atheist, we the viewers in experiencing the works of the artists in the Temple exhibition must rely on their good faith and sincerity of the artist's presentations; lest we evoke that we possess a personalised theory of insight as intuitionism. Indeed, the spatial-temporal conditions of art and art-making have ever been reliant  on the hermeneutics or 'sense making' of art and its proposed theories.
 Essentially, hermeneutics and aesthetics involve cultivating the ability to understand things from somebody else's point of view, and to appreciate the cultural and social forces that may have influenced their outlook. It is an extended process of applying this understanding to interpreting the meaning of written texts and symbolic artifacts (such as art or sculpture or architecture), which may be either historical or contemporary. The point being that it involves the crucial dualist dichotomy of the Western mind to form and intellectually establish such evaluations.

Western epistemology (as a system or the basis for knowledge forming) is built on an essential dualism. The language of West is distinguished by its use of the Greek dichotomy of Logos and Mythos, in other words between human reasoning and rational argument as against a basic and purportedly intuited values and attitudes of a people, characteristically transmitted through myths and the arts. As argued differently between the materially significant as fact, and the symbolic as metaphor, or by extension between metaphor and plain speech. If metaphor means a figure of speech in which a word or phrase that ordinarily designates one thing is used to designate another, thus making an implicit comparison, then how much more complex metaphors of artistic production are by simple comparison? Postmodernity is as Lyotard implies a 'recall to order', to a heterogeneity of practices and procedures. It is sometimes seen as intrinsically a retrenchment, a neo-conservative posture in an age that has abandoned grand narratives in favour of the certainties of materialism as represented by 'capital'. Given such a situation religion (or at least a metaphysical pose) has reasserted itself. This does not of itself negate religious values or the values they express, so much as reflect the greater analytic uncertainties of our age. It is this, perhaps, that gives meaning to Voltaire's quote "If God did not exist we needs must have the necessity to invent him." Whether God exists or not as a living suggestion, as divinity, or, at least as the spiritual, mystical and metaphysical propensities of human kind, it continues to generate a wide creative and expressive potential. It seems therefore we are not any more certain of the spiritual in this age than in any other. In truth perhaps the only true mystery that still remains is the perpetually confused nature of mankind itself.
Mark Gisbourne
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ENDNOTES





� Jean Meslier was appointed the parish priest at Étrépigny in the Champagne Region of France in 1689. He secretly repudiated the institutional Christian God, ideas of the soul, natural religion and free will. He appears to have been a lifelong atheist while still functioning as a parish priest, as attested by the 633 page octavo manuscript or 'testament' found after his death. The French philosopher Michel Onfray (b. 1959), describes his testament as the first to write in defence of atheism in his bookIn Defence Of Atheism, (Eng. trans., Jeremy Leggatt) Arcade Publishing, New York, 2007, p.29. (French, Traité d'athéologie : Physique de la métaphysique, Paris, Grasset, 2005)





�  The two most familiar and dominant rationalisations, or reason-directed systems, being the Marxist materialist model, and Freudian libidinal model, both believing that by structured and systematic reasoning and/or analysis they would master the contents and generate a rational meaning for human life and experience. More recently this has been extended to the reasoning individual (deconstruction) who was thought capable of justifying and generating their own life meaning or an ontology (stripped of metaphysics). See Jacques Derrida, of Grammatology (1967) which is a fundamental critique of Western Judeo-Christian 'logocentrism' and its pursuit of transcendent metaphysics.





�  The significance of Immanuel Kant (1724-1804) is that he is also generally seen as the founding figure and initiator of modern aesthetics, whereby art was cast as a contemplative mode of comprehension. Kant's Critique of Pure Reason (Kritik der reinen Vernunft, 1781); also the Prolegomena for a Future metaphysics (Prolegomena zu einer jeden künftigen Metaphysik, 1783); and Critique of Judgement (Kritik der Urteilskraft,1790.)





�  Jacques Maritain (1882-1973) the prolific French writer and philosopher revivified the philosophy and theology of St Thomas Aquinas and Thomism (the official theology of the Catholic Church) almost single-handedly, while simultaneously attempting to integrate the new advances of modern art and aesthetics, See Le docteur angélique, Paris, Paul Hartmann, 1929; Le thomisme et la civilisation, Paris 1932; Art et scolastique, Paris, 1920 (Art and Scholasticism with other essays, Sheed & Ward, London, 1947); Creative Intuition in Art and Poetry, London, 1953. Maritain is also significant in being the main person (he was chairman) who drafted the International Declaration of Human Rights (1948). At the closing of the Second Vatican Council (1965), Pope Paul VI, presented his Message to Men of Thought and Science, to Jacques Maritain, his great friend and mentor.





�  The journal Art Sacré ran from the mid-1930s to the mid-1950s, and was particularly crucial in the years when the priests Couturier and Regamey (editors) sought to create a theoretical foundation for a modern Catholic Sacred Art in France, a post-war phenomena that was taking place in other places across Europe, including places like Britain, and Austria. It was particularly crucial in the post-war years 1945-54, at which time many new church building commissions were undertaken in France. See Sabine de Lavergne  'Art sacré et modernite: Les Grandes Annees de la revue "L'Art Sacre,"' as part of the doctoral dissertation for the Catholic Institute in Paris (1989), appearing in Culture et Verité, Namur, 1993, and developed further into Art sacré et modernité, Paris, Lessius, 1998.





�  The influential formal counter arguments (though not specifically critiquing Maritain) are presented by Henri Focillon, in  Vie des Formes, 1934 (The Life of Forms, New York, Zone Books, 1996 , and subsequent editions)





� For an overview, see Maurice Tuchman and Judi Freeman (eds.) The Spiritual in Art: Abstract Painting 1890-1985, Los Angeles County Museum (Museum of Contemporary Art, Chicago and Haags Gemeentemuseum, The Hague), Abbeville Press, 1986.  Remembering of course that one of the key texts at the beginning of early abstract art was Wassily  Kandinsky's famous text called Concerning the Spiritual in Art (1911)





�  Beginning with Dominican Father Jacques Loew working in the docks of Marseilles, and later another ninety or so working in French car or other factories "putting young priests into secular clothes and letting them work in factories, to regain the confidence of the French working class, which [had] almost completely abandoned the Catholic faith.'Religion: Urbi et Orbi',TIME , Monday 14th December, 1953, "The experiment while successful in some ways, backfired. Of some 90 priests, ten married and an estimated 15 are now working with the Communists Recently, on the urging of the Holy Office, the Pope sent verbal orders that the movement be suppressed, but the French cardinals managed to persuade the Pope to allow the worker-priests to continue 'in principle,' after some major changes in the setup." A similar movement emerged in the UK during the 1960s.


� Brian Mahan, and L. Dale Richesin, The Challenge of Liberation Theology: A First World Response, 1981, Orbis Books, Maryknoll, NY.


� Integrism is a term originally coined by liberal French Catholics at the time of the French Revolution to describe those who rejected the principles of the Revolution (liberty, fraternity, equality) in favor of the doctrines taught by the Council of Trent and complete obedience to the Papacy. Today the term generally means a pejorative and slavish following of traditional conservative Catholic practices


�  Marie Alain Couturier (Born. Pierre Charles Marie Couturier, 1897-1954) , Art Sacré, Menil Foundation, Houston, 1983. See alsoM.-A. Couturier, L.-B. Rayssiguier Henri Matisse The Vence Chapel: The Archive of a Creation Milan, Menil Foundation, Skira Editore, 1999. Couturier aesthetic testament is in Marie Alain Couturier, La Verite Blessee, Paris, Plon, 1984. Couturier had trained as an artist after the First World War, and became a specialist in stained glass.





�  The Church of Assy was particularly contested. We can assess the historical significance of the debate, namely in that William S. Rubin (the former and late Chief Curator of MOMA) did his doctoral dissertation on the subject, later published as William S. Rubin, Modern Sacred Art and the Church of Assy, New York, Columbia University Press, 1961. The Chapel of the Rosary, Vence, also commissioned by Dominican Sisters was less criticised. By Matisse, throughout it remained connected to a figurative tradition which was accepted, though its use of white tile interior led to some criticism, one such critic proclaiming it 'reminded him of a public lavatory'.





� Jean Lurçat; l'homme et ses lumières (retrospective de l'oeuvre peint, tapisseries cosmiques et religieuses), ex. cat., Musée Jean Lurçat et del la tapisserie contemporaine, Angers (11 April- 27 September), 1992





�  Following earlier published letters and instructions of criticism matters were fully defined by the encyclical Musicae Sacrae (Encyclical of His Holiness Pope Pius XII On Sacred Music), December 25, 1955. "…Actually religious art is even more closely bound to God and the promotion of His praise and glory, because its only purpose is to give the faithful the greatest aid in turning their minds piously to God through the works it directs to their senses of sight and hearing. Consequently the artist who does not profess the truths of the faith or who strays far from God in his attitude or conduct should never turn his hand to religious art. He lacks, as it were, that inward eye with which he might see what God's majesty and His worship demand. Nor can he hope that his works, devoid of religion as they are, will ever really breathe the piety and faith that befit God's temple and His holiness, even though they may show him to be an expert artist who is endowed with visible talent. Thus he cannot hope that his works will be worthy of admission into the sacred buildings of the Church, the guardian and arbiter of religious life." Article 27





�  In fact the very first ever use and location of abstract vitrail had been by Alfred Manessier (1911-93) in the church of Sainte-Agathe des Bréseux (1948). He later extended his ideas to church vestiments and other rubric elements and ironically his work have subsequently found their way in retrospect into the Collection of Modern Religious Art, Vatican Museums, no doubt in the wke of his winning the painting prize at the Venice Biennale, in 1962. See, Andrew Moor, Contemporary Stained Glass, London,  Mitchell Beazley, 1994. For Manessier see, Hélène Claveyrolas,  Les Vitraux d'Alfred Manessier : Dans les édifices historiques, Paris, Editions Complicités, 2006.





� For a history of the building see,  Dom Likovnih Umjetnika Ivan Meštrović 1938-2003, Zagreb, HDLU, 2003.





�  Mark C. Taylor 'Realizing Nothing', in Rosemary Crumlin (ed.), Beyond Belief: Modern Art and the Religious Imagination, ex. cat., National Gallery of Victoria, Melbourne, 2003, pp. 16-20 (p.17) I am particularly indebted to this author for the source reference.





�  Friedrich Daniel Ernst Schleiermacher (1768-1834) was the Professor of Theology at Berlin University after 1810. His attack on certain Kantian arguments is made clear in On Religion: Speeches to its Cultured Despisers, Eng. trans., John Oman, New York, Harper and Row, 1958, p. 112 (German. Reden über die Religion, 1799). The background role of German Pietism in forging the origins of Romanticism cannot be underestimated.





�  Soren Kierkegaard, Enten-Eller (Either-Or), Copenhagen, 1843; Kierkegaard's Writings, III, Part I: Either/Or. Part I. Translated by Howard and Edna Hong. Princeton, 1988, Kierkegaard's Writings, IV, Part II: Either/Or. Part II. Eng. trans., Howard and Edna Hong. Princeton, 1988. The Kierkegaard text is of crucial significance since it sets up the fundamental arguments of existential 'being' in contrasting the potentiual conflicts between the aesthetical and the ethical way of life.





� Maurice Merleau-Ponty (1908-61), Phénoménologie de la perception, Paris, Gallimard, 1945; Phenomenology of Perception,  Eng. trans.,  Colin Smith, (New York: Humanities Press, 1962) and (London: Routledge & Kegan Paul, 1962; translation revised by Forrest Williams, 1981; reprinted, 2002); Jean Paul Sartre (1905-1980) L'Être et le Néant, Paris, 1943; Being and Nothingness: A Phenomenological Essay on Ontology, London, 1945.





�  Robert Rosenblum, Modern Painting and the Northern Romantic Tradition: Friedrich to Rothko. New York: Harper & Row, 1975 Rosenblum's arguments are now considered highly contentious.





� Pope Pius XII encyclical Humani generis (12 August, 1950) "concerning some false opinions threatening to undermine the foundations of Catholic Doctrine", condemned the Jesuit priest Teilhard de Chardin's writings and prohibited their publication during his lifetime.





� Teilhard de Chardin (1881-1955), Le Phénomène Humain (1955), written 1938–40, scientific exposition of Teilhard's theory of evolution; Eng. trans., The Phenomenon of Man (1959) 1976, and retranslated as The Human Phenomenon, Brightonb, Sussex Academic, 2003.





�  Joseph Albers was a particularly important figure since he taught at the Bauhaus in Dessau, before it closure by the National Socialists, and then after the war at Black Mountain College, North Carolina, the proving ground for the Abstract Expressionists and other abstract 'hard edge' and 'minimalist' movements that followed thereafter. See Mary Emma Harris, The Arts at Black Mountain College, Cambridge, Mass., The MIT Press, 1987.





�  For Agnes Martin (1912-2004) this is defined as the ideal nature of an inward perfection "The process of life is hidden from us. The meaning of suffering is held from us. And we are blind to life. We are blinded by pride. Pride has built another structure and it is called 'Life', but living the prideful life we are frustrated and lost." Agnes Martin, Writings-Schriften, Ostfildern, Cantz, 1989, p. 67 (Published on the occasion of the exhibition, Agnes Martin, Paintings and Works on Paper, 1960-1989, Kunstmuseum, Wintethur, 1989).





�  George Wilhelm Friedrich Hegel (1770-1831), The Phenomenology of the Spirit (German orig. Phänomenologie des Geistes, 1807), sometimes translated as The Phenomenology of Mind due to the complexity of meaning of the word 'Geistes' in German.





�  Arthur Schopenhauer (1788-1860), The World as Will and Representation (German, Die Welt als Wille und Vorstellung) sometimes translated as The World as Will and Idea, in numerous editions. First published in 1818, it was much extended as the life work of the philosopher twenty five years later into a two volume edition (1843). It is but a short step to Nietzsche and Freud, both of whim were strongly influenced by Schopenhauer. See Friedrich Wilhelm Nietzsche (1844-1900) 'Schopenhauer as Educator', Untimely Meditations (German, Unzeitgemäße Betrachtungen, 1876), Eng. trans., R.J.Hollingdale, Cambridge and London, Cambridge University Press, 1983 (and subsequent editions). In the case of Freud the definition of the id and its driving force as a blind or unconscious reality draw striking parallels.





�  Gilles Deleuze, 'Immanence: A Life', Gilles Deleuze Pure Immanence: Essays on Life, New York, Zone Books, 2001, pp. 25-33 (p.26)





�  Jean-François Lyotard (1924-98) 'Answering the Question: What is Postmodernism?' The Postmodern Condition (French, La Condition postmoderne: rapport sur le savoir, Paris Editions de Minuit, 1979), Manchester, Manchester University Press (following Minnesota University Press, 1984), 1986, pp. 71-82 (p. 79) 





�  Jean-François Lyotard, 'Rewriting Modernity', The Inhuman: Reflections on Time, (French, L'Inhumain: Causeries sur le temps, 1988), Oxford and London, Polity Press, 1993, pp. 24-35 (p. 25) The question of the 'unpresentable' is taken up in a later essay 'Representation, Presentation, and Unpresentable', pp. 119-128





�  Hans-Georg Gademer (1900-2002) is the best known as a theorist of modern hermeneutics, an exegete and developer of Heidegger's ideas, he has had an enormous influence on the contemporary theory of interpretation (hermeneutics). He rejected the traditional idea that correctly interpreting the text led to an understanding of the original intention of the author. He favoured instead incorporating the reader while revealing the reader's motives in wanting to form and develop intertpretation. For Gademer this resulted in a conflict between 'truth' and 'method'. See, Philosophical Hermeneutics, Eng. trans., by David Linge. Berkeley,: University of California Press, 1976.,Truth and Method. 2nd rev. edition. Eng. trans., J. Weinsheimer and D.G.Marshall. New York, Crossroad, 1989.
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