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My Experience with Caravaggio’s Denial of Saint Peter at MET
For this assignment, I had a profound opportunity to undertake a virtual visit to the Metropolitan Museum of Art, considered the world's largest museum with a collection of over two million artworks. I was particularly interested in paintings, and I found lots of paintings made by different creators in the US and all around the world. Notably, it is essential to emphasize that my virtual tour was better than I had anticipated. I was able to view the artworks systemically from room to room, and the visuals were impressive. It gave me an almost natural feel, and I would gaze at artworks from different angles and with the closeness that allows one to see finer details. I could also view paintings as long as needed, and I would go back freely if I wished to see more details or had new reflections about it. Ultimately, I found the virtual tour a truly fulfilling experience, and I yearn to make many other tours in the future. While I sampled through endless paintings, one is particular painting caught my attention, and I remained focused on it for the greater part of my tour. The painting Denial of Saint Peter is a 17th-century artwork by a renowned painter, Michelangelo Merisi da Caravaggio. It is estimated that the painting dates back to 1610, with credible assertions that Caravaggio did not fully complete it as he succumbed earlier on to injuries resulting from a tavern brawl. 

For Denial of Saint Peter, I am not particularly sure what hooked me on this painting. Firstly, I am a practicing Christian and the painting details one of the emotional stories during Messianic time. Disciple Peter had been foretold by Lord Jesus that a cock would not cross three times until he has denied Him. It came to pass that on the evening that Jesus was arrested, Peter would vehemently deny knowing or being a follower of Jesus three times. Seeing this painting at MET was so unexpected, and it created intense reflection from a spiritual point of view. Ever since I saw it the first time, it struck right to my soul and generated intense reflection about my spirituality. Seeing the painting, I admired Caravaggio's prowess in presenting this awe-inspiring artwork. Saunders (2012) points out that Caravaggio often presented a “"heavily fictional biographical narrative, and I affirm that this painting was so “"alive”" in storytelling. It seemed as though the painter was present on the evening of Jesus’ arrest and his painting was a first-hand narration of how the denial unfolded. Also, Caravaggio used symbolism which intensified the appeal of the painting. To show three times of Peter's denial, the soldier points at him with one finger while the serving maid of Caiaphas points at him with two fingers. It was such an impressive thought to illustrate on a painting. 

               Importantly, away from Caravaggio's acumen in storytelling through this painting, I was particularly fascinated by his mastery in the actual painting work. I have heard about the chiaroscuro style of painting but did not have a chance to scrutinize how it applies to a painting closely. Through this painting, it was clear that Caravaggio was a true master of this technique since it captures his artistic richness in the use of dark and lighter colors (Xu, 2020). Fundamentally, chiaroscuro is derived from Italian words, light and dark, and it is about a painter uses light and shade that contrast each other to create a great impression (Andrey, 2016). Indeed, Caravaggio in Denial of Saint Peter showed how chiaroscuro could be used to offer a unique and unmatched impression to the eyes. In particular, I noticed that in this painting, chiaroscuro perfected the solidness of the figures by ‘shining’ light onto them. 

Further on, concerning Caravaggio's use of chiaroscuro, he sets the painting to be near a fireplace, just as it was narrated in the gospels of Mathew and Luke. More especially, using this setting was strategic enough for Caravaggio to effectively integrate dark and lighter colors to bring out the human figures. It is remarkable how the painter bathed the bodies in light on one side to make them eye-catching while contrasting with darker sides. In the painting, I noticed that Peter is presented as a lighter figure while the maid and solder seem to stand more in the shadow. There a lot about intensity and humanness in this technique, and Caravaggio is largely successful in this object. Besides, the objects are close, and a viewer feels as though they are the fourth person witnessing the denial. Behind the images, Caravaggio used sparks of fire that also help illuminate the depth of the image while affirming the fireplace setting and charged atmosphere of conversation. 

In addition to that, other key elements mark this particular painting. For instance, Caravaggio had a certain degree of consistency in smooth edges, which specially complimented the use of dark and lighter colors. From foreheads to fingers and clothing, soft edges gave a softer and human feel to the persons in the painting. By extension, the painting embedded on acrylic is made with appropriate texture where one gets the feel of the persons and organs. For example, the fingers are smooth and well-rounded and thus made in a realistic way as possible. The clothes, on the other hand, are glossy to depict the bouncing of fire from light. This is quite an outstanding artistic appeal and increases this painting’s visual value (Barbieri, 2012). 
Besides, the painter also scored high on symmetry where the three images are of fairly equal height and width. Concerning scale, the maid and soldier are well positioned on the western side while Peter as the accuser well placed on the eastern side. Lastly, there is a consistency in patterns to create, with precision, various image parts as intended. Critics have hailed that Caravaggio employed diverse patterns to achieve impression (Mctighe, 2006). In Denial of St Peter, repetitive patterns are seen on the clothing, showing consistency in the clothes (robes) worn. In the background, deliberate strokes reveal a rectangular door pattern, partly hidden by the upright human figures. On the faces, the rounding is consistently showing spherical shapes such as peters forehead consistent with the woman’s head and soldier's helmet. This shows that Caravaggio was an exceptional and skilled artist who meticulously presented his artwork. 

In wrapping up, the experience of Caravaggio’s Denial of Saint Peter was one that was fulfilling, and it raises immense reflections not just on the themes but also his artistry. The painter chose a splendid and emotion-filled story where an earlier prophecy is fulfilled when Peter, at a moment of crisis, denies the very master that he had followed. Apart from that, there are specific skills, elements and prowess that are witnessed in the painting. This paper has explored these aspects, especially the innovative use of chiaroscuro style to contrast dark and lighter colors. Other elements include patterns, symmetry, and the use of smooth edges to enhance the painting's appeal. Indeed, after an experience with this painting, I hold it in high esteem and conclude that Caravaggio was very skillful in his work. 
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