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Introduction 
 
Confucius said that the study of the supernatural is 
injurious indeed. Confucius also taught: show respect to 
spiritual beings, but keep them at a distance. Thus 
Confucius warns that research into spirituality is plain 
dicey. But let us do not obey to this opinion and try to 
find truth about spirituality in art, because truth is the 
highest worth of any researcher. 
 
After reviewing Internet resources we may state that 
discussions of spirituality are more popular in countries 
of former socialism and less in the West and in the Far 
East. Ones yet hope in better life after death, others 
already do not believe in postmortem being. The cause of 
such difference sooner consists in historic conditions -- 
communistic states were separated from church, Western 
states never were separated. What is restricted gains 
greater value, and what is permissible has little value. 
Thereof there are variances in thinking, and this my 
research into spirituality can be no equally interesting for 
our readers in the Eastern Europe with renewed 
religiosity and in the secular West, in the Far East and in 
the Near East.  
 
I must say that this my research contains wider 
understanding of spirituality, but not only religious. I am 
analyzing features of spiritual art touching the problem 
in such aspects: what are differences between spiritual 
and spiritless arts; relation between beauty and 
goodness; how do proportions of the golden ratio and 
whole numbers determining character of spirituality in 
art; characteristics of spirituality of various art styles, 
nationalities, women art, abstract art, mentally ill artists'. 
** 
Human spirit exists -- this axiom apprehensible as a 
dogmatic reality that functions in religious 
surroundings. But various people, various teachings, 
various religions have different understanding of the 
words spirituality, spirit, spiritual, and here we get into 
indeterminacy. Because the object of this research is so 



subjective and depending on time and place, let us take 
as basis of its understanding the representation in 
contemporary dictionaries like Oxford's and WordNet. 
Thus in dictionaries the first purport is constituted so: 
spirituality is property or income owned by a church 
(church -- a place for public (especially Christian) 
worship). This purely material description states that 
spirituality is church's building, its interior with works of 
art, surrounding earth and other architectural buildings 
paled around church, or money gathered up from 
population for religious ministration. The latter kind of 
spirituality (collecting large sums of money from 
churchgoers for church administration) is most doubtful, 
but I am not going to investigate things of church 
finances. I take interest only in art. Thus art presented in 
a church is spirituality or, in other words, art of church 
contains spirituality. Let us replace the concept church's 
art with religious art, because in principle church 
represents only place of collective praying of Christians. 
Category religious art contains also the art on religious 
thematic that is in homes of believers and museums.  
 
Other senses of spirituality are these: the state or quality 
of being concerned with spiritual matters; the immaterial 
or sacred; relating to the spirit. The first part of 
description hides indeterminateness, because nobody 
saw immaterial one, and the word sacred is 
understandable differently in various states of earth. For 
example, if in China dragon is rated as sacred, in the 
West dragon was known as ugly monster.  
 
Let us elucidate what is spirit? Thus in dictionaries spirit 
described in such way: 1. The vital principle or 
animating force within living things (In formal level that 
must be related to the golden section, because it is 
known that in principle of building of living nature just 
this ratio laid. Also the golden section is called divine 
ratio.); 2. Tone, feel, feeling, flavor, look, smell, the 
general atmosphere of a place or situation and the effect 
that it has on people, feelings of loyalty to a group, team, 
society, etc. (distinct from body feelings and what arouse 
them); 3. A fundamental emotional and activating 
principle determining one's character; a characteristic 
quality or mood of something. (What is can be style -- a 
way of expressing something (in language or art or 
music etc.) that is characteristic of a particular person or 



group of people or period.); 4. A soul without a body, 
any incorporeal supernatural being that can become 
visible (or audible) to human beings, magical creature 
(Supernatural being. Ghost seen, for example, in way of 
hallucinations.); 5. Emotional state, the state of a person's 
emotions (especially with regard to pleasure or dejection. 
A state of mind or mood; an attitude. (The prevailing 
psychological state is mood); 6. Intent, purport, the 
intended meaning of a communication; the real or 
intended meaning or purpose (Something what have 
meaning open or intended); 7. Liveliness, life, 
sprightliness, animation and energy in action or 
expression, willingness to assert oneself, courage (May 
be associated with inspired creative working); 8. Heart, 
an inclination or tendency of a certain kind (Heart and 
love, but not mind). 
 
Thus from dictionaries I have deduced such senses of 
spirituality:  
1. The material sense states that religious art contains 
spirituality. Let us call such art spiritual. 
2. The immaterial sense of spirituality related to these 
subjects: the golden section; feelings and what arouse 
them; style; ghost; mood; intended, but not spilled out 
meaning; inspired creative working; heart and love, but 
not mind and formal logic.  
Let us conform to these contemporary axioms in further 
our research into Spirituality of Art. 
 
 
Characteristics of Spirituality. Beauty, 
Goodness. Genre and Spirituality 
 
 
In this chapter I try to explain features of spirituality in 
more broadly way.  
 
As it is stated in the introduction, the material sense of 
spirituality shows that religious art is spirituality or 
spiritual. The immaterial sense shows that spirituality is 
relating to the subjects: the golden ratio; feelings and 
what arouse them; presence of style; ghost; mood; 
intended, but not spilled out meaning; inspired creative 
working; heart and love, but not mind. 
 



Let us group these senses of spirituality into larger 
classes.  
 
According to dictionaries religion is a strong belief in a 
supernatural power or powers that control human 
destiny. Religious art represents stories of religious 
sacred writings. It may be united under one category 
with presence of the supernatural or ghost.  
 
Presence of the divine proportion or the golden ratio, 
style, and inspired creative working helps for 
representation of perfection and beauty, for creation an 
outstanding examples, they may be united into the 
second group. 
 
The third category of spirituality may include senses 
relating to feelings: heart and love, but not mind, 
sincerity, intuition, courage, a positive feeling of liking, 
an inclination or tendency of a certain kind, the choicest 
or most essential or most vital part of some idea or 
experience, feelings and what arouse them like beauty, 
the qualities that give pleasure to the senses, emotional 
or moral sensitivity (especially in relation to personal 
principles or dignity), and presence of mood, a 
characteristic (habitual or relatively temporary) state of 
feeling.  
 
Inspired creative working may be ascribed to the third 
category though it participates in the second group too, 
because it opens way for outlet of feelings in artistic 
form. Thus second and third groups of senses as if 
relative.  
 
Beauty is something what arouses feelings. Beauty, as a 
combination of qualities that give pleasure to the senses, 
connects the second category with the third (heart, a 
positive feeling of liking, goodness). If in the second 
group beauty unfolds physically, in the third -- 
psychically. It is known that in history of visual arts 
beauty and brightness were considered as similar to 
goodness, when ugliness and darkness to evil. 
 
Open or intended meaning of communication, a general 
concept, goes alone. Thus it may be the forth kind of 
spirituality. Conceptual art represented by concepts free 



from work of art and artistic ability contents this forth 
pure manifestation of spirituality. 
 
In short form the classification of senses of spirituality 
may seem so: 
1. The supernatural (by stories of religious books, ghost). 
2. Beauty (the golden ratio, style, ideal, perfection, 
inspired creative working). 
3. Feelings (heart and love, feelings and what arouse 
them, morality, mood, inspired creative working). 
4. Presence of meaning or purport of communication. 
The first group or kind of spirituality belongs to realm of 
faith (the supernatural). Faith may be understood not 
only as religious, but also as faith to some ideas, to 
authority, etc. The question is -- is spiritual fascistic art? 
Fascists also have the faith to their supremacy over some 
nations and ethnicities, to the fight against some political 
systems. I have watched German Nazis posters of World 
War Two and tried to understand how could they help 
to boost totally esprit de corps and fanaticism of German 
nation for such bloody march. Free from spirituality 
things could not execute such. It follows that faith and 
spirituality can be bad. 
 
The second group belongs to realm of mind and 
formalism (the golden ratio, style). 
 
The third group belongs to realm of psychology and 
ethics (heart, feelings, mood). 
 
The forth group belongs to realm of conceptuality (ideas 
and meaning). 
 
Now question is risen -- how many features from listed 
above are needful that artwork should be termed 
spiritual? Essential and tolerable condition is one feature, 
because in description of spirituality these features stand 
as different senses. But the more features the higher 
degree of spirituality. If some work of art contends all 
conditions of spirituality, it is spiritual in the highest 
degree. For example, if conceptual art contends only last 
condition -- presence of meaning or purport of 
communication, it follows that conceptual art can be 
spiritual, but it has the lowest degree of spirituality. 
 



Genre and Spirituality Sublime arts do not contradict 
religious art, and the sense of faith remains in them 
though their subjects are not religious. But some genres 
like caricature and cartoon are contradicting faith of 
themselves. It is because caricatures and cartoons' 
essence and purpose are the breaking of faiths in way of 
detection of inner contradictions. Often caricatures and 
cartoons are free from beauty, they have ugly crafted 
ugly things and do not contend second conditions of 
spirituality. Thus caricature, cartoon and works of 
similar genres have less chance to be spiritual than 
serious or decorative visual arts. 
* 
Thus in this chapter I divided the senses of spirituality 
into four groups or levels and formed such scale:  
1. The supernatural (by stories of religious books, ghost) 
belonging to realm of religion and faith. 
2. Beauty (the golden ratio, style, ideal, perfection, 
inspired creative working) belonging to realm of mind 
and formalism. Here beauty unfolds physically on the 
outside. 
3. Feelings (heart and love, feelings and what arouse 
them, morality, mood, inspired creative working) 
belonging to realm of psychology and ethics. Here 
beauty unfolds psychically inside. 
4. Presence of meaning or purport of communication 
belonging to realm of thought and conceptuality. 
 
I ascertained also that spirituality of works of art of itself 
depends on art genre. Some genres of themselves are 
more spiritual, some less. 
 
 
Differences Between Sacred and Unholy Arts 
 
 
For discovery differences between sacred and unholy 
arts I decided to analyze examples of Western and 
Eastern sacred art and examples of art that is extremely 
not sacred. I wonder what differences are between those 
two groups of images. If I grope them, I can determine 
features of holy and unholy arts. 
 
Western Art 
For research of Western art I have chosen a picture of Fra 
Angelico, a Florentine painter of the 15th century, a 



Dominican friar, a highly professional artist. He was 
called Beato Angelico (the Blessed Angelico) and until 
1984 the pope's official statement was done that he is 
among the blessed in heaven. Therefore I may take the 
artwork of this saint person as an example of evident 
sacred art.  

Fig. 1. Fra Angelico, Noli Me Tangere, 
Fresco, 180 x 146 cm, Convent of San Marco, Florence, 1440-41.  

 
As opposite image I took William Charles's Bruin Become 
MEDIATOR or Negotiation for PEACE created in 1813 
(Fig. 2). The image belongs to genre of caricature or 
cartoon, it has grotesque form. As I mentioned earlier in 
Characteristics of Spirituality such type of art can be 
spiritual in little degree. Thus it may serve as opposition 
for holy art. 
 

Fig. 2. William 
Charles, Bruin Become MEDIATOR or Negotiation for PEACE, 1813.  

 
During no less than a year Fra Angelico painted his Noli 
Me Tangere (Fig. 1).  Jesus Christ shows himself for Mary 
Magdalene. Characters of the picture are saint Jesus 
Christ, the son of God, and saint Mary Magdalene. The 



idea of the picture is clearly expressed. We evidently 
understand that Mary Magdalene does not sea a usual 
passerby, but a heaven-sent person. Depicted beings are 
related to eternity and mirage and may be ascribed to 
category of the supernatural and ghost. Figures are light 
but they have weight. They are slightly blocked up by 
haloes, nether parts of bodies have observable grip with 
earth. Lines of the picture go fluently. Combination of 
colors lays on harmonic basis. Silhouettes of figures 
clear, streamlined, alive, beautiful. Environment plays 
great role. There are a lot of small details, but they do not 
scream out, because have subtle soft adjusted values, 
tones and intensities. They harmonically complement 
figurative scene. Viewer's eye can comfortably look 
round all picture and its details. Purpose of this 
masterpiece was to show beauty of divine world. 
Relation between sides of the picture of Fra Angelico is 
180:146=1.2328..., that is approximately equal to √φ = 
1.272... when φ = 1.618... Also it is almost equal to 
5:4=1.25. It means that the sides of picture are related 
approximately in proportion of the golden section and in 
proportion of 5 and 4. Within frame we can notice 
rations both integer and irrational numbers. Diagonals 
and perpendiculars to them intersect or touch main 
details of picture (Fig. 3). In the picture's compositional 
scheme we can observe a pair of scales with harder left 
part. The son of God is nearer to heaven in principle, 
when the figure of Mary Magdalene is as if under the 
harrow of light spot of the shelter on the left. Main 
epithets of this image can be harmonic, beautiful, tender. 

Fig. 3. 

 



Sooner William Charles's image (Fig. 2) was done in the 
span of a few days or hours. It was designed for some 
contemporary political event. Pleading by Englishman 
John Bull, Bruin tries to bring together him and 
American Madam Columbia. Characters of the image are 
allegoric figures of two human beings and a beast. 
Purpose of this image was to try to influence, adapt, or 
manage to citizens' own advantage. Manner of drawing 
primitive, rude. The figures bungling, static, lacking 
grace, ugly, full of force, heavyweight. Contrasts of 
values and intensities great, drawing is done with black 
color, clothes depicted using intensive red, yellow, 
green. Bright background contrasting to foreground 
figures who stand as if on the stage. Faces and poses of 
figures are impressive and they help to express plot. 
Silhouettes of the figures ugly, not streamlined. 
Composition of cartoon is rather over laden, even 
emptiness in background filled with texts of public 
utterance of the players. Sides of the image are in 
relation near 3:5.  

Fig. 4. 

Within frame we can notice proportions both of integer 
numbers and irrational. Compositional scheme is a pair 
of scales with harder left part. Diagonals and 
perpendiculars to them intersect or touch main details of 
picture (Fig. 4). Main epithets of this image can be 
interesting, strong, disharmonic. 
 
 
Eastern Art 
 
For the second research I have chosen two examples of 
Chinese art: images from the Ten Oxherding Pictures of 
The Manual of Zen Buddhism, the 15th century (Fig. 5), 
and two images of Chinese Anonym from series Beggars, 
Criminals, Punishments (Fig. 8, Fig. 9). I have to say that I 
searched hardly till found these images, because Chinese 
art distinguishes by its positiviness and by absence of 
ugliness in it.  



 
First examples are patently representing spiritual art, 
because they are drawn by monk and is from the sacred 
book, the second ones are grotesque and can be 
exponents of clearly non spiritual and unholy art.  
 
In both cases we have some wicked beings and their curb 
or repression. Difficulty of comparison lays in difference 
of techniques. Sacred images done in black and white, 
comparable ones colored. So here we have no data about 
sacred colors. 

 
Fig. 5. The Ten Oxherding Pictures from The Manual of Zen Buddhism, 
the15th century. 

Fig. 6. Undisciplined, from The Manual of Zen 
Buddhism, the15th century. 

 
The sacred images drawn in the rectangles near to 
square (≈10:9.333...), but their larger side is less than the 
side of the live square (0.528:0.472).  
 
In the first picture (Fig. 6) we see the running ox and the 
herd who tries to catch it. In the second ox is caught, in 
the third herd lead ox. The second image is plastic 
continuation of the first one, the third a continuation of 
the second and so forth. The dark cloud of Undisciplined 
signs the beginning of story, the empty circle symbolizes 
emptiness, moon, the end of story. If in the first picture 
Undisciplined we see the black ox, further it becomes 
lighter, while in the eighth All Forgotten the ox is sheer 
white. Ox was at the beginning bad, finally good, that is 
humble. Metamorphosis runs from movement to rest, 
from black to white, from evil to goodness. Brightness 
identifies with obedience, obedience with goodness, evil 
with naughtiness and darkness.  
 
In sacred pictures we do not see ugliness. Everywhere 
beautiful nature, beautiful animal, beautiful man. The act 
of catch intervenes like waft of wind. The move of 
figures in first images is from the right to the left. The 



rocs below and the tree on the upper right corner have 
lines' motion opposite to figures' direction. Lines of the 
pictures go fluently. That forms harmonic balance of 
forces. The scenes readily slip and romp before eyes of 
viewer remaining sense of ease and harmony. 
Environment plays great role. It is like accompaniment 
to action of pictures. 

1 2 
Fig. 7. 
 
Figures are easy, but they have weight what shows that 
the artist had good sense (articles about art of the 
mentally ill). Main epithets of sacred Chinese images can 
be harmonic, beautiful, tender, bright, easy, naturalized. 
 
*  
Let us go to analysis of unholy Eastern art, the two 
images of Chinese Anonym from series Beggars, 
Criminals, Punishments (Fig. 8, Fig. 9).  
 

Fig. 8. Chinese Anonym. Beggars, Criminals, 
Punishments, Belonging to the Albunes of Bretschneider. Album 28. Institute 
of Oriental Studies. San Petersburg. Russia. 
 



Fig. 9. Chinese Anonym. Beggars, Criminals, 
Punishments, Belonging to the Albunes of Bretschneider. Album 28. Institute 
of Oriental Studies. San Petersburg. Russia. 

 
The first image (Fig. 8) drawn in the rectangle which 
sides related between themselves as 9:7, another's (Fig. 9) 
as 6:5. Sides of pictures related between themselves as 
small whole number with another small whole number. 
The golden section aside the whole numbers is also 
characteristic for proportions within of these pictures 
(Fig. 10.3). 
 
Diagonals and perpendiculars to them intersect or touch 
main details of picture (Fig. 10.1, 10.2 ). Design of the 
picture stows in square grid (Fig. 10.4). 
 

1 2 
 

3 4 
Fig. 10 (1, 2, 3, 4). Chinese Anonym. Beggars, Criminals, Punishments.  



 
In the first image (Fig. 8) Chinese Anonym depicts the 
tormented man and the tormentor. The victim is hanged 
through armpits so that he alludes to Christian Jesus 
Christ on cross. Despite this analogy we can not do 
conclusion that Chinese Anonym painted sacred picture, 
because this image depends to series titled Beggars, 
Criminals, Punishments what refers to different kind from 
the Passion of Christ. We may think that in ancient China 
people were also tortured in similar way as in the Roman 
Empire. Uniform clothes of tormentors increase the 
presumption that there are depicted the scenes of 
execution under judgment of court and a Penal Code. On 
the other hand, from some other pictures of this Chinese 
Anonym we may conclude that in ancient China official 
executors wore blue clothes, but not black. Black clothes 
were ascribable to criminals. Besides that it is known that 
in China only the bamboo was legal instrument for 
physical punishment. Of course each of Chinese 
dynasties began its life with its own Penal Code, in way 
that every later dynasty was more humane. Nevertheless 
we may think that the Anonym depicted criminals doing 
their crimes, but not legal punishments fixed by law. 
 
On the upper right corners we can see clarifications 
written in German sooner by other person, but not by the 
Chinese artist. 
 
In the first picture tormentor's head is in geometric 
centre, martyr's head is over intersection of upper 
perpendiculars to diagonals. Bloody wounds touch 
perpendiculars or diagonal. Emphatic central vertical. 
Figure of martyr alludes to a pair of scales. 
 
In the second picture condemned man's head is in place 
of intersection of lower perpendiculars, horizontal 
touching condemned man's neck and ear is the lower 
line of the golden section, Shoulder and trunk of the 
butcher are also touched by the left vertical of the golden 
section. 
 
In court execution scenes we see evil and ugliness. 
Action of torment as if continues without end. Attention 
of spectator is pushed to pictures' parts that are most 
dread. Depicted pain is so great and forcible that 
spectator's viewing becomes painful and difficult too. 



Lines of pictures do not form any illusion of any lateral 
phenomenon like wind, etc. They help only for 
disclosure of depicted operations in all their horror. 
Environment does not exist. Background is light, non 
concrete, it does not deflect attention from figures and 
action. Attention of viewer is rooted to funk action.  
 
Colors are intensive. Red denotes blood, clothes are 
mostly in black. By manner the images are rather similar 
to the cartoon of William Charles (Fig. 2) analyzed 
above.  
 
By drawing of legs and hands of martyr seen in Fig. 8 we 
may think that the artist was not too skilled. Though 
characters of tormentors and their motions are conveyed 
perfectly what shows real Chinese mastership. Figures 
have weight and convincing. 
 
Main epithets of these images can be interesting, strong, 
dread, convincing. 
 
Thus we may conclude that features of analyzed above 
spiritual art are such: 
Sides of picture related between themselves as not small 
whole number with another not small whole number.  
We do not see evil and ugliness.  Light figures identify 
themselves with obedience, obedience with goodness, 
evil with naughtiness. Every figure is beautiful. 
Representation of something providential. Depicted 
beings are the supernatural. 
In Western tradition depicted human beings are serious, 
hallowed, respectable. In Eastern one they can be funny. 
Environment and nature play great role. 
Figures are light. 
Silhouettes of figures streamlined. 
Colors are tender. 
Characters of personages are not too interesting. 
Harmony. 
Artistic skill is great, but this is not stringent, because 
some folk artists having no artistic training were highly 
spiritual. 
 
Features of analyzed above spiritless art are: 
Sides of picture related between themselves as small 
whole number with another small whole number.  



In spiritless art we can see evil. Figures can be ugly and 
even dread.  
Representation of something what can have place in 
reality. Depicted beings are real and related to natural 
events. 
Depicted beings can be comical. 
Environment plays little role or it is not shown. 
Figures are hard. 
Silhouettes of figures not streamlined. 
Colors are intensive, liked pure black. 
Characters of personages are interesting. 
Disharmony. 
Artistic skill can not be too great in depiction of figures, 
but it is great in showing of characters. 
 
The touch or intersection of diagonals and 
perpendiculars to them have no greater influence for 
sanctity or secularity of composition. 
 
Proportion of the golden section also have no greater 
influence for sanctity or secularity of picture. 
 
The more time is lingered over picture’s painting the 
more spiritual and sacred it becomes. It shows example 
of Fra Angelico. 
 
 
 
Spirituality in Various Art Styles 
 
 
In chapter Characteristics of Spirituality I divided the 
senses of spirituality into four groups:  
1. The supernatural (by stories of religious books, ghost) 
belonging to realm of religion and faith. 
2. Beauty (the golden ratio, style, perfection, inspired 
creative working, also artistic technique must be added) 
belonging to realm of mind and formalism. Here beauty 
unfolds physically on the outside.  
3. Feelings (heart and love, feelings and what arouse 
them, morality, mood, inspired creative working) 
belonging to realm of psychology and ethics. Here 
beauty unfolds psychically inside. 
4. Presence of meaning or purport of communication 
belonging to realm of thought and conceptuality. 
* 



Let us review shortly how changed spirituality's 
character in history of art. 
 

Fig.11. Egyptian wall painting. 

 
Thus Ancient Egyptians characterized their gods as 
beautiful and shining. In Egypt beauty and lightness 
were rated as goodness. Ideal proportions and symmetry 
symbolized eternity. For finding good proportions 
Egyptians created canons. It is known that they used 
square grids and they already knew the golden ratio. 
Thus Egyptians recognized thirst and second groups of 
spiritual senses formed by me above. 
 
In ancient India prevailed the third group of the senses. 
Aesthetic empathy Rasa was one of main categories.  
In China beauty, spirituality and goodness were 
understood complicated enough. Chinese do not 
strongly separated beauty from ugliness and saw these 
phenomenons more dialectically. They appreciated 
naturalness and chastity (the third senses' group), silence 
and emptiness (as intended meaning) may be related 
with the forth group.  
 
In world of Arabs God was comprehensible as beauty, 
light, harmony, perfection. In this aspect Arabs' 
aesthetics were nearer to Egyptian interpretation.  
 
Ancient Greeks upraised above all importance of perfect 
cosmos. Harmony was main their aesthetical category, 
and canon had great importance. Greeks separated 
physical beauty from psychic beauty and reached 
harmony of both in their works of art. Naked human 
body was an object of admiration and recreation, human 
body's proportions were considered so beautiful that 
were used for architecture of sacred buildings. Thus 



Greeks recognized the second and the third groups of 
kinds of spirituality. 
 
In the Middle Ages like in Arab world God and his 
harmonic order again became symbols of beauty. 
Aesthetical realm were strongly subordinated to 
Christian church, what shows that the first group of 
kinds of spirituality predominated.  
 
The Renaissance raised human being and its body as 
main source of representation of beauty. Trust in human 
mind exceeded the faith in God. A lot of secular art 
masterpieces were created. Secular art influenced 
religious art in such degree that only their difference in 
plot remained. In this epoch of triumph of mind the 
second group of kinds of spirituality was recognized 
mainly.  
 
In baroque art feelings and things of heart received a 
greater role. Classicism raised human mind again. 
Romanticism returned to baroque sensitiveness with yet 
greater passion.  
 
It can be summed up as follows: in history second and 
third kinds of spirituality change one another, the first 
kind from the rise of Christianity little by little fades, and 
the forth kind receives importance when formalism (the 
second kind) weakens. History of art development 
shows that the majority of civilizations expressed 
closeness of spirituality with beauty and lightness. 
* 
Let us look at different art styles' portraits showing 
similar beautiful dames and try to notice differences of 
their spirituality. 
 

1 2 3 
Fig. 12. Peter Paul Rubens. 
Fig. 13. Thomas Gainsborough, Portrait of a Lady in Blue, late 1770s, oil on 
canvas, The Hermitage at St. Petersburg 
Fig. 14. J. A. D. Ingres, Mme. De Senonnes, 1814, oil on canvas, Musée des 
Beaux-Arts, Nantes. 
 



Lines of baroque portrait by Rubens jolly rise upwards, 
but dame's hairs as if close this rising balancing the 
composition. Expression of face corresponds to mood 
created by picture's whole. Positive emotions originate 
principle of construction and painting of the 
masterpiece. Spirituality underlying in Rubens's picture 
can be attributed to the third group of senses feelings.  
 
By its style Gainsborough's depiction of beautiful lady in 
blue contains mixture of the continuation of baroque 
rococo and direction of English sentimentalism of 18th C. 
Figure's forms by hooked lines rise upwards as if vapor, 
what reminds about effect noticed in art of mentally ill 
individuals (?????). Difference from the mentally ill in 
retention of temperance and in presence of weight of 
figure. Expression of her face supersensitive. Its colors in 
comparison with other two portraits are colder. 
Emotionalism in high degree. Evidently this picture's 
spirituality depends also to the third group of senses 
feelings. 
 
Romantic neoclassicism of Ingres is clearly different from 
first two examples. His dame is firm, contained, refined 
and beautiful to the least detail. Excellent draft, beautiful 
arrangement of details, and aside stilly aflame sensitivity 
form the image which is a great holiday for eye. So 
Ingres's spirituality contains mainly developed the 
second group (formalism) and additionally the third one 
-- feelings. 
* 
Next couple of analyzed pictures illustrates presence of 
the first group of senses of spirituality. Both pictures are 
on religious thematic and express this same bible story 
The Repentant Magdalene. The first romantic image being 
in Prado museum sooner represents Spanish school, the 
second picture depends to Venetian master Paolo 
Veronese, a master of dramatic pictures on theme of 
misconduct. 
 



Fig. 15. Anonym Romantic, The 
Repentant Magdalene, 17-18th Cs, 58 x 86 cm. Museo del Prado. Madrid. 

 

Fig. 16. Paolo Veronese, The Repentant Magdalene. 
 

The first picture (Fig. 15) distinguished by little number 
of colors and in sensitive way of show of Mary 
Magdalene in candlelight. In my opinion effect of so 
hard emotion partly lies in picture's proportions as if the 
golden ratio, but only approximate (Fig. 17). We have to 
agree that sense of faith in this picture is expressed in 
very strong way. Another feature of this romantic 
painting its fragmentation, as if space around image is 
lacking. As I wrote in my earlier articles (????) 
fragmentation is characteristic for the mentally ill artists 
who have also too strong sensitiveness. 
 

Fig. 17. Grid on Anonym Romantic's 
The Repentant Magdalene. 
 

Veronese's Magdalene (Fig. 16) has no such hard 
emotional load. But why? The first cause, beautiful 
harmonic colors of Veronese are jolly of themselves -- 
Veronese is known as one of best colorists of all times. 
The second cause, Italian tradition did not appreciate 
evil and ugliness in art too much, like Spain's. The third 
cause, Veronese was an individual joyous of himself, and 
his delight is noticed in any his picture, even most 
dramatic. 



It follows thence that beautiful harmonic colors help no 
for sense of faith, but they are instrumental of secular art; 
fragmentation helps to expression of religious feelings, 
but not the whole. 
* 
Now let us touch problems of individual styles in aspect 
of spirituality. For that I chose frescos of Raphael and 
Michelangelo with depicted prophet Isaiah (Fig. 18 and 
Fig. 19). The artists lived in one time, in this same 
country, both was representatives of Italian Renaissance. 
From biographic data we know that by night Raphael as 
if secretly watched Michelangelo's unfinished frescos in 
Cappella Sistina trying to steal technique of the master. 
Thus both investigated works of art are closely related. 
But they are different for individual styles. 
 

Fig. 18. Raphael, The Prophet Isaiah, 1511-12, Church of 
Sant'Agostino at Rome 
 

Fig. 19. Michelangelo, Isaiah, 1509, Fresco, 365 x 380 cm, 
Cappella Sistina, Vatican. 

Comparing them firstly we notice difference in skills. 
Raphael's Isaiah drawn weakly enough, when 
Michelangelo's prophet as if living. Raphael's bodies as if 
doughy, Michelangelo's ones solid and beautiful. In 
fresco of Raphael intricacy, in Michelangelo's -- clearness 
and order. These all mentioned things are of technique. 
But we interested in paintings' spirituality. How does 
technique influence on image's spirit? Michelangelo's 
spirituality lies in sublimity, divinity, power, courage. 
Raphael's in fragility, softness, and timorousness, that is 
why his Madonnas are so beautiful.  
 



Thus technique influences on spirituality: courageous 
wielding of technique gives spirit of courage, timorous 
wielding of technique gives spirit of timorousness. 
* 
In this chapter we came to such conclusions: 
In history second and third kinds of spirituality change 
one another, the first kind from the rise of Christianity 
little by little fades, and the forth kind receives 
importance when formalism (the second kind) weakens. 
History of art development shows that the majority of 
civilizations expressed closeness of spirituality with 
beauty and lightness. 
 
Beautiful harmonic colors help no for sense of faith, but 
they are instrumental of secular art; fragmentation helps 
to expression of religious feelings. 
 
Ways of wielding of artistic technique influences on 
spirituality.  
 
 
 
Goodness and Evil in Art 
 
 
Earlier I have stated that in art history spirituality was 
considered as related with goodness, beauty, and 
lightness, and, on the contrary, absence of spirituality 
with evil, ugliness, and darkness. But history shows a lot 
of exceptions of this rule. 
Let us analyze few cases of such nonconformity. For that 
I have chosen Christ of Altobello Melone (Italian school) 
and of Matthias Grünewald (German school) (Fig. 20 and 
Fig. 21).  
 

Fig. 20. Altobello Melone, Christ Carrying the Cross, 
1515, Oil on panel, National Gallery, London. 

 



Fig. 21. Grünewald, The Small Crucifixion, 1511-20, 
National Gallery of Art at Washington D.C. 
 

We see that these two pictures are total polarity. 
Melone's Christ calm and beautiful. Furthermore the 
tormentor of Christ also beautiful and calm. We would 
think that the tormentor is Christ's uncle and he loves 
Christ very much. It looks like the tormentor puts on 
Christ's throat corrals, but not a tether. Only clenched 
strongly hand shows that he is an enemy of Christ. Thus 
Melone's picture represents only beauty and goodness. 
Grünewald depicted the scene of the Crucifixion. By 
story of bible besides cross good persons like saint 
women and apostles stand. By general symbolic they 
must be beautiful. But in Grünewald's picture all these 
honorable saints seem horrible and shockingly brutal. 
Figure of Christ looks exceptionally displeasing. Ribs, 
contorted fingers and toes, blood on body -- general 
consternation. The event of Christ's torment shown as if 
immediately. God's son died, and his death is lurid like 
of ordinal mortals. Has the picture of Grünewald 
spirituality? Yes, it corresponds to conditions of the first 
group of senses of spirituality -- it is religious picture 
and was painted for church, it is a property of church. 
But in the picture of Melone aspect of the supernatural 
expressed more clearly. Because Christ of Melone is 
more unreal - pain does not affect him, he stands 
wonderworking over everything. The event of Christ's 
torment is shown not immediate, but as abstracted 
retrospection. God is goodness and beauty, and any 
ugliness have no place therein or around. God of 
Grünewald is terrible, and there are no limits between 
goodness and evil. 
 
From these examples follows that Italian aesthetics did 
not allow representation of ugliness even for bad 
personages, German aesthetics on contrary enjoyed to 
excess with depiction of ugliness. A cause of it perhaps 
lies in history of German crusaders who brought faith of 
catholic Christianity to other countries by way of long 
and bloody wars. Evil returned like boomerang to those 



who executed the christening under duress. Another 
cause may be in scrupulous cleanliness as typical feature 
of Germans, because it is known that often art is opposite 
to lifestyle. 
 
If Germans like to show ugliness, Chinese on contrary do 
not apply sheer ugliness in art. When I wanted to 
analyze spiritual and spiritless arts and searched of ugly 
Chinese art example, that problem was a real bitch. All 
works of art in China are beautiful. Even depicted frogs, 
even Chinese caricatures are quite aesthetically pleasing, 
because Chinese, Japanese tradition requests to see 
everywhere beauty. I succeeded in finding only ugly 
Chinese anonym depictions of scenes of ancient torment 
that have written explanations in German. It shows that 
these images were forbidden in China and by some way 
they got into Germany. 
* 
Some genres developed in Europe postulate the show of 
ugliness. Such is art sacred to education of citizenry. For 
example, if drinkers are depicted beautifully, the 
depiction does not have educational function, viewer can 
understand that to drink is fine and usefully. If drinkers 
are depicted ugly, viewer understands them in right 
way. 
* 
When does not black color signify evil? 
 
As was said above bright colors usually signify 
goodness, dark ones -- evil. Hell, death, disaster are often 
symbolized by black color.  
 

Fig. 22. Romano Antoniazzo, Madonna Enthroned 
With The Infant Christ And Saints. 
 

But in some works of art we notice black color used in 
clothing of saints. Such example is Madonna of 
Antoniazzo (Fig. 22). We can notice that there are 
established special conditions under which black Mary's 
clothing as if shine. Mary's clothing seems especially 
clear and it helps to show bodies of Mary and Christ 



specifically distinguished from surroundings by their 
brightness. The throne is also light and it can be grasped 
as shining of bodies or continuation of haloes. In that 
way black clothing signifies sanctity and helps to 
highlight Madonna and child's shine. 
* 
Thus we may state that in essence the main rule (that 
spirituality, goodness, beauty, and lightness are related) 
obtains. Exceptions have their reasons and they confirm 
the rule. 
 
 
 
Proportions of the Golden Ratio and Whole 
Numbers Determining Character of 
Spirituality in Art 
 
 
As I have revealed in earlier chapter Differences Between 
Sacred and Unholy Arts the golden ratio (or the golden 
section) and proportions of whole numbers take part as 
in spiritual as in spiritless arts. In different quantities 
those proportions are noticeable in any artwork. How 
does domination of one or other determine art character 
in aspect of its spirituality? That is main question of the 
present chapter.  
 
I have to explain yet that currently for pictures' research I 
have no software like CorelDraw that had when worked 
on my dissertation and could research the phenomenon 
of proportions in highly subtle way. Now I have another 
software, but unfortunately for art analysis it fits in less 
degree. In any case I am sure you will be persuade in 
correctness of my research below. 
 
Let us illustrate phenomenon of proportions of whole 
numbers and the golden ratio. In Fig. 23 and Fig. 24 you 
can see equal combinations of rectangles placed in 
frames of this same size. Let us call them 'pictures' and 
let us call rectangles within frames 'details'.  
 



Fig. 23 Fig. 24 

On closer inspection you will notice that the pictures are 
a bit different. Its cause lies in character of relations 
among details themselves and between details and 
frame. You shall agree that Fig. 23 seems calmer and 
stable, Fig. 24 is more alive and fussy. The secret of 
difference is in proportions. Fig. 23 is done using grid of 
equal rectangles, Fig. 24 done on the ground of the 
golden ratio. Thus we groped a difference between those 
two kinds of formation of sight.  
As I cognized in my earlier research, pictures of 
Leonardo da Vinci can be stowed in grids of equal 
rectangles. For example, lines of grids of rectangles made 
by dividing sides into 23, 24, 25, 32 equal parts and 
squeezed onto reproduction of his unfinished picture 
Saint Jerome successfully touch almost all picture's 
details (Fig. 25). Such grids I called structure grids. 
 

Fig.25. Grids on Leonardo da Vinci's, Saint Jerome, 1480, 
Pinacoteca, Rome, Vatican City. 
 

After inspection of this same picture with grid of the 
golden ratio (Fig. 26 ) we do not see many enough 
touches of details. In Fig. 26 I have docket touches and 
did not find more than 10 points. It needs to say that a 
few from these ten coincidences are yet doubtful from 
aspect of accuracy of touch. Besides that from these ten 
points only two (1. touching the neck and the shoulder; 
2. the right wrist of Jerome) may be called structural that 
is touching main details / dabs. It follows that for 
Leonardo da Vinci's Saint Jerome the grid of the golden 
ratio sooner is accidental and can not be called its 
structural grid. Moreover this conclusion's correctness 
confirms itself in comparison Fig. 26 and Fig. 27. The 
lines of the grid segmenting sides into 23 equal parts 



touch Jerome's head above, at the right, score the left eye, 
mouth, ear, the elbow at the right, toes of the left feet, 
both hands, the lion's bottom, etc. These points are 
important for structure of the picture, because they 
marks Jerome figure's position in picture's space. 
 
Thus we see that Leonardo da Vinci preferred whole 
numbers in his painting, though he was the author of 
denomination 'the golden ratio'. Perhaps the brisk 
golden ratio though divine could not satisfy throughout 
Leonardo's goal intended to be attained. His mute music 
and poetry required proportions of whole numbers. 
 

Fig. 26 Fig. 27. 
Grids on Leonardo da Vinci's, Saint Jerome, 1480, Pinacoteca, Rome, Vatican 
City. 
 

Leonardo was the greatest experimenter and inventor, 
therefore perhaps he applied whole numbers 
proportions for only the roughcast Saint Jerome. But 
analysis of other his pictures validates my presumption. 
As it is seen in examples below sooner Mona Lisa also 
built on basis of whole numbers (Fig. 28), but not on the 
golden ratio (Fig. 29).  
 
On the other hand, we find the golden ratio in 
Leonardo's details. Such examples can be Fig. 30 and Fig. 
31. Mona Lisa's face stows in rectangle which sides 
related in the golden ratio equal 1:1.618... Details of the 
head are connected with grid's of the golden ratio lines 
(Fig. 30). This same effect is subsistent for Mona's hands. 
Thus we may conclude that whole numbers are 
characteristic for Leonardo's composition, in details 
within picture the golden ratio is noticed.  
 
It is known that in ancient Greece and the Roman Empire 
artists and architects used proportional compasses set on 
different ratios, also on the golden ratio. In further 
epochs like the Renaissance and classicism proportional 
compasses were often used too.  
 



Fig. 28 Fig. 29 
Grids on Leonardo da Vinci's Mona Lisa, between 1503 and 1506. 

Fig. 30 Fig. 31 
Grids on details of Leonardo da Vinci's Mona Lisa, between 1503 and 1506. 
 

This same effect is evidently seen in Romanesque mosaic 
Salvator Mundi. In examples Fig. 32 and Fig. 33 sooner 
the golden ratio is accidental, but figure of Christ fits 
very well in a grid of whole numbers. The head of Christ 
together with halo also shows existence of the golden 
ratio in details (Fig. 34). In the mosaic Christ looks grand 
and angry. It is clear that he came to judge. Thus in the 
Middle Ages developed by ancient Egyptians effect of 
proportions of whole numbers forwarded Christian 
church and secular power to keep their power over the 
poor. 
 

Fig. 32  Fig. 33 

Fig. 34 



Grids on Romanesque Mosaic, Salvator Mundi. 74.5 x 52.5 cm, the 12th 
century, Gemäldegalerie, Berlin 
 

For sighting yet one side of proportions we have to 
return briefly to epoch of the Renaissance, to art of 
Michelangelo, to his trust in simple whole numbers. For 
example, Michelangelo's fresco Temptation and Fall is 
build on its division into nine parts (Fig. 35). The third 
part of fresco is committed to Adam and Eve tempted 
themselves to eat an apple, the third part to heaven's tree 
with Serpent and angel, the third part to Adam and Eve 
expelled from heaven, about the third part to earth. 
Adam and Eve's hands protruding from the left part of 
fresco to the middle one seems symbolical enough. The 
angel flogging first human beings also protrudes his arm 
from the central part to the right one.  
In that way Michelangelo's division of surface into small 
number of equal rectangles helped him to arrange highly 
complicated multi-figurative compositions. We must 
also remember extreme hard working conditions on 
ceiling of Sistine chapel. 
 

Fig. 35. Grid on Michelangelo's 
Temptation and Fall from the Sistine Chapel Ceiling, (1508-1512). 
 

My research turns to conclusion that in Europe 
proportions of whole numbers were used in art 
knowingly and effect of their domination is characteristic 
for substantial part of European art. It appears in 
formation of majesty, sublimity, gravitas of old 
European masterpieces. 
 
European artists had far roots in Ancient Egypt with 
Egyptian square grids and strong determination of 
proportions of human body. Secret teaching of Egyptian 
oracles and architects was intercepted through 
influential Greek mathematician and philosopher 
Pythagoras, the greatest votary of numbers. Together 
with proportions of whole numbers in details of 
European art we notice manifestation of the golden ratio, 
reached using tools like proportional compasses.  
 



I have to add that proportions of whole numbers 
together with the golden ratio are reached by human 
beings also intuitively. They are tracing in drawings of 
all artists from prehistoric times to today. In various 
quantities invisible proportions of irrational and whole 
numbers are distributed in works of art and like genes 
they determine characters of art styles. 
 
Let us throw a glance to an artwork of Oriental type. As I 
showed in earlier chapter Differences Between Sacred 
and Unholy Arts, analyzing an example from the Ten 
Oxherding Pictures of The Manual of Zen Buddhism, 
main details of that example were touched by lines of 
grids as of the golden ratio as whole numbers. If we 
review another Oriental representative like Japanese 
Buddha's image Shaka Nyorai (Fig. 36 and Fig. 37), we see 
this same.  
 
Grid of the golden ratio placed onto reproduction of 
Shaka Nyorai shows that main bright dabs are as if 
squeezed between verticals of the grid. Variance in case 
of horizontals may be explained by cutting off the 
underneath of the picture in this reproduction (Fig. 38). 
Such opinion is nearer to truth, because I saw another 
photograph of this sacred image with larger footer. 
 

Fig.36 Fig.37 Fig.38 
Grids on Shaka Nyorai (Enlightened Buddha), color on silk, 12th century, 
Japan, the Kyoto National Museum. 
 

We may think that perfect proportions are achievable by 
artists of the Far East intuitively, because we know great 
role of meditation helping to open and balance inner 
movements of spirit of artist and to forget any concern.  
Besides meditation Eastern calligraphy plays 
tremendous role. It is possible that any person acquiring 
to write hieroglyphs using brush and ink becomes 
together an artist. 
 
Thus we can conclude that in Europe proportions of 
whole numbers were used in art knowingly. In the East 



proportions of whole numbers together with the golden 
ratio are detected in perfect unity. 
 
 
 
National Spirit 
 
 
We can notice differences of art of various nations. Let us 
try to ascertain differences of national art spiritualities. 
For this research I decided to take nine details of nine 
pictures by nine artists from different nine countries. The 
selection was based on my opinion, that exactly these 
depicted human heads (Fig. 39) are most typical.  

1 2 3 

4 5 6

7 8 9 
Fig. 39. Details of pictures of Raphael, Christoph Amberger, Goya, Ter 
Borch, Kiprensky, Manet, Charles Willson Peale, Hughes, and Tsukioka 
Yoshitoshi.  

 
Let us characterize every image and find its place in scale 
of spirituality: 1. The supernatural, ghost; 2. External 
beauty; 3. Feelings; 4. Presence of meaning or purport of 
communication. 
 
1. Italian Raphael (Fig. 39.1). Beautifully depicted 
beautiful elegant pleasing woman. Represented a long 



time. Woman's character soft and warm. Poetical. 
Beautiful colors. Raphael’s and generally Italians 
paintings mainly fit to the second sense – formal beauty 
to the delight of eye of viewer. The message carried by 
picture may be such: "I am glorious by myself, and you 
will like me ever and everywhere". 
 
2. German Christoph Amberger (Fig. 39.2). Depicted 
elegant beautiful man in minutes of musing. 
Naturalness. Poetical. His character strong, but his 
thoughts likely are sad for past life and lost German 
wars. The image fits to the third sense (feelings) and to 
the second (the picture made by perfect conformity to 
truth and can be called beautiful). The message carried 
by picture can be such: "I am old and a bit tired, but I am 
strong yet and sprightly like hunter". 
 
3. Spanish Goya (Fig. 39.3). Depicted young beautiful 
woman in astonishment. Character of depicted woman 
courageous, serious and a bit angry. Combatant poetry. 
In Goya’s picture feelings are dominated, formal beauty 
also developed highly. The message carried by picture 
can be such: "Why am I so unhappy?"  
 
4. Dutch Ter Borch (Fig. 39.4). Depicted free from 
idealization young woman from the rich social group. 
She does not pose, it is shown a moment of preparing 
her toilets. Beautiful colors. Woman's character seems 
ambitious. This image best fits to levels formal beauty 
and purport of communication as depending to genre 
painting. The message carried by picture can be such: "I 
have to look well. Help me please. I am not happy 
enough with my appearance." 
 
5. Russian Kiprensky (Fig. 39.5). Depicted beautiful 
romantic, sane woman free from idealization. 
Naturalness. Represented a long time. Face open, eyes 
clearly communicate with viewer. Character soft, warm, 
cordial, sincere. Mood poetical. It fits to levels: formal 
beauty, feelings, and purport of communication. The 
message carried by picture can be such: "I like you and I 
am prepared to hear out your problems, maybe I can 
help you." That is why a lot of little nationalities liked to 
live together with Russians. 
 



6. French Manet (Fig. 39.6). Depicted beautiful 
daydreaming woman, a barmaid. Represented a long 
time. Poetical. Beautiful colors. It fits to levels formal 
beauty and feelings. The message carried by picture may 
be such: "I am a barmaid. It is an awful bore having to 
stand in bar. I am a little tired. Tomorrow this same. 
Although I like to be here." 
 
7. American Charles Willson Peale (Fig. 39.7). Depicted 
active, sane, almost unpleasant, clever, courageous man. 
Naturalness. Represented a moment of time. Character 
strong, dictatorial. No poetical. It fits to level formal 
beauty, because author's masterly in portraiture is clearly 
noticeable. Other levels are feelings (heroic -- supermen 
hero) and presence of purport of communication, 
because eyes of depicted man look tensely, and he 
prepares to say something important for somebody. His 
saying can be ascertained such: "You are a fool." 
 
8. English Hughes (Fig. 39.8). Depicted young sane 
courageous woman idealized accordingly to Greek 
classic. Her character associates with superman 
personage's. Mood poetical. Levels formal beauty, 
feelings, and purport of communication. The message 
carried by picture can be such: "I try to be beautiful very 
much, and you must like me." That is one of causes why 
English language became international. 
 
9. Japanese Tsukioka Yoshitoshi (Fig. 39.9). Depicted 
beautiful fantastic woman. Character soft, warm, 
withdrawn. Poetical. Beautiful colors. It fits to levels 
formal beauty and feelings, and purport of 
communication. The message carried by picture can be 
such: "I am so beautiful, sweet and clear that everyone 
likes me". 
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Fig. 40. Ancient Roman, Bonzi, Zurbaran, Aenvanck, Chardin, Khrutsky, 
Claesz, Fidelia Bridges's still life. 

 
Let us continue research into still life of various painters 
of various nations. 
 
1. Ancient Roman still life (Fig. 40.1) distinguishes by 
simplicity and bright jolly colors. 
 
2. Italian Bonzi's still life (Fig. 40.2) distinguishes by 
richness, beauty, and harmonic jolly sounding colors.  
 
3. Spanish Zurbaran's still life (Fig. 40.3) distinguishes by 
seriousness, simplicity, tectonics.  
 
4. Flemish Theodoor Aenvanck's still life (Fig. 40.4) 
distinguishes by richness, beauty, tectonics. 
 
5. French Chardin's still life (Fig. 40.5) distinguishes by 
simplicity, by depicted homely things, soft and pretty 
colors, tectonics, poetic, harmonic jolly sounding colors. 
 
6. Russian Khrutsky's still life (Fig. 40.6) distinguishes by 
complicated beautiful and perfect composition, unvaried 



colors, tectonics, poetic. By its mood the picture reminds 
of Russian icons of the 15th century. 
 
7. Dutch Pieter Claesz's still life (Fig. 40.7) distinguishes 
by richness and perfect painting of various materials.  
 
8. American Fidelia Bridges's still life (Fig. 40.8) 
distinguishes by interesting subject, naturalistic colors, 
precise drawing, absence of tectonics. Its spirituality has 
high developed the fourth level. 
 
If we compare pictures of American artist Hopper and 
French Manet, we clearly can notice difference between 
their spiritualities. American distinguishes by emphatic 
nostalgic perspective, large emptiness, loneliness of 
personages. French picture distinguishes by abundance 
of details, liveliness, beauty, warmth. 
 
*  
If we compare pictures of Russian and American artists 
on theme "Approaching storm" (1. Ivan Shishkin, 
Gathering Storm. 2. Vasiliev, Before Storm. 3. Thomas 
Moran, Approaching Storm. 4. Fitz Hugh Lane, 
Approaching Storm), we can notice such differences: 
Russian landscapes have more simple ordinary motif, 
more naturalness, more warmth; American ones are 
colder, more spectacular, their compositions more 
artificial and expressive. 
 
* 
Thus we can come to generation of some conclusions.  
 
Italian art's spirituality lies in beauty, jolly harmonic 
colors, very most perfect drawer's abilities. 
Analyzed German art's spirituality lies in naturalness 
and soft sentimental feelings. Although we know that 
features of modern and some old German art are 
irrationality, unnaturalness, deformation, shrill colors.  
 
Spanish art's spirituality lies in expression of stormy 
feelings, seriousness, simplicity, dark colors, strong 
contrasts. 
 
Dutch art's spirituality lies in richness of depicted 
objects, simplicity, naturalness, beauty, absence of 
deliberate posing, perfect painting of various materials. 



 
Russian art's spirituality lies in fraught beautiful 
composition, creation conditions for communication 
between picture and viewer, naturalness, poetic, 
warmth, excelent drawing, representation of a long time. 
French art's spirituality lies in simplicity, in choice of 
usual homely things and people for objects of picture, by 
soft and pretty colors, soft lightness, light poetic, 
liveliness. 
 
American art's spirituality lies in naturalness, poetic, 
precise drawing, interesting subjects, nostalgic 
perspectives, large emptiness, loneliness of personages, 
supermen heroes, spectacular and artificial, but beautiful 
composition. 
 
English art's spirituality lies in idealization accordingly 
to Greek classic, superman personages, feelings from 
sentimentality to grotesque. 
 
Chinese-Japanese art's spirituality lies in beauty, 
tenderness, poetic, pretty colors, large emptiness, untold 
purport. 
 
 
 
Spirituality in Women Art 
 
 
By comparison with men women role in fine arts' history 
is not great. Only in last ages number of women artists 
has increased. Because women and men have some 
psychological differences, let us try to grope 
characteristics of spirituality in women art. 
 
For analysis I have chosen the two pictures of Barbara 
Longhi (1552-1638) and her father Luca Longhi. Both 
artists Italians, relatives, both depicted Madonna with 
child. 
 
 



Fig. 41. Barbara Longhi. Madonna. 
 

Fig. 42. Luca Longhi, The Adoration of the Shepherds. 
 

As we can notice Barbara Longhi was an excellent 
drawer and painter knowing anatomy of human body 
very well. If the whole of picture of Longhi father 
distinguishes by complicated but coherent composition, 
light motions, Longhi daughter's picture by its 
composition simpler, more constrained, warmer. Longhi 
father's personages idealized, Longhi daughter's faces 
more naive and childish. Her Madonna seems very 
young girl. Longhi father's Madonna older. Longhi 
daughter's child depicted naturally like alive. Longhi 
father's child stiffer, more unnatural, lies in 
uncomfortable pose. Longhi daughter's hands of Mary 
keep child with grace, gently and softly. These features 
show that Longhi daughter's Madonna really likes her 
child and care about him. Longhi father's Madonna 
lifting her hands seems like she is ready to pull as if a 
sled with child. It shows that Longhi daughter knows 
enough subtlety of maternity, but also she is able to 
express it in painting with great skill. 
 
I have wondered how other Italian painters depicted 
child and took details of Madonna's pictures by Botticeli, 
Masaccio, Francesco, Fra Filippo Lippi, Martini, and 
Carpaccio. 
 



1 2 3 
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Fig. 43. Details from pictures of Botticeli, Masaccio, Francesco, Fra Filippo 
Lippi, Martini, and Carpaccio. 

 
All babies in Fig.43 (with exception of Carpaccio) seem 
too muscular, hard, and dictatorial like little Napoleons. 
Hands of Mary keep children lacking grace and skill. 
Carpaccio's personages are soft and more convincing, 
hand of Mary holds child with great love though child's 
right arm seems too long. 
 
Thus we may state that women can be excellent drawers 
and painters and better whiz in sphere of family and 
bringing up of children, they can depict human life more 
properly in warmer manner. Men reach more abstracted, 
idealized visions. Women's spirituality lies in truth, 
naive sincerity, penetrating into being. 
 
Similar things we see comparing works of art of Suzanne 
Valadon and Maurice Utrillo. Suzanne Valadon's objects 
of depiction are human beings, mostly women and 
children in simple actions like bathing. Physiology is 
subject interested her. Maurice Utrillo prefers to depict 
townscapes with small human figures in the distance or 
quite without humans. He does not interested in usual 
human life, his horizon is wider. 



Fig. 44. Suzanne Valadon, Toilette de deux enfant dans 
le jardin  

Fig. 45. Maurice Utrillo, La rue du Mont 
Cenis, 61 cm x 50 cm 

 
It is difficult to say who from Valadon and Utrillo is 
more talented. If to judge by these two examples what 
we see (Fig. 44. and Fig. 45.) Valadon seems superior. 
 
In summary we may state that women are not less 
talented in arts than men. Women can more properly 
depict human life. Women's spirituality lies in truth, 
sincerity, warmth, childish personages, penetrating into 
being and physiology. Men usually reach more 
abstracted, idealized, and wide visions.  
 
Such painters like Filia Ormani, Barbara Longhi, Lavinia 
Fontana, Marietta Robusti Tintoretto, Agentileschi, 
Judith Leyster, Musscher, Rose Adélalde Ducreux, 
Marie-Victoire Lemoine, Adélalde Labille-Guiard, 
Marguerite Gérard, Elisabeth-Louise Vigée-Lebrun, 
Marie-Denise Villers, Mary Cassatt, Berthe Morisot, 
Käthe Kollwitz, Tamara Lempicka, and some others 
were high skilled masters who even influenced over men 
art. 
 
 
 
Spirituality in Art of the Mentally Ill 
 
 
In my earlier research into art of the mentally ill I have 
established that spiritualization is one among other 



typical features of insane. Let us specify it in the context 
of inquire for spirituality in art. 
 
I established earlier too that other features of art of the 
mentally ill are linearity, absence of tectonics, openness 
together with emphasis on main figure, absence of unity 
of opposites, intricacy, absence of euphoria, horror, 
directed upward, weightless or anti-weight, discord, 
disharmony, deformation, absence of naturalness, 
absence of stability, absence of self-control, modernism, 
strangeness, domination of the golden section, absence of 
compositional schemes, indulgence in affliction. 
Additional features typical for separated mental 
illnesses, but not necessary for any mental illness, are 
such: contrasted values, intense colors, dark colors, 
contrasted colors, space not deep, absence of perspective, 
crowding, fragmentation, unaccountable fantasy, 
symbolism, written characters, nostalgia, misbalance, 
main details in periphery of picture, childlike, imbecility, 
ornaments, obscenity, absence of expedience, work 
process piece by piece, abstraction, domination of one 
color, absence of verisimilitude of textures, disgust, 
depiction of own psychological situation. 
 
Let us find place of every feature from enumerated 
above in scale of spirituality: 1. The supernatural, ghost; 
2. Beauty; 3. Feelings; 4. Presence of meaning or purport 
of communication. 
 
Unaccountable fantasy, strangeness, symbolism, 
nostalgia can be attributed to the first level as helpers to 
depict the supernatural or ghost. Directed upward and 
weightless or anti-weight can mean participation of the 
supernatural and elevation of feelings. Openness 
together with emphasis on main figure or main nave is 
feature also developed and customized in gothic 
Cathedrals architecture. This feature with it strangeness 
can be partly attributed to the first level (ghost). 
 
Crowding, fragmentation, misbalance, main details in 
periphery of picture, childlike, imbecility, obscenity, 
disgust, absence of expedience, absence of perspective, 
absence of verisimilitude of textures, work process piece 
by piece, domination of one color, absence of tectonics, 
absence of unity of opposites, intricacy, absence of 
euphoria, discord, disharmony, deformation, absence of 



naturalness, absence of stability, absence of self-control 
mean lack of beauty. Linearity shows absence of 
properly expressed the third dimension. Also it can 
show defects of seeing and perception and bad painting 
technique. It is not auspicious for the second level -- 
formal beauty. Domination of the golden ratio would be 
expression of beauty, but together with negative features 
the golden ratio loses its effectiveness in formation of 
beauty. 
 
In some cases horror can be expression of ghost, thus it 
partly suits to the first level, also to the third -- feelings. 
Absence of compositional schemes means possibility of 
being of vitality and together feelings. Depiction of own 
psychological situation, indulgence in affliction 
correspond to the third level too. 
 
We did not touch yet the fourth sense -- presence of 
meaning or purport of communication. Some 
enumerated above features like depiction of own 
psychological situation and nostalgia may be related 
with this level. Mentally ill persons' art is a form of their 
communication with their therapists and with 
themselves. 
* 
In summary we can state that the mentally ill have high 
expressed the first level of senses of spirituality, that is 
the supernatural and ghost, underlining namely ghost. 
Horror, strangeness, symbolism, nostalgia are ghostly, 
you agree with me. 
 
The second feature of art of the mentally ill is absence of 
beauty in formal level. 
 
The third level of spirituality (feelings) is strongly 
developed. Horror, depiction of own psychological 
situation are main subjects of art of the mentally ill. 
Purport of communication of the mentally ill is their 
themselves therapy. 
 
 
 
 
 
 
 



Abstract Art and Spirituality 
 
 
Some individuals who believe and spread the doctrine of 
abstract art have main argument that abstract art is as if 
more spiritual than art of old masters, because it like 
music does not depict anything, artistic content depends 
on internal form rather than on pictorial representation. 
But from times of Wasily Kandinsky to now this 
enthusiasm changed itself into light despair.  
 
Is really abstract art more spiritual than old art? After 
examination of 171 abstract art examples of 171 authors I 
found that 87.7% from them have no any clearler trace of 
spirituality. 
 
12,3% of abstract artists can be related with spirituality 
and at most they builded images deliberately using the 
golden ratio (Mondrian, Touchon, Tàpies).  
 
After analysis of spiritless abstract art (Hartley, 
Messenjaschin) I came to conclusion that noticeable trace 
of the golden ratio does not exist in such works of art. 
 
By way of creation and associations I classified abstract 
art in such groups: 
 
Greatly enlarged texture of some surface (Jackson 
Pollock, Peter Young, Lawrence Stafford, Sam Francis, 
Carl Gliko, John Koehler, Stephen Beveridge, Robert J. 
Wolff, Stanley Boxer, Tony Berlant, Kristine Keheley, 
Steve Rubin, Yehan Wan).  
 
Greatly enlarged small details of real world (Clint 
Mallard, Massimo Castronuovo).  
 
Random rough-and-tumble lines rigmarole (Dan 
Christensen, Max Weber, George W. Hart, Beatrice 
Mandelman, Jim Wrinkle, Michael Timothy McAlevey, 
Rick Angeloni, Patrick Ngoho).  
 
Rigmarole of rhythmically arranged lines (Sr.Robert 
Oblon, Brice Marden, Franco Luppis).  
 
Detail of Oriental hieroglyph (Franz Kline, Robert 
Motherwell).  



 
Vertical straight lines (Daniel Buren, Bridget Riley, Ralph 
Humphrey, Ed Moses, Peter Lodato).  
 
Horizontal lines (Agnes Martin, Emily Kngwarreye).  
 
Vertical and horizontal straight lines (Piet Mondrian, 
Mark Rothko, Richard Diebenkorn, Ned Evans, Julie 
Karabenick, Cecil Touchon, Kristin Calabrese, Henk N. 
van Dijl, Sean Scully).  
 
Oblique straight lines (Oli Sihvonen, Don Sorenson).  
 
Schisms of straight lines (Nicholas Krushenick). 
  
Random dabs like on palette of artist (Nocturnal 
Splendor. Clyfford Still, Guston Philip, Jack Jefferson, 
Fred Martin, Paul Freidin, Darby Bannard, Terrence 
Keller, John Seery, Noah Landfield, Mark LaRiviere).  
 
Splash of paints (Merlin Emrys, Ivo Perelman).  
 
Compositional scheme of some picture (Edward Corbett, 
Cheryl Kelley, Marilyn Kirsch, Jackson Dembar, Frank 
Ettenberg, Antoni Tàpies, Michael Goldberg, Milton 
Avery, Paul Jenkins, Lenore Jaffee, Stephen Duren, Ben 
Stack).  
 
Detail of some picture (Christopher Dodds, Cheryl D. 
McClure, Joost Sirag, Claire Merigeau, John Hall, Greg 
Cope, Ken Showell).  
 
Collection of symbolic signs (Robert Terrell, Louis 
Catusco, Emmerson Woelffer, Sherry Walter).  
 
Emblem (David Novros, Leslie Lewis, Wendy Lehman).  
Cubistic allusion to things (Patrick Henry Bruce, Morgan 
Russell, Marsden Hartley, Ronald Davis, Ray Parker, 
Thibaut Dancette, Willemijn Bouman).  
 
Surrealistic allusion to things (Adolph Gottlieb, Kermit 
Davis, James Brooks, Laddie John Dill, Rod Schneider, 
Patrick Mills, Martha Brooks Marshall, Jack Lembeck, 
Chastity Arnold).  
 



Photography or realistic picture deformed to rigmarole 
(Maarten J. Jansen).  
 
Imitation of gemstone (John Griefen, Lindy Bradley, 
Graham Peacock, Martha Friedlander, Lauren Olitsky, 
Francine Tint, William Pettet ).  
 
Collection of circular geometric forms (Frank Stella, 
Herbert Bayer, Tom Holland, Edward Avedisian).  
 
Collection of various oblique planes, possible with 
textures (Zoomer, Clifford Singer).  
 
Collection of wires, bars, shanks and other things of 
scrap-iron, also called installation (Anthony Caro, Peter 
Reginato).  
 
Minimalism (Barnnet Newman, Lorser Feitelson, John 
McLaughlin, Ellsworth Kelly, Gregory Bogin).  
 
Rectangles placed symmetrically (Mark Rothko, 
Nicholas Wilder).  
 
Optical effects made from collections of 2D or 3D alike 
shapes (Youri Messenjaschin, Mark Robertson).  
 
Deliberately using the golden ratio (Mondrian, Touchon, 
Tàpies). 
 
We may only wonder how simple and easy is creative 
process of abstract art. In record time I have also created 
a lot of abstract images and a dozen of Web pages for 
your entertainment (enter). I tried to illustrate some 
possibilities of its creation, and only you can say, do my 
images yield to artworks of regular abstractionists.  
 
Thus quality of abstract art is in easiness of making: no 
needful art training, hard and long work, nature, models. 
We know facts when abstract art was successfully made 
even by elephants, cocks, monkeys, and other animals.  
 
Abstract art's negative aspect is insipidity for too little 
stock of information containing in it. If we try to 
assoctionism with levels of spirituality, we shall have 
some difficulties. For abstract art's informational poverty 
possibility of the show of meaning or purport is dificult 



enough. Thus using means of abstract art the fourth level 
is achievable hardly. The supernatural or ghost also can 
be depicted in abstract art poorly and poorly it can be 
understandable by viewer. Thus we may conclude that 
abstract art is poor not only by its form, but also by its 
content and spirit. 
 
Some aspects of beauty (nice combinations of colors, 
values, lines) can exist in abstractionism, but for too 
simple, non informative, boring abstract art's essence 
these aspects are decisive doubtfully. Some quality of 
abstract art lies in its use for decoration of fictile tiles, 
wallpapers, textile, and other wares. Therefore abstract 
art may be called the mean of decoration in applied arts. 
 
Expression of feelings also is limited in abstract art by 
limitation of expressive means. 
 
Abstract artwork may be compared and identified with a 
little detail of a picture of some old master. Consequently 
its really worth is equal to little part of worth of a picture 
of an old master. 
 
Some humorous people like Duchamp or Damien Hirst 
came to other extremeness -- change of painting into 
ready mades or cadavers of animals put to float in a 
tanks of formaldehyde. 
 
What is better in art: painting free from entity 
(abstractionism) or entity free from art (ready mades, 
installations, performances, etc.)? In my opinion the best 
way is third -- painting in harmony with entity. But for 
this needful hard work. Number of artists liking to work 
hard diminishes speedily. Soon skilled artist will be 
rarity. 
 
 
 
The Closing Section of Research Into 
Spirituality Of Art. Main results of analysis 
 
 
1. The senses of spirituality can be united into these four 
groups or levels:  
 



1. The supernatural, ghost belonging to 
realm of religion and faith. 
2. Beauty belonging to realm of mind and 
formalism. 
3. Feelings belonging to realm of psychology 
and ethics. Here beauty unfolds psychically 
inside. 
4. Presence of meaning or purport of 
communication belonging to realm of 
thought and conceptuality. 

 
2. In art history second and third kinds of spirituality 
change one another, the first kind from the rise of 
Christianity little by little fades, and the forth kind 
receives importance when formalism (the second kind) 
weakens. History of art development shows that the 
majority of civilizations expressed closeness of 
spirituality with beauty and lightness. 
 
3. Spirituality of works of art of itself depends on art 
genre. Some genres of themselves are more spiritual, 
others less. 
 
4. Beautiful harmonic colors do not help for sense of 
faith, but they are instrumental of secular art; 
fragmentation helps for expression of religious feelings. 
5. Ways of wielding of technique influences on 
spirituality: courageous wielding of technique gives 
spirit of courage, timorous wielding of technique gives 
spirit of timorousness. 
 
6. In Europe proportions of whole numbers were used in 
art knowingly. In the East proportions of whole numbers 
together with the golden ratio was detected in perfect 
unity. 
 
7. Women are not less talented in arts than men. Women 
can more properly depict human life. Women's 
spirituality lies in truth, sincerity, warmth, penetrating 
into being and physiology. Men usually reach more 
abstracted, idealized, and wider visions.  
 
8. The mentally ill have high expressed the first level of 
senses of spirituality, that is the supernatural and ghost, 
underlining namely ghost. The second level (beauty in 
formal level) of art of the mentally ill is absent. The third 



level of spirituality (feelings) is strongly developed. 
Horror, depiction of own psychological situation are 
main subjects of art of the mentally ill. Purport of 
communication of the mentally ill is their themselves 
therapy. 
 
 
 
 
 
General References 
 
Oxford Advanced Learner‘s Dictionary of Current English. A.S.Homby. 
Fifth edition. Editor Jonathan Crowther. Oxford University Press. 1995. 
 
WordNet Browser. Tcl/Tk version by David Slomin and Randee Tengi. 
Based upon an erlier X Windows version by Brian Gustafson. 1991-200. 
Princeton University Cognitive Science Lab. 
 
 


