First, about the temple...
Essentially, the exhibition Temple is a dedication to the numinous quality of architecture of Meštrović pavilion. After decades during which the fate of this doomed building inspired bitter discussions, scientific and political debates as well as, for the past two decades, site and context specific art works (mostly due to its recurrence to its original function and user), the time has come to swap the socio-political angle not only for the formal-aesthetic and engaged-artistic, but, in the aura of new-age feeling for the spiritual or even beyond, the esoteric approach which could facilitate if not the true, than at least a parallel version of interpretation of its bizarre history. 
The secret is always in the Master who is able to feel the space and time ideal for creation of forms that will channel, enhance and emanate energy. For Ivan Meštrović the space for realisation of such an idea was prepared by Zagreb city planner Milan Lenuzzi in 1905 when he designed the plan for development of Zagreb centre towards east and south. Lenuzzi exploited regulation of the stream Medveščak that had been interred and redirected from the north-east side of the grid of downtown streets towards the river Sava in south-east, thus allowing formation of the most powerful spatial axis of remarkable urban quality. Thereby the medieval nucleus of Zagreb was visually and physically directly connected to its fast growing industrial zone, just like the spiritual and administrative centre of the city and nation were linked to their material foundation. Thanks to this bold diagonal, untypical both for Lenuzzi and Zagreb, the longitudinal axes of the downtown grid converged towards each other thus preconditioning the quadrangle of today Square of Victims of Fascism only to depart from it in all directions. The traffic from east flows towards the centre following the perimeter of the square and all around its centre, thus creating the incessant whirl of energy. While the blocks of ambitious town palaces were hastily erected forming the most compact urban area of Zagreb, despite Lenuzzi’s plan to build a central landmark in the centre of the square intersected with a starlike pattern of paths, nothing will be built upon it for another three decades. If for a moment we argue this spatial disposition drawing the analogy with cosmic constellation of spatial convergence due to the gravitation, it is logical to conclude that time was necessary to create the critical mass of social initiatives which Meštrović, thanks to his ability to sublimate spatial, political, economic and, most of all, universally aesthetic qualities into a singular project, was going to incorporate into a unique rotating architecture of pavilion placed in the very centre of rotation. Future will prove that a specific socio-political-spatial gravitation had been created and by this also a formal premise for usage of potential the pavilion has always had for presentation of current Croatian national strategies for which diverse power centres have always been interested throughout the time. The tumultuous destiny of the pavilion was thus sealed. 
One of many stories whispered in undertones regards the never registered Meštrović’s intention to design the pavilion as a Masonic temple. The original project included two columns flanking the entrance facing the Zagreb cathedral as an echo of its paired towers and, at the same time, an expression of dynamic tension between artistic self-confidence and spiritual authority. However, the full proportions of esoteric groundwork of Meštrović pavilion come from the rational application of principles of sacred geometry as unequalled model for resolving the form, inner organisation and structure of the pavilion. Meštrović apparently had not only a sense of universal spirituality, but also sympathy for hermetic interpretation of reality, both ideally reflected in his usage of principles of sacral architecture through the pavilion’s basic circular form, its reflecting symmetry and numeric ratio as well as elaboration of interior spaces within concentric circles enclosed in circles. The circle, that is, the circular movement, is a symbol of eternity and continuous existence. According to the Christian iconography it presents Gods monogram as well as perfection and everlasting quality of the one who was in the beginning and now and forever and ever. On the other hand, according to Jung, circle represents a symbol of the archetype of completeness.
The hermetics teach that divine organisation of universe can be discerned through the structure and number as connecting principles of multifaceted reality. They merge in geometry, reflecting absolute laws purporting the order and coherence of the magnificent plan of creation, which in their omnipresence, immutability and impeccability can only be a manifestation of God’s power and will. This is why geometry is a discipline that connects laws of creation with human knowledge and will be actualised in architecture which takes it into the reality and the third dimension where it can reflect the ideal of transcendental intent. As an example relevant to our theme, according to the teachings of Antonio Palladio, circle is the ideal shape for church (temple), because it has only one continuous circumference, without beginning or end, and its every element is equidistant from the centre of the building, all of which exceptionally well illustrate unity, infinite essence, equality and God’s justice. Furthermore, according to Palladio, the beauty of building will come out of the beauty of its forms, harmonious relationships between the whole and its elements, between all parts to each other and to their whole. It is an ideal analogy of harmonic relations in macro and microcosm, both pervaded with the unifying cosmic spirit generating the numinous foundation of reality. 
Meštrović’s pavilion is an example in usage of geometry style which, due to the influence of Étienne-Louis Boullée’s theoretic work, proved itself as the most powerful idea of classicist architecture. Vitruvian and Palladian postulates of design according to the principles of sacred geometry led the style to the ultimate abstraction, divesting ornamentation of any substance to the benefit of pure geometric forms of classical provenance in rhythmical repetition, in historical sense thus announcing the modernist era. In Meštrović’s pavilion repetition is defined by harmonious numeric relationships between its elements and its basic circular matrix, so that the building is founded on two outer rows of thirty-six and one inner sequence of twelve pillars, just like the second floor volume which is constructed upon thirty-six equidistant columns marking the division of full circle into ten grades segments while at the same time forming an impressive porch and reflecting the cyclic structure of reality. The interior is characterised by mirror image symmetry and extremely simple sequence of circles horizontally and vertically connected in illusion of boundless space analogous to the universe and its cyclic movement within the environment of continuous and unobstructed flux of cosmic breath. The outer circles of underground storage rooms and aboveground exhibition rooms rotate around the central cylinder, the axis which vertically connects all floors. It is vaulted by a shallow dome, lightened by glass prisms, arranged in concentric circles over its entire span. The basic circular form of the ground-plan is not only harmoniously repeated in the form and structure of the dome, but it also enables celestial light to flow unobstructed into the interior and, vice versa, humanly produced light to radiate back to the sky. This analogy of starry sky at mid-day will be obvious even to the simplest of visitors, just as its revocation in totalitarian times. According to the original Meštrović’s design, the central spatial cylinder is connected to the outer circle in three points on every floor. If we sum everything up, the design comprises at least three of the basic levels of hermetic interpretation of reality. The circle symbolising unity, that is, God and the divine; symmetry implying dual quality of reality and equal powers of polarity by which it exists and, finally, equilateral triangle defined by three entrances into the central space. Triangle is the basic engineering principle of construction of the entire reality. Furthermore, a triad connects three fundamental principles. In Christianity these are the components of spiritual faith: Father, Son and Holy Spirit; according to Upanishad in Hinduism, God has three faces: Brahma, Shiva and Vishnu that represent active intelligence, will and love. Esoteric occultism, on the other hand, considers triad as three aspects of the solar Logos: will, love and form, that is, monad, soul and individuality. Meštrović installed his sculpture History of Croats in the centre of “his own” pavilion during its opening exhibition Half Century of Croatian Art and this, in the context of such interpretation of the pavilion, assumes a completely different meaning. 
Finally, the exact researches proved that geometry of space shapes our reactions, so that with our sense of proportion we register spatial harmony, our mood will be formed by analogy. This means that architecture that embodies principles of cosmic harmony inspires us and supports our creativity.  Such architecture functions as a talisman, as an active mediator, a magnet or receiver and channelling medium of transcendental, that is, numinous energy. Also, as an emanation of macrocosm concentrated by a creative act, it can have an occult effect on microcosm and us. Occult here means encouraging positive changes in our lives and environments. 
Until today the unmistakeably powerful manifestation of the pavilion has attracted emissaries of totalitarian authorities who felt the potential of its sublime qualities. This especially regards the abstract purity of its form which has proved itself as an excellent container for any concept: from historicist pastiche of Slavko Požgaj’s design of the mosque to constructivist dynamism of Vjenceslav Richter’s design for the Museum of the Revolution. Both designs, although articulated in their practical and pragmatic functionality as well as accepted aesthetic qualities, could not smother the numinous power of Meštrović’s design. In addition to the experts’ continuous antagonism towards the alterations that had been happening, since the ‘80s there have been always stronger demands to bring the pavilion back into its original state. First there was a design by Ivan Crnković and then another one by Andrija Mutnjaković after which the reconstruction of the pavilion started in 2001; both designs emphasised the dry abstract quality of the original form, one could say with even more refined purity than the original. The talisman, although reconstructed only in part, therefore functions. From the moment in which the pavilion had been put into its original function of exhibition space, it has started to inspire art projects celebrating its cosmic sublimity as well as those agitating for a change while uncovering socio-political mirages of the present and past times. As the pavilion is getting closer to the purity of its geometric simplicity, its influence is stronger and it is for this reason that is necessary to complete the restoration of the pavilion, so that we could fully feel its occult power.
In the whole confusion regarding the pavilion and its surroundings, maybe the most fascinating element is the successful design of plateau with fountain. Stjepan Planić conceived and built it as a part of conversion of the pavilion from exhibition hall into mosque. Because of its rarely achieved composition and symbolic harmony with the original structure, the fountain was preserved in all further conversions and today it is perceived as the integral part of pavilion and square. Many critics assume that the composition with fountain appeased the feeling of infinite rotation of pavilion, deservingly emphasising the entrance as well as the dominant axis connecting the pavilion to the cathedral. However, the others point out the lucidity of Planić’s concept in choosing an octagon as a mediator between square and circle thus cancelling certain sensations of dissonance that could be perceived between the square and the pavilion on urbanistic level, that is, between them as exponents of earthly and heavenly worlds on the symbolic level. The pavilion inspired Planić; the pavilion inspired the whole group of architects who assisted Meštrović in developing his design, perfecting it to the form in which it was finally built, including the fascinating dome after the design by Zvonimir Kavurić. The talisman apparently functions, perfecting itself and the reality around itself from a muddy stream to the sublime echo of numinous being. 
...and then something about the art

In the course of history, by analogy to the divine creation out of nothingness, the proverbial gift or talent to create scenes of convincing realism or visions of numinous reality has provided the artists with the ambivalent status within the sphere of spirituality. On the one hand keepers of the purity of religious discourse have gladly used the persuasiveness of visual idiom to praise God, while on the other they equalled the creative act with egocentric, blasphemous usurpation and appropriation of divine prerogatives which resulted in frequent prosecution of artists and destruction of artefacts. The other spiritual trend that had no interest in implementation of the presupposed implacable duality of the material and spiritual, mundane and sublime, human and divine, but in emphasising the necessity of their combination, exchange and mutual permeation, always found insight and substantiation of the development of hermetic ideas about interconnectivity, mutual influences and correspondence, that is, harmonic compliance of all things, in those analogies between human, microcosmic action and divine, macrocosmic universality. They considered word as a symbol of logos which regulates the universe and after which the whole reality came into existence in the ultimate creative act; they equalled it with the light. According to the Pythagoreans, harmonic relationships between humanity and divinity, earth and heaven, micro and macrocosm can all be expressed and defined by mathematic ratios and those can be replicated and activated by the music since numbers correspond to certain tones. The music enables synchronisation of humanity with cosmic powers by modulation to the same frequency, that is, by vibration in mutual harmonic arrangement. It was considered that architecture, by actualisation of holy geometric forms in the third dimension, invokes and facilitates the circulation of cosmic, that is, divine breath manifested as a continuum of hermetic unity of macro and microcosm. On the other hand, sculpture and painting, having the potential to reflect and manifest the harmonic relationships by which the human reality is constructed, have developed through the centuries a repertory of formal, thematic and symbolic expressions of hermetic principles which, in their turn, under their aesthetic dimension are visible only to those in the know. Generally, hermetics believed that art works through their active mediation, receiving and channelling of transcendental or numinous energy can have the invoking effect, which could mean that the emanation of energy concentrated within the art work can have an occult influence on human microcosm and lead to its change. This essentially alchemic process of transformation is carried out due to the activation of universally resonant symbols incorporated within the art work to which only the hidden, subconscious parts of human psyche, unreachable by rational discourse or logic, will respond. 
Through out the history, held in this gap between fear and hope, paranoia and exaltation, and under the mask of formal perfection, the art will dispatch sublime messages about the true nature of reality, often as perceived at the times of the breakthrough of empiric scientific methods. At the dawn of modern era, the ideal of Renaissance man described a person who is equally adept in all three spiritual aspects: will, reason and senses, that is, religion that was losing its position, science that aspired to take its place and art as a manifestation of the newly risen self-confidence. 

However, the true theme of our exhibition will be addressed only in the modern era of western civilisation when the spiritual aspects are pushed deeply into the background, while rational concepts and, finally, destructive exploitation of reality have taken the spotlight. Paradoxically, beyond the context of official religion whose influence had retarded due to the narrow-minded usage of traditional values uncoordinated with the development of awareness and material progress of the civilisation, the artistic production has suddenly opened up to the influences of theosophical studies flourishing in the intellectual circles as a reaction to the apparent callousness of industrial era and loss of inner spiritual values. Indeed, the symbolists, representing a mystic branch of the post-impressionist era, were directed towards the fashionable occult studies and had the most fruitful influence on the greatest artistic narrative of the 20th century – the abstract art. Piet Mondrian, František Kupka, Wassily Kandinsky and Kazimir Malevich have all founded their advancement towards the abstraction upon studies of spiritual theses and beliefs. Thus Kandinsky, in his opposition to the nightmare of materialism, turned towards the abstraction claiming that the artist’s assignment was not mastering the form, but corresponding to its content. Human emotions are vibrations of soul while the soul is in harmony with the vibrations of nature. According to Kupka, on the other hand, the execution of an abstract artwork represented a incursion into the essence by means of a super-sensitive insight into the unknown, like poetry or religious art. In pursuit of the universal truth, the spirit of their times reflected the ancient hermetic standpoints about the universe as the only living substance in which spirit and matter are one, where all things develop in dialectic opposition, everything corresponds to the universal analogy, imagination is real and self-awareness is reached by illumination. The true art reflects mystic qualities found in nature and which are not holy, but represent the spiritual vibrations between what is down and what is up, while forms and colours have symbolic function. All avant-garde art movements found their sources of inspiration in the transcendental: futurists in oblivion and blending with energy; Dadaists and surrealists in subconscious mechanisms; expressionists in emotional exaltation and, finally, abstract expressionists devoted themselves to the ritual of creation thus announcing the liberating art of happening and performance. The wholly spiritual works of art were considered those that pondered the possibilities of amalgamation of material and spiritual dimensions of reality separated in contemporaneity unlike those which represented a concealed visual support to religious dogmata. 

However, the context of creation and presentation of art work steered the art practice in the opposite direction. The material interweaving of contemporary civilisation, in artistic domain manifested as the art market, has in many ways contributed to the abolition of spiritual essence of the abstract art. An exhibition mounted in 1986 by the Los Angeles County Museum of Art, The Spiritual in Art: Abstract Painting 1890-1985, indicatively completed the era of abstract art as a dividing point between religious belief and spiritual experience or as a borderline between the material and immaterial, that is, a communication between the irreducible and non-discursive experiences. Donald Kuspit’s essay Concerning the Spiritual in Contemporary Art, published in the exhibition’s catalogue, among other things presented a thorough analysis of the collapse of spiritual essence of abstract art. For this text only the most intriguing postulates will be quoted. Kuspit believes that, unlike the opposition to the emerging materialistic civilisation, the contemporary abstract art, in its sole aim of becoming a mainstream of social communication, has developed into a formal, materialistic and predictable aesthetic experience of the impersonal transmission of content. It has ceased to be a mystic construction capable to transmit the inner meanings created only when corresponding artist’s intention and state of mind and feelings are directed towards it. This is why today the abstract art is reduced to a luxury product, futile decoration, and a useless, ornamental and above all spectacular commodity. However, Kuspit believes that there is still a possibility for contemporary abstract art to retain the basic characteristics of spiritual integrity if the principles that Kandinsky defined as silence and alchemy, that is, a manifestation of total abstraction and total realism, were complied. Total abstraction is manifested as absolute silence about the world as well as articulation of the immaterial. Total realism, on the other hand, is manifested as alchemic transformation of worldly object in demonstration of the unity of immaterial and material. Both principles use the same procedure of reducing artism to its minimum, that is, averting the focus from attractive surface of the object to its soul. 

According to the positive museum usances of studying only the completed stages of artistic practice, the exhibition Spiritual in Art delimited the range of its research with the era in which began the domination of new artistic practice, preponderance of new technologies, (auto)critique of artists’ position and art system itself within the whole of social relationships as well as postmodern discourse that revoked the awareness about linear development of art culminating in abstract art, western exclusiveness in reviewing the relevance of art production and also traditionally inveterate positions of gender, sex and race. The artistic domain became much more complex regarding how it had been up to that time, while a completely different field of studies of spirituality in the totality of its ontological, historical, political, traditional and cultural settings was opened for the contemporary artists. The field of reflection has become infinite: from cosmological implications based on new scientific achievements, over multicultural and multi-religious experiences and new populist sense for infinite spirituality called the New Age, up to the unexpected establishment of religious states, ambivalent role of catholic church which simultaneously supports progressive and reactionary socio-political values depending on local context in implementation of its global strategy and so on. The civilisation of developed democracy which generated and cultivated the international art practice discourse at the core of its worldview, clearly defined the awareness of the role and responsibility of individuals within the totality of social relationships. Hence, despite the generally accepted opinion by which the art cannot change the world, during the recent decades it was precisely the engaged art and referential aesthetics that got into the focus of expertise and art practice. However, the critique of society had started even before, when the artists’ started to react to their creative status within the value system founded on the commodified artefact as basis of the art market. Resuming their activity upon the thesis delineated by the founders of abstract art, stating that material and sensual qualities of an art work have sense only in the spiritual atmosphere of its creation, the artists began to withdraw from the execution of art object targeting instead its energetic charge, its inimitableness in shamanistic rituals of performing arts. Artist’s body and being became a channel for gathering and redirecting of cosmic energy in straight and unrepeatable encounter with the public both as viewers and active participants of a cathartic event. The art object seems to be transformed by alchemic procedure from the material reality into a pure, integrating energetic or, as Joseph Beuys called it, metaphysical experience, aiming at the transformation of artists, public and, finally, society. New disciplines and technologies of the artistic idiom have enabled further transformations of artistic practice by creation of total, reviving and meditative ambiences aspiring not only at the utmost sensorial and emotional experience, but also at the materialisation of specific mental field or mood that would abolish the material and concretise the immaterial, abstract, spiritual world as a basis for alternative and liberating experience. On the other hand, multidisciplinary and multimedia approach opened a communication possibility for completely new narratives which, in most cases using moving images and databases (independently or in combination), document and/or recreate the most varied phenomena of spiritual experience based upon the intuitive cognition or research of the occult, religious or transcendental phenomena. All new modes of transmission of spiritual contents notwithstanding, it is certain that, although the lasting interest in hermetic aspects of interpretations of cosmic harmony and unique world structure as well as their manifestation by concretisation into objects of art will never get out of the focus of artists ready to experience the numinous, synthesis of cultural and deconstruction or adaptation of religious heritage, appropriation and recycling of traditions in spiritual celebrations, reconstruction of folk and urban legends and myths as well as creation of one’s own cosmogonies and rituals present the great mental breakthrough regarding spiritual reflection. In the centre of this multifaceted interest in spiritual aspects of cosmos and social reality there is a perceptible and pervading discontent with current civilisation discourse and above all, its relativistic concept. The ethical codex has become a basis for every relevant art work and on all creative levels this problem is clearly defined as a neglect of spiritual and spirituality as against material aspects of reality. Restoration of a new moral axis, whose infinitesimal glow will today more than ever link the separated pluralistic and coexisting manifestations of spiritual and material reality in the mythical attempt to objectify the ultimate reality through mystic levelling of spirit and matter, is required more than ever. Hence this ever growing need to transform all material and scientific achievements of the civilisation brought by the alchemic act to the point of bursting into a new, contemporary quality of harmonic co-relation between micro and macrocosm, requires always more powerful creative and imaginative transformation which will at the same time reinstate the meaning and beauty in always new creation of the world. It sounds as a natural task for the artists. 
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