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PROSE AND CON

A logical body of knowledge is
based upon premises accepted,
within that body, as fact. The
premises upon which this defense
of literary art is based are to be
found in the nature of man.

Man is mortal, fallen and fall-
ible; he is created “a little lower
than the angels”. He finds him-
self in a life of contraries in which
he is continually faced with the
dichotomy between life and death,
good and evil, light and darkness,
mortality and immortality, time
and the eternal. His existence is
well illustrated by Bede's story
ol the bird, who for a brief per-
icd of his flight is in the warmth
and light of the mead hall and
then, as before, is flying through
the darkness and fury of the un-
known night.

Man is also aware of time. Each
moement is now, with the past
crowding up behind him like peo-
ple in a theatre quene. In Will-
iam Golding’s Free Fall, the per-
sena, Samuel Mountjoy says, “My
yesterday’s walk with me. They
keep step, they are the grey faces
that peer over my shoulder.”” The
future is before man like the dark
into which the subway train mov-
es. T.S. Eliot in “Burnt Norton”
speaks of the moment now, when
it is a moment of perception in
time, the moment becoming eter-
nal or ocut of time because of the
perception:

“Sudden in a shaft of sunlight
Even while the dust moves
There rises the hidden laughter
Of children in the foliage
Quick now, here, now, always —
Ridiculous the waste sad time
Streatching before and after.”

Man is also alone. In the agony
of his existence through the mom-
ents of linear time he strives for
the warmth, light, and campanion-
ship of Bede's hall, but constantly
finds around him the world which
is not himself; terrifying, un-
known, unknowable. He exists at
the permanent now on a time-line
al the point where a perpendicul-
ar axis of personal aloneness

can only die”, where is found the
form which is able to move “per-
petually in its stillness”? It is, of
course, in a work of art.

If a man should understand a
thing or idea essentially, he sees
in his mind the form of that ob-
ject. But how does he completely
deseribe that object to another
rerson? If the object to be spoken
of is the man’s idea of love, how
is perfect communication to be
accomplished?

The artist first necds a medium
in which to represent his concept -
for convenience, shall we call this
concept a “feeling”. If the work
of art is to be in the literary
medium, words are chosen ar-
ranged and finally erystallized in-
to a form. This form recreates in
the medium the original essence.
If the formed meaning is compre-
hended by the reader he will com-
prehend the original essence.

How then, is a work of art
made? What is the nature of this
means of communication that en-
ables a few formed words to con-
vey an essence which many thou-
sands canncot? Let us use the ex-
ample of a painter - painting
being art in a different medium
from that of the literary arts.

The painter conceives of his
feelings (as defined above) is vis-
ual terms, as do the cavemen of
Golding’s The Inheritors. To trans-
late the feeling to a form in his
rmedium the painter puts the pict-
ure on a canvas, paper, panel or
some other usually (flat) sur-
face. The crude picture in the
mind will be refined by precise
techniques learned by the painter
over the years of his apprentise-
ship. It will depend upon the tem-
perament of the man himself,
whether the refinement is done
before the first pencil stroke (as
is the case with a painter I know)
or is done in a process of years
curing the actualization of the
painting onto the canvas (as was

respondence, he takes apart the
original into its components. Again
by using techniques learned over
many years, sometimes in bursts
of inspiration, the man is able
te analyse each separate com-
ponent of his idea. When these
are spoken or written they may
be built up again by the listener
into the original concept. The end
is the same, the method different.

Perhaps a word or two should
also be said about art and tech-
nology. It is suggested by some
that art is becoming unnecessary
in the face of technological ad-
vances in the world today. The
answer is that technology is based
on science and science is, like
art, religion, or philosophy, just
another way of stating man’s con-
clusion about the otherness of his
existence. Each person may
choose for himself the discipline
he wishes to use. That is his pre-
rogative. It can only be said that
none of the disciplines has ever
answered beyond all doubt the
very big questions of existence. Be
it science, philosophy, religion or
art, the relative values of each al-
ways depend upon the one great
variable factor; man. Each dis-
cipline has its great ages. We can,
in fact, point out in friendly re-
concilliation that these ages are
cften concurrent. In any discipline,
“I see through a glass darkly; but
then face to face: now I know in
part; but then shall I know even
as I am known,” (1 Cor. 13:12).

In his book entitled simply Art,
Clive Bell speaks of, “a question
s0 absurd that the nicest people
never tire of asking it: “What is
the moral justification of art?”’
He says a few sentences later ‘It
is the artist’s duty to reply: “Art
is good because it exalts to a state
of exstacy better far than any-
thing a benumbed moralist can
even guess at; so shut up’’. This
is the artist's reply. Mr. Bell,
the philosopher goes on to justify
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