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) my Christlanity from ‘two poxnts of view.

‘absurd in modern soc:.ety, the means, the visual 1anguage' and , "

'angi forms t':he)fbasis of my conclusions - how I see uiy work in

ABSTRACT - ; -

MY ART AND/OR MY CHRISTIANITY . o .

s
.

James Martin Benson . e

. . » . N ) -

R ‘I‘h:.s‘ thesis deals w1/th an examination of my art and.

c
3

a
Q

In the first sect:.or{ I desctibe thé changing views

whith I think underlie the evglution ‘of my Work as an art student.

2

I have identified the followifxg four concepts as significanf:

t

'the dilema between tha~inner needs and th&outer—needs*—the ij(

the content, the meaning.' Based on tl%is information, a‘person- -
al critique of my work is made which' illustrates the conflict |

invo‘l;red in using’'a mgtaphoric means. to convey a didactic. ’ |
belief. o : ‘ ' 4 - ‘ ' .',n

° The second section examines .art and Christianity

from a more objective standpoint. Francis Schaeffer's essay.

N N 4 ’ Y .
"Some Perspectives on Art" seems to draw together most of the
relevant issues which are“dis'cusaed‘ by the( 1eading’au1_:horities

on Christiani"ty and art. A summary, of his princibl-es._is made

relation to the worlds of art and Christianity. - :
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L )  CHAPTER I =~ - ‘ “

INTRODUCTION

, -

; ; " Delacroix writes in his diaries ftha’t,heilongs to

- paint like Rubens or Rembrandt, but cannot. Rubens had the
. )'f:.'reec\lom to idealize forfn.. Delagroix, éh the other hand, felt
tfaéped ipfan age where the ex\txphés;:i:s in painting was based ‘on
. a more rational world viéw. The prévailing notion_of art dic-
fated that an art:'i.st’ could only' paint exact.]ly what i’xe *sjw.:

) -

Delacro?.x was férc_:ed. to make a decision: should he paint in

v

accordance with his times, or should he follow the lead of

» + €

earlier rﬁasters and idealized form? He solved the problem by
starting with realistic- stﬁdj.es and then idealizing them “as

Rubgris had done. An example can be seen in his painting "The

! Massacre of Chios".l . - -

‘In hniversity, I, too had been faced witp_ this dil-

emma of choosing between painting what was expected of me and

<

what I wanted to paint. It has been a recurring problem which

o gréatly affected my work and stiil does. Uhlike Delacroix, who

'choose‘éo~~folloy‘his own creative inclinationg, I decided that

’

"to bé. recognizad as. an artist was more important than trusting

1 A

my own feelings which I felt were -somewhat under-developed .

1

~ lu.r. Rookmaaker,:‘)_déa'erﬁ Art and the Death of a Cul-
ture (London: Intervarsity Press), 1973, Pp. o9-54. ——

i ’ .Q,. 1.
. ,

»

\




. coa : e s . b : , N\
| r Since I felt that the only way to begome an‘artist was through
the educationa; sy?tem, andlsinc I/félt,the criteria'by which
? -an individual is judged as being edﬁcated-is‘fﬁeﬂdifferenceIﬁé—
; " tween an ”Af[mark and a "D" mark, my goal became one of §chiev§Qg
3%- ' high‘erks. I allowed my.creativity to be channelled to yhich-\
ever direction the qniversiéy saw fit. I was gaing £p be an
' artiét-aﬁd:I;wasn't géing to let my personal creativity get in |
K tﬁe way' >Tﬁ;—uni;ersity experience became a sort of gamé,.ﬁith
the winner being the one whqfhéld the mos;v“A's" or "B's". I .

4 . \ .
learned to play that game rather well. - (

‘. Earlier in my university training, ‘I was forged to

~
1 ]

switch universities. Perhaps this was a‘'Blessing in disquise,
;o ,

because, if it taught me anything, it was that the underlying

c

; principles of art seam to be transient, not iny in time but in

7' .place. For a while I began to learn the new "rules" for the

game, while my traininé was like a game? ‘Art became absurd and

pointless. ‘I could £ind nq universals or’'absolutes in art: I

¢

was like a mountain climber without footing.

. " I began to realize that‘my ;¥§ did not have a mean-
- . , L33

L%

ingful basis-for its existence. At a certain pdint I couldn't
i continue working without some principles to guide me. Li%ing
with the concept of absurdity as reality had to be resolved.

¥ ' There had to be something beyond, some universal truth by whicK

everything could be assimilated.

- I found it interesting to note that, according to

]



B

k] . ¥

_H.R. Rookmaaker in his book Modern Art and the Death of a Cul-

ture, Picasso, in his early Cubist stages, seemed to be going
through a similar strgggle in a search for a universal trptn‘.l '

¢

The analy’tical Cubist movement was concerned witn the discovery
of the governing principles "behind". the :(mage. »The v:.sually
observed images were analyzed. in terms of the.underlying geo— e
met‘rical‘shape, a cube or oo'r;e, 'or a pyramid. The painting
‘'should then be made ‘in terms of thd:s.qnderlj;i'ng struoture. The
. resulting works dealt not with specifics but with generallties.
'It was not the fleeting but th7 lasting aspects of the subject -
that were portrayed. As development continued, there wag also
* the urge to break down the J.mage aven further in a quest for a

N

more cons:.stent and thorough analysis. When this  stage was

reached there was a kind of standstill in the development, flg-‘
ures and bacquounds were analyzed until it was hard to tell
.where the figures and b'ackgrounds began and ended. Contours T
fell away. S e o SN
At this point, Picasso must have realized that.hi's
search for an underlying visual trut.h had fe:x.led. In searching .
for the general visual chture of th:Lngs he had lost the
spec:.f:.c meanings in the image. Painting had:approached the
possibility of becoinlng a cold equation of analysis. There was
- nothing in the finished work to :give the viewer a personal mean-

ing. His search for a structural meaning in —painting has lost

the meaning inherEnt in the objects themselves.

\(\,“ ‘

) j ‘ ‘ ’ r;k ’
lRookmaaker, Modern Art, pp. 113-9%9.; =g

- SR B - ! o S S
s ns e - -




-" within the ffameﬁork, or takigg what I thought to be a step '
. -

.would be riglit for all conditiohe, i.e., the universal..truth.

T e 2

»

Faced wiﬁ this dilemma, Eicasso seems to have con- »
cluded that there wegg no meaningful universal principles gov-
erning the visual image. One can conclude that "this world is
absurd and meaningless’. The strangeness and absurdity ‘was now

- ‘\ ‘

given reality 1n an art that was tryi.ng to show the truth, the

new truth, the truth that there ism no truth.l
. As an'art student in_ my early years of university

training, I was forced to choose as Picdseo ddd, betﬁeen ac- ~

[ [ ' -
cepting absutdity as the only basis for reality and’working

backwards .into a beJ:ief that absolute truth does not exist. ‘ I
was in a dilemma. "I did not feel that I ‘could be honest with

myself and co tinue to work when no-one knew wvhat was good or

bdd. Everyone had’ an” opinion, but no-one had an’ apswe,r that

' Somehow, howewver, I was compeiled to keep searching for some -

. e e . gy .

"my life. For a period of about four months, I.wres’tled\vith -

' absolute truth on which to base my work and, ‘in a larger sense,

’

the pros and cons of a éeries_. of possible $®lutions. This was
a very confusing and frustrating period. I felt I'cduld not
honestly "accept one "truth" without r}ejecti@o,ther. Every

.conclusion seemed to always to contradict every other conclusion,

just as my art teachei's had contradicted eac}'\ other.  For. example,

(Catholicism said that if I 11.ved according to its dQoctrines' I \

might get to heaven, and truth, hut otherg denied_ the existence .

— . N *
t -
g
] . a ’

. . L

1Rookmaaker, 'Modexn Art, pp. 117-120.

-




) not honestly give myself completely to this dream, because in-

" .+rbelief in the diety of Christ as-the Son of God, and in Christ's B i
' l
i

&

of heaven. My resolution finally was to move into a relation-

v

-
-~ 5 -

sh:.p with Jesus Christ,l.my life was totally revolutionized. T .
éawoln Christ the truth I had been searphing for. 'Since He is
the centre of my existence, ther} dny di’scussio? of my art could

. not'be complete without the inclusion ofo‘that.influehce on my

life. , / ' ‘ B
- o p

It £qok a long ‘time before the direct change in my

beliefs showed in xﬁy'a:':t work. Perhaps this was primarily be-

b - A

cause I was somewhat :q_fmecure both in my powers of wvisual ex-

\ -

press:.on and my w1ll.1.ngness tJ let others know that I saw myself

as a Chrlstlan.
' In the 1J.ght of this new truth, my orlglnal ambltn.m;,
" that of becoming an artist, took on a new dimension. I could
-side I kn’eva that it was Christ whom I must serve, that oniy'in
Christ could I be fulfllled. I erroneously believed that before
- I%ould do anythlng for Christ I must achieve a certain de?e/
of ‘aesth'etic proficiency. " .

Only 1ater on did I realize/ that my goal was to be-

‘come an artist, not for myself but for Chr::st:.an ‘ends. The
-

> - J . - ‘ Lo,
route I followed was essentlallf that I allowed my way of seeing
‘and my work to become characterized by the art institution I

attended. . I believe Christianity is no longer'tﬁe force lt was 4

once. Indeed, modern art seems to embrace an atheistic view. J"

'
e

Irui.‘tially, as a student, I desired to develop a fluent R

0 “ ~
W 7A, - - . L -
_ 5 -

. . - s
l'E'xrom an evangelical point of view. (One who holds a

6

vicarious death as man's salvation.):

a



and streng uee of visual language. This development was a’

-

gradual process whereby works of major 20th Century artists '

- -\

influenced.me, but, if I were to credit a yajor source,. it
would be tfhe work of HenQ Moore. ., . :
- Q M '

In Herbert Read's survey of modern sculpture, he -

points out the following: ' -
There are a few flgures by Henry Moore which may be dir-
ectly related to bicasso's "Design for a Monument", for
example, the "Compos1tion in blue Hornton Stone of 1931".
But in general Moore's development, though related by a =~ &%
common, purpose, was independent of Picasso's. Precisely, "
the year of the "Design for a Monument" (1918) was the
year in which Moore was overwhelmed by Mexican sculpture
in the British Museum, and this source of inspiration,
with minor contributions from African sculpture ...l:
N
What is Moore's visual language based on ? One of .

the few statements that Henry Moore has made about his own wox:k’\3

was written in 1934. In "The Sculptor's Alms , he -describes the

~.qualities which make a piece of sculpture v1ab1e. He begins his

t

outline of these qualities with: -
"Truth to material. Every material has its own individ- . ‘
unal qualities. It is only when the sculptor works dir-
ect, when there is an active relationship with his mat-
: erial, that the material can take its part in the i
shaping of an idea.

.Observatlon of natural objects ... ThL human’flgure is
what interests me most deeply, but I have found princi= :
ples of forin and rhythm from the study of natural objects . . '
such as pebbles, rocks, bones, trees, plants, etc. ... .

There is in nature a-limitless variety of shapes and
rhythms ... from which the sculptor can enlarge his form-
knowledge field.? :

y

-2 ’ ?

lHerbert Read, A Concise History of Modern Sculpture
(New York: Praeger Publlsﬁers inc.), I§73, P 171.

o 2Henry Moore, The Sculptor's Aimsg, ed. Herbert, Read,
comp. R.L. Herbert (New Jersey- Prentice Hall, Inc.), 1964
pp. 139-140. ‘ . .
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Without being consciously aware of it, my sculpture

v during this period was created formally along the lines Moore
.. has just mentioned. It was only after having finished my un~ -~

dergraduate years that I felt the repercuss%ons’of whHat had

alrgady happeneh to me. My development had led me to discover’

/ the potential of art as a means of communicatigon. My art was

communicating, whether I liked it or not, and whether it was

I

for man's benefit or not. .

As I began nly first semester in graduate 'school, I

4 - ‘ ' '
came to the realization that the visual means (ba®ed on a vit-

alistic philosophy of art) in which I had allowed myself to be
trained were ill-suited to my needs. R

-

I could no longer keep myself from telling others

about my affinity for Christ. Furthermore, I felt my art work
should bear witness to this. But hindéight suggests that the -
basis of my powers of visual ekpresqion were inappropriate to -

be used as a tool for communicating anything specific about

Christ. In Moore's writings I discovered that he is, as I am,

-

L - - he continues: . ‘ N

Vision and expression. -For me a work must have a vital-
. . Ity of its own. I do not mean a reflection of life ...
. but that g work can have in it ... an intense life of its
own, independept of the object it represents ... we do not-
: . connect the word beauty with it. .
‘ - ’ - T L Y
' Between beauty of expression and power of expression there
. As a difference of function. The first/aims at pleasing
. the senses, the second has a spiritual vitality, which

R
1 l

’ concerned for the welfare of mankind. ' In "The\8culptor';'Aims" .

o

U oo ——— . .. . - N ] ’ - t <ty




for me 1s more mov1ng and goes deeper than the senses.

Because a work-does not aim at reproducing natural ap-

pearances it is not, therefore, an escape from life, a

stimulation %o a greater effort in living.l

- Whereas.Moore's concern is for stimulating man to
hive life to the fullest, without any mention 6f God, gradually
I identified my personal conéern as the God-less nature of man.
|

I wanted my art to serve purposes that would only directly ben=

.efit man in a specific way. To me, excellence of a work of art

‘was to\he measured by its capacity to change man. I felt, and

still feel; that the begining point for this change is the in-

-9 ‘e . . . N , N '
dividual coming into a personal relationship with Christ.

In.the magazine, "Christianity Today”, an article
. 1 M '
appears entitled "Solzpenitzyn - Whose Face in the Mirror" by

Cheryl'Forbes. This article is written about the main.concern

“

of Solzhenitzyn - repentance. Thus, he is concerned with the .

soul of man *and how it .is affected by good and evil. He be-

lieves so strongly,about this that hevfeels it is the duty and

.purpose aof an artist to serve his readers by writing the truth,

that there’'is no art without that specific goal. In the Bible,

-

we are commanded to go and tell others‘what-God has done for us,
His Childreﬁ; It is th}s desire to move man into repentanée

(mYSﬁQf lncluded), that I share with Solzhenitzyn.
In his Nobel prize lecture, Solthenltzyn pulls together
ideas scattered. throughout his books.* An artist should
- be'"an educator and, one would almost say, a prophet -
priest. As .he works, he- is responsible to both God and
Man. Since that is so, he bears the burden "to be more

‘1

-

1Moore; The Sculptor's Aims, p. 140.
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- keeﬁly aware than others of the harmony of the world, of
the beauty and ugliness of the human contribution to it,

recognize your own sin, confess
'Repent. "Repentance,” he says,
for spiritual growth". Change.
sense ... if we have a.good cry-

your own culpability.

"is the starting point
"Repentance loses all

and then go on as before".

/\J :

o and to communicate this accurately to. his' fellow men.- His -
purpose. Salvation.
2 d “The steps to _achieving this goal also become clear. First,

Submit your will to God's. And dedigate yourself to tell=:
ing the truth for God's sake and the world's ...1 . '

7/

My visual means to communlcate a mégsage Seemed to

be rooted in an athelstlc heritage of modern art, whlch to me .-
was diametrically opp03ed to the message I wanted to communl— . | §

1.e.,

.cate, the condition of man's God-lessness. Much modern

art portrays man in alienation, lostness, and in despair. To
me, art was visually'wofkiqg well; but also, to me, iF painted = . |
a neg&tive picture of man that was without God.m I felt hypo- '
+ critical. What I was presenting’as. an. extensmon of myself - my
art, was dlametrlcally opposed to what was at the centre of my

life - Christ. It was from this po;nt in time that my most re-

-

cent series of sculptures developed. How I resolved this unsta=-
ble marriage between the message and the visual means will be

. . , i
‘digscussed in the next section, where I will present a brief an- <

S

\ .
alysis of my/stqdent pieces. I . “

Y : ’ e R -

S, o o
' . 1Cheryl Forbes, "Solzhenitzyn ~ Whose Face in the )

: Mirror" @hristzani;xﬁToday, Vol. XX; No. 18 (June, 1976), - '

‘ pp. 10- 12. .

it e . - .
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- \\' Critique of the Work

Up-until this point, I have presented myself as a

sculpture student trying to ‘resolve a dilemma. What follows' is

)
‘a crlthue of fouzfﬁf my sculptures whlch I beﬁleve represent ‘

an adequate cross-section of a larger series of fourteen which

-

I exhibited in February of 197731
’ The title of the series,: "The God-Shaped Vacuum", is
derived‘from a eta$ement made’ by- the French marhematician’ahﬂf -
phllosopher Blaise Pasgal: "There' is .a GonShaped Veruum et
the heart of every man which cannot be filled by any created "
thlng, but only by God Himself" .2 /

¢ w1ll begln WIth a descriptlon of the visual ele-
ments in four-of my sculptures: Numbers 1, 9, 13, 14. all

‘fout are realized in the medium of plaster, all of them are

flguratlve being based on studles of the human form. owever,

each figure -exist3 as a presence rather than as a natu allstlc
renderlng of human form, even the plaster rasps have
tq‘submerge objective rea;ity behind a roughly textux e, weéth-
eredhyanaadecayed surface.j The plaster is left in its natural,
’sterk, bohe dry-like state. Each piece has a precige éeometric‘
cross—shaped hollow carved lnto its chest. This tightly reh:
dered linear shapé stands out in contrast to the r mainder of .

: " the rough textured surfaces and the flowing organic forms.
- . . . . » : \ N

e

' lphese works 'and this exhibition were partial full-
fillment of my thesis requirement. See Appéndi or plate

2Blaise Pascal, Les Pensées, texte établx par Jacques
Chevalier, 1936 'Le Livre de Poche, 1962, p. 176.

. v ! \
.
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The God-Shaped Vacuum No. 1
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% &’ ’ , . "The God—Shapéd Qacuum No. 1" %s a reclin}pq,figuyg
cbnsisting of three pieées: a torso and two legs. The largest °
_piece; the torso, is a pyramid—like shape with a}l.fouf éorners“

’ founded off. A.stuﬁp’suggesté a head. A minute sectidn of neg- -

. ative space keeps all éhree pieces physicaliy sepafated. Al-

. though the surface has been finely rasped,’ the averall effect -

is one of relative smoothness.
- . "The God-Shaped Vacuum No. 9" is a skeli of & human .

chest. The overall form is a positive space which,echoes the

rib cage and contains Ewo‘swelling negative spaces or holldws

. that correspond .to' the inner "void" of the lungs. )‘ A S
"The God—éhapéa Vacuum No. 13" portrays a figure in RN
. a sitting éositiont“The presence of the 1egs,_arms and head
exists mostly through‘thei# physical absence, through their
. ’

incomplete embodiment as rough, lumpy masses of plaster at the

! “Qﬁipsy shoulders and neck. This piece seems undefined; unfin- .
N . ‘ « -

s ished; it seems to thrive on the unresolved interplay between <
\ the skeletal structure and the surface effect of bone and flesh.
/ ' The final piece, "The God-Shaped Vacuum No. 14" re-
S N . ' . . °

- presents a vertical upright figure. As with the previous pieces,

- there are several areas where the plaster has been left in a

'rouéh untouched‘szate. The head and arms are suggesteq by stumps.

The: front of the piece is rasped to the point where everything = | \f‘

is unified in an overall texture.

What follows will be an intgrpréﬁationfof the four

-

. . ,
. .
. v .
» . R . . ™ i
\ . [
aree wm = L - s . . . e - . ©p e ——
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pieces. As mentioned, previously, this‘series.of works was an’

»

[
v

ettempt to marry a specific message which I wanted to communicate
(concerning the God-less.nature of ‘man) and my visual powers of . .-
expreésion-(which I felt were based on a non-Christian, humanist

point of view). . . B

-

For me, the sculptures are statements about the nature

or condition of man. -Man is portrayed in a degeyed-like‘stéte.

13

For example, for\the most part there are no heads, arms, or legs.

There are only rough, worn down suggeétions of heads and Limbs.

Torsos are hollowed out.. Surfaces are worn down llke ancient

rocks. TheqF areéfleetlng errodlng lmages[of human form. To

me, my sculptures speak of the human figure.

In counterpoinf to the above, there is etched in each

‘

sculpture a cross-shaped'hoilow which represents what Pascal calls

"The God-Shaped Vacuum”". A clean,‘clear geometric non~-form,

-

where only a cross could fi—' is’ carved into the rough, textured

~

surface of each piece. The non~c¢ross 13 de81gned to stand out;

it cannot evade our eyes.

.These are statements about man's condition of loneli-
1. ~ v

ness and despair. The focus was on the sense of loss and futilityé?

that man feels about his existence without God.. I felt I could

only present images of man based on a huﬁenist point of view, one
in which God is not.an integral part of man‘s existence. Thus,

my sculptures have doubled impact; they are both human figures in

a state of despair and figures without. God. My intentlon was to




R

Y

. e ] .
dpmmunicate a message to ‘the viewer which, hopefully, would ..
force him ;e-questiéh his relationship with-God.

What follows Aill be the final stage of this thesis,

in which I will try to situate my work in the cultural context

in which I find myself. At the time of the completion of the

. sculptures under discussion, my point of view was that of an

instrumentalist. I was interested in the effectiveness of my

"art. . My purpose was to make the viewer question his relationsﬁip

of God. - o ' -

with God. I considered my art a failure when the viewer only
became aware of visuél' orms and their interrelations.. If it did
not make the viewer conscious of my spéEZfic message; I Qodld
consider’ﬁy\e;t succegsful if it helped ad&ance the cause of

evangelism for fhe’g;nefit of mankind.

My concerns were not sympathetic with a formalist -
position (art for art's sake). I believed that form must trans-

)

cend itself, and specifically it must be a message in the seérvice
According to Solzhenitzyn,'thecspecific goal of the
artist should be to tell the truth for the purpose of man's sal-:

vation.l This is the duty of the artist. If he does his job,

* then his purpose concerning the salvation -of his fellow man will

be fullfilled. He should not allow himself to be distracted from
this goal‘by gauging his success or failure on the basis of how
many repent. He should only concern him#elf with the truth and

i N . Y
how he can communicate this to his felloW man.

lSolzr}enitzyn, Alexander, Nobel Lecture, (New York:
Farrar, Straus, and Giroux Inc¢.), 1972, p. 31-33.




I share this desire of Solzhem.thn, i.e., to move

-

man into repentance. However, wh:r.le makn.ng those student sculp-

oy 4 .

-tures, my goal was to modify man s behavioudr, or more spec:.fic—
—

ally, to bring man to repentance. I now reﬁlze, in retrospect,
that ln my effort to get results, I overwhelmed the means by

fwhich I attempted "to achieve those results. Predlctably, the

series was unsuccessful when measured against its intent.

An instrﬁmentali'st—formalist' approach made itgpos-
sible fer me to speak’ about the .pon‘victidn‘s.I had concerning the
Ge;l-lesé nature ef man. Fthrt;herniore ’I feel that I am closer to
a‘Chris‘ti'ah_ a/_ttil:ude that can be boz[; of art, rather than being

©

one that merely "uses" art. " The second section of this thesis

will deal with my current resolutions of my beliefs and my art.

~
- , ~

U )
- * - < / )
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' .. CHAPTEﬁ II . . ot
' MY PRESENT AESTHETICISM o

Long before I beg;; this thesié, T wrestled with the
problém of how a Christian (like myself) working in the Twen-
tieth Céntury could be‘an artist. It seemed to me that Twen-
tieth Century art was diametrically opposed to ‘anything that
even hinted at a theistiq point"of'view, and that bod‘and mod=-
ern art are rooted in totally oppzsing camps.- To add to my
frpstratipn, there did not seem to be anyone who even could
" suggest ‘an artiét'to whom I might look for guidance and inspi:
ration. The only avenue open to me was to search through the
vast amouné of literature in art. If this provided me with
ank'reliéf, it was that I was not alone in.my dileﬁm;.

; Earlier on in my search, . I found a critique written
by Robert Hughgs. It is appropriately entitled, "Labyrinth:ﬁf
Kitsch”. Witﬁ?few exceptions, not one ‘significakt modern art-

ist has built his imagery a;ound doctrinal religion and ‘its

themes. §?eping this fact in mind, it is not surprising that, f

although the ‘collection represents goSQ intentions and it.has
a few good works, it is an aesthetic swamp. The bulk of the
wor& seems to display all the clich&s of modern art coupled - : o

with trivial piéty. 'f

) ' :
.
. ,

16




.ican is trying to define something for which-there is no clear

'understandlgg ) d

\3

The collection has ng evident criteria ‘of choice, for
the. Vatican faced with the awkward but basic question
of what a” "religious"” work may be, has been unable to
find an answer. Instead, it has accepted anything |
that seéems, however dimly or perfunctorily, to contain
a religious motif ... One may regret this or not, but
the fact is that to set up a museum of modern re&i—
gious art' in-the hope of stocking it with works that
."are both aesthetically rich and doctrinally recogniz-
able is a dopmed enterprise ... it (the Vatican col-
lection). will p ably remain more of a curlosity than
a museum: an arrassing document of religion's in-
ability to provoke aesthetic responses. -

When I read this critique, the conclusion came as no

surprise to me. Christianity is not the major force it once

was 'in society. How can there be a major cg}tunal movement

with Christianity as its basis? It seems to me that the Vatt

! '

——

A

In. retrospect, perhaps the direction one should take:
-

looking for Christian art in the Twentieth Century should not

be with individual works themselves- But- in the artist's per=

“spective or attitude of life. In other words, if the artist

is a Christian, and is daily following God's leading in his‘life,

then ‘that life and all its activities will bear more effective

-w1tness for Christ then if the artist tries to force his afﬁxnity

for'Chrlst through his work. So, in one sense, the Christian

;ife itself should be the Christian's greatest work of artes An

r
i4

essay, "Some ﬁerspectives on Art", by'Fraqcis Schaeffer seems to

v

draw together an a;ticﬁlate sense of the relevant issues. Schaef—

»

fer's perspectives have enabled me to evolve a Christian‘é pﬁilos-
. o

a

;'v

. lRabert Hughes, "The Labyrinth of Kltsch", Time Mag-
azine, Vol. 104, No. 6 (August's, 1974), p. 40.
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ophy of art and, consequently, a basis for understanding and

¢

- \éyaluéting'it. What follows is a partial summary of Schaeffer!'s o

.

main \principles —which will stand as the basic framework ‘for'my z“
d ‘ «

own conclusions.. ° : .‘ . C
t 3

v
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1. The Art of Work as an Art Work

~

0 Today, most people hold the view that a-work of art

¥

has a va%ue in itself. fhis is ﬁakennfor granted. But to many
Christians, because they believe art must be in the service of
a Christian dogma, this view is heresy.  However, art mus£hbe
~freed from this limitation{' Beyoné its intellectual content,
art qxiéts fofienjoyment.ﬂ It is essentiai for the artist,
Christian and non—-Christian alike, to recognize the richness
of aeéfhetics and approach each work with this in mind.
Biblically this premise can be supported qu two
feasons. Fiést, Becauée’g work of art is a~work of cfeativity.,
By denyihg the validity oflgreativ;py) we must deny God, because. -
ﬁe is the creator. Secondly, -since man has been made in the '
image of God,wtﬁen he too has the capacity to create.
" Schagffer‘used.to believe that the conceét of cre-
ation éould Bnlj be used in reference to Goé.t‘since God has

made all thingé, then man can only make the things that are a

result of God's1finisﬁed works. ~

\

7

But Schaeffer later came to believe that he was
er _

wrong. -Both God and man can create. The difference is that

God creates something out of nothing, whereas man creates some-

o

thing out of what is already there. Thus, to him the term "cre-

~ .
‘ate" is appropriate. Many artists, Christians included, have
\ N Lad

overlooked this truth. about the value that art has in itself.

°

They view art either as solely an intellectual exercise, or a

tool of communicating some Scriptural truth.
L

- » 4 .
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. Schaeffer belieyes there are three basic notions

A

IS

concerning the natyré of art. Thé thgory of ;rt for ar;'s sake
'is ‘the first, which i¥ to him an incér&act view. To begin with,
no great:artist has coqpletely operated this notion alone.
‘Most of the greatest artists of the Renaissance functioned from .
either the notion of Christianity‘or humanism. Even Picasso's
philésophy has shown th;ough his paintings. ’
The second notion is the view that art can only be"
used as a tool of communication. Thisqaﬁiempta to reduce art t
:to solelyxan intellectual statement. K With this view, the work
has no value in itself.
» : The third possibility is tﬁat the artist produces a 1
body'of work whdch ?eflects his philosophy. Th%s is the way o . 14
art should be. kIn this way, the personality of the artist is

not lost.l T :~ e

-
LY
H

k] A}

lrrancis Schaeffer, "Some Perspectives on Art", Art’ ;
and the Bible (Illinois: Intervarsity Press), 1974, pp. 33-38. .

\ |
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Conclusdons

The -view 'that art can oﬁly be used as a tool of com-
munication best describes my aestheticish\during the time my
sculptures were being made.  This was an instrumentalist philos-
ophj’of arﬁ. The direction my Qork took was rooted in a he:-'
itage of natural forms, mdre specifically- those derived'froﬁ the
work of Henry Mo;re. in terms of foim and content, the .form was
rooted in the conventionél tradifions of the art world. . However,

/e

\Ehe content of my work, the cross, was drawn from a framework

that is too literal to be accepted by the art world. It follows

that form and content are not integrated and the work can be "

seen as split.

: ' The process by which these works were made illustraies‘_

this problem. The sculptures began as forms ‘which correspond

-

to Schaeffer's first notion cbncerningnthe:nature of art, i.e.,:

.art for art's sake. The second notjon comes into play when an’

attempt is made to use these forme as tools’of communicaiion. ’
“A cxoés is then carried as a fipishing touch to each piece.- I ',
.now.feel that in the process of making a work of art, the only
‘way that form and content can be integrated is when they are -
'both presenti:hroughouﬁ the proceB;. One cannot be forced on

the other afterwards without some loss of integration.

~ Kltﬁough my work‘can be seen as a failure .to integrate

form and content; these works did reflect my staﬁe of conscious-

nesé at the time'., I had.been trained in a definite visual lan-

Y

-




Culture (London: Intervarsity Press),

. . ‘ N } .» 22 ) o \ . ~
guage which was completely separated from my inner content, my

>

Christianity. . . e ~

Thus;, it coyld be said that the work was an authentic
representation of the split in my training as a student and ex-
pressed my dilemma - my attempt to-integrage these two opposing

worlds.

. - L

*

Art needs no .justification. The mistake of many art the-
orists (and not only of Christian onesd) is to try to give
art a meaning or a sense ‘by showing that it does something
... Art needs no such excuse. It has its own meaning
that does not need to be explained.... art has a meaning

because_God thought it good to give art and beauty to hum—
anity. h '

-

,

o

|
oS

g

Y

1H.R. Rookmaakef, Modern Ar£ and the Deaéh:of a
. 8 pp' w-‘ L)

]
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~

2, ‘hrt Forms Add Strength to the World Vieﬁ

~

' The Chrlstlan must be aware of the fact that art has

the capaclty to strengthen a particular artlst's view, WPlch

' shows through hls-art, regardless of what the world v1ew id,

and whether that world view ls true or false in relation to

Christianity. He gives a parallel in lltenature. " .. the

‘ened if it is expreésed in gpetr? or in artistic prose rather

.. effect of any proposition, whether true or false, can be height-

than in bald formulaic statement".lq ‘|
’ > N ! n .
-’ i J
_ N . . ' )
B i
+
3 | ' . , )
; .
E \f. a - " a
! .
. , o
lprancig Schaeffer, "Some Perspectives on Art", Art

(I11inois: Intervarsity Press), 1974, pp.- 38-55

5
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~ ’ 3. Art and the gacfed , 5 .
] v

H v »

3

- ° To view a work of art as being sabred-simply because

4t is a work of art is wrong. The Christian need not accept W= o

the world view of the artist ~ even if he is a great artist -

Y.

N S
simply because it is presented in an artistic manner. ‘As men-—

“

_tioned eérlier, art hés the capagity to add strength\to the

worla view which shows through the art work. But this world

view that is strengthenéd can be g%ther true or false in rel-

AEion to Scripture. As a résult, because the world view is '
presented in a forceful and_creatiye,mannert the Christian

mgst be cautiocus to accept or reject the content of what is

peing presented. 'The grounds for ju&ging a work of art must

‘ be based on other standards than powgf~of visual expression.la )

I<:I ‘ ‘

14
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: - Conclusions

\ :
- Before I began my sculptures I had already recog-

nlzed this power of art, this new dimension that can stréngthen

ry

the artist's world view. I felt I had reached a certaln degree

of

fluency in visual language and I wanted to use it for the

benefit of mankind. -Simultaneously, I felt that the visual

land%age in which I had been trained as a student spoke from

an

atheistic point of view. Therefore, to me it had no viable

content in itself. The only solution was to force a v1able

content onto the work; hence the appearance of the cross.

When we study the really great works of art in history,
we always find that in their meaning is a unity; a
beautiful idea is expressed and realized in a beautiful -
way._ Each line, each colour, the whole composition, is
conceived in order to make the idea clear, and the idea
would never have been made clearer than’ precxsely by
means of this particular composxtlon w1th its colour
scheme ... Every brush stroke "“carrtes" the meaning of

the picturel!l

.
\
1 . R . . ~

pm

lRookmaaker, Modern Art, p. 233,
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4. Normal Definitions, Normal Syntax

A pa;rallel can be made between literature ané the
visuai \arts. In literature, the author must be aware of the
tremendous impact that the conventional use of words in a con-
ventional syntax has on his readers. If« cont.ir‘xﬁity between \
normal definitions of wqrds and normal syntax is not maintain:

ed, then the author has not effectively communicated with his

au&ience.

In thevisual arts, this same principle applies.

The symbolic vQcabuIAry of the visual arts must be used i'n the
agreed upon manner in order to 'prevent discontinuity; other;v_ise
' com;nunication with the viewer will break down.

"Totally" abstract :;u:t is an example of this dis-
continuity between normal definitions and normal synt;:lx. The
viewer is in an alienated rela’tionship to the work of art. Thig
breakdown in commx;nication prevents anything but superficial ‘
understénding to take place. Much of modern art exemplifies
this alienatilon. In contrast, Giacometti portrays the alien-- .
ation of man‘, but he ;naintains common symbolic forms in his
sc;xlptureéf He is still living in God's world and, although he
distorts the normal vo;:ah'u:lar.y of wvisual ar;:, the vocabulafy is -
still there. As a result, there is a communication between '

Giacometti and his viewer.l . . | .

}

lgchaeffer, ySome Perspect/ives on Art?”, pp/.89-40;

L4
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Conclusions

’

, . In each of my sculptures thé_x"e are two sets of com-

- ~
mon symbolic forms maintained. * The first set is the style in .
which the figure is portrayed.~ There is a continuitir of all

¥

‘the visufl elements in that set. The second syntax is the man-

_ ner in which the content is presented. Both these syntaxes are

rooted in ‘different traditions.

Is this work acceptable to‘ the world of .art or the
'\world of Christians? The Christian community won't accept the
style in which the figures are- portrayed because the style is

rooted in a non-instrumentalist philosophy of art. The non-

Christian art world will not accept the distinctions made be-
& .
'tween the form and the content; nor will they accept the {cono-

graphy of the cross. Thus, my work.is rejected by both, because
it breaks with tradition from both the point of view of the Christ<
ians and of the established art world. In another sense, this

would be seen as breaking with tradition and therefore be seen

~

as acceptable from an avant-garde point of view.

How can we compose music, for example, unless we use '

organized noise (to use the lowest definition possible)? !
" To do a painting we must use the particular qualities of -

color and iine, realize their potential to represent

something in & kind of pictorial language, and put them

in a relationship that is pleasing to the eye, powerful N

and rhythmic and with an aesthetic economy. Then the

pictu:{e can.be "beautiful” even if it depicts something

ugly. ) ' :

- 4

1Rookmaaker, Modern Art, p. 235.

———————m——
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5. Four Standards of Judgement

”\\\ / - -If a work of art cannot be judgea on the grohnds of ..

* its artistic greatness, then on what grounds cn'it .be judged?

We must consider four basic’ points: . e
' (i) technical excellence; .
(1i) wvalidity; >

A (iii) - intellectual’content - 'the world vijew fil- -
tering through the work:;
(iv)_ the integration of content and veL}cle.
3 4 s £%2

By technlcal excellence is meant the artlst‘s use af

)

— ~

the visual language, i..e-;athe use of éelor, line,‘shade, fbfm, .
‘balance, composition, texture, etc ... There are degrees

; of excellence in each. of these aspects: in the wovk under scru-
tiny., If we show recognition of technicai excellence in a work,
then we are permitted to‘say'the artist may be a great artist,
but we do not necessarily agree with what he is portrafing in
his work. - . R '

We would not be.true to the;affibt if we denied his -

work as having any worth simply because ye do not agree with

the world view that is being put forth. ny Christians, not |

only in the past, label many great works as garbage because they
believe that, since the content.;ig not in line with Scripture,
then the work as a whole .is anti-Christian. Unfortunately, be-:
cause the distinction between the artist's technical skills and

the content of the work was not differentiated, many people ac-

cept or reject both the art and the artist who made it. ~This‘
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i;\& form of prejudice. Man cannat be judged on only one point.
If his artistic excellence is great, then he deserves,qredit.

-

If his skills are not of quaiity, then he does not merit praise.
This is irregardless of anythiné éIseL

If the artist is being honest to himself and his
world view, then we can say his work is valid. But if he is an -
artist solely for his material or social gain, his work has no
validity.j fhis is the second critéria for judgement - validity.

There is a parallel in visual arts with the art form
of preaching. Many preechers find it easy to manipplate the

congregation by playing with what they say, or in what manner.

they say it to colour the overall portrayal of the message ror

self-benefit. The truth is the whole truth nothing more nothing -

less. 1In the same way, mahw artists play the so-called "art
geme" of producing work;which they know is in vogue. Consequent-
ly, -they only work wiﬁhin-specific stylistic parameters/ana al—
low themselves to be dictated by transient whims of critics.

The content, the world view of the artist, which

ultimatelyshowsthrcugh his body of work is the third criteria

- for judging a. work: of art. For the Christian, this world view

must be scrutinized\in the light of Scripture.

3

The Chrigtian should be aware that a content which

n

opposes the truth in Scripture can be presented by a great art-

ist, who has a forgaful use of visual language. This content

can be destructive if presented powerfully. It is the respon-

- .




" Christian world view.l »

“ . v

sibility of the Christian to be sensitive to what world view
is presented and view it %Scordingly. As mentioned before;
he should recognize that the dégree of stringency in his cri-

tigue should be based on a recognition of the fact - -that art

forms add strength to the world view presented.- Consequently,
. ‘ R e ~
the greater the work, the more he should be critical of its

world view./ Unforfunately, the reverse is usually the case.

There is another,éspeét relating to judging-the
content of a work of grt, i.e., the poseibility of a non- ’
Christian artist working accordiqg toca Christian world view.
Primarily, a Christian is:a person who accepts Jesus Christ as
hisJSaviour. He has recognized his sins which prevent him from
relating with G;é, repented of them, received forgiveness from
God (by theppaymené of sins as a result of the death of Jesus
Christ), and he then can be received into a relationship with
God. He, is born aneﬁ, not of .flesh, but of Spirit. ‘ .’

” Schaeffer distinguishes between four types of agé-

ists. The first distinction is the CQria:ian who createszwith-

in- a Christian world view., The second is a non-Christian, who

_produced works which reflect his non-Christian wori& view. The

'

i . ] . '
third is the nontChristian who expresses himself on the basis
of a Christian world view. The last type of artist is the

Christian who, for a variety of reasons, expresses # non-

|
4

1 Scﬁaeffer, "Some Perspectives on Art",\Pp. 41-46.
. E
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Conclusions

use of.visual language.

. that of being mere communication.:

viable. Christian meaning to the form. On the

Concerning my technical-excellence, I still feel as

-

I did before I began these pieces’ that I had a fluengy in the

-

{ ‘ . I feel that my work is valid because I was "honest”
Thé'wgrk is an authentic reflection of the
sﬁruggle of a dual existence between being an art student and

a Christian. But, my views have changed. No longer am I an

mentalist position runs contrary to what the Christian world
should be. quevér, the work would not be valid if I{made it.

today. I could not Poéssibly limit the function of my art to
.5 ¢ : ’ ; ,

Etching the cross in my sculpture signifies a turn-
ing point in my work, it could be said that-I was a Christian
artist producing -from a non-Christian point of view. I was a

\\icloset" Christiaq.' Unlike my present positibn, I prevented

Is it possible for the content of my work to be ac-
the evangelist and the artist? There are three
the artist might abéegt it if he ignofed‘thg

the hollowed cross; thé Christian might accept

is ﬁore likely that béth would reject it, each
“

»

impossible to accept the other one's aesthet-

~

instrumentalist. I have seen the richness of art. An instru—)

.

any appearance of a Christian philosophy from entering mff work.
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. The great'artists carry, on"with their work on the lines
God hag laid down,for.them, quite unaffected by the aes-"
thetic worked out for them by ‘philosophers ... If they
really are great and true artists, they make their .poem. .
.(or whatever it is) first, and ‘then set‘'about reconciling
it with the fashionable aesthetic of their time: they
'.do not produce their work to conform to their notions
of aegthetig - or if they.do, they'are so much the less
. artdgts,’ and the work suffers, _Secondly, what* artists
.,chatter abput to the world and to each other is not as a
rule their art but the techniques of their art. They
will tell you, as critjcs, how it' is they produce cer- ;
tain effects ... and from that we may get the misleading o
ix?r‘pre’ssrions that the technique/‘i'.'s the art, or that the -
_aim of art is to produce some sort of "effect" ... I *
.only want to stress the difference between aesthetic and '
art, and to make it- clear that a great artist will pro-
-duce great art, even though tHe aesthetic of his times
" . may be hopelessly inadequate to explain it.l . .

v, o ’ x
LN / ] .
. .
.- . v .
‘
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6. The Last Standard of Judgement -

¢ ' . ) ~ ‘
The final criterion for the judgement of a work of
‘art concerns the artist's ability to suit the content or mes-

sage to the medium or vehicle. Schaeffer cites”sevgral exam=" I

ples of great works of ar€ in which there is a correlation
-

between the form and content.

One such example is in Picasso's "Les Dem01$elles
o .

d'Avignon" (1907). .

Picasso began this work in the vein of other paintings -
of the period but, as one critic describes it. Picasso,
ended it as "a semi-abstract composition in which the

' forms of the nudes and their accelssories are broken up
into planes compressed into a shallow place"”. More '
specifically, Picasso began on the left by painting .
‘the forms rather naturally, toward the middle he paint-
ed more like Spanish primitives, and finally, on the
right as he finished his- work, he painted the .women

’ as only abstract forms. and symbols or masks, and thus
succeeded in making monsters of his human subjects.
Picasso knew what he was d01ng, and for a moment the
world stood still.” It was in fact so strong an ex-
pression tQat for a long time even his friends would
not accept ‘it. They didn't even want to looR at-it.
Thus, in his painting of the women Picasso pictured :
the fractured nature of medern man.l ‘5?

-

- Schaeffer concludea by stressing that no one standard - |

\

' alone should:be- used to juﬂge a work of art. All four must be

used together ln;order tolqive thorough evaluation.2 A

3

'lschaeffeé, "Some Perspectives on Art", pp. 47-48.

- L 4

21bid, pp. 46-48. . oo ..

a
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Conclusions

The evaluation Of the integration of form and vehicle

in my work can be seen from the point of view of eitherethe non-

.

- Christian artist or the Christian.
If the non—Cﬁristian artist could see the form of the
crossbwithout its religivus "trappings”, then the cross and the
&abstracted figure would be integrated. There would be no oop-
position between form and content. It is their tradition which -

%

makes them oppose. This interpretation. would satis¥y the art‘.

tradition but not the Christian tradition.

——

From the Christian's point of view, the iconography ’ r

could be read as ‘the cross standing against the "hollow man”.

o

Seen from this point of view,\the Christian could see the work
of art as being integrated, but he may still have difficuity

S

accepting the negative content (the "hollow man") and the ab-

A

stract form (atheistic). ’

There .is at’ the heart of e@ery man a God-Shaped ﬁhcuum

which cannot be filled by.any created thing, but only L
by God -Himself.

9y

o

l"par ce que ce- gouffre infini neé peut &tre rempli. -
que par un object infini et immuable, c'est a dire que par Dieu. ’
m&ne?“ Pascal, Les Pensébs, p. 176.

“dn
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7. Changing Styles

1Y

‘Many Christians ;nd non-Christians alike rejeéf new
art forms simply bec?ﬁse they feel threptene%/by them and not
because these works run contrary to tbéir philosophy. The new-
ness of a visual idea n a work of art is not a legitimate

basis for rejection. It is ane thing to reject a work of art

. on the basis of.what is being said, and another thlng to re]ect

)

it hécaude its style is not that to whxch the. viewér is accus-

tomed. To summari;q, Sﬁpaeffer states that changing styles in
art should not be the basis for judgement &f a work of art.
What then should the Christian's attitude towards
style visual art be? 1In short, Schaeffer writes:
If you are a young Christian artist, you should be work-
ing in the art forms of the twentieth century, showing
the marks of the culture out of which you'have come, re-
flecting your own country and your own cQntemporariness

and 'embodying something of the nature of the world as
seen from a Christian stand point.l

-

n




G

Ml o

}/

—— L S A bk e AR ATR b A =

g B 36 ' !

[

8. Modern Art Forms and the Christian Message

i

q

. There is‘mofp to the problem for the\Christian artist
than being modern in his art workﬂ To begin with, there must
be a distinction between style and message.

According to Schaeffer, there is no such thing as ‘a
godly or un&odly style. Some Christians erroneously bglieve ’ 3
that works of art containing a Christian message must be form-
ulated in a "Christidn style" of art. There is no valid éasis
for this.. _

In a wﬁy; style is neutral. However, as Schaeffer
points out, there is some relation between styles and the mes-
sages contained in art. *he evalution of a style is developed |
aé a series of symbolg which reflects a definite world Qiew. '

- A problem arises when the world view that the artist
tries to portray in his work is ill-suited to the style he is
most accustomed to. For example, the fragmented form of poetry
in T.S. Fliot's the Haste Land"(\reflects‘the view he had of

fragmented man. Interestingly enough, after T.S. Eliot was con-

verted to Christianity, not only did the content -of his work
change, but also the form it was presented in was adapted to

his new message. An example of this can be seen in hi; "The

. - -

Journey of the Magi".
Caution must be exercised in using Twentieth Century

styles for the portrayél of a Christian point of view. The

style must not be allowed to dictate the content of the work.

o

v
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Thus, a form of art that has no capacity'to be used as a medium

for portraying a message cannot be-used in the art work of the
Chfistian. This style is not wrong, it is' only limited in its
uses and consequently it cannot be used to convey a Christian

content. Therefore, the style that the Christiaq uses must

depend largely on its caﬁacity to communicate. This can be

measured by the type of feedback that the work elicits. The
artist must strive to clarify that he is working in a style

for the purpose of conveying a Christian world view, - and not
just to work in a style for its own sake.

To summarize, the Christian artist may use contem-—

porary art forms, but he must not use them naively, i.e., he
must prevent them from misrepresenting the Christian world " ;
view. ’
- . 4
\ . ¢
(..
\
-1 ¢
- \
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’ 1SChaeff.er,"'SO:me Perspectives on Art", pp. 51-56. "
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\ Conclusions

.How do I situate my work in relation t& the world of

art? A co-existence of certain multiple styles seem to charac-
terize the world of art today. For eiample,,there is the for-
malistic tradition, as exemplified by Donald Judd; conceptual

art, as exemplified by Bill Vazan; and yet the vitalism of

N -

Moore remains with us today.
However, certain philosophies of art do not co-exist /
with these. The instrumentalist position is not accéptable in

the world of art. Thus, my work is caught in the middle of an \.

3

acceptable style (vitalism) and an unacceptable content (instru-

o

mantalism). .
Fortunately, I no longer see myself in this position.

////The aestheticism I now subscribe to leaves me open to many more

7

T possibilities.

It follows that the imposition of any particualr system
of reality on any particular society, or the mere prej-
adice in favour of any particular system, is due to a
‘kind of stupidity, to a lack of tolerance in the presence
of life itself. Any construction which has pésitive
meaning for the individual, or for the community, or

¢ for life as a whole, has value, has meaning, has rele-
vance.l :

If the difference between pagan and Christian art is . ?
explained broadly by the difference in religious content,

there is nevertheless a long period of time, in fact

many centuries - during which Christian subjects have

represented a style of pagan art. As late as 800, the

4

\

J’ lgerbert Read, "Art as an Intensification of the Life
Process",  Religion and Contempora Western Thought, ed. Edward
Cell (New York: Abingdon Press), §§37, p. 129.
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2

Libri Car8lini speak of jithe difficulty of distinguish-
ing images of Mary and Venus without the labels.

\
Tradition demands what the modern artist rejects: dis-
cipline, conformity, humanity. It may be an inherent .
tendentcy for the Christian to seek the security and the
self~-effacing service of an artistic tradition. But he
"cannot have it in our age, or in any easily conceivable
future. ‘It is not for me to speculate about the future
of the-Christian faith; I do not regard the future as
necessarily-incompatible with the irremediable individ- _
uvalism of modern art.?2 \

v

)

;Meyer Schapiro, "Style", Anthropology Today, ed.
"A.L. Kroeber, (Chicago: University of Chicago Press), 1953,
p. 305. : : \

2gerbert Read, "Art Tradition and-the Contemporary
Visual Arts", Christian Faith and the Contemporary Arts, ed.
Finley Eversole, (New ?ork: Abingdon Press), 1l . P. 43,
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9. The Christian World View

Schaeffer divides the Christian world view into a

major and a minor theme.
- AN ‘
) The minor theme is the defeated, meaningless, pur-

poseless side of life which is subdivided into two sections;

(1) men who are in rebelllon,WLth God and who have,
not re-established 'their relationship to Him.
\ To them life is absurd-and meaningless and,
r// from their point of view, they are right;

(ii) the defeated and sinful side of the Christian's
life bears witness to the fact that total
perfect living is not possible this side of
heaven. .

. !
‘ The major theme opposes the minor in that it is the

\ ) /
meaningful side of Christian living which Schaeffer divides

§ into metaphysics and morals. ' He defines metaphysics as an
optimistic perspective: everything is not absurd; there is mean-
ing to life. This is based on the fact that Goé exists and is
interested in the we&fare of man. From this Scriptural fact
i§'derived the basis of morals: siﬁce God exists, then His cha-

. ! ]
racter is reflected in the moral laws of the universe. As a re-

sult, when man comes to the point where he reallzes his short-
- PN
' cdﬁings in relation to these laws, then he is, in fact, guilty

whether he feels guilty or not. God's plan has a sotution for
1this fact of man's inadequacy in the person of Jesus Christ.

This is the pinnacle of optimism because it has an absolute

basis.

-

/ There is a place for the minor theme in the Christ-
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_ sult, when man comes to the point where he reallzes his short-

' cdﬁings in relation to these‘qg;s, then he is, in fact, guilty
whether he feels guilty or not. God s plan has a sotution for

. this fact of man's inadequacy in the person of Jésus Christ.
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-

/ There is a place for the minor theme in the Christ-

Y
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AN

iané{ art. The non-Christian is lost without abséiutes and

the Christian has a defeated side to ‘his life. BqF the Christ-
! . '

ian's art should not end thére.\ He can present an optimistic

solution. Granted, he must recognize the minor theme, but he

~ ~

has the major theme as a solution.

The major theme should
dominate, although it must be in relation to the minor, for

that is reality.

'

%Esgjof ihe art of the Twentieth Century has tended

to emphasize the minor theme. Man'is often pcrtrayed.in alien-

ation and despair. Even when there is ‘an optimistic solution

-

" suggested, its basis is not from a Christian world view. As

"a result, it provides an insufficient solution. The overrid-.

\

-

ing principles of the Christian art musL be based on his love
for God first, then his. fellowman. *‘Keeping this in mind, the
Christian artist who only largely emphasizes the hopelessness

of man is not living by this principle of compassion.

A ~

/
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Conclusions

Both the minor and the major theme havé a place in
sculpture. The minor theme is represented by the forms
which depict the state ‘of‘ man ~ "the hollow man". But there
is an optimistic solutign with the insertion of the hollowed
cross. This is a statament about the lostness of man, but it
is also a statement abo t man 1ong1ng for God.. -

My prefent we k does not concern ltself with an at-

tempt to present the major theme in each and every piece. If

'.my work is to Be judged, then let it be judged as a whole body

S

of work in retrospect. As long as I am a‘'Christian, this body

of work will bear witness to Christ. I will not attempt to put

'7verything into one piece of work. .-

e s . : -

Since man is a citizen of two worlds, he cannot afford
to renounce his citizenship in either. He must work
out his destiny as a child of nature and as a servant
of the absolute.l

The. Christian man knows that his achievements of in-
tellectual and moral virtue set him at severe odds .-
with the society in which he finds himself. It is not

a question of his compromising with the too frequently
false standards of modern civilization or of submitting

all the high and treasured quality of his meaning as a

man and as. a mind to what may seem to him the lower )
character of -workaday existence. The necessity of the
Christian man, exercised in the Christian understanding

of life and of the movements of history and contemporary
events, is to comprehend the world in all its weaknesses
and terrors no less than in its glories and wonders.

with hi's Christian understanding of and sympathy for

the plight’of people in a difficult and dangerous c:.vil:.-—
zation, the Christian man must try. to illuminate, for .
himself and for others, the difficulty and the danger ... .
The Christain knows that he. must live as a Christian . in

the more or less un-Christian world. Having this krow- "

!

lreinhold Niehuhr, Does Civilization Need Reli ion?
(New York: The MacMillan Company), 1928, p. 186.
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ledge, he will show himself courageous and hopefui in
the darkest moments); and his Christian hope will help
him make sense today.?2

LY

" ?Frank 0'Malley, "Obstacles to Life of Mind and
Spir%t{,‘Ch stianity and Culture, ed. J.S. Murphy (Montreal:
. Palm Publishers), : PP. -93. - .

o
" [




| ~, 44
- _ : t .
1/;‘ The Subiject Matter of Christian Art

Schaeffer suggests that Chrlstlan art .sh uld—not deal
gnly with religious themes. There is more truth t the Chrlst—
’ iaﬁ world view than found in works which deal only ith man's
salvation. One only has to look at God's creation to see that
God has created more than subjects of a "religious" wheme. ‘If
God made so many beautlful thlngs, why should not thg "*Christian
artist portray thIS beauty in his work? God is’ lnterested not
only in man's salvation for the world to come, but 1n,his more
abundantw}ife—here on earth. God is concerned for maA as an
individual in this impersonal world in which we live.\

\A Christian must poriray the fullness of 1lif in’his

work. ZArt is far too rich to limit its use to thg se de of’

evangelism.l

”e

- o

lséhaeffer, "Some Perspectives on Art", pp. 59-61.

—
t o, 2
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content inéo distinct entities, I could not see the ssibility
of differiné‘forms reflecting a Christian értist's 659

view.
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Conclusions

. \ a
- /

Since my instrumentalist position,divided form and

oint of

,My view now is that I can see both the valihi%y,oﬁ the

distinction between form and content and the existence of form

/
and .content as .a single entity. To me, both possibilities can ]‘

reflect a Clristian view of life. As a res&lt, the subject

ffatter of the works I produce now is no 1m1ted.to "religious"

themes. The subjebt matter may well be the form.: 1

coe Let us turn. away’ £rom 'I.‘hings and for' any concern
for grasping in them any transparent reality and hid-
den meahlng. Lét us by the same token give up com-
pletely, or as completely_gl possible, natural ap~
pearances as transposed and transfigured as they may
be, and any representation of Things. Let us renounce
the_existential world of Nature completely,,or as
completely as possible,. Will not art be revealed at
 last in its true essence, be freed at last from any v,
‘trace of naturalism, express at last freely the free
creatlvity of_ the spirit and the release of creative
subjectlvity?l

a

Ly .. O’

)

LJacques Maritain, Creative Intuition in Art and

" Foetry, (New York: Bollingen ?bundation“fnc T; 1953, p. 215.

t
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. 'llfi The Christian’Life as a Work of‘_‘Ax\-t
y .

)
In concl ion, ,Schaeffer reminds us that the most

pqwerful end ‘meaningful :work of art will be the l;Lfe the Christ-i

ian-leads. ' Actions speak louder than works. Every man is cre-
- -

at:.ve.. _This gift shoulé reflect hls llfcstyle under the leading

P

of God$ "The Christx.an 8 life is to be a thing of truth and

also a thing of bdauty in.the,,m:.dst of a’'lost and despairing
' { . . .

" world."1l

1
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- as evolv:.ng through the following transformations. Starting /

I added the hollowed cross in an attemdt to use my art as a

witness to that position. 'My art works inewitably reflect my -

3
kY
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Conclusions

Y U —

s
o .

M {B—eﬁoré beginning this series-of sculptures, I could .

not have laccepted the notion of a Christian's lifestyle as

. » - -~ -
being the source of a work of art. In conclusion, I see mysglf

et 4
’

' from the point of my work as formal'explorations of various
sculpture media, I began to /have an inner:conviction that my

work lacked meaningful content, i.e., Christian. At this stage,

mec}ium of communication. The next stage was the use of the _ }
title, i.e., "The God-Shaped Vacuum". It was used be;auSe I
felt that ‘my work did not say what I wanted w1thout the inte-
gration of a des,cra.pta.ve title.

My understanding now is that no matter-if I am a .

Christian or an artist, the life I lead will uitimately bear - .

philosophy and my philosophy my art, but it is i:hrough action
that meaning is revealed, whether that \bg through images or

words.

&) "\— "‘ ’ »
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