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Mormon Arts, Volume One, is a strange hybrid, a combination anthology, re-
view, picture book, aesthetic primer, and philosophical discourse, not to men-
tion the phonograph record bound inside the back cover. An outgrowth of the
annual Mormon Festival of Arts at Brigham Young University, the volume in-
cludes the work of some sixty or more hands, but its prime mover is Lorin F.
Wheelright, musician, lithographer, and dean of the College of Fine Arts at
BYU. Except for its rather awkward square shape, the book is handsomely
turned out, with abundant and colorful illustrations, and will certainly please
the casual purchaser who is looking for something to display in the living room
when the home teachers call. The more serious reader should also find the book
interesting but will probably be somewhat dissatisfied with it, even though—
or perhaps because—the editors have obviously tried to provide something for
everyone. As a primer of art and music appreciation, Mormon Arts, Volume
One, is useful; as a literary guide it is unsatisfactory. As an exhibit of Mormon
artists it is highly revealing; as an attempt to define Mormon art, to “postulate
a theological base for an aesthetic reality,” it is overly ambitious but deserves
serious attention.

Dean Wheelwright begins by asking, “What is Mormon about art?” and
then proceeds through a series of six essays to develop the thesis that we are on
the threshold of “artistic expressions as characteristic of the Mormon people
and as ‘peculiar’ to this world as are our theology and resultant patterns of per-
sonal and family life.” In ““Is There a Mormon Art?”” he identifies “’certain dis-
tinguishing lines that infuse Mormon artistic expression.” In “Art as Joy of
Man and Instrument of God,” he attempts to distinguish “consummatory”
from “instrumental” values. ““Seeking Aesthetic Experience” is an elementary
guide to appreciation. “Divine Creation” is an adaptation of the old “argument
from design” for the purpose of showing that God is an artist himself and that
His works provide inspiration for human artists. “Man Creates in the Image of
God” carries this idea further, culminating in a veritable key to all knowledge,
a chart that reduces the universe to a few simple principles which apply equally

99



100 / Dialogue

to theology, physics, and aesthetics. Finally, “Art Expresses Opposition in All
Things” is an attempt to deal with that troublesome teaching of Father Lehi’s
in such a way as both to justify conflict and to preserve the doctrinaire insistence
on the triumph of good. (“The aesthetic necessity of showing opposing forces,
particularly in drama, is balanced in Mormon art by the value of showing how
evil is overcome by forces of righteousness.”)

To the reader who has had some experience with critical theory, these essays
will seem both oversimplified and narrowly prescriptive at times. However,
their intention, and the intention of the book as a whole, is clearly to extend
and liberalize the aesthetic outlook, to improve the taste of the Mormon audi-
ence in general. I suspect that the book is also aimed, though very cautiously,
at improving and broadening the tastes of Church leaders in particular. For ex-
ample, the dust jacket reproduces a rather stylized and expressionistic painting
of the martyrdom of Joseph Smith-— a far cry from the “official” art on this
subject—and the final illustration in the volume is a photograph of the Coalville
tabernacle standing in dignity above the decayed village, calling attention to the
failure of taste that permitted its destruction. More explicitly, Dean Wheel-
wright asks for tolerance of different styles, suggesting that abstraction may
be as valid as representationalism in the visual arts and that proponents of the
Viennese musical tradition may not be “the only occupants of the celestial
kingdom.” In addition, he points out that almost all the artwork commissioned
by the Church has been “didactic and commemorative” in character, and sug-
gests that although the Church is justified in using art as an “instrument of
God” in achieving conversion and strengthening testimony we should also learn
to appreciate the value of art as a “joy to man” and to satisfy the “hunger for
aesthetic experience.”

Among the artworks reproduced in Mormon Arts, Volume One, though
several are fresh and creative, many others are burdened by ideology in one
way or another. Some are clearly designed to flatter the Mormon self-image: for
example, the wholesome Lamanite boys blessing the sacrament, the beatific old
man in testimony meeting, and the courageous Samuel Smith, “the first Mor-
mon missionary,” making his way along a muddy New England lane. Other ar-
tists, trying to avoid this Mormon version of “Socialist Realism,” have at-
tempted naive and unsuccessful adaptation of medieval symbology to Mormon
themes. In yet other cases, the artists evidently felt obligated to stress in their
statements about their work religious qualities that are not apparent in the
works themselves. Thus a painting of the southern Utah red rock country is
described by the artist as recording “‘a religious experience”” and a “testimony
of God'’s creative powers, of his love for us in providing our environment.” Yet
there is nothing in the painting itself to indicate that it couldn’t have been
painted by an agnostic who simply happened to be fond of the landscape. (Dean
Wheelwright claims that an inspired Mormon responds to the physical en-
vironment differently from other people; he goes so far as to suggest that an
atheist cannot respect the natural world, since “irreverence for both the struc-
ture and the Architect go hand in hand.” This is an interesting claim but one
that is not substantiated by the book.)

Despite these limitations, Mormon Arts, Volume One, makes a much better
case for the vitality of Mormon visual arts (and music) than for Mormon litera-
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ture. The poems in the book are undistinguishable in substance and style, and
the dramatic vignettes are thin and sentimental. Longer works are represented
only by summaries and excerpts, but there is nothing to indicate that they are
any better than the short pieces. This should not be taken, however, as evi-
dence that Mormon writers are less successful than Mormon painters and musi-
cians. There is a significant amount of good poetry and fiction being written in
the Church, but either it has not come to the notice of the editors of this vol-
ume or else their tastes are less reliable in this area than in others.

In his preface to the book, Dean Wheelwright cautions the reader “not to
draw final conclusions from this volume. It does not presume to delimit Mor-
mon art.” No doubt this is the key to appreciating Mormon Arts, Volume One.
The book is weakest when it does attempt to delimit Mormon art, and strongest
when it is most tentative and open. It is neither the first nor the last word on
Mormon art, but it does break ground that can now benefit from more inten-
sive cultivation.
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The Rummage Sale. By Donald R. Marshall. Provo, Utah: Heirloom Publications, 1972. 141
pp- $3.75, hardback. $2.50, paperback.

In that everlasting discussion on when we are going to have a Mormon litera-
ture, the anticipated writer of the great Mormon story is usually expected to be
a Tolstoi or a Melville who will tell it as an epic. Now comes a fascinating book
by Donald R. Marshall called The Rummage Sale. It is unquestionably Mormon
and is also very good, but it is not an epic at all. It is instead a series of short
stories that are rather closer to William Dean Howells or Sarah Orne Jewett.

The resulting tales come out as honest, intimate portraits of common people
in small Utah towns. Instead of struggling with the great issues of truth and
error or good and evil, they grapple with the problems of their own identities
versus community and family expectations, with small town parochialism versus
sophistication, or with the conflict of stability versus change.

One such portrait is that of Thalia Beale, a shy old maid from Ephraim, who
after her mother’s death takes her savings and makes a trip to California—
managing to spend a month in Pacific Grove and Carmel, pretending to herself
that she is living a cultivated life before returning to the drabness of her home.
(Dialogue readers will remember this story from the Autumn 1972 issue.)
Another story, “All the Cats in Zanzibar,” is the journal of LaRena Homer from
American Fork who takes a grand tour to the Holy Land and finds it inferior to
Utah. “May the Good Lord Bless and Keep You” is the outrageous correspond-
ence between Elder Calbert Dunkley and Floydene Wallup—a kind of Ring
Lardner story with characters who are embarrassingly Mormon. “The Sound
of Drums” is a story of a young man from Heber who earns a Ph.D. in the East
and returns on a visit to be embarrassed at the narrowness and provinciality of
his family and home town. Here, as in other stories in the volume, Marshall’s



