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INTRODUCTION  
 

“Will God or someone else give me the strength to breathe the breath of prayer 

and mourning into my paintings, the breath of prayer for redemption and 

resurrection?”.1  Marc Chagall (1887-1985) knew persecution yet persisted with 

the anticipation that his art offered prayers for hope and healing, for new life.  

By using a variety of materials such as paint, ceramics, tile, stone, stained glass 

to portray ordinary life as well as biblical narratives, including the crucifixion of 

Christ, Chagall hoped his artworks would show a renewing perspective – one 

which considers disparate (sometimes tragic, frightening) pieces of life with new 

insight.  If works of visual art strive for unity, this visual artist understood the 

fragmentation of life and the human desire for wholeness.  

 Chagall was born in Belarus in 1887 to a devout Jewish family, and after 

studying art in Russia, he moved to Paris to pursue painting in 1910.  The 

opening quote comes from his resolve to leave behind others’ expectations and 

familiar comforts at the risk of being hungry and poor.   In France, influenced by 

Impressionists, Post-Impressionists, Fauvists, and Cubists, Chagall developed 

his own successful style, easily identifiable now: imaginative, colorful, playful, 

relational, vibrant, illustrative, dreamlike, experimental, narrative, and inviting.  

He returned to his homeland Russia during WWI, where he married and taught, 

before returning to Paris in 1923 with his wife and daughter to begin a career as 

a printmaker.  He traveled extensively in the 1930s including a significant time 

																																																								
1 This is the most common translation, often quoted.  It is also translated: “Will God, or 
somebody else, give me the power to breathe into my canvases my sigh, the sigh of prayer and 
of sadness, the prayer of salvation, of rebirth?” by Marc Chagall, in My Life, (New York: Da 
Capo Press, 1994), p.65.  Chagall wrote an early mythical autobiography in Moscow 1921-1922 
at age 35, called My Own World, written in Yiddish and later translated from Russian to French 
by his wife and then himself, with many errors; he added to it and it was edited to what is now 
My Life, eventually published in 1960. 
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in the Holy Land, and returned to France as Hitler was rising to power in 

Germany.  Chagall, a modern artist and Russian Hassidic Jew living in France 

during WWII, became a target as both his faith and his artistic style classified 

him as a “Degenerate” artist, putting his life and his family in significant danger.  

He fled south in France hoping to evade persecution, and eventually escaped 

to America in June 1941 where he resided in New York until his return to 

France in 1948, settling in Vence near Nice on the southern coast.  He had lost 

his beloved wife in 1944 in the US.  In the 1950s he began to work in various 

artistic media including mosaics and sculpture, as well as stage sets, costumes, 

and an esteemed yet controversial commission painting the ceiling mural for the 

Paris Opera.  In the 1960s Chagall worked in stained glass, accomplishing 

several monumental commissions, from the 12 Jewish tribes portrayed in the 

Hadassah Medical Center in Jerusalem, to a theme of peace at the United 

Nations building in New York City, to several cathedrals and chapels in Europe.   

 Chagall evidences a life lived similarly to his depicted subjects, bending 

and floating above boundaries of time and space, creating an alien and hopeful 

sense of belonging elsewhere; but he also lived similarly to his diverse artistic 

materials, pieced together in creative and intentional ways that result in holistic 

unified works of art.  Early on, “Chagall often saw himself as a homeless Jew”2, 

he wrote a poetic/chaotic autobiography at age 35, and dated his paintings 

arbitrarily by conception or completion3.  Throughout his life, Chagall remained 

committed to his Jewish tradition, illustrating the Hebrew Bible4, and also, 

remarkably, depicting Christ as his subject matter in painting, ceramics, and 
																																																								
2 Benjamin Harshav in Marc Chagall and His Times: A Documentary Narrative (Stanford: 
Stanford University Press, 2004), p.62.  
3 Ibid, p.57-59.	
4 An illustrated version of the Old Testament Genesis, Exodus, and Song of Songs is available 
in hardcopy published by Du Chene in 2005.   



	 6	

stained glass.5  He said of his portrayals of the crucifixion (which might be said 

of all his works) that he wants to be able to identify with people’s suffering.  By 

the end of his career, having been exposed to tumultuous times of war, the 

throes of modernity, and escaping the cusp of holocaust, Marc Chagall’s 

experiences were not expressed with bitterness or hatred through his art.  He 

produced art, specifically noted here in stained glass, that enables viewers an 

experience of their own, one of empathy, grief, hope, freedom, and ultimately 

redemption and renewal.   

 This artist’s life and work exhibit faceted pieces unified by 

compassionate perspective and creative expression.  His question quoted at 

the beginning assumes the artist can be empowered to create works of art that 

restore life.  Implicit in this is the assumption that the viewer of the artwork can 

have an aesthetic experience that is life-changing. In this fractured world there 

is despair and chaos, wars of religion and geography, exploitation of resources 

and humanity, tensions of race and ethnicity, hunger, poverty, disaster, greed, 

ancient problems the current generation has inherited and indeed magnified.  

But there is hope and memory and reconciliation, and these salving things are 

activated by selfless compassion, which is care felt for the other (or concern, as 

part of our being in the world)6, instigated by a shift in vision, a shift that 

																																																								
5 “The most prevalent image Chagall used during World War II was of Jesus and the 
Crucifixion. For Chagall, the Crucifixion was a symbol for all the victims of persecution, a 
metaphor for the horrors of war, and an appeal to conscience that equated the martyrdom of 
Jesus with the suffering of the Jewish people and the Holocaust. While other Jewish artists 
depicted the crucified Jesus, for Chagall it became a frequent theme.” From the temporary 
exhibit Chagall: Love, War, and Exile at Paris’ Jewish Museum, website: 
http://thejewishmuseum.org/exhibitions/chagall-love-war-and-exile, last accessed 26 September 
2014.  
6 This idea of compassion/care/concern stems directly from Heidegger’s explanation of Care 
(German “sorge”), as part of our being, which is essentially being-with (mitsein).  See Martin 
Heidegger, Being and Time, trans.	John Macquarrie & Edward Robinson (New York: Harper 
and Row, 1962), pp.149, 157 and 237 especially. 
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experiencing visual art can facilitate.  How, where, when does this shift take 

place?   

 This dissertation looks primarily to artwork and secondarily to aesthetics 

to ask theological and ethical questions about visual art.  Does visual art 

advocate between (atrocities of) what has been and (possibilities of) what can 

be?  Does an aesthetic experience alter one’s worldview or change a 

perspective?  Can a work of art enable the viewer to see with care, enough 

even to act?  Visual art can be a threshold between what has been and what 

can be, a place where a shift in seeing leads to compassion that follows with 

action.  People carry their contextualized presuppositions and histories to their 

aesthetic experience, where they may be positively or negatively influenced 

and their views of the world and their living of life are substantiated or 

challenged.  Chagall believed art could be a means of reconciliation, a tangible 

thing infused with “the breath of prayer for redemption and resurrection”.  He is 

not seeking first to affect the viewer, nor is he seeking first to make a clever 

autonomous art object; rather he asked for the strength as an artist to inspire a 

renewing element infused into his artwork knowing that he is an artist and art 

affects people. A shift of renewal does not mean art itself is salvific, although 

certain theologies uphold specific art objects as sacred and/or liturgical; rather, 

it is a created thing experienced by humans.  

 Heidegger describes a thing as multifaceted7 (with a unifying relation of 

mirroring presence between its facets) and materialized by human making, 

which requires “a step back from the thinking that merely represents – that is, 

																																																								
7 Martin Heidegger in “The Thing” (1950) can be found in several print collections, but is taken 
here from Poetry, Language, Thought, trans. Albert Hofstadter (New York: Harper and Row, 
1975), p.181.  He describes a thing as made up of a fourfold togetherness of: earth, sky, 
divinities, and mortals.   
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explains – to the thinking that responds and recalls”8 and this step, he says, is 

“no mere shift of attitude”9.  Art specifically he identifies as “a happening of 

truth” (aletheia) in its “unconcealedness”.10  Heidegger’s student, Hans-Georg 

Gadamer helps us understand the experience of the work of art as creative 

“play” which is an invitation, a mimetic type of showing which points away from 

itself11 and that the experience of art can be an experience of freedom “capable 

of penetrating all the dimensions of our social life”12.  Gadamer says, “the play 

of art is a mirror that through the centuries constantly arises anew, and in which 

we catch sight of ourselves in a way that is often unexpected or unfamiliar: what 

we are, what we might be, and what we are about”.13 Not all things made “as 

art” influence people at such depths, nor necessarily at all; however, it is 

obvious that art can and does affect individuals and cultures, sometimes toward 

radical changes in the way we see the world, sometimes inspiring possibilities 

never before seen.    

 Art that affects people can be (has been, is) used to manipulate, 

persuade, condemn, or it can be a thing of inspiration, confession, conviction, 

thought, memorial, a thing of redemption.  From Chagall’s artworks and 

Heidegger and Gadamer’s theories (in addition to other artists and thinkers 

whose works contribute later) as well as my own practice in the studio to 

artworks installed in social and institutional settings, it is evidenced that humans 

can experience the art thing in such a way that brings a new perspective to their 

																																																								
8 Ibid.  
9 Ibid. 
10 Heidegger in “The Origin of the Work of Art” (1935-6) also from Poetry, Language, Thought, 
p.36. 
11 Gadamer in “The play of art”, an essay (from 1973) in the collection The Relevance of the 
Beautiful and Other Essays, ed. Robert Bernasconi, trans. Nicholas Walker (Cambridge: 
Cambridge University Press, 1986), p.128.  
12 Ibid, p.130. 
13 Ibid.  
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worldviews, that generates concern (in various forms, such as: empathy, fear, 

grief, love, hope, etc.) that shapes the living out of one’s life.  

 What brought me to this thesis initially was my own experience 

conducting art therapy with refugee children living in make-shift villages due to 

civil war and natural disaster.  I had taught art at various levels for several 

years, and during Christmas break 2004 news broke of a devastating tsunami 

that occurred following a massive earthquake on the other side of the world 

from where I lived and worked in the United States.  The sight of the wreckage 

brought forth surprising tears and caused me to quit eating my dinner and ask 

what I could do.14  My resources and schedule were limited, but opportunities 

arose, and that summer break I traveled to Sri Lanka to help Habitat for 

Humanity rebuild houses and World Concern work with refugees.  With the 

escort of an NGO I traveled past landmines to refugee villages where crowds of 

children quickly gathered and, via an interpreter, I led them through creative 

activities to share their experiences.  Younger children used oil pastel and 

watercolor to illustrate the sea; they saw it as colorful and full of life as well as 

sometimes ominous and swallowing.  They rolled up clay into caterpillar shapes 

and added butterfly wings as we talked about how things grow and change and 

can have hope.  In one village there were so many children, we separated them 

into two groups, and I had the older children draw images of how their lives had 

been in the past, and how they visualized them in the future. Each of them then 
																																																								
14 I could identify with Madeleine L’Engle’s words from her non-fiction Walking on Water: 
Reflections on Faith and Art (Colorado Springs: WaterBrook Press, 2001), pp.168-169: “An 
artist is someone who cannot rest, who can never rest as long as there is one suffering creature 
in this world.  Along with Plato’s divine madness there is also divine discontent, a longing to find 
the melody in the discords of chaos, the rhyme in the cacophony…it is that what is had been 
disarranged and is crying out to be put in place.  Perhaps the artist longs to sleep well every 
night, to eat anything without indigestion, to feel no moral qualms, to turn off the television news 
and make a bologna sandwich after seeing the devastation and death caused by famine and 
drought and earthquake and flood.  But the artist cannot manage this normalcy.  Vision keeps 
breaking through and must find means of expression.”   
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had the opportunity to explain their two contrasting images: their first ones 

included soldiers, blood, flooding, death, confusion; the second ones portrayed 

flowers, bright colors, fences, homes, vocations.  One young lady had lost her 

voice through trauma, but the other children made sure I saw her drawings and 

knew what they meant.  They asked me how things could be different in the 

future, and told me that others had tried to help already.  They felt helpless and 

fearful, and it was valid.  I asked them what they needed and they answered 

with things like playground, water, flip-flops.  I told them they could make the 

future different but it takes time and work; they had visualized how their lives 

could be different, and they can make it happen by being what they conceived.  

My Hindu translator suggested I pray for them and I did.  

 A few days later I was attending teacher preparation meetings at an 

affluent private school in America.  My soul was in shock.  It was a related 

feeling to the time I viewed Nandor Glid’s tangled body sculpture memorial15 at 

Dachau Concentration Camp then showed my American students the video of 

it, or when I showed my photos from Brisbane of Gordon Shepherdson’s The 

Stoning of St. Stephen at a faculty meeting.  There are transformational 

moments in life, if one is open to them, where existence and experience are 

shattered and reassembled in such a way that what holds the pieces together is 

more than a previously perceived state of wholeness or perfection.  The 

Japanese aesthetic concept of “wabi-sabi” upholds beauty by imperfection; in 

pottery “kintsugi” highlights the mending by painting gold where the mended 

cracks occur, and similarly in “raku” glaze firing, which results in uncontrolled 

																																																								
15 Glid was a Yugoslavian artist who escaped a labor camp and was wounded in WWII before 
attending the Academy of Applied Arts in Belgrade.  Little is known about this artist; however, a 
helpful source is found online: http://jewishpartisans.blogspot.com/2013/06/partisans-in-arts-
nandor-glid-sculptor.html.  Last accessed 9 January 2016.  
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bright color combinations.  I managed to teach art a few more years before I 

quit to pursue graduate research into how art affects us in ethical and 

theological ways.   

 This two-part thesis is formatted like a stained glass window: actual 

stained glass windows were commissioned and completed, as well as this 

written thesis patterned by the studio process in composite, unified 

construction.  Unconventionally, the theoretical research is not limited to one 

philosophical thread, but rather assumes the nature of fragmented pieces of 

aesthetic thought collected intentionally and placed together within a frame to 

construct one unified cohesive picture through which new possibility is created.  

At times, differing voices, not traditionally heard together and otherwise 

disparate, are intentionally chosen to join in one visual and verbal dialog via 

stained glass.  Most predominantly (implicitly in the practice-based projects and 

viewers’ experiences, and explicitly in the written reflection and three chapters 

on glass, windows, and stained) are: particular concepts (as have been 

evidenced already) by Martin Heidegger (such as art’s origin, truth, care), John 

Dewey’s Art as Experience16, which aids the connection between studio/artists’ 

creative work and viewers’ aesthetic experiences, and Hans-Georg Gadamer’s 

essays17 that provide clarity on how viewers interpret and experience art in 

positive ways.  Conducting practice-based research, I, as artist/author, am a 

curator of works that substantiate a cultural, historical, pedagogical argument 

that viewers of visual art can experience a shift that causes them to see things 

differently, to see with compassion that leads to action.  

 
																																																								
16 John Dewey’s Art As Experience (New York: Perigee, 2005). 
17 Especially certain concepts from “The Relevance of the Beautiful”, “Art and Imitation”, “The 
Play of Art”, and “Aesthetic and Religious Experience”.			
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SITUATING THIS THESIS 
 
This thesis, in its coming together of disparate voices (such as Marc Chagall 

and Martin Heidegger) and this composite nature, functions like the broken 

pieces of glass leaded together to create one unified work of art, by which a 

combination of readers and viewers coalesce to form a multifaceted whole.  To 

contextualize this thesis, I will first describe a fourfold audience; I will then 

illuminate three main influencers of my own work’s purpose and three glass 

artists who inform my design and site interests; finally I will explain how I feel 

my art is relevant to the thesis put forward.  

 My audience is of a manifold nature; it cannot be singular or that would 

betray the thesis question and structure.  As I was making each of the stained 

glass windows, a collaborative creative composition was manifesting, and now 

the installed works and (solo) authored thesis becomes a unifying whole with 

different audiences.  As a practice-based thesis, there are by nature two 

different main audiences of this research: the viewers of my artwork whom will 

mostly not read the written thesis, and the readers of my written work, who will 

not be able to travel to the various installation sites to see the art in person.   

Both the art and the word inform each other, and are therefore embedded in 

each.  Certain situations such as a visual presentation or print material that 

includes photo images do connect these audiences to a greater degree.   

 Ultimately, my audience is cross-disciplinary, in that it is in conversation 

with (listed in an order that suggests least relevance to most significance): 1) 

those in studio practice of stained glass making;  2) those engaged in creative 

collaboration efforts of visual art; 3) those interested in practice-based research 

with a broad topic range but focused in  its methodology; and 4) those at the 
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crossroads of visual art and theological studies and/or visual culture and 

religious studies. I will briefly elaborate on those four categories of readers, and 

focus on the last one.   

First, those already engaging in making stained glass windows would 

find my written work supplemental in content, as it does not attempt to 

contribute technical experimentation or advances. But it does bolster support 

for the art they create in contemporary dialogs about visual art and theological 

and ethical implications.  And they would find my studio work and installations 

especially worthy of attention, as practioners do not depend primarily on formal 

written research, preferring gallery/museum/studio visits where they can 

engage in visual observation and informal interviews.  Contemporary stained 

glass makers would find my portfolio of work more pertinent than my written 

thesis; however, they can identify with the issues raised by practice-based 

studio steps and can gain support from the relevance of their art in 

contemporary artistic and academic discussions from written theory grounded 

in the studio.  

Second, those involved in creative collaborative efforts in visual art 

(broadening even in the arts in general) will find, in both the practiced art and 

written theory of the collaborative studio work, solidarity and clarity through the 

challenges and benefits raised by partnership addressed through this research.  

Dilemmas, when given vocabulary and shared experience, can be deflated and 

translated into problem-solving efforts.  Conflicts can be parsed into different 

contributing perspectives and alternate techniques can be respected.  Roles 

can be clarified so strengths are edified and team dynamics are equaled.  

These possibilities and the frustrations of their lack are of interest to readers 
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invested in, or considering, collaborative artistic projects.  

Third are those engaged in practice-based research.  This audience is 

varied in subject matter but shares similarities in the approach to research. For 

example, at one academic conference I attended, there were students in 

dance, theatre, metal bar bending, glass lampwork, but mostly in literature, yet 

all convened in the theme of practice-based research.  Many of these 

researchers, who were required to write as practice and as theory, were almost 

unanimously experiencing writer’s block in both avenues and commiserated 

about that frustration.  The topics were varied, but common ground existed in 

the uniqueness of bridging written thesis with artistic practice.  These 

colleagues were not satisfied with strictly a traditional PhD because research 

would not be informed by the trained practice that it studies, nor would an MFA 

(terminal degree in art-making) suffice as these practice-based research 

students were asking questions of their art as much as they were making 

statements with it, and positing it to new audiences: not just experiencers, but 

also academic readers.  Practice-based researchers are practioners who ask 

questions and researchers who perform their thesis questions; this parallel 

effort reaches not strictly for epistemological contribution nor personal 

expression, and not just experimental advances, but seeks also cultural 

connections and shared experience.  Those readers interested in practice-

based research will find this thesis similar in scope, if not specific in topic.  Of 

particular interest are the final presentation of installed commissions and 

photographed documentary, possibly creative collaboration, and ultimately how 

the projects produced inform the written thesis, and vice versa.  

Fourth and lastly is an audience with re-emerging interest: those at the 
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crossroads of art and religion.  As context, I will summarize my own trajectory: I 

have a previous undergraduate degree in art education and area of 

concentration in stained glass (bachelor of arts) from a Christian liberal arts 

university, a seminary master’s degree in cross-cultural missions, and a 

master’s degree in visual culture. This PhD research initiated from questions 

raised from coursework at the University of Aberdeen’s MLitt in Visual Culture.  

This PhD thesis grew directly out of the MLitt, when I was a single international 

student and recently former teacher of art.  Connecting previous education and 

experience in visual art and cultural studies, the visual culture degree provided 

me a connective foundation rooted in (primarily twentieth century) readings in 

aesthetics that I had previously missed.  From that extensive reading, 

Heidegger’s work in particular gave me philosophical grounds for a visual art 

that thinks theologically and acts with care.  My research then lost traction in 

the throes of international relocation and domestic demands, so that a three to 

four year degree grew into its sixth and seventh year, and over that time my 

audience has evolved to engage in discussions with those involved with 

Christians in the visual arts.   

Since my research began in visual culture in Scotland, I have attended 

and presented at conferences in the humanities whose topics were: Oteiza’s 

sculptures and Heideggarian thought (Aberdeen, 2009), practice-based 

research (Newcastle, 2010), theology and the arts (Manchester, 2010), 

theology, aesthetics, and culture (St. Andrews, 2010), American studies in 

“imagination, reparation, and transformation” (Baltimore, 2011), Christians in 

the visual arts (women’s retreat, 2012), artistic professions of faith, hope and 

the divine (West Georgia, 2013).  I have been asked to lead seminars on visual 
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arts in Christian worship with local churches and the Salvation Army regional 

retreats.  I have completed large-scale stained glass window commissioned 

installations for religious and non-religious organizations.  I have contributed to 

the Critical Religion blog on topics of visual art and religion, and have been 

asked to write for Christians in the Visual Arts (CIVA) twice on the topic of 

balancing life and work as an artist and academic.  Carrying the weighted voice 

of a “practitioner”, and being a female perspective, with regards both to 

domestic vs. academic/artistic pursuits and to being a minority in the 

contemporary male-dominated discourses on Christian theological aesthetics, I 

have discovered an emerging audience in those at the intersection of art and 

religion.   

My own work and passions are influenced not strictly by medium, 

although I am always making observations on glass possibilities, and how glass 

reflects and affects space and people (see, for example the “Glass” slideshow 

on the website), there are glass artists that inform my art-making and will be 

mentioned later; primarily my work is inspired by artists’ social impact, how their 

art reaches beyond their own imagination into the world. There are colleagues 

in contemporary artistic practice who are less interested in making a personal 

statement and more interested in lending a format for connection.  Provided 

here are three examples of artists and art historians who involve people in 

creative and contagious ways that shape human experience in life-affirming 

ways, and with whom I have interacted with personally and professionally.  

First, Karen Drummond completed her MFA at the University of East 

London and resides now in Alabama, where she practices environmental and 

community-based time-lapse video art projects.  I participated in one of her 
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works18 at a retreat in Vermont where fellow women artists were invited to 

produce visual images based on an old farmhouse located on the property.  

There were limitations: the subject matter, designated time set in the schedule, 

and standard size art paper.  And there were freedoms: various materials were 

available inside the farmhouse and artists could choose not to participate or to 

spend as long as needed within the set time.  After Karen photo-documented 

each person’s artwork, the artists collected their art for their own portfolios and 

Karen created a video of the works, which was then projected onto the 

farmhouse that night for collective viewing, and is listed on her website for 

others to access.  As an artist, she creates opportunities for social participation 

and aesthetic experience while honoring site-specificity (from museums to 

barns) and history by bringing together various people to form one work of art.   

Second, Dr. Linda Stratford has been a long-time family friend and 

professional mentor.  As a professor of art history19 with a passion for 

connecting people with art and society, she directs the Asbury University 

semester in Paris, co-founded an academic organization for studying 

Christianity in art history20, and sits on the board (as former president) of CIVA 

and leads that organization’s trips to Paris.  She has given me opportunity to 

share former work in art and humanitarian aid as a panelist, in her home as 

group discussions, over shared meals between conference sessions, and has 

kept me engaged as an academic and artist throughout my most strenuous 

																																																								
18 To view this project in still photos, see the link from the artist’s website: 
http://karenbrummund.com/portfolio/holiday-farms/.  Last accessed 7 December 2015.  And to 
see a still photo of my artwork cast on the building, see CIVA’s journal SEEN, XV:2 2015 “The 
Sustainable Life”, p.42.  
19 For more information see her faculty page: 
https://www.asbury.edu/academics/departments/art/faculty-staff/dr-linda-stratford.  Last 
accessed 19 November 2015. 
20 See: http://christianityhistoryart.org/.  Last accessed 19 November 2015. 	
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domestic demands.  She engages a wide variety of people in artistic 

experience and facilitates questions of meaning and opportunity through those 

connections.  

Third, as another long-time family friend, I have seen Ed Knippers’ 

calling evolve from academic professor of art and painter of abstraction to full-

time world-renowned controversial painter of biblical narratives.  His paintings 

are often life size and present the Bible in engaging, active, human, expressive, 

imposing forms.21  His works have been condemned, rejected, and even 

destroyed22 in Christian forums for his portrayal of the body, but he continues to 

wrestle with theology and faith in paint.  Ed remains active as an artist in 

Washington, DC and as a writer in contemporary theological aesthetic 

discussions.  I grew up with his work on the walls of our house, I have toured 

museums and shared meals with him, and he remains an esteemed mentor in 

my own work, ideologically as well as in content and style.  His current large-

scale paintings (about 12’x8’) are figural, but suggest a reminiscence of his 

earlier abstraction in the visual space where human bodies and heavenly 

bodies engage.  In those areas are colorful multifaceted engagements where 

mysteries and miracles occur.  These color-filled shapes and sweeping 

movements inform my own designs in stained glass (see Figure 1 below)23.  

One of my first stained glass windows in my undergraduate studies was based 

on Duchamp’s Nude Descending a Staircase; in similar fashion, I can see 

																																																								
21 For images and artist statement, see: http://edwardknippers.com/.  Last accessed 19 
November 2015.  
22 For more on this, see: http://www.worldmag.com/2010/11/body_of_work.  Last accessed 19 
November 2015. 
23 From Ed Knipper’s website: http://edwardknippers.com/new-works/large, Jacob Wrestling the 
Angel.  Last accessed 19 November 2015.  
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potential in my future stained glass work to be based on areas of Knippers’ 

paintings.   

 

Figure 1: Kinippers, E, 2012, Jacob Wrestling the Angel, oil on panel, 12’x8’, for sale by artist 
($60,000).  

 

Other artistic influencers on my own work in glass include: Dale 

Chihuly’s site-specific culture-crossing collaborative work in blown glass24 

which has included highly participative installations from Venice to Jerusalem, 

as well as glasshouse garden conservatories where visitors can happen upon 

organic-looking glass-blown sculptures in serene public settings.  Two  

sculptors in glass mosaic that interact with the public are Soo Sunny Park25 and 

Dan Neil Barnes26 whose works wave through people’s public space in unified 

																																																								
24 For more about Chihuly’s installations and exhibits see: http://www.chihuly.com/exhibitions.  
Last accessed 7 December 2015.  
25 See the artist’s website, especially under “Sculpture / Installation” at: 
http://soosunnypark.com/.  Last accessed 19 November 2015.  
26 See the artist’s website, especially under “Sculpture” at: 
http://www.danbarnesglassart.com/portfolio-3/.  Last accessed 19 November 2015.  
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broken glass fragments, catching light and changing perspectives as one 

moves around and through the piece.   

Working more specifically in traditional methods of stained glass (rather 

than the blown glass and tiled sculptures mentioned above), of the Mone family 

currently working in stained glass in France, Joel Moen in particular has 

inspired my own thoughts about potential in abstracted theological design and 

ecclesial settings, especially the works in Eglise Saint-Martin of Romilly sur 

Seine27, (see Figure 2 and Figure 3 below).  This example in particular 

demonstrates an ability to design each monumental stained glass window as 

an independent achievement in design and color and light, while being part of a 

series that relates each window to the others and to their installation site.  This 

series demonstrates how contemporary design breathes new life into art 

(stained glass windows) and architecture (cathedral) where people migrate for 

reflection, contemplation, and religious worship, and invites lovers of art to enter 

a place they might not have otherwise ventured to go. 

 

Figure 2: Mone, J, stained glass digital renderings of series installed in Eglise Saint Martin de 
Romilly sur Seine. 

																																																								
27 I have not been to these installation sites nor to their studio (yet), and therefore use photos 
from the artists’ studio website http://www.vitrail-saint-georges.fr/creation.html, and their studio 
Facebook page: https://www.facebook.com/Vitrailsaintgeorges/photos_stream.  Last accessed 
19 November 2015.  Update 31 July 2016: first link is no longer accessible, but a similar page 
with larger pictures exists on Joel Mone’s webpage: 
http://www.mone.fr/vitrail_romilly_sur_seine.htm. 



	 21	

 

Figure 3: Mone, J, stained glass (2012?) installed in Eglise Saint Martin de Romilly sur Seine. 

My own stained glass commissions have been accepted with discretions 

of site-placement, content interest, and design freedom.  I have shown 

particular interest in locations and organizations where I (or immediate family 

members) have lived or studied, institutions and places whose visions and 

investments I deem worthy of contributing to, where the artworks avail 

themselves to viewers in common yet transitional places (primarily academic 

and ministerial hallways), where abstracted colors and lines are infused with 

light that enliven the “dialog” of viewer experience and theory about that 

experience.   

My artworks attempt to speak a fresh visual language in contemporary 

culture, where delineations of sacred and secular collapse in mundane spaces 

met by somewhat coincidental audiences.  Viewers did not intentionally go to a 
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gallery to see art, nor to a cathedral to see sacred architecture.  Where they 

went they encountered art, and became experiencers of the art in that space.  

What is seen with their eyes – the formal aspects of design and the surface of 

the glass that both obscures and vivifies – can be reflective and revealing, 

inducing them to see things differently.  There exists an opportunity for a quiet 

shift in perspective, one that is close to memory, empathy, humility, solidarity: 

care.  The art does not convey expectations but the artist echoes Chagall’s 

hopes of inspiration for renewal. 

 

METHODOLOGY OVERVIEW 

The methodology employed is practice-based research which is comprised of 

seven interrelated sub-methods. The first is the actual practice of making 

stained glass windows.  This practice-based element informed and was 

informed by written theory, and was made possible by former artistic and 

theological training and practical experience.  (This primary method is 

considered in depth in the Practice-Based section of this written thesis, and 

documented through the five corresponding slideshows online mentioned later.)  

Second, collaboration maximized commission opportunities in that partnered 

exposure led to various initial commissioning contacts, as well as maximized 

productivity in scope and scale of the projects accepted.  (In the following 

subheading of this Introduction “Collaboration” is explained further, referring 

also to a corresponding slideshow online.)  Third, the design process including 

dialog with commissioning bodies and collaborating artist engaged visual 

thinking and inspired problem-solving toward success with finished works of art.  

Fourth, an artist statement for each commissioned stained glass window 
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provided verbal critique about the challenges and successes of each project, in 

content and technique.  Fifth, each project’s installation and reflection, provided 

formal and informal feedback from commissioning bodies and viewers as well 

as my own observations.  (This is explained as one of the steps in the Practice-

Based Process section, and also has a correlating slideshow online: 

“Installation”.)  Sixth, a critical examination is employed throughout the written 

thesis in three chapters on: glass as material, window/framing as space of in 

art, and stained glass windows with a history and contemporary relevance in 

theological aesthetics.  Seventh, I made several planned research trips to 

museums, galleries, and archives including: Edinburgh, Glasgow, London, 

Tudeley, Paris, Nice, and Atlanta, as well as unplanned museum visits to 

Columbus and Cincinnati en route to purchase glass and supplies (for visual 

elaboration, see “Research” slideshow on the website).  These research trips 

included strategic as well as serendipitous exhibits in glass by Chihuly, Richter, 

and Chagall.  Furthermore, two additional opportunities have enhanced and 

refined the research.  I led workshops on visual art in religious worship, 

providing instruction in various methods and liturgical possibilities.  These 

workshops were all by request and included studio art-making as well as lecture 

and discussions; two were led collaboratively (there are two photos included 

online in the slideshow “Research”).  And secondly, I taught undergraduate 

courses on world religions, including their mis/representations and cultural 

shaping, beliefs, practices and multi-faceted relevance in contemporary society 

and personal living.  Teaching can be a logistical setback on research 

timeframe, however preparation of material, class discussions, and evaluation 

of student’s understanding and retention aided my own research thinking 
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theologically about art.   

 

COLLABORATION, CO-CREATING, AND SINGLE AUTHORSHIP 

Collaboration is common, even vital, in music, dance, and theatre arts, but it is 

less common in visual art.  From the twentieth century onward, it is evident in 

art history that style groups worked with shared concepts and/or shared 

experimentations (Impressionism, Expressionism, Fauves, etc.).  Artists 

typically work alone, or, if reputable enough to gain large-scale commissions 

and/or too numerous to complete alone, s/he may head a studio (workshop, or 

atelier) of apprentices to help accomplish their works.  But, the autonomous 

artist, similar to the lonely scholar, having singular direction and striving for solo 

recognition can lose the benefits that naturally come from working directly with 

others.  A collaboration is an alliance where there exists shared interest, 

technique and work ethic.  It can be strained when one partner assumes more 

responsibility or recognition, or conversely, does not contribute equal effort or 

investment.  Collaboration in art has immeasurable benefits (outlined below) 

and occurs by co-creating, employing the ideas of both parties until the project 

is complete (i.e. installed and business contract fulfilled – but since art is 

generative in nature, it is arguably never complete).  The projects accomplished 

in this research are done in collaboration, including noted episodes of conflict 

and resolution, and tensions of imbalance in roles, which are noted for their 

contributions from the art making process to the written thesis, which is single-

authored.  The transition from collaborating artist to single-authored written 

critique reflects stained glass itself.  There is a corresponding slideshow online 

entitled “Collaboration” that documents the dynamic and organic nature of 
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collaboration (with my primary partner as well as others who helped, and 

dialogs with commissioning bodies).   

 The benefits of artistic collaboration are the accomplishment of scale, 

technical mastery, credibility, creativity, and unity.  Scale is achieved to a 

greater degree as single artists often cannot accept or complete large-scale 

projects, whereas the number of projects can be multiplied through partnership.  

Technical mastery is enhanced as each person’s strengths and interests are 

given opportunity to affect the other’s, and therefore the overall project.  In the 

exchange and cooperation there is a sharing of methods, a willingness to 

experiment, a sharpening of skills by exposure, and mutual critique.  Credibility 

is bolstered by the increase of visibility and experience being multiplied by the 

other artist.  Creativity grows with inspiration, disagreement, and limitation, 

which are brought by increasing contributors.  Unity is fostered by the joining of 

independent people with differing or previously unrelated ideas or approaches 

synthesized by common pursuit, shared praxis, and/or agreed subject.   

 Collaboration also has inherent dangers: disagreements can escalate to 

the point of quitting the artistic project and losing the commission.  

Disagreements often stem from competing views and can lead to expense, time 

wasted under the pressure of deadlines.  However, disagreements under the 

care of conflict resolution can also fuel creativity and generate investment and 

commitment.   

 In the particular example under this research, collaboration is unique and 

ultimately beneficial to the artworks created and to the single-authored thesis.  

The example set forth here involves a father/daughter relationship carrying 

investment and respect, two generations of historic and cultural influence, two 
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genders with different perspectives and strengths, and a platform of 

teacher/student pedagogy that instills consistency and work ethic.  My own 

uniqueness in contributing to this collaboration is that my design influences are 

less “modern” (whereas my father finished his MFA in the 1960s) and are more 

theory/theology directed (whereas his are more creation/faith driven.  I have 

strengths in color theory (whereas his are more in technique).  

 

SPECIFYING WHAT IS MEANT BY “STAINED GLASS” 

It is important to clarify what is meant in this thesis by “stained glass windows”, 

since alternate forms of glasswork are not included in this practice, and what is 

specifically used also becomes the format for writing the theory.  What is 

understood as stained glass art includes many alternate procedures such as: 

painting on the colored glass, assembling by copper foil or cement (as opposed 

to traditional lead construction), and new experimental processes.  

Furthermore: glass blowing, lampwork, fusing, slumping, and sculpture are 3-

dimensional artforms of glass.  This research excludes these tangential 

methods and adheres to the mainline understanding of stained glass that is 

constructing a window by selecting and assembling already colored pieces of 

glass into soldered lead lines as a complete panel or panels, and installing or 

displaying the finished work.28  Usually this is a commissioned artwork and the 

location and original purpose affect the overall design.  Stained glass windows 

are visual artworks constructed by assembling cut shards of various colored 

glass pieces joined by lead and solder within a frame.  Practically and 

theoretically, a stained glass window is one whole made up of many parts in an 
																																																								
28 The additive method of small ornamental glass pieces and the subtractive method of 
revealing designs in flashed glass were used in two of the three windows completed for the 
practical element of this research. 
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intentional way so as to become something humans can look at and see 

through.   

 As an art form, stained glass windows bridge categories of art, craft, and 

architecture.  As a material, stained glass, which is manufactured primarily from 

melting countless grains of silica sand along with added agents (for effective 

melting and stabilizing, and staining with salts, metals, and oxides) then cooling 

to a stabilized and useful semi-solid state which is not entirely solid nor no 

longer molten liquid (this will be further explored in the chapter on glass).  

Stained glass windows are not only composite in procedure by leading together 

intentionally broken shards of glass, but the material itself illustrates this unity in 

diversity as well.  

   

VISUAL CULTURE OF THEOLOGY 

As “visual culture” is a young category in academia29, emerging more 

predominantly in contemporary conferences and new departmental programs, it 

is important to clarify what is meant by visual culture, what is theological about 

it, and how that relationship contributes to this study and this study to it.   

 Visual culture is the study of images and their relationship with society.  

German filmmaker Wim Wenders, along with Australian writer and philosopher 

Mary Zournazi published together a book entitled Inventing Peace (2013) in 

which they dialog about how cultural perceptions are shaped by created images 

(in their case, primarily film).  In the Introduction they clarify in contemporary 

terms that what is understood as sacred today “is to consider the time and 

space in which value and meaning take shape”, differentiating that “we are not 

																																																								
29 Visual culture could be credited to John Berger’s Ways of Seeing, BBC and Penguin: 
London, 1972, and is at least clearly evidenced in writings from the 1970s.  
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writing about the holy and ‘holy wars’; rather we are considering how the sacred 

is the bridge between the worlds of violence and the worlds of peace”30.  Often 

we are distracted by polarizing sides, defining what is meant by 

sacred/profane/cultural/religious, or the opposite, by collapsing boundaries.  But 

together, this author and artist duo inherently write of visual culture in 

theological terms as they draw attention to the imaging bridge of perception, 

focusing not only on what eyes look at but how the inner wo/man sees, realizes, 

and thus acts.  So too does this research; it is the nature of stained glass 

windows to defy categorization (as will be explained in Chapter One on “glass”), 

and bridge space (as will be explored in Chapter Two on “windows”) and 

illumine theological thinking (as will be seen in Chapter Three on “stained”).  

Visual culture is communal: bridging and shaping social dynamics via material 

forms of communication.   

 Although visual culture often deals with media technology as understood 

in digital terms, this study considers the ageless media technology of stained 

glass windows, which spans pop culture and high art.  Media is a term to 

consider from two different angles (both of which apply to stained glass): it is 

both the means of mass communication and the plural form of medium, or the 

material.   Stained glass is media in these two senses: it has been the means to 

communicate the stories of the Bible to the illiterate masses and construct 

worship places / community spaces, and is the primary material (of several) 

used in the process of constructing a window. 

Visual culture is an interdisciplinary field, interested in a type of image-

production (i.e. film, photography, sculpture, etc.) and the influential position 

																																																								
30 Wenders and Zournazi, in Inventing Peace: A Dialog on Perception (New York: Palgrave, 
2013), p.3.  See also: http://inventing-peace.com  
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that type of image has in culture/s, and is not exclusive in influence to just one 

area of study; rather it is the intersection of different disciplines such as art, 

architecture, religion, history, theology, anthropology, sociology, media 

communications, cross-cultural studies, memory studies, missions, and 

hermeneutics.   

The historically ecclesial depth and interdisciplinary breadth of stained 

glass windows make it important to the study of theological aesthetics and 

visual culture.  There are inherent ecclesiastical associations with stained glass; 

the art is not just spiritual or religious in general, but is also church-related and 

ecumenical.  Stained glass has historically impacted primarily Western culture 

inside the Christian Church (Catholic and interdenominational Protestant) but 

contemporary visionaries are commissioning stained glass in public spaces 

such as hospitals, libraries, offices, art collections, and parachurch spaces.  It 

has been a media (means and material) used within the church as message 

maker and worship space architecture, and now it has migrated beyond the 

walls of the church to have wider social relevance.  Stained glass relates 

theological themes with human experience and ethical response. 

Gesa Elsbeth Thiessen writes, “…the dialog between theology and the 

arts is ‘ecumenical’ in that it is an interdisciplinary endeavour.  Interdisciplinary 

studies increasingly feature in the humanities in order to build bridges between 

multiplying disciplines.”31  She adds that the interdisciplinary nature of 

theological aesthetics brings interest to the public as recent theologies draw 

attention to human experience; it also enhances the credibility of theology in the 

university.  “There is a difference between theological imperialism and the 

																																																								
31 Thiessen in Theological Aesthetics: A Reader (Grand Rapids: Eerdmans, 2004), p.4.  
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sacred as a reckoning that challenges our cultural habits.  This reckoning 

evolves through stories, images and perceptions that can encourage different 

ways of seeing the world and different ways of understanding peace”32.  This 

research is led by visual art, which facilitates external/internal shifts in seeing 

with compassion that leads to action.  It moves (in glass and in word) from 

fragmentation to unity, from property to compassion, from self to other.  It also 

grounds itself in philosophical aesthetics and contributes to theological 

aesthetics from a new perspective.  The distinctiveness is here explained. 

 Where philosophical aesthetics limits itself (in eternal quest of beauty), 

theological aesthetics raises questions of God’s generative creativity, Divine 

relationship with humanity, the grotesque and scandalous “beauty” of the 

crucifixion, and of the cross-cultural work of sharing the story along with the call 

to ethical social responsibility.  Theological aesthetics, more specifically from a 

Wesleyan perspective is the experience (of art) that motivates the heart to act 

accordingly – as personal change within oneself extends to be involved with 

others in fellowship and service.  An encounter with the Divine eliminates 

apathy and illuminates identity, develops personhood and unfolds community.  

Methodists have from before being called Methodists, been a people who meet 

social needs, minister to the poor, work to improve global and holistic health, 

train leaders, and engage people into connected groups where faith can 

become vibrant and shared.  United Methodists commonly use phrases such as 

personal and social holiness, heart and hand together.  They move from 

personal faith to communal action in natural strides.   

																																																								
32 Wenders and Zournazi, p.3. 
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There are certain characteristics about Wesleyan theology that 

contribute to discussions on theological aesthetics; these are here identified as: 

experience, seeing that leads to action, social community, and unconcealing 

truth.  

John Wesley’s sermon, “Upon Our Lord’s Sermon on the Mount, 4”, based on 

the New Testament passage Matthew 5:13-16 which charges followers of 

Jesus to “let your light so shine before men that they may see your good works, 

and glorify your Father which is in Heaven” includes Wesley’s often 

misconstrued words that “Christianity is essentially a social religion…and…that 

to conceal this religion is impossible”.33  Within this sermon, Wesley dispels 

arguments that Christ’s followers are to withdraw from the world, and charges 

them to allow what God has enlightened in the soul to “let it shine still more 

eminently in your actions, in your doing all possible good to all men” [sic, read: 

humankind].   

In fact, Wesley says all that we touch / do / make affects whoever 

wherever we are, and that to isolate oneself is not Christian religion; true 

Christianity is essentially unconcealable and social.  He says, “It is your very 

nature to season whatever is round about you.  It is the nature of the divine 

savour which is within you, to spread to whatsoever you touch; to diffuse 

itself…that whatever grace you have received of God may through you be 

communicated to others; that every…work of yours may have an influence on lo 

them also.” 

																																																								
33 Wesley, John. “Upon Our Lord’s Sermon on the Mount, 4” Sermon 24.  Accessed online: 
http://www.umcmission.org/Find-Resources/John-Wesley-Sermons/Sermon-24-Upon-Our-
Lords-Sermon-on-the-Mount-4.  Last accessed 30 July 2016.  
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In Wesley’s own commentary on this verse (Matthew 5:16), not included 

in his sermon on the passage, he explains furthermore, “That they may see – 

and glorify (his italics) – that is, that seeing your good works, they may be 

moved to love and serve (my italics) God likewise”.34  Wesley’s theology calls 

Christians to be and do in such a way that naturally causes other people’s 

seeing them (and their works) and are thus moved to love and serve.  

John Wesley added the importance of “experience” to the Anglican triad 

of Scripture, reason, and tradition, becoming what has now been coined as the 

Wesleyan quadrilateral.  Experience – personal and social – is a vital 

component of knowing God and understanding theological mystery to 

Wesleyan Protestant Christians.   It happens when there is an interruption in 

one’s routine reality.  Hank Spalding (PhD researcher in theological ethics) has 

written on Wesleyan theological aesthetics from a Nazarene perspective, “that 

beauty serves as an interruption.  It trespasses on our reality with its own and 

does so in such a way that enhances our understanding of life”.  He says that 

the interruption by the beautiful, “surprises us to a point where we are moved to 

act differently”.35  

My own work and word contribute to theological aesthetics from a 

Wesleyan perspective (not explicitly in theological themes such as salvation or 

entire sanctification) sometimes through the commission’s intent (Celtic Trinity 

Knot) and creative process (disparate pieces fused together, collaborative 

partnership) but with ongoing unquantifiable possibilities of the viewers: by 

																																																								
34 Wesley, John.  Explanatory Notes Upon the New Testament. The Epworth Press: London, 
1958, p.30.  
35 Spaulding, Hank.  “’Be Ye Holy As I Am Holy’: The Implications of Wesleyan Theological 
Aesthetics for Entire Sanctification Language”. 
Accessible online: http://didache.nazarene.org/index.php/filedownload/didache-volumes/vol-
102/822-didache-v10n2-08-be-ye-holy-as-i-am-holy-hank-spaulding/file.  Last accessed 28 July 
2016.   
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providing an opportunity for personal experience with art where an inner shift 

might enable sight that stirs compassion to action.  The stained glass windows 

in this research have been installed in locations of rather unexpectedness 

(commissioned and installed in plain air of social interactions – in other words, 

not a formal museum or church, but the common grounds of walkways and 

entryways) and vulnerability, the person is extended an invitation to pause, to 

be interrupted, to be given a glimpse / reminder.  It is not forced, nor 

persuaded, but simply stained glass in a common social place that might 

surprise one’s course of mundane reality with an invitation to reflect and see 

things in a new way.  An of design and beauty now exists in its space, 

positioned unobstructively alongside us, where we have an opportunity to 

reflect (literally, as glass does, as well as figuratively), to contemplate, 

appreciate, survey, wonder, imagine, and naturally to respond – even 

unnoticeably as most major shifts begin – as we depart from it.  An encounter 

with (visual) art is an opportunity for interruption where an inner shift can occur 

and outer living follows suit thereby affecting relationships, social activity, even 

culture if we are susceptible to the experience.  

  The art of stained glass windows is a “profession” of faith in the creative 

work of making stained glass and in its place in visual culture of theology.    

 

THE THESIS STRUCTURE 

This research, if it is to be exhaustive in effort while specific in focus, as well as 

valid not only in written argument but in pragmatic evidence, must not only be 

formulated in philosophical debate but in the dust of creation and shaped by 

aesthetic and theological thought.  This research, if it is to have contribution and 
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relevance to a composite audience (of practice-based researchers, stained 

glass practitioners, collaborative artists, and primarily theological aesthetics, as 

we saw above under “Situation This Thesis”), must demonstrate written 

dissertation in conjunction with exhibited artwork, each contributing to the other 

and evidenced heavily in documentation.  Similar to the overall parallel of 

practice and theory, the structure of the written thesis itself is also two-part, 

both sides of which are interrelated and co-dependent.  

 

INTRODUCING PART I: THE PRACTICE-BASED PROCESS  

This research is practice-based, or studio-led by the actual creative process of 

stained glass-making, grounded in artistic and aesthetic tradition.  Where does 

practice meet theory?  How does an artist see potential, visualize finished work, 

select pieces, hone techniques, endure trials, problem-solve failures, 

communicate differences, hope viewers will relate?  These important questions 

raised in the dust of the studio are worked out in typed words.    

 Part I: The Practice Based Process first briefly introduces the (12) steps 

in the creation process which serves to contextualize the more actual 

description and analysis of three stained glass window projects commissioned 

and constructed. This section is not heavily footnoted, as the research is 

practice-based and experiential.  However it is extensively documented in 

photography, selections of which are embedded throughout this text,.  These, 

and many more images are provided online as slideshows that group the 

following 12 steps of making stained glass (see especially “Sketchbook”, 

“Preliminary”, “Construction”, “Collaboration”, and “Installation”.  Furthermore, 
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the stained glass projects are now currently installed and can be visited in 

person.   

 The 12 steps of the stained glass making process are categorized as: 

commissioning, design and consultation, drawing the pattern, selection of 

stained glass, making a maquette, altering the plan, cutting the glass, leading 

and soldering, reinforcing and framing, cementing and polishing, installation, 

reflection, and artist statement.  A chart is provided at the beginning of this 

section, which graphs an overview of the three projects and the 12 stages, 

highlighting what significant issues surfaced and are addressed in the text that 

follows.  

During the practical element of this research, the completed creation of 

three stained glass commissioned projects were accomplished, none of which 

had been planned prior to the start of this thesis.  During the first year of 

research, a window was commissioned by the Francis Asbury Society, 

headquartered in Wilmore, Kentucky.  This was a 12-foot Celtic trinity knot 

accomplished in six weeks and is now installed permanently in the main interior 

ceiling vault of the building.  This window is identified as FAS (see Figure 4 

below).   
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Figure 4: Medlock Johnson, P and Medlock, R. 2010, The Heavens Declare the Glory of the 
Lord, glass installed in timber frame, 12’x12’, Francis Asbury Society, Wilmore, Kentucky. 

During the third year of research, a second window was constructed to 

fulfill a commission by the University of Stirling Art Collection.  This was an 

eight foot four-part vertical window of a landscape constructed in the United 

States and shipped to the United Kingdom for permanent installation in the 

university’s art collection.  This window is identified as UoS (see Figure 5 

below).  



	 37	

 

  

 

Figure 5 (left): Medlock Johnson, P, 2012, Loch Eiden, glass installed in wood, approximately 
8’x2’, University of Stirling Art Collection, Stirling, Scotland. Artist’s photo. 
Figure 6 (right) Medlock Johnson, P, 2013, Legacy, glass installed in wood, approximately 5’x2’, 
Asbury Theological Seminary Beeson International Center, Wilmore, Kentucky. Artist’s photo. 

The third stained glass window created under practical research was 

commissioned by Asbury Theological Seminary for the relaunch of their Doctor 

of Ministry program.  This window was constructed during the fourth year of 

research and is now on display in the Beeson International Centre.  This 

window, depicting a universal power source touching Earth, will be identified as 

ATS (see Figure 6 above).   

 A two-part commission for a prayer chapel in Wilmore, Kentucky was 

completed during thesis revisions.  As practice leads the written thesis, the 

project is occasionally referenced where its studio creation contributes to the 

revised written thesis (especially with issues of collaboration).  This project 
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included a 12-foot transom (imaging the anticipation of Christ’s second coming 

and redemption of the earth) and a 10-foot double door between the entry room 

and the sanctuary (of complimentary colors and geometric lines creating an 

abstract invitation and threshold from reception area to worship space).  Photos 

of this two-part project are included in the slideshows online. 

 

INTRODUCING PART II: THEORY FROM PRACTICE 

Part II covers three chapters: 1. Glass, 2. Windows, and 3. Stained, titled such 

that they as individual components piece together the whole of stained glass 

windows, while their conceptual content substantiates the thesis.  In the first of 

these chapters, the medium of glass is deconstructed to sand and 

reconstructed to glass material, investigated for natural properties and 

theoretical implications.  In the second of these chapters, the significance of the 

space of the window is explored by initially looking at how art is or is not a 

“window on the world”, how framing affects seeing, and how art reached a crisis 

point before making an important connective turn.  In this chapter, windows are 

differently considered as subject in the paintings of four modern artists.  The 

chapter concludes with Suzi Gablik’s call for more socially connective art and 

the possibilities of a new paradigm emerges for an aesthetic experience of 

visual art that shifts the way one sees with compassion that unfolds in action.  

The third and final chapter in Part II begins with the contextualization of visually 

thinking theologically and plays on the multiplicity of defining stained, then 

considers how a stained art might elicit compassion, be caught in conflict, and 

exhibit contemporary changes.  Finally, the conclusion considers practice and 

written theory to support the “profession” (as occupation and declaration) of 
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stained glass as visual culture of theology and the effectiveness of this two-part 

practice-based research is analyzed.  The term “EidenSight” (explained ahead 

in the introduction to the conclusion) describes as an aesthetic experience that 

enables us to see with compassion that leads to action. 

  

CHAPTER 1: GLASS 

The material of glass is important to consider in this study because as an art 

medium, it is unique (compared to typical visual art media such as paint, clay, 

bronze, etc.) and its uniqueness contributes to this research piecing glass 

fragments together into artwork that affects one’s seeing.  In this chapter on 

material, glass is deconstructed to its basic element of sand, before being 

reconstructed into the beautiful and useful material that it is, a material/media 

that facilitates sight.  This chapter pursues the research question that an 

aesthetic experience with visual art can shift one’s seeing with compassion that 

leads to action, in that the physicality of the thingly art object is that which the 

viewer sees and sees through – both figuratively in gaining insight and 

perspective, and literally with glass in seeing through the material.  Following an 

introduction, this section focuses on three main themes about glass: first, its 

properties of paradoxical passivity, the sources of sand and sea, and the 

significance of transparency and light.  Second, its potential as liminal 

placement, as a restrictive barrier or container, and its practical and theoretical 

implications of reflectivity and mirroring are considered.  Third, three 

architectural examples are provided that exemplify glass’ power in sublimity, 

fragility, and spirituality.  Finally, a conclusion is drawn about how glass shapes 

culture and how glass reveals a vision beyond itself.  
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CHAPTER 2: WINDOWS 

Windows, generally installed within walls, operate both as architectural 

boundary as well as passageway to light and sight. They are liminal openings 

between interior and exterior and they provide people practical and theoretical 

views beyond physical limitations.  In pursuit of the opportunity for visual art to 

shift one’s perspective, and having investigated the medium of glass, the space 

of windows is significant to this research as it geographically employs the glass, 

and the space itself works as an intercessory medium.  Notions of 

representation and framing are discussed as they explain how people see art 

and how art helps people to see.  Four modern artists are considered for their 

different use of windows within their paintings: Chagall introduces the window 

as a character in a narrative and allows it to dismantle boundaries for the 

subjects and viewers; Matisse moved the window to subject and positions the 

viewer inside looking out; Magritte painted windows of irony to disrupt 

assumptions and ask questions of representation and reality; Hopper employed 

windows to destabilize normal perspective, suggest contemplation, and 

generate shared experience.  In the conclusion Suzi Gablik identifies a 

problematic trend in modern art36 and her call is met in these four artists’ 

portrayals of the window in art. 

 

CHAPTER 3: STAINED 

Having researched the unique material of glass and the mediatory space of 

windows, both of which contribute to seeing differently, the element of staining 

																																																								
36 The crisis (in modern art) and proposal (for new contemporary art) comes from her 1993 The 
Reenchantment of Art, following her 1984 critique Has Modernism Failed? 
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must also be investigated as stained glass windows carry embedded 

ecclesiastical associations and convey – explicitly and implicitly – theological 

concepts.  This chapter traces a common thread of seeing and caring.  A 

history and theology of stained glass windows contributes to the piecing 

together of fractured humanity and also of the splintered church seeking unity 

and diversity.  As Thiessen wonders in Ecumenical Ecclesiology: Unity, 

Diversity and Otherness in a Fragmented World, if the Church is one holy 

apostolic catholic church, then how does it marry unity and diversity?: “The fact 

that ecumenical dialogue in itself has become so multifaceted and is clearly 

lacking in a unified vision makes reception even more difficult”37.  Pretending 

differences do not exist does not enhance harmonious relating any more than 

arguing over which one is accurate.  Religion professor and writer, Dr. Stephen 

Prothero writes in God Is Not One that “What we need on this furiously religious 

planet is a realistic view of where religious rivals clash and where they can 

cooperate”.38  Furthermore, he calls not for pluralistic tolerance, but a hard look 

at the sharp edges and stained histories.  “After 9/11 and the Holocaust, we 

need to see the world’s religions as they really are – in all their gore and glory.  

This includes seeing where they agree and disagree, and not turning a blind 

eye to their failings”.39  Theissen’s question and Prothero’s challenge apply not 

only to religion in general and to the divisions of the Church, but to the art of the 

church that has made theology visible, and its art that has migrated beyond its 

																																																								
37 Gesa ElsbethThiessen, in her introduction as editor of a collection of articles on 
contemporary ecclesiology, Ecumenical Ecclesiology: Unity, Diversity and Otherness in a 
Fragmented World (London: T&T Clark, 2011), p.3. 
38 Stephen Prothero in God Is Not One: The Eight Rival Religions That Run the World – and 
Why Their Differences Matter (New York: HarperOne, 2010), p.4.  
39 Ibid, p.17.  
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walls.  It is because of the sharp edges of ecumenical breaking points that 

apologies can be felt, perspectives can shift, and reconstruction can occur.  

The term stained carries both artistic and theological importance.  To 

stain a material for use in visual art indicates a complete saturation of color to 

the extent that it is not merely surface treatment or temporary application, but a 

thorough, comprehensive, fused change of status; the material is now one with 

its hue.  In the context of Christian doctrine, stained is understood as tainted by 

sin with the hope of rescue or redemption: renewing the person to his or her 

clean state.  There is an inherent ecclesial association to stained glass 

windows; they began as such in the seventh century in a monastic setting and 

have traditionally been part of church architecture, reaching their height of glory 

in the medieval period, especially Gothic architecture where they illuminated 

worship space and communicated biblical messages to the illiterate population.  

The process of making leaded stained glass windows has not changed 

significantly in the past several centuries, save for a few aesthetic shifts that 

imposed on the profession (which here will be pursued).  Yet the purpose and 

placement of stained glass windows has changed considerably in recent 

history. 

This chapter traces an overview of the history of stained glass as a 

technical profession of visual art that has moved from professing biblical 

narratives and architecting worship space through decline, resurgence, and 

migration of the art to the public sector, while noting cultural and aesthetic 

points of change through four eras of the history of stained glass.  First, ancient 

and early evidence shows the preliminary use of stained glass and the 

beginnings of Christian architecture, as well as initial theological aesthetic 
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questions about iconography.  Second, the medieval heights of stained glass in 

church architecture arise from artists, or artisans, knowing their material and 

how to craft it with excellence to communicate a visual theology that reflected 

physical and metaphysical light.  Third, a post-medieval decline in stained glass 

occurs with the Renaissance preference for oil painting and the iconoclasm of 

the Protestant Reformation.  Fourth, a resurgence of stained glass and its 

migration outside the church walls occurs, showing a return to the profession 

that was once celebrated in the medieval period.  Throughout the history of 

stained glass there is evidence that where the profession was hindered, 

theology and aesthetics suffered.  And where it flourished, both were reflected 

and enhanced.  More emphasis is given toward the end of this chapter on the 

recent surge of interest in and expansion of academic dialog on theological 

aesthetics, proposed uniquely here with the context of Wesleyan practical 

theology.  Certain theological traditions have been more dominant in theological 

aesthetics: “While Roman Catholics, Lutherans and Anglicans have been 

foremost in the dialogue between theology and the arts, now scholars of the 

Reformed tradition increasingly engage with questions including the role of the 

visual image in places of worship, distancing themselves from some of the 

Calvinist iconoclast polemics of the past.”40  There is a void in the dialogs of 

visual culture and theological aesthetics; the Wesleyan tradition has been 

nearly silent, which is surprising considering its roots in social action and 

quadrilateral theology (that God can be known through Scripture, tradition, 

reason, and experience).  Furthermore, in this increasing interest in theological 

aesthetics, not much of it has come from the perspective of the visual art/ist but 

																																																								
40 Thiessen again in Theological Aesthetics, p.3.  
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rather a philosophy of beauty applied to arts in general.  The quest here is to 

follow stained glass, once evangelistic in its visual portrayal of the Bible to 

illiterate public within the cathedral walls, out of the church and ask how the art 

affects the viewer.  

 

CONCLUSION:  

Stained glass is a profession of faith in that it is produced by artists at work, and 

has produced works of art that communicate.  Two Nobel prize winners’ 

speeches explain links between art and action, before explicit connections and 

conclusions are made (by chart then explanation) between the practice of 

making the three projects (FAS, UoS, and ATS) and the three chapters (glass, 

windows, stained).  Four themes that surfaced from practice-based and 

theoretical research are explored: creativity, unity, seeing, and hoping and 

healing, leading to a reflective conclusion with my own stained glass works of 

art, all while making further connections to the slideshows of images on the 

correlating website. 

In the context of the practice-based studio process, the uniqueness of 

glass material, and the significance of windows, and the element of staining, 

lead this research in coining the term “EidenSight” to ask the theological 

questions about visual art.  Eiden is a Greek word that means to see beyond 

the physical sense – to perceive, to see something physically which causes an 

internal insight.  The term is used repeatedly in New Testament writings in the 

context of people realizing something that instigates a response.41  My term 

																																																								
41 Eiden, or εἶδεν in Greek, is used 42 times in the New Testament (in this form of the verb 
derived from ὁράω) to see physically, which then bridges to a metaphysical “seeing” or 
understanding, perceiving, understanding, knowing, insight.  Eiden is used at times when 
someone sees someone or something in a meaningful way rather than simple data observation, 
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EidenSight gives terminology to the idea that humans can see with compassion 

that leads to action.  To look at visual art, to have an aesthetic/spiritual 

experience can be a happening of truth revealed42 (as Heidegger suggested), 

which causes one to see with eyes of compassion that leads to action  This 

term is explained throughout the thesis, and is used in a play on the word for 

the correlating website: www.eidensite.weebly.com, which is to be viewed 

whenever directly referenced, and furthermore at the reader’s convenience.  

Many images are included throughout the text here, most of which but not all 

are on the website, and most of which – unless noted – have been taken by 

me.  

 This practice-based thesis – in visual art and written word, in diversity 

and unity – is directed from the artist’s stained glass studio and looks to 

aesthetic thinkers and theologians as well as visual artists, to see how visual art 

can offer – to borrow Chagall’s religiously charged term quoted at the beginning 

– a redemptive experience where there may be a shift in the way we see the 

world and act on it. 

																																																																																																																																																																		
a realization and response, such as when Jesus sees those he invited to be his disciples, 
physically seeing them, as well as seeing their potential (for example in Matthew 4:18, 21, 9:9) 
or when Jesus saw people in need and was moved with compassion to take action (such as in 
Matthew 14:14 among other examples).  I first encountered this word hearing the parable of the 
prodigal son (Luke 15) explained, where the word eiden is used when the father saw his son 
return, and ran to him, embraced him, and celebrated.  
42 As has been mentioned, Heidegger’s “The Origin of the Work of Art” will be explored 
throughout this study.   
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PART I. THE PRACTICE-BASED PROCESS  

CHART: STUDIO CRISES AND THESIS INSIGHTS 

PROCESS : PROJECT FAS UOS ATS 

1. COMMISSIONING Role confusion in collaborative work peaked early, surfaced throughout, 
evolved, & became an asset in efficiency & creativity by the last project 

2. DESIGN & 
CONSULTATION 

Work-Life stresses shift from international 
challenges to domestic responsibilities  

3. DRAWING THE 
TEMPLATE 

Hiring an “outsider” who 
did not know the design 

well confirmed our 
collaborative intuition 

 

Trouble connecting with 
commissioning body at 
poignant times showed 
studio work can be too 
organic for pragmatic 

restraint 

4. SELECTION OF THE 
STAINED GLASS 

Serendipitous museum 
visits as ramification 
from travel delays 
benefit research 

Glass choice posed 
work delay, but 

reinforced commitment 
to choices 

 

5. MAKING A MAQUETTE 

Visual confidence 
gained, aesthetic 

dialogs weighed cost of 
supplies & time, 

bolstered the artistic 
endeavor 

N/A N/A 

6. ALTERING THE PLAN 
Colors were not rich 

enough to reveal 
mystery 

Relocating the original 
site-specificity affects 
practical & theoretical 

Optional additive pieces 
designed for future 

changes 

7. CUTTING THE GLASS  
Clear squares required 
re-cutting, but worth the 
effort for “clarity” (lit/fig) 

 

8. LEADING & 
SOLDERING  

Unintentional breaks 
test collaboration; 

brokenness & repair 
reinforced  

 

9. REINFORCING & 
FRAMING   

“Churchy” shape hinder 
or facilitate new 

meaning? 

10. CEMENTING & 
POLISHING   

Employing others to 
offset stress & bring 

unity 

11. INSTALLATION & 
REFLECTION  

Transportation required 
problem-solving, 

multitasking travel, 
relieved fears 

Display’s precarious 
placement surfaced 

museum/display 
questions of viewer 
interaction & art’s 

preciousness 

12. ARTIST STATEMENT Each artist statement critiques the work’s “success” & gives voice to the 
artwork as it reveals new thoughts even to the artist.  
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 OPENING THE STUDIO 

 

A former seminary professor once asked if he could visit, or rather “haunt”, the 

art studio where I was working collaboratively on a major stained glass project.  

His purpose was research observation as he was working on a book about 

mentoring, using the analogy of an apprentice in a craftsman’s workshop.  It 

was a great idea.  He said he wanted to get a feel for the atmosphere, the 

sights, sounds, smells, the tools, the interactions between the artists, and artists 

with their materials.  I was energized by the idea that someone, a scholar, 

considered himself an outsider and he knew: a. that he did not know what went 

on, but that b. it was important to understand.  The observation never took 

place.  An artist’s studio is messy and elusive.  It facilitates creation but does 

not do so on chronological time.  It brings order to chaos and it is difficult to 

observe because it is unpredictable.  Work might be out obtaining materials, 

visiting galleries, and working through the night so it is difficult to schedule 

observations.  But what occurs in the studio – the  creation space – is intended 

for observation and interaction outside the studio walls.  What is occurring in 

the creation process is a generative experiential problem-solving that, as the 

artist, I am able to document, explain, analyze, reflect on, and write about.     

 “Practice-based”, or “practice-led” research is activated in creation and 

the creative process is critiqued in written thesis.  The practical element must 

exhibit significant professional expertise relevant to the written thesis and the 

written thesis must draw upon the practice; theory and practice must generate 

each other cohesively to a unified end where nothing lacks and all elements 

contribute.  Although the research is draws upon many theoretical concepts, 
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including those of a philosophical nature, it is also pragmatic and exhibited.  In 

this practice-led research stained glass is the medium through which thinking is 

theological and aesthetic, and the visual thought process finds its tangible 

words in the studio.   

This practice-based section of the written thesis has been generated 

primarily from firsthand experience as a collaborating artist in the studio, 

therefore a few distinctions are worth noting: 1. footnoting is minimal in this 

section.  2. Reflective insights and disappointments fuel thesis issues, which 

are overviewed via chart, and elaborated on throughout this section.  3. As 

significant documentation was required, thousands of photographs were taken 

during these projects and during research trips.  These were narrowed down to 

the images that best illustrate what is limited by words, and some of those are 

included throughout the text and more are provided via slideshows online for 

optimal viewing.  All pictures were taken by me, with few noted exceptions.  4. 

Stained glass is an art form that often requires a studio of artists working 

collaboratively, as opposed to an independent artist.  This collaborative element 

is of significance, not only to the social dynamic of making of a work of art, but 

in the written critique via singular authorship.43   

Although I have experience with commissioned stained glass windows 

prior to the start of this dissertation (numerous small-scale pieces, and two 

major installations: one in Kentucky, and another in the Dominican Republic), 

there were three significant commissions that were initiated, constructed, and 

																																																								
43 The concept of collaboration was explained in the introduction under “Collaboration, Co-
Creation, and Single Authorship” and is expounded and illustrated throughout this practice-
based process section.   
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installed during the timeframe of this PhD research.44  None of the projects 

were arranged prior to the start of the research degree at the University of 

Stirling, and all were of some personal interest and represent a variety of 

locations and purpose.  In differing combinations: two are located in the USA, 

one is in the UK; two were requested by academic institutions, and two were for 

religiously affiliated purposes (one was both).  The examples are abbreviated 

FAS for “Francis Asbury Society” in Wilmore, Kentucky, UoS for “University of 

Stirling” in Stirling, Scotland, and ATS for “Asbury Theological Seminary” 

located in Wilmore, Kentucky.   

This practice-based process section is organized by first providing an 

overview of the process, then briefly describing the 12 stages of making stained 

glass windows for the purpose of contextualizing how research insights 

surfaced in the “dust of the studio”45 during the practical element.  Next, more 

attention is given to the three projects created, with studio crises and thesis 

insights (noted on the chart) emphasized in italics and explained.  Lastly, 

conclusions are explained.  

  

OVERVIEW OF THE PROCESS 

Stained glass windows, when finished, are unified composites employing 

light to enliven, and there is a masking-yet-revealing nature of colored glass, 

especially designed and constructed with creativity, investment, and skill.  This 

art, perhaps more than any other, can be a happening of truth in its 

																																																								
44 An additional project was accomplished during the revisions stage, and is noted only when its 
practice-based creation contributes to the required written thesis revisions.   
45 This is a phrase used by my secondary supervisor before he transferred to a different 
university.  In my first meeting with Dr Andrew Ginger, he was eager to see this unique practice-
based research fuse two distinct sides: studio and study, visual art and verbal word.  His 
suggestion was that they relate in the “dust of the studio”. 
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unconcealedness.  In order to see this, and how art can facilitate a shift in one’s 

perspective, the studio process of creation is here briefly explained as practice-

based research leads the written thesis. The steps are each informatively 

summarized, enlivened then by the author/artist’s own experience.   

Commissioning  

During the commissioning phase, an initial idea is put into action between two 

parties: the commissioning body and the commissioned artist or studio of 

artists.  Stained glass is a visual art for which there is often an intended 

purpose and placement and therefore must be custom built.  Projects Are 

usually initiated by an institution’s request made to a stained glass artist or 

studio of artists after the commissioning institution has already made certain 

decisions necessary for the commission.  The other side of the commission is 

the stained glass artist / studio of artists, who have been trained in the craft of 

stained glass procedures.  But not all will have trained and developed as an 

artist, and less likely will they have studied international and visual cultural as I 

have.   

In this initial commissioning stage of all projects accomplished under this 

research, there were inherent conflicts, and the symptoms of these would 

surface in later stages.  A commissioning institution desires the most reputable 

artist available; with an established career and increasing credentials, I remain 

30 years less experienced than my father who has been the initial contact for 

most of our collaborative works.  He often edified my own role as primary 

contributor; however, struggles in the studio would clarify our roles in the 

collaborative process, bringing together two very different people in the creation 

of one commissioned work of art. 
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Design and Consultation  

The design and consultation phase begins once the commission 

agreement has been made and includes two parts: the artist is making sketches 

and must be in dialog with several people.  This phase includes a visual 

thinking that relies on artistic training plus creative intuition and inspiration plus 

the commissioned topic.  It includes visual research: going to museums, 

galleries, studios, books, etc.  It may include isolation and meditating for clarity 

and revelation, and collaborative reconvening to compare and contrast ideas.  

Sketching allows visual brainstorming to spark ideas, discover patterns, 

generate momentum, collect and connect, show what has been discussed.  

Dialog – between collaborating artists, and between artists and the 

commissioning body – is fundamental at this stage; the success or failure of the 

project is based on communication.  If possible, the artists will visit the 

installation location at this stage in order to visualize the space work is being 

done, to consider actual light and surrounding interior and exterior architectural 

appearances, and to discuss logistics of the installation that will affect how the 

window is made.  

There is an important leap happening during this critical stage: the 

conceptual idea that has been abstract now begins to materialize in expression, 

taking actual physical form as well as being shaped by conversation and 

critique.  Somewhere in that synapse is likely where Chagall sought his works 

to be infused with the breath of prayer of redemption.   

My sketching for these projects occurred initially in Scotland at historic 

ruins and castles in solitude and in quiet and contemplative places; and my 

studies were based in an office surrounded by an inspiring view and sometimes 
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a studious research colleague.  I ventured to cathedrals and galleries in my own 

space and time, finding reflective and prayerful experiences.  I traveled to 

conferences and museums usually solo and unencumbered.  When I relocated 

to the US, frustrations and challenges changed drastically from long-distance 

off-pace independent opportunities to culture-shocked marriage, maternity, 

motherhood, and work/life imbalance anxieties.  These new circumstances 

tested my capacity to find inspiration in the same ways.   

When art is commissioned there are expectations, and when working 

collaboratively, there are expectations, and expectations can diffuse inspiration.  

Deadlines, limitations, and partners can motivate, but to “inspire” is to inhale 

that which gives life, often taken to be a divine impartation46.  To fulfill a 

commission (and to complete a thesis) the goal and parameters are set, and 

the artist/author must try to breathe in that which generates life in order to 

express that which unconceals truth and affects people.  The design and 

consultation for these three projects tested the very nature of practice-based 

research: can I create and analyze simultaneously?  In the three projects 

explained in what follows the design and consultation stage raised collaborative 

and creative issues. 

Drawing the Template  

Beginning with this stage, the project pace picks up momentum and 

collaborating artists can no longer work long-distance.  This stage includes 

three elements: first, the chosen sketch becomes the official design drawn with 

accuracy and suggestions of color.  It may also be translated into a digital 

image for clean fluid lines.  Second, a full-scale cartoon or template is drafted 
																																																								
46 OED follows several literal definitions of inspiration as breathing, with this figurative sense: 
“To infuse some thought or feeling into (a person, etc.), as if by breathing; to animate or actuate 
by some mental or spiritual influence”.  
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by enlarging the final drawing, which can be done by computer or drawn by 

hand (freely or traced projection).  Third, a pattern copy is often made, 

numbered identically, and cut with pattern shears in order for template pieces to 

be traced onto glass allowing room for lead lines.   

During this stage relevant issues surfaced during the research projects. 

This stage entails much organizing, resourcing, travel, expense, calculating, 

problem-solving; it requires strategy and persons from distant ends to come 

together to form the template on which the entire piece relies.  As will be seen 

in the three projects to follow, what is required in drawing the template surfaces 

tension in the collaborative relationship and the unpredictable pace of the 

studio and nuances of detail problematize the involvement of second tier 

participants and commissioning persons.  

Selection of Stained Glass  

Selecting stained glass for a commissioned project is not a simple step; it is the 

one step that makes the most significant visible impact out of all 12 stages of 

the stained glass making process, with only the design itself a close second in 

importance.  The glass is what everyone sees when the whole process is over 

and the “product” is installed permanently.  Even good design will fall short of its 

potential if the glass selection is poor; and a window of poor design might be 

celebrated if the glass chosen is phenomenal.  The glass selection has already 

been embedded in the earlier stages: an impression has been in the 

imagination of the commissioning body, it influenced the design evolution and 

consultation dialogs, and indications would have been made during sketching 

and template making.  Now with glass selection, potential is being realized and 

designs are being actualized; this stage happens in two parts: a trip to obtain 
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glass for the project, and the glass selection and purchase solidify a financial 

commitment.  Glass selection is based primarily on three traits: color (hue and 

intensity or saturation), texture (implied and actual), and opacity (translucency 

and clarity).  These factors apply to each sheet of glass chosen, as well as the 

cohesive relationship of all glass choices to each other in the overall project.   

What is going on in the minds of the artist/s during glass selection?  This 

stage of the process draws from a background of education and intuitive artistry 

to make wise choices from the multiplicity of factors and options and limitations 

toward one cohesive whole.  In the projects that follow, the first (FAS) required 

the most effort to obtain glass, and the trip to select and purchase glass 

involved some unexpected dilemmas, which will be noted.  The collaborative 

process included both of us making trips, usually together, to obtain glass and 

supplies, but I often took the lead in selecting glass, placing it on the light table 

or window as a palette, and asking for thoughts.  

Making a Maquette  

A maquette is a preliminary small-scale prototype version of the final project to 

test ideas and/or show the commissioning body before committing materials 

and labor to the full-size permanent version.  In the studio there is often not 

enough space to work on the entire window, and is therefore accomplished in 

several panels; however, the complete version needs to be visualized in situ.  

There are three elements important during this phase: construction of the 

prototype stained glass window, then using the maquette to test the light of the 

installation site, as well as architectural space.  

 There are many problem-solving decisions and variables to wrestle with 

during this phase, discoveries that need to be adjusted such as lead lines of the 
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design or unforeseen difficulties with a particular glass.  As the Impressionist 

painters emphasized, and as Medieval stained glass artists and cathedral 

visitors would have noted, light changes throughout the 24-hour day affecting 

objects, atmosphere, and perceptions.  So too does the light of inspiration and 

the creative endeavor as circumstances and conversations occur during the 

actual making of the art, thereby affecting its outcome.  In analogy and in 

practice, the very vicissitudes in the natural features of stained glass continually 

change: mirroring and reflecting, obscuring, vivifying, and revealing.   

 With a maquette, the artist can ask via actual materials important 

questions: What will the changing light sources do to the commissioned piece?  

What kind of natural light is present?  Will the installed window require artificial 

light?  The artists will be asking more fundamental questions as well: Do these 

glass selections work cohesively bringing unity and beauty, conveying the 

intended content, meaning, message, and/or ambiance?  Holding the maquette 

up to the light table, and to various forms of artificial light, and at different times 

of natural light: does the piece work?  That is, is the design communicated or 

lost; do lead lines flow or do they reduce perspective, and do color choices 

enhance or detract?  Light is absolutely fundamental to stained glass art; it is 

sometimes an unpredictable element, but it is practically and metaphorically 

what illuminates the stained glass work and (if possible) it should be tested in 

location before being permanently installed.  Furthermore, architecturally the 

piece must be able to stand on its own in its intended space while also relating 

to it.  Interior design choices may already be in place or may be made in 

coordination with the stained glass project (as was in the FAS project).   
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It was not necessary to create a maquette for the other two projects due 

to their size, scale, locations, and conversations with commissioning bodies.  

However the maquette for the FAS proved to be a pivotal shift in creation and 

theory.  This one of the three projects radically changed direction during this 

stage, which employed flexibility as well as visual confidence, decision-making 

to absorb the extra cost of added expenses and time, and aesthetic dialog that 

pauses the creation process to problem-solve.  The art is more than 

autonomous object; it is influenced by the desires of the designers; the artwork 

is longer lasting than the artist, and those factors make the creation more than 

a business or statement.  These pieces of art have vested interests, of the 

human hands and hearts that work for greater causes than their own 

convictions or the commissioners’ happiness; they have been accepted and 

brought into existence with hopes that they draw people’s physical sight to 

character insight.  When the maquette, created and critiqued, demonstrates 

failures to succeed, the shifts and alterations that are discussed and executed 

contribute to the ability of the final artwork to shed light – literally and 

figuratively – in the space where it is installed and where viewers experience it 

directly. 

Altering the Plan  

This stage is important, because although no glass has been cut for the final 

project, there is still time to make any necessary changes to the plan.  

Significant and minor changes are made based on what is gained from making 

the maquette and critique dialog.  Heavy dependence on prior training in the 

formal aspects of art and design are inherent in this stage, as is the relationship 

between collaborating partners.  During this stage three crucial elements are 
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important to altering the plan: reconsidering the lines of the design as lead lines 

are significant to stained glass art, re-thinking colors chosen in the context of 

the unified whole, and reevaluating the location and lighting of the installation 

site.   

 When reconsidering the lines of the stained glass window, one is asking: 

What lines need to change for aesthetic purpose, for architectural purpose, for 

structural purpose, for symbolic purpose?  Slight changes in lines may seem 

insignificant to the viewer but may indicate overwhelming ramifications to the 

artist.  Aesthetic and technique decisions are employed, and a fault in design or 

technique will cause the stained glass window to be less effective over time and 

less affective to the viewer. 

Testing assumptions, dialoging, problem-solving, being open to change 

while remaining committed to the purpose and honoring the contract are all 

essential at this point prior to the initial cut of the glass to be used in the full-

scale final artwork.  In the projects under this research, challenges became 

revelations and plans had to be altered.  In the FAS maquette, colors were too 

washed out to retain mystery and contain majesty, which the commission was 

made to do.  Too much light passed through, flattening the image and making it 

disregardable – the amount of light permitted actually made light of the art. In 

the project accomplished during revisions, I had to adjust my design away from 

conveying content so that the stained glass window did not draw attention 

solely to itself.  In the six-panel double doors accomplished during revisions, the 

design and colors were subdued several times before the commissioning body 

was comfortable moving forward to constructing the actual windows. 

Adjustments made in these stained glass windows demonstrate how retaining 
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elements (such as design, symbolism, colors, and obacity/translucency) 

facilitated a shrouded revelation.  Rather than the art standing autonomously 

and indifferently over and against the rest of the world, I wanted the art to invite 

the viewer to see and enter through it (literally as it is stained glass in a door) 

and see beyond it (in a shift of perspective of reverence, as it opens to a 

chapel) toward the world with compassion and care.  

Cutting the Glass  

One of the most important and paradoxical features of glass is that it does 

break.  Architecturally it is strong enough to be a building material; theoretically 

and practically, it is fragile enough to be threatened by violence, carelessness, 

accident.  In the stained glass studio, breaking glass is an art, controlled and 

intentional, calculated and intuitive; breaking glass well comes with experience 

and training, whereas breaking glass poorly is dangerous and wasteful.  

Breaking glass to use in stained glass windows is a brokenness repurposed to 

restoration, even to redemption.  The experience of breaking and piecing 

together glass is the experience the art conveys to the broken world; viewers 

identify with the art having been damaged, fractured, yet also with 

reconstruction and beauty. 

Over halfway through the steps outlined, finally the initial glass cut is 

made.  All preparatory work from practical things such as paperwork and glass 

acquisition, to more theoretical questions such as finalizing the design and 

critiquing prerequisite decisions has now been accomplished.  After deciding 

where to cut each shape from the glass, cutting the glass includes three basic 

components: scoring, breaking, and grinding.  
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 The glasscutter does not cut all the way through the depth of the glass, 

rather it makes a gentle scratch, a “score”.  After one line has been scored once 

from edge to edge, that cut is broken before scoring another line, and after 

each line has been broken, anything that did not break off cleanly is sanded off 

with the grinder.  If working collaboratively, artists may choose one color to 

work on so s/he can make the appropriate decisions for that particular glass or 

one may prefer to cut all the glass for an entire panel until the other can begin 

leading and soldering.  This stage of the stained glass window making process 

can be very rewarding; the years of trial and error, apprenticing, art training, tool 

proficiency, and the feel of the material being manipulated in the hands of the 

artist and the artist responding to the will of the material are in relationship.  

Both the glass material and the artist’s body will be injured.  Scrap piles, 

recycling, and first aid kits are in constant need but cutting the glass fulfills all 

the previous stages, visually bringing together many contributing elements of 

the process toward finished piece.  

 Working collaboratively on these three projects, my father and I 

eventually discovered a pace where I cut glass and laid each piece on the 

template, and he ground them to fit as he began leading the pieces together. 

Leading and Soldering  

Leading is the process of surrounding each individual piece of glass with 

strong, thin, flexible H-shaped lead until all leaded pieces of glass fit snugly on 

the template within the temporary construction frame.  Each glass piece fits 

securely into the chamber of the H, with the small interior crossbeam 

cushioning between the glass like cartilage between bones, and the top and 

bottom of the H minimally overhangs the glass to hold it in place.  There are 
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three main parts to leading stained glass windows: preparing the lead, cutting 

the lead, fluxing then soldering the lead.  

 Preparing the lead includes choosing the right lead for the project and 

stretching it to straighten it and to add strength.  If lines are important to the 

overall design and/or structural strength is needed, artists dialog to choose an 

appropriately thicker lead for certain lines.  Stretching the lead makes it stiff and 

strong, so that once it is soldered at every joint, it will provide the skeletal 

structure for the stained glass window.  Small ends of unused lead are kept for 

future use, nothing is discarded.  Cutting the lead to fit requires strategy; some 

lead lines are structural and will need to flow as long as possible in one 

direction for architectural strength and determining long lead lines requires 

visualizing and collaborative dialog.  The joints where lead lines meet are fluxed 

(a mild acid which prepares the metals to adhere to each other) and solder 

melts onto and into the lead joint, filling in the space between the lead pieces.  

There is a mix of practice and patience and intuition that is required of the artist 

that builds with trial, error, observing, asking others, and relaxing into a “zone” 

of problem-solving.   

The artwork and the artists often endure trials that could figuratively or 

literally break the piece, but endurance, effort, and experience combine to 

strengthen the overall project.  Working collaboratively, we both leaded and 

soldered on all projects, but I tended to cut glass while my father leaded and 

soldered.  Finding this pace and preference eased role ambiguity and played to 

our individual strengths.  If we decided to work collaboratively on larger or more 

numerous projects, we would need to include more people to work on these two 

stages in particular.  However working primarily as a two-person team was 
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similar to fitting two pieces of glass into the channels of a lead line: they must 

compliment and fit, and what lies between them is what holds them together 

and reinforces the structure of the overall project.    

Reinforcing and Framing  

Although the work accomplished during this stage is not very noticeable, 

without reinforcing and framing the stained glass panels the project would not 

look like (or be?) a finished work of art and it would not withstand the forces of 

space and time.  This stage includes three basic types of support: the exterior 

frame, the reinforcement bar, and the zinc came frame.  Not all are necessary 

for every stained glass window, but over the course of the three projects in this 

research, all three types of support were employed.   

 The exterior frame is part of the design and structure of the stained glass 

window, therefore it must be appropriate to the art and architecture.  Choice of 

exterior frame needs to match and enhance the stained glass design while not 

drawing attention to itself, it preserves and focuses.  Regarding the frame, 

artists are asking questions such as: What material will be appropriate?  Will it 

need to be treated?  Can the frame be built or altered in the stained glass 

studio or does acquiring the right frame include hiring another person or 

business?  Does an existing frame carry a history of prior use?  Does a custom-

built frame factor into to the original cost estimates?  When and where will the 

stained glass panels be installed into the frame?  How will framing the stained 

glass affect transport?  These questions were raised during these three 

projects.  As covered in a later section discussing windows, framing sets the 

stained glass window apart from anything else around it.  This is similar to 
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framing a painting, but it is different in that it is a structural decision, not simply 

a question of beauty and it is integrated from the start, not an afterthought.  

 For some stained glass panels, reinforcement bar may be required to 

add structural support within the frame to help the window withstand its own 

weight over time.  This must be installed in inconspicuous ways to avoid 

directing attention to itself and enable optimal visibility for longevity.  U-shaped 

zinc came (or traditionally lead) provides structure and a clean edge finish as 

this frame-within-a-frame holds the panel together, secures the lead lines, 

attaches the rebar, and fits snuggly within the exterior frame.   

Reinforcing the stained glass windows will secure its safety and 

longevity, and framing will finalize and showcase the artwork as well as focus 

attention, bind the composition, and relate it to the architectural context.  These 

elements combine to seal the artwork’s unity and lend credibility.  The external 

frame, the zinc frame, and the rebar need to intentionally be literal and 

figurative supporters. With these three projects, I worked with my collaborative 

partner to discuss and determine the best framing for each commission.  The 

precision of measurements and aesthetic appropriateness required to fit the 

frame with the installation site and also the stained glass template can heighten 

collaborative tension.  In this stage of the studio process creativity has not 

vanished; rather it is quietly affecting the way the artwork is seen by its viewers: 

the artist has to use these elements in creative ways that direct viewer attention 

to the artwork, and then through the artwork, enhancing the aesthetic 

experience and allowing it to carry into mundane living, rather than having 

these necessary technical elements distract the viewer. 

Cementing and Polishing  
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This final stage of studio construction that is cementing and polishing includes 

three basic steps: applying a glazing putty into the lead and zinc lines, polishing 

the glass, metal, and frame, and cleaning the glass.  Without applying a glazing 

putty, the individual pieces of glass would shift within the lead channels and the 

lead and zinc would be able to bend slightly; also the panel itself would not be 

completely weatherproof and would not be as structurally strong as possible.  

This is a very important step with practical ramifications as well as theoretical 

implications in that it hermetically seals the windows making them architectural 

barriers of space.  Polishing is a step of refinement, eliminating impurities and 

traces of transformation to allow its finished state to be displayed.  Without 

polishing the panels of stained glass, the glass and metal would show signs of 

the messy creation process.  A final cleaning is done with a common spray 

glass that restores the glass to its ultimate shine, reflectivity, and translucency.   

Without glazing, polishing, and cleaning, the artwork is dirty and 

unstable, and it would not permit the visibility and cohesion necessary for 

stained glass to have its greatest translucence for light, and thus its most 

radiant effect on the eye.  During this stage the art and architecture of the 

stained glass window becomes useful, sealed from the elements and strong to 

endure time and utility.  It can now stand between interior and exterior space 

and/or be displayed with permanency.  Having been installed, the stained glass 

window can now be viewed as it was meant to be. 

All of the projects under this research went through these steps, and in 

this stage of the process often collaboration suffered tensions to meet project 

deadlines, installation plans, and travel itineraries.  Frustrations ran high as time 

ran out.  We recruited select family members and friends to help alleviate the 
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pressures (this can be seen also in the online slideshow “Collaboration”).  Like 

the stained glass windows we created, many elements come together to form a 

unified work, all necessary parts and some unexpected from the beginning.   

Installation and Reflection  

During the installation stage there are three basic things that occur: installation 

of the stained glass window in its permanent location or display placement, a 

planned reception, art opening, or official ceremony to honor the commission or 

the building for which it was commissioned, and reflection on the stained glass 

commission by viewers and feedback about the success of the project.   

 Once the stained glass window is in the hands of the commissioning 

institution, it is theirs to install properly and maintain safety, lighting, and 

cleaning.  An artist may want to be present for installation as an advisor and/or 

an invested observer.  Often a new art work is commissioned for the dedication 

of a building or in honor or memory of someone; if this is the case, the artwork 

may be officially unveiled or highlighted as part of a commemoration service.  

At this stage, the commissioning institution will most likely install a sign or 

plaque for permanent display and complete payment to the artist.  

 Once the artwork has been installed and possibly unveiled 

ceremoniously, a more casual and regular interaction with the intended 

audience occurs long-term.  Both informal viewers as well as commissioning 

bodies will have reflective interest.  The former will have a receptive reflection 

that is hermeneutically open, the latter will have a vested interest reflecting on 

the visual success of a product agreement.  The commissioning body will 

complete paperwork and payments and reflect on the commissioned stained 
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glass window with the critique of success and regret.  They may also enjoy the 

work of art, but they will carry the burden of business.   

Generally a viewer of stained glass will be someone who happened upon 

it when visiting the location for another purpose.  Notably, contrary to most 

other forms of art, stained glass is created to be part of the architectural space, 

a physical atmosphere surrounding the visitor on his or her mission to do 

something else: worship, learn, heal, conduct business, gather for a meeting, 

etc.  At the times of day one passes by, the light source evolves, the viewer’s 

reception and perception is augmented in a new and fresh way.  Casual 

viewers might stop before a stained glass window and reflect on its colors and 

lines and content, on the light illuminating the glass and the space around it, 

and also catch a glimpse of self in the reflection on the surface of the glass.  

S/He might look longer or deeper, stepping closer to investigate technique or 

surface or details, or to read about the window.  And the viewer will continue on 

with this new visual imprint and possibly a new thought of his or her own.  The 

viewer might stride by the window without directly looking at it, but it will have 

been visible in the periphery and in the impression and in the latent memory.  

The viewer might come to it intentionally and wait.  Leland Ryken writes (on 

how not to read C. S. Lewis) that we must come to the work to receive it, rather 

than use it “in the sense of immediately harnessing it to advance a reader’s 

agenda of interests of beliefs”.  He goes on to quote Lewis himself from An 

Experiment in Criticism, “We sit down before [a] picture in order to have 

something done to us, not that we may do things with it.  The first demand any 

work of any art makes upon us is surrender.  Look.  Listen.  Receive.  Get 
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yourself out of the way”.47  In relinquishing my work to the building, my intention 

has been to let the uncommon nature of the art form itself – stained glass in a 

public building – take the work beyond the decorative and disinterested.  I am 

hoping to call the viewer out of their normal engagement with life and life’s 

surroundings, to be receptive, and to enhance their perspective on what to care 

about.48  

For the three projects under this research, we at different levels of 

involvement in collaboration: oversaw installation, aided with the opening, and 

participated in reflection.  During this stage the artist remains anxious 

(anticipating and worried) about seeing the artwork moved into its resting place.  

Until it is there, it is not there, and many things could still veer off strategy; 

pieces of this puzzle could still not fit or be lost.  Even once the artwork is in the 

hands of the commissioning body’s property, there is still a reception from the 

viewers to join the visual conversation.  It can now be experienced by others 

outside the studio, in its place; this is why it was created.  John Dewey says 

about art and experience: “In short, art, in its form, unites the very same relation 

of doing and undergoing, outgoing and incoming energy, that makes an 

experience to be an experience”49.  Viewing the artwork may be an 

independent human experience but it is also more; it is intended to reveal 

mysteries of complex choices, decisions, pain, sacrifices, and joys, and to be 

communal.  The artwork has a story, a history, designed to engage and 

																																																								
47	Dr. Ryken is professor of English emeritus at Wheaton College and has written and taught on 
imagination, literature, and the Bible.  These quotes come from his article, “Reading The Lion, 
the Witch, and the Wardrobe with C. S. Lewis” in In Pursuit of Truth: A Journal of Christian 
Scholarship by the C. S. Lewis foundation,25 July 2007. http://www.cslewis.org/journal/reading-
the-lion-the-witch-and-the-wardrobe-with-c-s-lewis/view-all/, last accessed 2 March, 2016.  
48 More of this will be explained in the main Conclusion at the end of the thesis, especially in 
discussion with Alexsandr Solzhenitsyn’s statements about how art affects us.	
49 Dewey in Art as Experience, p.50.  
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transform the viewer’s worldview; both work and viewer have a context and 

common ground, which is shared with and informed by others.  In the 

exchange, there exists the possibility of seeing the artwork in new ways, as well 

as an unveiling of the viewer’s own thoughts about others.  The art brings 

together – in the making of it and the viewing of it and the leaving it there  –  

disparate pieces into a unified design.  In this stage of, cementing pieces into 

place and polishing the materials, potential for the art’s unconcealing is cleared. 

These steps are not visible, but they make the other steps more visible.  

Glazing makes the window structurally sound and weatherproof, able to 

withstand the effects of placement and time.  The spaces that are sealed in 

between the glass and lead, bring the pieces together, and the vivifying and 

obscuring nature of stained glass is able to take full effect.  These necessary 

steps take the work of art from creation process to created artwork.  Without 

glazing, the stained glass windows would not be able to be installed, and 

without cleaning, the stained glass windows would bear the distracting residue 

that evidences constructive practice.  Viewers cannot fully appreciate or 

experience art if they are presently reminded how it was made; we need to 

encounter it in its pure form.   

Artist Statement 

Issuing an artist statement is a fairly recent practice which has become 

common and, in most cases, expected.  As creator of the artwork, the artist 

verbally articulates what otherwise is strictly visual and this is usually displayed 

alongside the artwork.  The purpose of the artist statement is not polemic or 

argument, but rather a reflective critique and threefold didactic for the viewer: it 

will contextualize the artwork within art history / art theory and the particularities 
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of its architectural placement; it will explain the visual thinking of artist’s intent 

and understanding of the commission, and it will invite the viewer to relate.  

In this stage connections are explicitly made between verbal and visual, 

between artist, art, viewer, and the context of each and community of all.  There 

is a connective nature to the experience of art.  Dewey explains:  

Works of art that are not remote from common life, that are widely enjoyed in a 
community, are signs of a unified collective life.  But they are also marvelous 
aids in the creation of such a life.  The remaking of the material of experience 
in the act of expression is not an isolated event confined to the artist and to a 
person here and there who happens to enjoy the work.  In the degree in which 
art exercises its office, it is also a remaking of the experience of the community 
in the direction of greater order and unity.50   

 
There is also a connection between the experience of art and the aesthetic 

theory about the art.  Dewey’s purpose in Art as Experience was “to indicate 

that theories which isolate art and its appreciation by placing them in a realm of 

their own” are disconnected from experience and from the “normal processes of 

living”51.   

 I wrote an artist statement for each of the projects under this research 

(included under the projects, which follows) and each of the artist statements 

was enlightening to me, the artist.  Describing visual decisions and commission 

vision and design restrictions in hindsight substantiates the creation process as 

well as the completed project.  Worries and struggles are now seen from the 

perspective of completed experience.  Viewers can see from the perspective of 

their own worldview as well as glean from the perspective of the artist.   

 Having provided a brief summary of the practice-based process of 

making stained glass, now each of the three projects will be explained, 

highlighting points that lead or support the thesis.  A few photos are embedded 

in the text, however more photos are available on the correlating website, 
																																																								
50 Dewey, p.84. 
51 ibid, p.9.  
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especially the process-based slideshows: “Sketchbook”, “Preliminary”, 

“Construction”, “Collaboration”, and “Installation”.  These images will 

occasionally be mentioned as they relate to certain points; the reader can view 

them at those times and/or all together apart from reading.   

 

PROJECT 1: FRANCIS ASBURY SOCIETY (FAS) 

FAS made a request to my father for a large 12’ arched triangular shaped 

opening within the timberframe structure under construction for their new 

headquarters.  Upon hearing the desired image, he recommended a different 

stained glass studio in another city who would be able to work with their desire 

for a realistic image of Bishop Francis Asbury on horseback52.  After FAS 

contacted the other recommended studio, they still wanted my father to do the 

commission and they were willing to change their desired design to a more 

stylized symbolic image of a Celtic trinity knot, to be interpreted by the artist.  

He then contacted me overseas to determine if I would be willing to work 

collaboratively on the project.  We both knew the organization and its founder 

and president, and we both liked the idea of working on a Celtic trinity knot, 

both for its design potential and its theological meaning.  We agreed it would be 

a worthy project and that it would contribute to my own research interests, and 

we agreed on a convenient period of time for me to return to Kentucky from 

Scotland to work on the project.  We then drafted a contract and made an 

agreement to proceed with the FAS project.   

Thousands of miles apart, we separately drew sketches based on the 

symbol of the Celtic trinity knot and the overall shape of the window opening for 

																																																								
52 The Francis Asbury Society is named after Bishop Francis Asbury, noted later. 
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which the piece had been commissioned.  Once I was able to fly to the United 

States where the piece was to be executed, from Scotland where I was 

studying, we met to consult with each other’s ideas.  The evolving motif 

included a fairly symmetrical geometric modern triquetra (“three cornered” basic 

trinity knot), interlocking with an architectural trefoil53, woven through a ring, all 

superimposed over and interacting with the background of three three-

dimensional crosses mirroring the timberframe beams of the building in which it 

was to be installed.  A graphic designer was employed to translate the refined 

sketch into a digital version.   

 We made two trips to the installation site to visualize the design in situ, 

noting light sources, architectural context, overall unity of materials and 

expectations, exterior landscape and surrounding property.  We spoke with the 

architect/ builder who was very interested in our work, to discuss aesthetic 

choices and the practicalities of a complex and challenging installation.  We 

scheduled a meeting with the commissioning persons to go over our design; we 

needed final official approval on our visual interpretation of their purpose for the 

window.  We met with the president54 of the organization whose work it had 

been to build the new headquarters, whose influence it had been to construct a 

magnificent timberframe building, and whose vision it had been to install a 12’ 

stained glass window in the interior upper loft in the front entrance at the center 

of the architecture.  With him, we also met with the founder55 of the 

																																																								
53 The trefoil is the shape created by the outside edge of three overlapping circles, often used in 
architecture to symbolize the holy trinity.  It is can be described as a three leaf clover without 
the stem, and has been retranslated in contemporary visual culture terms for things such as 
recycling, hazardous symbols, and scouting. 
54 The now former president of the Francis Asbury Society, Dr. Paul Blair, completed his PhD 
dissertation at St. Andrews in the Institute for Theology, Imagination and the Arts.  His research 
pursued the notion of imagery leading to a Divine encounter with Christ.  
55 Dr. Dennis F. Kinlaw, a scholar in Wesleyan-Arminian theology, former professor and 
university president, hired my father to teach art at Asbury University in 1971.  
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organization, an academic theologian, published author, and respected itinerant 

speaker.  Our meeting took place in his home (see Figure 7 below), where he 

challenged us with a painting56 that hung in his office, he prayed over the 

stained glass project, and he delighted in the color modifications I made to the 

design instantly on my computer.  We left the meeting with a feeling of high 

honor and responsibility to proceed.   

 

Figure 7: (left to right) Dr. Kinlaw, Dr. Blair, Prof. Medlock.  Artist’s photo. 

The graphic designer who was hired to translate the hand drawn design into a 

digital image with clear edges and perfect proportions was well versed in the 

software and had excellent credentials, but he had not been through our visual 

thinking process, which caused his digital interpretation to lose some of the 

intentional nuances of our design.  We conversed with him repeatedly as he 
																																																								
56 The Presence by Alfred Edward Borthwick (1871-1955), of which the original hangs in St. 
Mary’s Cathedral in Edinburgh.  The painting depicts Christ attending a person stooped in 
prayer at the rear of the nave while formal church liturgy occurs glowing at the front.  Dr. Kinlaw 
asked us if we knew what the painting meant.  The significance to him was that Christ is 
personal in attendance, not overlooking humble faith and not conjured by human activity.  I 
made a point of visiting the painting once I returned to Scotland.  For visual reference see: 
http://www.cathedral.net/about/a-tour-of-the-cathedral/inside-the-cathedral/.  
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continued to make adjustments; his time and our expense multiplied, and in the 

end we settled on a digital image that was close, but still not perfect.  We had 

intended to take his computer generated digital image to a printer to print a full-

scale 12’ template; however, three things prevented this from happening.  First, 

his design still had a few lines we did not want, and we needed to be able to 

delete them.  Second, his design, being geometrically perfect, did not perfectly 

fit the natural bends of the timberframe beams of the building.  Third, the printer 

could not print at the scale we required.  We needed to revise our plan to 

translate our final design into the template.  We took matters back into our own 

hands to save time and money and to avoid further miscommunication. 

 I edited the print of the graphic designer’s work with correction fluid and 

black pen, then photocopied my edited version onto transparency paper.  

Having purchased a large tarpaulin, we took it to the FAS building site and 

physically traced the opening created by the beams of the timberframe 

construction where the completed stained glass window would eventually be 

installed, onto the tarp with black Sharpie marker.  We would need our finished 

stained glass window to fit the actual organic opening, not a computer 

generated polished concept.  In order to know with precision the size of each 

glass piece on the pattern, we would need to allow the exact amount of space 

between the wood beams, the iron frame holding the panels in place, and the 

zinc fitted around each panel.  This tedious step took hours of mathematical 

conversation on kneepads on the tarp template spread out on the cement 

studio floor.   

The physical discomfort and stress of potential error would be 

demanding for any artist, let alone collaborative artists striving for unity in piece 
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and peace.  In the collaborative context of roles and relationships, we battled 

over drawing the bottom line of the design.  Tempers, tears, and ramifications 

surfaced, but eventually the permanent marker and measuring stick committed 

our thoughts and creativity to what would eventually outlast our own lives: a 

stained glass window, a work of art, a symbol of theological mystery.  We hung 

the tarp on the wall at the racquetball court of the local university gymnasium 

because it was the only place with ceilings tall enough to accommodate our 12’ 

template, then projected the design onto it and stood on ladders to trace the 

projected design directly onto the tarp template.  Next, we needed to divide the 

whole stained glass window into 12 individual panels, which requires visual, 

aesthetic, and structural knowledge.  Back in the studio, we placed metal rods 

on the template and debated where to segment the overall design into 

individual panes, until we were satisfied with the visual and structural strength 

of the overall design.   

 This stage of this project raised several collaborative dilemmas: there 

builds an intuition between artists over time and from the beginning of each 

project, the lack of which reveals itself as problematic when the graphic 

designer delivered several versions not-quite-right.  A few lines would be 

incorrect each time, indicating he was not “reading” the three-dimensionality of 

the image correctly.  We paid him a considerable amount for what I then refined 

with traditional artistic materials.  Secondly, the literal drawing of one line 

became a figurative drawing of lines to clarify not only accuracy of 

measurements, but roles within the collaboration: partners considering each 

other equal and trusted yet having differing views, who is right and by what 

standard?  How does resolution come? 
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To select enough quality glass for this project, we drove out of state to 

Franklin Art Glass, where we spent several hours comparing glass samples to 

artificial and natural light, to other pieces of glass, and to our design.  We 

needed glass that complimented not only the location and design, but also each 

of the other pieces of glass that would go in the project.  We agreed on our 

glass selection and purchased tools, which also required our communication 

with each other about this particular project: width of zinc came to frame each 

panel for strength, type of solder, type of flux, width of lead.   

With the truck completely loaded, we headed back to the studio in 

Kentucky.  However we did not get very far before the vehicle suffered a 

mechanical malfunction; as in creating works of art, most limitations and 

setbacks ignite creativity.  As we waited overnight for repairs, we discovered 

the Columbus Art Museum had a temporary Chihuly glass exhibit.  Dale Chihuly 

is famous worldwide for his blown glass installations and this was a rare 

serendipitous opportunity.  We then also stopped to visit the Cincinnati Art 

Museum on the way back to Kentucky, where I gleaned further research 

insights into Enlightenment fascination with light and visibility, as well as Marc 

Chagall’s use of 3-D media.  Selecting glass for this project was a rather large 

task full of unexpected surprises.   

 Back in the studio, we built a maquette for the FAS window which was, in 

hindsight, the most important stage of the entire process.  The maquette was 

constructed using a copper foil method57 in the glass choices that had been 

purchased.  When the maquette was complete and was held up to the light, 
																																																								
57 Tiffany style use of copper foil allows stained glass artists to piece together small intricate 
designs whereas lead would be too cumbersome for intricacies and the lead would cover too 
much glass surface on such small pieces.  We made the maquette with copper foil because 
although the final large-scale version would use lead for structural strength and aesthetic 
preference, the small-scale version was too intricate to use lead. 
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neither of us liked it.  It was underwhelming.  We were even more disappointed 

with our response than with the piece itself.  

 The first stained glass maquette (see Figure 8 and Figure 9 that follow) 

was indeed a work of art in itself; however, the colors we had so carefully 

chosen were, once put together in this design, not vivid or awe-inspiring as we 

had hoped.  The design itself was very three-dimensional looking, but certain 

aspects such as the Celtic trinity knot and the ring running through it unifying it 

with the trefoil were lost in a shuffle of value-similarity.  The background cross 

beams were flattened in space, and the pale colors permitted too much 

sunlight; it was not interrupting space and light enough to be of significance.  In 

formal art element terms: the lines were confused, the shapes were lost, the 

forms were flattened, the colors were boring, the textures were non-existent, 

the value scale was simple.  There was no dominance, which misled any 

potential movement, contrast was lacking, balance was obvious, rhythm was 

noticeable, therefore unity was not entirely achieved.  The large-scale version 

would be swallowed up by its installation site; it would not visually be 

substantial enough to support the timberframe and might even cause viewers to 

feel insecure in their 2nd floor walkway.  Furthermore, for a piece to 

communicate such mystery as divine trinity relationship, this stained glass piece 

caused a paradox: it was not captivating enough to draw attention to itself.  In 

other words the stained glass must draw not too much attention to itself by 

being a spectacle or by being a distraction, but it must draw enough attention to 

itself in order to lead the viewers’ eyes beyond what it is to what it really is: a 

threshold.  A person viewing a work of art is stationed, but their vision, is 
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involved, transported, and becomes internalized back into the person, who will 

eventually move away from the art.  

 

Figure 8 (above): shows the first maquette in the background with new color schemes being 
created on hard copy and digitally. Artist’s photos. 
Figure 9 (below): shows the first maquette on the right and the second maquette on the left. 
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  After lengthy critique and many color variations (see photos 

above), we decided on a new color scheme; I constructed a second maquette 

using these selections and the difference was stunning.  We used these two 

maquettes in conversations with others in the process: family members with art 

and interior design backgrounds, the project architect and commissioning 

person.  The new maquette was taken to the building site where color choices 

and lighting were discussed before committing this maquette entirely to the final 

project.  Where the first maquette was underwhelming, the second maquette 

was dynamic, unified, and visually carried the theological implications that it 

was commissioned to communicate.  The colors were rich and royal and they 

echoed throughout the design choices in the building.  The interior designer 

frequented the studio with color and texture samples, and the trinity knot design 

carried into the details of the railing woodwork and furniture.   

Compared to the rest of the preceding stages of the stained glass 

making process, cutting glass happened rapidly and with little conflict or delay.  

Our studio space would not allow us to make the full 12’ Celtic trinity knot 

design on one worktable, nor would we be able to reach the center of the 

stained glass window from the edges of the table if space allowed, but we could 

work on a few panels at the same time.  We accomplished the tasks of glass 

cutting, and leading and soldering for the three vertical right side panels and 

then the three vertical left side panel, then the center six.  I cut most and he 

soldered most, but we shared responsibilities and honed skills.    

The exterior frame was custom-built by outsourcing to a metal fabrication 

business.  This frame would be permanently installed in the timberframe 

opening by the architect/builder and the 12 panels placed securely inside the 
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frame.  Reinforcement rods were added horizontally across the center of the 

two large bottom corner panels to add strength, soldered into place at an 

unnoticeable point along the backside of both panels.  The only problem that 

arose at this stage was having an external frame built at the 12’ scale that could 

fit through the doors to install it; we had it built in two vertical halves to solve the 

dilemma, which doubled the metal frame lines running down the center of the 

window, adding structural strength at minimal aesthetic cost.  

Most of the panels are rather large so working collaboratively, we 

accomplished cementing, polishing, and cleaning all 12 panels front and back 

without noteworthy problems.  This stage brings together other people who are 

willing to contribute in essential yet unseen ways.  People can bring their limited 

resources to contribute in a way that enables community, unity, and alleviates 

stress.  

I had to meet my travel deadline returning to Scotland, so my father was 

available for the installation of the 12 panels of the large stained glass trinity 

knot.  It could not be installed immediately after it was completed because the 

building itself was not at the stage where it could safely be put in place.  Once it 

was installed permanently, and the building finished, the Francis Asbury Society 

invited many people to the grand opening of their new headquarters.  I missed 

this occasion, but saw the window installed on my next visit home.  Figure 10 

below shows the scale and location of the installed piece.  It was agreed that 

the stained glass window be called The Heavens Declare the Glory of the Lord 

and a small booklet was published with photographs that I had taken during the 

creation of the stained glass window.  Booklets are available on location and, 

coincidentally, I was shown one when I visited the home of someone in 
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Alabama two years later.  The site now hosts many conferences and 

receptions; my own wedding reception was the first.  Shortly after the building 

was complete and open for business, and just one month after I relocated from 

Scotland to the United States, I was surrounded by family and friends, some of 

whom had contributed to the work on the stained glass window that now 

welcomed people to the occasion, to celebrate the coming together of two 

people in marriage.  The project – in practice and in theory – had brought 

people together from various paths, perspectives, and parts of the world, from 

varying degrees of brokenness, isolation, vulnerability, hope and indeed love.  

The space, with stained glass window installed, offers the same to others. 

 

Figure 10: The finished stained glass window installed.  Artist’s photo.  
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 The following pages express my artist statement in critical reflection of 

the content and creation of this project. 

This stained glass window was initially intended to be illustrative of 

Bishop Francis Asbury riding on horseback, a pictorial historic narrative of the 

origin of the organization’s name.  However, after prayerful deliberation, the 

commissioning body decided to change it to be a conceptual artistic translation 

of the traditional Celtic trinity knot and we then gladly took the commission.   

For visitors to the Francis Asbury Society headquarters, the stained 

glass window cannot be missed; as one enters through the front door into the 

main lobby, the window is centered overhead on the second (US) floor balcony 

about 10 feet above the main floor entry.  The lines of the architectural 

timberframes echo in the glass and the color scheme of the interior decorating 

were chosen to resonate the colors of the glass.  All elements are harmonious, 

natural, and orchestrated.  The stained glass style is modern and clean, 

balanced, geometric, measured, and yet somehow also organic and reaching 

beyond itself as the lines continue off the plane of the slightly rounded triangle.  

There are hints of Arts and Crafts Movement style in the window, as there are 

throughout the building itself and in the interior design choices such as furniture 

and lighting.  The arched point is reminiscent of Gothic style stained glass, and 

the placement as a focal point overhead nods to traditional rose windows, while 

remaining clearly contemporary and creative.  The use of stained glass material 

here reinforces the original use of stained glass in an institution of Christian 

religious work.  The lines, colors, and values push through the two-dimensional 

structure to occupy a spatial transit similar to an optical illusion.  The mostly 

cool colors are contrasted with an amber ring unifying and ordering the 
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radiating rings of the trinity knotwork and extending crossbeams, while pulling 

its hue from the wood framing the window itself.  The textures of the glass 

sparkle in the natural clerestory light and reflect the artificial spotlights.  Details 

throughout the building repeat the triquetra motif with wood inlay in the banister 

woodwork and the table configuration in the main meeting room.  This stained 

glass window is here because it cannot not be here.  Without it the building 

would be lacking in visual structure as well as visual theology, upon which it is 

founded.  The features of the window are integrated organically into its 

surroundings, bringing the artwork into play with what stands around it, asking 

us to reflect, theologically, on the same kind of careful integration with those 

around us.   

 The content of the stained glass design is about the Trinity, the triune 

Christian Godhead constubstantial hypostates (of the same essence or 

substance) and relationship between God the Father, Christ the Son, and the 

Holy Spirit, which is the central mystery distinct to Christianity.  Without 

unnecessarily delving into Trinitarian theology, a simple explanation of the 

mystery of the trinity is important to understanding why a Christian ministry 

institution would desire to have this image prominently displayed.  Although this 

concept is not found explicitly in Scripture, it is suggested twice in the Gospel of 

Matthew (3:16-17 at Jesus’ baptism and 28:19 his Great Commission) and the 

Church’s foundational doctrine dates back to the fourth century drawing its 

source from scriptural understanding.  The Greek word trias (Τριάς) meaning 

“set of three” used in a theological way dates to the second century, and the 

Latin trinitas was used as early as the third century referring to the triune nature 

of the Godhead.  This same-essence-different-persons as monotheistic God is 
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not only unique to Christianity but simplified, is the essence also of Christianity: 

God is understood as the self-sufficient “I AM” omni-potent/scient/present Lord 

and “Father” as quoted throughout Scripture, having sent his son Jesus Christ 

as the anticipated (Hebrew) Messiah to enter humanity as Word made flesh the 

Savior from sin and final death, and Who remains active through believers and 

the Church as comforter, guide, and intercessor known as the Holy Spirit.  The 

three persons of the Trinity were present from the beginning, participants in 

creation, necessary for redemption and holy living, and dwell for eternity where 

God’s Kingdom exists.  The illustration of this abstract theological concept by 

way of triquetra (Celtic trinity knot) and trefoil (architectural triad) is more easily 

accepted in visual terms than verbal complexity, and it is rendered with 

aesthetic design that is inviting the viewer into a communal embrace.  

 Like Dewey suggests, this art is experienced as a normal activity, not set 

apart or autonomous from human living.  In fact, this particular stained glass 

window is installed in the midst of clerical work, scheduled meetings, 

conferences, receptions, publications, people in vocation.  Unlike Dewey, this 

art is experienced spiritually – although not set apart from so-called secular 

living but rather as part of holistic living including the thoughts and the feelings 

of a spiritual nature.  Art can be a spiritual aesthetic experience, not excluded 

from everyday experience, but rather an everyday experience because it is a 

spiritual experience. In other words, like the Trinity which this window re-

presents, being and doing are not mutually exclusive; it is pragmatic because it 

is theoretical.  This stained glass window can be experienced as artists’ co-

creation of visual expression, as theological mystery being revealed and 

glorified, as a purely pleasurable moment in passing by, as a creedal 
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affirmation of one’s faith, an invitation to experience indescribable Good News.  

It is not so relative that it is not personal, but it is so personal that it is relative. 

 

PROJECT 2: UNIVERSITY OF STIRLING (UOS) 

UoS made a request directly to me as an incoming research student.  The 

curator of the university’s art collection had already mentioned to one of my 

supervisors her desire for a stained glass window intended for a specific 

location in the art collection.  When I first met with this supervisor he mentioned 

this possibility to me as it could benefit my research as well as contribute to the 

university’s art collection and leave both the written dissertation as well as the 

practical element with the university permanently.  I then met with the curator 

who talked through her vision for a stained glass piece to be commissioned for 

the university’s art collection and she walked me to the location she had in 

mind.  We discussed the location, an interior window just inside the entryway of 

a major classroom building on campus, which houses the majority of the art 

collection; we talked about the lighting (which being artificial, would need to be 

altered from the non-dominant side) and the dimensions of the opening (tall thin 

vertical window).  We discussed possible installation variations (permanent 

within the existing opening, semi-permanent hanging in front of the existing 

opening, wood, metal, etc.).  We discussed the context of the art collection 

itself: Scottish, including the largest collection of Scottish Colourist paintings 

anywhere.  We discussed purpose: content being less important than the need 

for a new material within the collection and the use of light and color being 

important, as well as function being to disguise the visible office space on the 

other side of the wall, which is not desirable in an exhibit, especially within in 
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the primary gallery space.  We discussed timeframe (not urgent), and funding 

sources (cost of materials to be covered from the art collection budget, time and 

labor to be donated by me as a research student, and a request to be made 

from my departmental budget to cover the costs of installation).  All of these 

factors would dictate the design and influence the content.  We agreed to 

proceed with the commission, and I would begin drafting a design.  I planned to 

work onsite at the university and possibly contact my father to join me in 

working collaboratively again.  I took measurements of the window opening, 

photographed it and the surrounding area, and began to visualize the potential.  

A design was beginning to take shape.   

 Having met with the curator of the UoS’s art collection and being able to 

visualize the exact location for the commissioned window, and not having a 

rushed timeframe, I was able to contemplate the space and dimensions of the 

window opening and consider design potential for the piece.  The landscape 

and architecture of Stirling’s campus is unique; the colors and lines of the 

hillfoots, loch, and modern buildings could translate into glass beautifully as an 

independent visual statement as well as compliment the Scottish Colourist 

paintings of the art collection.  As I walked across campus at the end of a day, I 

stopped to watch the lights of the library reflect off the dark hues of the loch and 

the vertical composition of this experience was to become the inspiration of the 

UoS stained glass piece.  I sketched the image memory on graph paper; a 

vertical landscape within a clear border echoing elements of renowned 

Mackintosh glass influence, colors found only in Scotland, a slow gentle S-

curve providing a unifying movement, suggesting a Stirling experience, and 

breaking up the Mondrian-like rhythm.  Geometrized organic elements like stars 
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and flowers punctuated the sky and ground while balancing each other 

vertically on the piece.  Stained glass, a traditionally religious art, would grace 

the academic stage and add a new medium to the gallery experience.   

 

Figure 11: (left to right) Original sketch, modified sketch, curator’s alterations for installation.  
Artist’s photo.  
 

As it became necessary for me to relocate from Scotland to the United 

States, I met again with the curator to discuss installation options before leaving 

Stirling’s campus.  In speaking with her at this point, it was clear that the piece 

should be hung in front of the opening rather than inside it, therefore slightly 

altering the dimensions, promoting the significance of framing and hanging, and 

completely changing the theoretical implications of permanency and placement.  

Figure 11 above shows her suggestions laying on top of my original and 

revised sketches.  Although that changed some of the initial purpose for the 

placement, it indicated to me that it was part of the Art Collection, rather than 

part of the Pathfoot building.  This stained glass window dropped its function, 

which had been the initial inspiration for commissioning it.  Where it would have 

been more highly trafficked and visible in the building’s main entry, and at a 
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threshold between office and hall, it now became more precious by its 

vulnerability and mobility.    

Back in Alabama, the stage of drawing the template for the UoS piece 

was not nearly as complex as the same phase for the FAS piece.  Because I 

had been commissioned to do the work and my father had agreed to work 

collaboratively on it and provide the studio space and tools, I took initiative of 

refining the approved sketch to official design, and translating the design I had 

drawn into the actual pattern.  Now that the stained glass window was to hang 

in front of the opening rather than be fitted inside it, I visited an architectural 

salvage shop in Alabama looking specifically for a door or other tall vertical 

architectural element that could act as the frame for the stained glass design I 

had already drawn.  The overall frame design needed to fit the space intended 

for the piece in the university’s art collection, and would theoretically and 

visually speak of a portal or liminal threshold between worlds: between critical 

and creative, between pedagogy and knowledge, between office and gallery, 

between entrance and exit, between art and academia, between practice and 

theory.  I found four dark oak framed windows of thick clear glass that appeared 

to have been taken from an old office, and aligned them vertically on the 

ground of the antique store.  One of the four was slightly shorter; however, with 

it placed at one end, the four together worked well.   

Of significance, not only did the frames need to work with, enhance, or at 

least not detract from the stained glass itself, but this piece was going to be 

constructed in the United States and installed in the United Kingdom, which 

was different from the original plan.  I had intended at the beginning to work 

onsite, but I would now need to ship the UoS piece to Scotland from my home 
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in Alabama after working on it in my father’s studio in Kentucky.  This piece, 

although it was intended for semi-permanent placement within an art collection, 

had to be constructed to endure the unusual demands of domestic and 

international travel.  The oak framed windows that I was deliberating on had 

physical elements that were structurally excellent, but could either visually 

enhance the piece or fail: the outside edges were not uniform as they had once 

been functioning windows that slid in sashes and sills and had worn holes from 

pulleys or latches or handles.  After much measuring and deliberation, I 

determined these four windows were what needed to proceed with the UoS 

piece in the pattern stage.  I redrew my sketched design including the oak wood 

frames, to visualize how that much wood frame would alter the appearance, 

and where the design would best be intersected by the three interior lines 

where bottoms and tops of frames combine, then I translated the small sketch 

onto the four full-size pieces of paper for my stained glass pattern.  The next 

stage would be selecting glass from the studio in Kentucky 500 miles away, so 

we made plans to carry the four frames and patterns to the studio by way of my 

husbands’ parents’ house where we could have the frames tailored with 

carpentry tools and my father-in-law’s engineering background.  There, he 

sawed and planed and sanded the edges so that the four panels’ outside edges 

would align perfectly flat. 

The glass selection stage for the UoS piece was fairly straightforward, I 

wanted to have a color scheme that matched my design and complimented 

each other in real glass.  Colors, values, textures, patterns, transparency, would 

need to enhance each other as well as the overall unity of the piece; they would 

need to draw the eye’s attention, yet not at the expense of what stood around it.  
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Knowing what glass would be available in the Kentucky studio when I created 

the design, I was able to quickly and intentionally select what I had had in mind, 

and then cut samples and made comparisons on the light table.  The glass I 

was most concerned with selecting was that intended for the clear border.  The 

studio inventory had acquired a box of vintage clear squares that I had not 

anticipated.  The glass was deeply textured in lines that would be very difficult 

to cut and to fit into lead channels, but it seemed perfect for the project (this 

selection would unforeseeably delay the construction process in the next 

phase).  The only glass I made any noticeable change from design to material 

was the blue for the sky; in the design it was a lighter aqua translucent daylight 

look, but once I was in the studio and remembered the possibilities of flashed 

glass, I wanted to use a royal blue and experiment with how to etch or 

sandblast stars into a night sky more consistent with my experience on campus 

and the library light reflections in the water.  My glass palette was complete.   

A change was inherent in the design of the UoS piece.  The stained 

glass had originally been commissioned for a particular interior window just 

inside the entrance to the Pathfoot building on campus, but a conversation 

about installation and portability had occurred.  The piece would need to be 

transportable from studio to gallery in four panels, and it should hang in front of 

the opening rather than built to fit inside the window opening.  This slight 

dimensional change indicated that the finished artwork would be able to be 

moved.  Although this change happened early, and with it carried theoretical 

implications of non-permanence, its practical significance would surface at a 

later stage.  For construction of the piece, however, it would be even more 
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important that the glass selections and the beauty of the wood frames were 

independent in themselves to suit a variety of locations and lighting variables. 

To prep for cutting the glass for the UoS stained glass window, I laid out 

the four wood frames with their original thick clear glass still installed and 

placed the four templates within each frame on the studio work table.  This 

facilitated work on all four panels at the same time, cutting one type of glass for 

the entire stained glass window before moving on to another type of glass, 

benefiting the sense of visual unity as well as practical organization.  I began 

with the unique clear texture-striped glass that had been repurposed from an 

old storefront window.  This glass, although I was unaware of its availability 

when the design was created, was perfect for the clear border of the UoS 

stained glass window.  The clear border was visually and theoretically important 

to the design; however, straightforward clear glass would permit entire visibility 

of the office on the backside of the intended installation location, plus a flat 

transparent clear glass would be uninteresting itself.  This repurposed glass 

was interesting visually, diffused the visibility, it had a history of its own, and it 

was the perfect size to cut in half for the width of the border pieces.  I 

deliberated about the fact that four-inch squares would impose on the original 

design that was intended to only be interrupted by landscape lines continued 

from the image within the clear border.  Would the extra vertical and horizontal 

cuts at regular four-inch intervals confuse the original detail making it too 

choppy?  Would it lend an antique architectural nod?  Would it relate more or 

less to the Scottish Mackintosh glassworks implied?  All these questions were 

answered by the initial excitement I had when I first saw the box of antique 



	 90	

glass squares.  They were meant for this window, just as the oak frames were, 

and the brass keyholes found to hang the panels.   

 The glass squares proved difficult to cut precisely and due to its deep 

texture, it splintered on the peaks and wanted to break on the grooves.  

Furthermore, the peaks, although all the same height, angled up then dropped 

straight down in an asymmetrical wave pattern.  I decided to run the lines 

vertically, but not to have the angles all going to the right or left so there would 

be some consistency, but they could catch light differently and enhance a 

sense of movement, vitality, sparkle.  As I cut them, I eventually learned a 

nuance of where to score the glass for least resistance and I cut the entire 

border working solo one day.  After having felt a sense of great 

accomplishment, I realized unfortunately, that all the clear glass I had just cut 

was too thick to fit into the lead channels or zinc frame.  I had not thought to 

check the lead and zinc fit to this glass, because some of the glass was still 

installed in its original leaded windows, suggesting it would simply fit.   

Re-cutting the pieces I had already cut would be difficult due to the slim 

amount of glass to trim off, but it would be more difficult to grind off that amount 

on each piece, then additionally using a reducing grinder bit to make the edges 

of each piece a smaller thickness to fit into lead and zinc channels.  The highly 

textured clear squares carried an unknown history and their cloudy clarity and 

verticality added to the impressions I was trying to achieve with the overall 

project.  Progress would be visibly non-existent and tedious, but it was done.  

This setback seemed an unfortunate lesson, yet it became a reminder of what 

vision I wanted to convey with the artwork overall: that the world we reflect is 

fragile, and often breaks in our hands or does not fit our plans, but that the 



	 91	

ongoing creating and recreating of it is driven by a compassion and care for that 

very fragility.  As we attempt to see through the cracks, the rifts as Heidegger 

suggests, and the varying textures and hues of collected shards, new 

perspectives are revealed and compassion grows.   

I then cut the colors of the landscape – marbled green, textured brown, 

and translucent amber.  The bottom panel is entirely land (no water or sky 

pieces) so it was completed first and one of us could begin the leading stage on 

that panel.  The other three panels were cut: blues and purples for the night sky 

and water, oranges and yellows for the lights reflecting on the loch, clear 

confetti glass for the activity happening within the modern squares of the library.  

The sharp golden angles of the light on the water were difficult cuts, and would 

be challenging to lead and solder, especially having chosen hand-blown glass 

for some of the shapes; however, the design was honored as it had already 

been designed with that foreknowledge.  All pieces were cut and ready to be 

leaded.   

For this project, we had all four panels on the worktable for the entire 

studio process: from finalizing the pattern through construction, the four panels 

of the stained glass project were visible as one whole.  This enabled us to work 

on the same phase together or for one of us to progress a panel to the next 

stage; the bottom panel was completely assembled, leaded and soldered within 

a zinc frame and placed within the wood frame, as other panels were still being 

cut.  The top panel needed special treatment as the flashed glass for the sky 

would need to go through some experimental etching to reveal clear star 

shapes.  And the third panel down would require slow thoughtful attention as 
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some of the glass chosen for sharp angles was unique Blenko58 glass of 

varying thickness and would be extremely difficult to lead.  The lead lines of this 

area (the acute triangular reflections of light on the loch water) would converge 

in very tight space with as many as five pieces of lead coming together at one 

point.   

The blown glass needed to be ground with a reducing grinder bit and 

some glass would end up so small that lead lines would swallow them up 

completely.  The lead lines were important, but in this particular place the glass 

symbolized light, and therefore needed to push through the complexity.  The 

lead in that area needed to be cut at severe angles, and in some cases, the 

inner lead cut out from between the channels because all the glass and lead 

coming together could not accommodate each other.  While the first and third 

panels had delays innate to their design, the fourth was complete and lending 

visual encouragement (see Figure 12 below).   

 

Figure 12: Illustrating and documenting the process, bottom panel complete,  Artist’s photo.  

																																																								
58 Blenko is a glass manufacturer in West Virginia that creates hand-blown sheets of glass as 
well as blown glass objects.  See: http://www.blenko.com/Architectural_Glass.php for examples 
(last accessed 02 November, 2015). Their sheet glass for stained glass windows is stunning, 
yet very difficult to use due to the inherent irregularities.  I chose this glass for its rarity, beauty, 
and uniqueness, and geographical culture-crossing. 



	 93	

The second panel from the top was the second one to be leaded and 

soldered; now complete, we removed the original thick clear glass from the 

frame then snuggly fitted the stained glass panel back into the wood frame.  We 

heard a devastatingly small snap.  Two of the purple/blue glass pieces had not 

been able to bear the pressure of pushing the panel back into the frame and 

they broke unintentionally.  It is frustrating when glass breaks in an uncontrolled 

way before it is soldered into place.  But there is deep gut-wrenching regret 

when glass breaks in a newly finished panel.  It is not only difficult to remove 

from its soldered zinc frame and tightly leaded assembly, but there is a sadness 

nearest to grief over the loss of perfection and brokenness of a creation.  There 

was silence.  Even in the small dusty space between two creative, optimistic, 

hard working father-and-daughter artists, there was a moment of silence.  

Staring: did that just happen?  And an announcement: I will fix it.  We searched 

for the glass used for those two pieces and there was not enough.  An 

alteration must be made.  Often limitations and crisis are doorways for 

inspiration and creative problem solving, and the outcome becomes even better 

than the original plan.  We would need a solution that was visually at least as 

wonderful as the original, and the repaired soldering of zinc and lead would 

need to not compromise the overall structural strength of the panel.  I spent 

time deliberating how to best replace these particular glass pieces, and finally I 

cut the new pieces, better than the first.  With glass surgery complete, I 

experienced a practical reminder of the fragility of the chosen material and the 

theoretical and theological testing of a plan off course.  In collaboration, there 

are disappointments and things done by one that the other would not have 

done; at certain points such as this gratitude must outweigh blame.  Hope and 
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help must activate quickly to move the art into a more holistic repair and 

harmonized purpose than it could have been if the original state had not been 

compromised.  The artists need to renew their assurance and creative vision 

with active response.   

 Artists not only love to perfect their trade, but experiment within it.  In the 

top panel the glass I chose for the sky was a dark blue “flashed” glass: a blue 

top layer fused to a clear back layer.  When sandblasted or etched through the 

color, the clear glass is revealed.  Having used flashed glass in a previous 

project, there remained enough in the studio to use in the sky, this was 

serendipitous find, not in the original design.  I used a Dremel bit to “draw” on 

the glass a few experimental dots and swirls and was ready to commit.  

Because not much of the flashed glass was available, accidentally breaking it 

was not an option.  With this complete, all four panels were finally leaded and 

soldered into their zinc came frames and gently reinstalled into their wood 

frames with wood trim pieces labeled to install later.  

 Framing and reinforcing the UoS project was straightforward.  The four 

panels were built within the antique oak frames to ensure a perfect fit, and trim 

pieces were replaced in front of the stained glass to hide the zinc came.  Rebar 

was not necessary for this project as the four panels were a perfect size and 

each included an appropriate network of lead lines to be independently strong 

inside the durable oak frames.  Built within zinc came frames, the panels were 

reinforced and framed more than sufficiently for normal transport and 

installation; however, this stained glass project would soon have to travel by 

vehicle across America and then by plane across the ocean, and again by 
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vehicle to its place of inception and installation.  The external frame was 

significant to the project’s design and journey.  

The four completed and framed panels were glazed, polished and 

cleaned.  Enlisting my mother who has helped before, three of us working on 

four panels quickened the process.  The oak frames are thick enough that the 

glass is suspended a fragile distance from the table when laid flat, so applying 

even gentle pressure to cement and polish was precarious, and conscientious 

of the recent break and repair, this stage was perhaps more carefully executed 

than usual.  The four panels were gently packed into the trunk of my car to 

transport them 500 miles south to Alabama to figure out how to ship them 

overseas to the University of Stirling Art Collection.   

My husband helped adhere installation hardware and constructed a 

sturdy box for shipping them to Scotland.  In Kentucky, we had not re-installed 

the trim pieces of wood on the back of the each panel so we ran a thin bead of 

caulk around the edge of each zinc frame, then gently pressed the wood trim 

pieces into place and tapped nails back into the nail holes.  As he tapped one 

piece of wood trim into place, that similar eerie sound was felt: glass cracked.  

With agony and disbelief, we removed that same stained glass window from its 

frame and began the repair process once again.  This time the top and left side 

of the panel had to be repaired whereas earlier the bottom was repaired.  He 

meticulously sawed through the zinc frame to extract the two pieces of glass 

while I retrieved the pattern pieces and spare glass I had brought from the 

studio for such a time as this.  I re-cut, ground, and fit, into place the new 

pieces and re-soldered the lead around it to the zinc on the outside edge.  

Problem solved, again (see Figure 13 below). 
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Figure 13 (left): Repairs underway.  Figure 14: (right) Keyholes being adhered.  Artist’s photos. 

I had purchased eight brass keyholes at the antique shop along with the 

four frames, with plans to adhere two to the top back corners of all four panels 

so they could easily be hung in Stirling (see Figure 14 above). The keyholes 

matched the antique wood frames, and although they would not be seen from 

the front of the stained glass window, they were practically and theoretically 

perfect for the project.  We then strategized the best method for shipping to 

Scotland from Alabama. 

 Confident that the amount of crate structure and packing cushion could 

withstand the tests of travel, I took the packed wood crate to a shipping 

company who packed the crate inside a box filled with loose packing peanuts 

for an added layer of cushioning.  The box was weighed, and shipping was 

estimated to be over $900, which was unreasonable.  I paid for the packaging 

and took the box home very eager to get this project out of my hands.  Already 

having airline tickets to travel to Scotland for a postgraduate conference and 
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supervisory meeting, I researched the possibility of bringing the box as luggage 

on the flight overseas.  Overweight baggage cost $80, much more reasonable 

than UPS shipping; however, I was skeptical of the handling procedures of 

something marked “fragile” as luggage on a passenger airline, so I went to the 

airport to speak with the airline representatives in person.  The Delta agents 

described the process of loading special items and although they could not 

guarantee that the stained glass would not break, they did reassure my fears 

enough that I decided this was the best option.  Aside from the possibility of 

irresponsible baggage handlers being too forceful with the heavy boxed crate, I 

was warned the only other possible setback was that someone in transport 

might open it to inspect the contents, thus compromising our packing.  I wrote a 

detailed explanation of what was in the box, including pictures of the stained 

glass window and its careful wrapping, and taped it to the box in order to be 

forthright with any curious inspectors and deter someone from opening it.  

My husband accompanied me to Manchester, England where we loaded 

the box into a rental car and drove it to the campus of the University of Stirling 

in Scotland, where I had arranged to meet the curator of the university’s art 

collection at a particular time.  Together, we unwrapped the box to discover all 

four panels in perfect condition.  The curator (Jane Cameron) helped unpack 

the panels and her initial response was delight that they were all shipped 

successfully and were beautiful.  Two things she said are worth noting.  

Surprising to me, she immediately noticed that the color choice for the sky was 

darker in glass than it had been on the sketch.  It had been altered in the studio 

when I realized we had the opportunity to work with the royal blue flashed glass 
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and could etch designs into it, and that this change would also honor my 

inspiration experience with the library reflections on the loch at night.   

 

Figure 15: All four panels unpacked in the University of Stirling Art Collection.  Artist’s photo. 

Of even more significance, once we had all four panels unpacked and 

propped in order against the courtyard window (see Figure 15 above), she 

decided the stained glass window must hang in natural light, not in the originally 

intended interior window.  I agreed the natural light was more brilliant, and that 

she had the curator’s position to make the best judgment call for displaying art 

work in the collection, but it was surprising how quickly she declared the 

significant change.  The practical ramifications of altering the location were for 

the better (natural light), with the exceptions that the interior office space could 

still be seen from the building’s entrance and that such a location for stained 

glass afforded the inherent benefit of masking as well as displaying.  Moreover, 

the stained glass installed there would be just a few feet away facing a Barbara 

Hepworth sculpture, which would be an honor.  The theoretical implications 

were significant.  The commission was for a specific location, and although it 

had remained so until this time, its plan had been changed slightly to make it 
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portable rather than permanent.  Now the window, in an instant, was being 

visualized elsewhere.     

An opening reception was initially considered, but dismissed for several 

reasons.  First, including the commissioned stained glass window in the 

university’s esteemed art collection is an honor for me the artist, and an 

opening generally bolsters support for the exhibiting artist, which is not 

necessary in this case.  Also, completing my research long-distance hinders the 

ability to plan an event and display all the documentation, which is covered in 

this writing and embedded photos, and especially in the slideshows on the 

correlating website.   

Reflection on this piece by the casual observer is primarily students and 

faculty in the classroom building as they pass through the art collection, and 

intentional visitors to the esteemed University’s Art Collection.  Now installed, 

the UoS piece has a temporary label with minimal explanation beside the piece 

(printed material may be made available in the future if the University of 

Stirling’s Art Collection curator sees a need for it; however, most of the works 

do not include extra printed material).  An artist statement is included here. 

 The University of Stirling has been an art-collecting institution from its 

beginning in 1967 and has grown to acquire a strong reputation and 

accreditation as a museum.  Its substantial permanent collection is almost 

entirely Scottish or Scotland-affiliated and includes a great representation of the 

Scottish Colourists paintings such as the 14 John Duncan Fergusson paintings 

donated in 1968.  The collection represents a wide variety of art forms from 

painting, sketches, and prints located primarily in the Pathfoot classroom and 

office building, to sculptures on display throughout campus.  Students and staff 
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walk through the corridors, courtyards, and halls of the Pathfoot gallery 

primarily on their way to class and work, while also congregating in the main 

hall which also hosts conferences and regular temporary exhibits.  Being asked 

to submit a work of art to the collection is an honor for any artist, so as an 

international research student at the university, a commission would both 

bolster my own portfolio and meet the requirements of the newly introduced 

practice-based PhD degree. 

  Although the initial concept and commission was site-specific, and 

therefore shaped the design and theory, it was, upon receiving and unveiling it 

in the gallery space, decidedly altered in placement.  When I left the unpacked 

stained glass window in the custody of the curator, it was quite naturally “at 

home” in the collection and brought to life by natural Scottish light, and I had yet 

to learn where it would be displayed.  Almost regardless to its placement, which 

had seemed so important from the beginning, it brings to the collection a new 

medium, a new material – colored glass – yet contextualized within the 

Colourists who painted with color and light and nearly cubist facets and shapes.  

Its modernist lines and geometry relate to the architecture as well as the nearby 

Glasgow glass reputation.  This stained glass window is here because it relates 

to its habitat and inhabitants with strong visual cues that both draw from its 

tradition as well as illuminates its qualities.  

 The subject matter is landscape, vertical in nature; specifically, it is a 

view from the center of the University of Stirling campus when standing where 

two paths converge in front Airthrey Loch with the sports complex at the 

viewer’s back.  The picture plane includes from bottom to top: a grassy knoll 

opening into a dirt path that leads into a clearing where the loch at night is seen 
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reflecting the lights of the university library with the Ochil hills in the background 

and stars overhead.  Anyone can go to the actual location and see the view in 

person (see Figure 16 and Figure 17 below for location), but in glass it is in one 

sense captured as a photograph would document how a place looked at one 

time in history, as well as freed by the imagination to be timeless, explored, 

honored, and crystallized.  The moment takes shape in new vibrancy, clarified, 

materialized, coalesced.  It is not lost nor possessed, it is not despised, 

developed, or degenerated.   

       

Figure 16 (left) and Figure 17 (right): screen shots from Google maps showing the location.  

I once walked from the back of the Arthur Miller building heading across 

the bridge toward my office in Pathfoot.  As I walked out the door the round red 

post box on the right had been graffittied in Sharpie with one word, “Narnia”.  It 

is true, the land seems enchanted and otherworldly, as if the color of nature had 

been intensified taking on new mythological character.  Having been behind C. 

S. Lewis’ house a couple of times where he swam in a murky pond and was 

inspired to write his Chronicles, I can attest to someone’s humorous 

hypothetical relocation of Narnia at Stirling’s campus.  There is an element of 

this liminal passage to another place in this stained glass window.  As is 
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explored further in the later chapters of the dissertation, the framed window 

space in art is an important feature, the material of glass is paradoxical in 

nature, and colored (or “stained”) carries inherent legendarily ecclesial 

associations.   

 The window is an invitation in itself, it is a passageway between one side 

and another, generally architectural often subdividing interior and exterior 

space, it is a barrier of sorts and yet also a thoroughfare of light and sight.  This 

stained glass window invites viewers to affirm the choices that brought them to 

this place, to revel in or at least notice the beauty that is celebrated in the place 

where they are.  The piece became named Loch Eiden because it is a 

landscape/seascape of Airthey Loch, and eiden is the Greek word (explained in 

the main Introduction) that means to see with compassion that leads to action.  

To have eiden-sight, in my words, then is to take notice of something with a 

sense of love that inspires true living.  Loch Eiden corresponds to the thesis 

that art can cause people to see in such a way that moves them to respond out 

of care.  Furthermore, in the midst of my research I relocated, married, and 

became a mother.  When I started my research I had no foresight that I would 

birth a child in the midst of birthing a massive dissertation project.  Our son was 

born and called Luke Eiden, named after the patron saint of art and the ability 

to truly see.  Loch Eiden at the University of Stirling’s Art Collection invites its 

viewers to, following Heidegger’s lead, experience an unconcealing of truth.   

 Its placement is far from the busy entryway, surrounded by courtyards, 

sculpture, landscaping, and quiet hallways. Originally the collection’s curator 

had envisioned, prior to my arrival, a stained glass work installed in an interior 

wall just inside the main entrance to the Pathfoot building.  To cover the existing 
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thin vertical window with stained glass would enhance this otherwise odd 

opening with aesthetic appeal and connect the art of the collection directly to 

the building itself within the context of the surrounding works of art. 

      

Figure 18 (left): Shows the finished work installed in context of its location in the Art Collection.  
Figure 19 (right): Detail of finished work installed, showing reflective surface and simultaneously 
what is visible beyond.  Artist’s photos.  
 

But it was installed off the beaten path in a glass corridor which opens to 

a garden courtyard within the main floor of the classroom building (see Figure 

18 and Figure 19 above).  When I returned to campus and first saw it in its 

installed site, only gardeners were present and there was a reverent calm, like 

a sanctuary.  The art in its place is worth the search: perfectly receiving natural 

light, approachable yet reverent.  All elements of glass, lead, and frame relate 

to the glass passageway, interior/exterior position, and organic and structural 

surrounding.  One can walk by passively to an unrelated destination, pause to 

look at the artwork, venture outside to view it from a distance, thus displacing 
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self to see it from a new contextualized perspective.  It is not architecturally 

functional but it serves the space.  It has come a long way to rest here.  It had 

already endured breaks and repairs at the hands of others, it required patience 

and care, it brought relief and joy.  It has been infused with the breath of prayer 

for reconciliation, redemption, and now it has a life of its own as a work of art 

installed for others to experience. 

 

PROJECT 3: ASBURY THEOLOGICAL SEMINARY (ATS) 

ATS made an initial request to my father, whom they knew of professionally as 

the retired Art Department Chair for their sister institution located directly across 

the main road, Asbury University.  He and I had completed a four-part stained 

glass series depicting the four major themes of the life of Christ (Birth, Death, 

Resurrection, and Second Coming) for the prayer chapel inside university’s new 

library a few years prior.  Now the seminary was re-launching a doctoral 

program and had decided to format both the program and the publicity after the 

stained glass making process.  Their desire, then, was to commission a stained 

glass piece of which they could document the process for use with public 

relations campaign and have a finished artwork to install for view within the 

department.  Email and phone correspondence aided and recorded the 

commissioning stage of this project.  I had attended the seminary for a prior 

postgraduate degree, giving me a personal professional interest in contributing 

to the project, so I agreed to work collaboratively on it.  I drafted a contract and 

we proceeded separately again to sketch ideas for the design.   

The commissioning person for ATS requested to visit the art studio in 

Kentucky where she could observe, ask questions, and take notes as the 
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artwork was not the only thing ATS was interested in; they were primarily 

interested in the process and how it could format and launch their doctoral 

program design.  She sent me her studio observation notes, and I sketched my 

ideas for the stained glass project and planned my travel to Kentucky for a 

concentrated time to work collaboratively once again with my father.  In one of 

our phone conversations about what the piece should look like, he mentioned 

having just purchased an antique chestnut Gothic shaped frame holding a 

mirror, a traditional shape for stained glass, which could be celebrated with a 

contemporary design or dismissed for its triteness.  I was interested.  He 

described the dimensions and materials it became my design starting point.  

When I arrived in Kentucky for construction, he looked at my design and knew it 

was the right direction; he exaggerated and replicated a few of the lines, 

bringing decades of joint formal training into an instant (see Figure 20 below).   

Drawing the template for the ATS piece was fairly uncomplicated and 

straightforward, by scanning my design into a digital format then tracing it onto 

a full-scale outline of the chosen frame.  As we drew the template, the current 

art department chair used my camera to take a few pictures of this part of the 

stage (see Figure 21 below).  

This project progressed quickly, which was good for my travel timeframe 

allotted; however, it was not good for the documentation by the commissioning 

body.  We phoned the representative from ATS but she was not onsite while 

many of the steps were proceeding quickly, and the finished project was really 

only the outcome of the overall process of which she wanted documentation for 

publicity and graduate program design. 
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Figure 20 (left): Collaboration in progress: Rudy Medlock adding to my sketch.  Artist’s photo. 
Figure 21 (right): Transferring the small-scale sketch to full-scale template.  Photo by Professor 
Keith Barker.  
 

Familiar with the glass in the studio, and knowing what I intended with 

the design, glass selection was fairly simple: the sky/universe area would be 

dark but translucent blues and purples, contrasting the more textured and 

opaque earth tones of the world.  The focal point, the power source in the 

universe, would need to be a spectacular and unique piece of glass, possibly 

fused or handcrafted, but brilliant and three-dimensional.  I selected glass and 

placed it on the light table to dialog about the selections and make educated 

aesthetic decisions and unfortunate eliminations.  The hardest glass selections 

are eliminating favorite pieces of glass, because they simply do not contribute 

to the overall project.  Handmade fused glass circles were set aside to add last, 

to signify the seminary’s 12 Doctor of Ministry program cohorts. 
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      Altering the plan for the ATS piece was inherent in the project, from the 

commission, I knew that the piece would be on display as opposed to being 

installed in one permanent location and it was built to withstand change.  

Inherent in the design was portability and autonomy.  The stained glass piece 

built in one panel fitted in a Gothic style wood frame would need to stand on its 

own, not depend on or interact with its surrounding context.  Furthermore, its 

meaning – a model for graduate level academic ministry training – included 

potential for change as the program itself adjusts.  My design then included 12 

three-dimensional additions of handcrafted fused glass objects to represent the 

12 components of their Doctor of Ministry program, which it was commissioned 

to format and publicize.  The academic director could request more in the future 

as new cohorts were added to the program.  In these ways, this piece was built 

for change.   

Cutting the glass for the ATS stained glass window was a quick process 

because it was one large panel and we had prepared to work under a tight time 

constraint.  I cut most of the glass for the entire window and we collaborated to 

create several versions of the sculptural glass piece that would symbolize the 

power source in the sky.  Our only dilemmas during this stage were: 1) deciding 

which of the glass sculptures was the best choice for the focal point, for though 

we had favorites they did not seem to work best within the overall stained glass 

window or be the best choice for what it represented;  and 2) contacting the 

ATS representative who had wanted to document the process was proving 

difficult, and though we needed to proceed quickly, the stage of cutting the 

glass is the most visual progress of any part of the overall glass-making 

process.  We decided to finish cutting the glass and begin leading the window, 
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but include just a clear glass circle for the power source in the sky, enabling us 

to include her choice of which handcrafted three-dimensional focal point pieces 

we had made to be permanently placed in the opening.   

With all the glass cut, and stalling to afford time, when the ATS 

representative and her photographer finally arrived they had missed many 

opportunities to photograph studio process; however, they were enthusiastically 

pleased with the project, and they had us stage our previous work for their 

photographs (see Figure 22 below).  (Their final work can be seen in Figures 

23-25.)  While they were there, the commissioning person (Jo Brosius) was 

asked for input on which hand-crafted sculptural glass piece to use as the focal 

point.  Under my travel time constraints, we quickly proceeded with the leading 

and soldering stage.   

 

Figure 22: Rudy Medlock explaining the progress to Jo Brosius (second from right, project’s 
commissioner) and the public relations committee, including photographer Heidi Heater, (far 
left) whose work can be seen in Figure 24.  Artist’s photo. 
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Framing the ATS project had its own unique issues.  This stained glass 

window would not require rebar, as it was an adequate size fortified by its 

external wood frame, and it was constructed within zinc came, which reinforced 

its overall strength and support.  The primary issue in framing was with the 

external frame, a Gothic style “churchy” shape which needed its retro splatter 

print mirror removed, and the antique wood required restoration.  The traditional 

cathedral shape that has been voided of its original ecclesial associations, 

paradoxically refilled with tacky mirror, was ready to be given a new and worthy 

life and cause for being, with a new stained glass design reflecting ministerial 

training and world-wide legacy impact, reminiscent yet visionary, honoring 

tradition while shaping the future.  The inherent challenge was to revive the 

frame and use it to showcase the stained glass while not hindering the viewer’s 

experience by implying church history.   

With the pressure of time dwindling before I had to catch a flight back to 

Alabama from Kentucky, and the fragile mentality of being a newborn mother, 

the final construction stage of cementing with glazing putty, polishing, and 

cleaning, was a near breaking point for myself.  Family became a disaster 

response team in the studio, collaborating on this stage to see the project to 

completion by the deadline.  Lastly, the 12 three-dimensional fused glass 

additions were glued permanently into place and the chosen focal point glass 

sculpture was installed.  Having treated the wood frame with oil and screwing 

installation hooks on the back, the panel was ready for the seminary to display 

their commissioned stained glass window, and I would have to wait to see it in 

place on a future visit back to Kentucky.   
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Unlike the permanent FAS piece installed into the building itself, and 

unlike the moveable UoS piece displayed in a particular location within the 

context of a permanent collection, the ATS piece was created to be portable for 

temporary or long-term display.  It was meant to be placed within the Beeson 

International Center, near where the Doctor of Ministry degree is 

headquartered.  The seminary redesigned the entire ground floor around the 

motif of stained glass making: a display case showcases stained glass tools 

and materials, photographs, quotes, and brochures adorn the walls and 

surround the areas where people sit and socialize (more photos online in the 

“Installation” slideshow).  The stained glass window is on display at the entry on 

an easel with minimal lighting to showcase its colors and nuances and 

introduce people to the DMin program and overall design concept.   

 

Figure 23: Inside the Beeson International Center at Asbury Theological Seminary, the bottom 
level is home to the Doctor of Ministry program.  The stained glass window can be seen 
displayed in the corner, which leads to the rest of the DMin area.  Artist’s photo.  
  

It is slightly vulnerable as it is not hung permanently but resting on a 

stand, and it is susceptible to informal interaction (see Figure 23 above).  When 
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I had visited the Kelvingrove Museum in Glasgow (April, 2009) I had seen a 

Picasso painting hung at toddler eye-level.59  My initial thought was that this 

was a great idea as most art is hung at adult eye-level.  Having taught art at 

various levels for nine years and now a new mother, my almost simultaneous 

thought was panic; this painting was hung at toddler handprint-level.  Similarly, 

having stained glass displayed (not installed) where people can touch it could 

be disastrous.   

From the beginning of the commission we knew that: documentation of 

the stained glass making process for use in the program’s format and publicity 

was equal to the completed stained glass window to be displayed.  Now that 

the display includes a looped video explaining the connection of stained glass 

to the Doctor of Ministry theme “Legacy”, visitors to the Beeson International 

Center at ATS can reflect on the stained glass window as it pertains to the motif 

of “leading a legacy”, and how training for ministry is more than temporal and 

more than isolated self.  Etymology of “minister” originates from the Latin word 

meaning to serve, “minus” being less than, implying the minister works for, 

attends to others s/he holds superior.  My husband is a Methodist minister, who 

received his seminary training at Asbury.  People ask him what churches he 

has “served” and indeed his profession is a constant act of service.  He cares 

for the physical, social, spiritual needs of people out of a compassion for others 

because of a heart that has been humbled and healed.  The Doctor of Ministry 

degree at Asbury Theological Seminary was relaunched using the visual 

analogy of creating a stained glass window to communicate the phrase “leading 
																																																								
59 Visiting the museum’s website one can take a virtual tour, and on display at that location is 
now a different painting; however, the accessibility of the artwork could lead to a related debate 
about museums, especially as John Dewey discusses art in a foreign or primitive context in his 
seminal 1943 Art as Experience, “at once it ceases to be a work of art and becomes a natural 
‘curiosity.’ [sic]  It now belongs in a museum of natural history, not in a museum of art” (p. 50). 
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a legacy”, and the analogy is based on the reality of servanthood – that of the 

minister caring out of compassion and that of the work of art coming together 

and serving a higher purpose.  

The commissioning body, having received feedback from viewers, was 

able to reflect on the success of their endeavor.  The craftsmanship and 

collaboration of stained glass art provided a good framework for communicating 

a relaunch of the DMin degree and the publications to explain it.  The Doctor of 

Ministry “View Book”60 online and the actual walls of the lobby use photographs 

(see Figure 24 below) of our collaborative work on the commissioned piece to 

illustrate the concepts of the program, “It takes… Plan… Intensity… 

Experience… Tools… Conversation… Time”.   

        

Figure 24 (left): My photograph of a photograph by Heidi Heater of my hand working on the 
project, one of many on display.  
Figure 25 (right): My photograph of one of two displays about the DMin program, using stained 
glass windows as an analogy of the program’s structure.  
 

I was asked to submit an audio file artist statement to be used in a 

looped video running continuously on an iPad explaining the DMin program and 

its theme and the “Legacy” stained glass window (the wall mount is seen below 

																																																								
60 See: http://asburyseminary.edu/academics/degrees/doctor-of-ministry/.  Last accessed 10 
October, 2015.	
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the display case in the Figure 25 above).  Initial feedback suggested viewers 

were interested in the display but were having trouble connecting it with the 

seminary’s intent.  A shorter version of the following was written and recorded 

for background voiceover on the video to help viewers in their inquiry. 

 The ATS Doctor of Ministry stained glass window was designed after 

hours of prayer-saturated thoughts and questions and sketches based on the 

seminary’s training and ministry in the DMin program, and the legacy the 

students leave because of their time spent at Asbury Theological Seminary.  

We found an antique chestnut Gothic styled pointed arch wood frame 

approximately five feet tall by about one and a half feet wide.  We were initially 

reluctant to use such a traditional shape for a contemporary window, but I 

suggested this historical architecture would perfectly signify the tradition of the 

seminary institution with a modern symbolically-designed window within it, 

signifying the present-tense work of the seminary training as well as the 

timeless legacy the school and its students make throughout the earth and the 

immeasurable work being done from the heavens.  Of the preliminary designs, 

most were not interesting enough and were less rightly connected to the theme 

of "Legacy" while one in particular was more obviously the right choice which 

became what can now be seen.  That design was developed into a more 

refined mixed-media drawing of colored pencil, paint, and pieces of maps 

collaged and then became our full-scale template for the stained glass piece.  

The design has a focal point in the top left area with radiating spirals down to 

the bottom right corner where part of the world is evident and in turn pushing 

back up into the universe.  From that source of power in the sky there is a line 

that, just off the scene, splits into three lines and returns as a trinity that spins in 



	 114	

a swirl of purple ribbon through the vibrant blue sky and reaches to envelop the 

earth.  Conversely, the curve of the world radiates upward into the sky creating 

an interactive sphere between the earth and the heavens.   

The practical physical dirt of earth and the glorious spiritual otherness of 

heaven are connected by the activity of ministry and prayer, study and practice, 

relationships and mentoring, faith activating works.  The glass choices were 

made to enhance this with more textured and opaque greens, blues, and reds 

to represent the material physicality of earth, and translucent blues and purples 

in the skies to represent the no less real but more immaterial nature of air, 

universe, heaven.  Both are tangible, believable, relevant, and related, but they 

are more or less visibly and obviously seen.  The point of emphasis, the power 

source representing the Triune God, is a hand-made cluster of brilliant broken 

shimmering iridescent glass sculpted into a three-dimensional piece.  Similar to 

the Trinity knot, a symbol portrays a mystery that humans awe and know, but 

cannot fully comprehend.  Twelve small fused pieces of glass (handmade by 

Professor Medlock) are added to represent the current cohorts of the Doctor of 

Ministry program, and others can be added in the future; ministry, training, 

education, and art are organic and growing, even in what appears to be 

crystallized form. 

Viewers see themselves in the glass as the light from behind illuminates 

the stained glass window and the reflective surface of the glass vaguely mirrors 

its audience, making the viewer part of the artwork.  Students in the DMin 

program can see themselves as parts of the stained glass project as well as the 

seminary’s history and future.  They can know that as they have made 

themselves available, just as the pieces of glass in the artwork, they as 
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students may go through these processes of: learning, designing, dialoging, 

assembling, mentoring, breaking, stretching, refining, repairing, reworking, 

reflecting.  And they will leave a legacy of faith; just as the stained glass artwork 

endured the tools and materials and labors of the studio procedure to become a 

finished timeless piece of artwork, so too students entering ministry have 

worked through a process and they too affect others.  Just as in this stained 

glass window, there occurs a Holy exchange, where they offer their lives and 

service to God out of compassion that leads to care.   

For awhile it was hard to foresee how the design would work and it was 

uncomfortable to endure the breaking and refining, but now the light shines 

through and illuminates the heavens and the earth, the colors come to life and 

the unified work sparkles and will leave a legacy that outlasts our human 

efforts. 

 These three projects were accomplished during the thesis research as 

practical element of the practice-based research.  Revisiting the written thesis, I 

had the opportunity to complete another collaborative commissioned stained 

glass installation, a two-part project that has enhanced the process of revisions 

as practice continues to lead this thesis.  Each project brings out new 

challenges to problem-solve and every time I question the worth of the 

demands; but once it is finished and I am able to reflect along with anyone else, 

I feel fortunate to have been part of its birth.   

 

CONCLUSIONS 

What has been evident in every stage and through each project, 

exemplified at different times, has been: what occurs in the creative endeavor 
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filters and teases out issues that contribute to the artwork’s revealing nature 

and the viewer’s seeing.  Briefly, conclusions from each stage of the practice-

based process will be explained, then from each project.   

During the commissioning stage, my collaborative partner’s reputable 

experience initiated the opportunity for me to be involved in most of the 

projects.  The design and construction phase brought concept to form, making 

what was once invisible now visible, realizing an incarnational nature to visual 

art.  Drawing the templates required peak strategizing and problem-solving.  

Selecting the glass relied on formal aesthetic training to make decisions that 

impact each project’s outcome, therefore influencing viewer experience.  

Making a maquette tested aesthetic and technical decisions with site specificity, 

which led to dialog that altered the plans – the phase that required adjustments 

according to new revelations.  Cutting the glass revealed how craftsmanship 

(more than technical “trade”) benefits from intuition and aesthetic judgment.  

Leading and soldering the projects made it apparent that collaboration can 

benefit from partner’s strengths and preferences.  Framing the stained glass 

windows is not an afterthought, but a factor from design, and even as early as 

commission, that enables the artwork to endure the stresses of time and 

(re)location, and it focuses viewer experience.  Cementing and polishing the 

projects involved community, a second tier of collaboration, and reveals the 

natural beauty of the materials, maximizing the viewer experience.  Installation 

and reflection freed the art from the artists, and began engaging actual viewers 

of the artworks, facilitating new ways of seeing, revealing, experiencing.  

Writing an artist statement for each project enabled reflective critique and 

invites viewers to new levels of experience.  Throughout the creative process, 
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collaborative partnership moved from struggles for independence toward seeing 

each other differently which would eventually grow into a mutual dependence 

and trust. 

Throughout each project, I have indicated certain situations, dilemmas, 

challenges, failures, conflicts, and serendipities that have surfaced these thesis-

leading insights, realities revealed by the origin of the work of art (to use 

Heidegger’s language and unpack his aesthetic philosophy from studio based 

research).  Here are concise distillations of the primary contributions of these 

projects.  The first (FAS) project’s design and content (mysterious theology of 

the trinity) revealed a necessary tension of the artwork drawing attention 

beyond itself as it matured into an established collaborative creative 

partnership.  The second (UoS) project endured two accidental breaks and 

repairs, in which crisis moments proved to be a threshold where thesis claims 

were enacted: collaborative partners worked redemptive measures to repair 

that which was “precious”, and infused it with felt compassion and active care.  

The third (ATS) project, by commissioned design, placed the viewer in the 

formative process: portraying the mingling of material and ethereal and 

symbolizing persons in the context of life’s circumstances, able to project long-

term perspective because of and without self.  

In what follows, a chapter on glass explores the essence and 

transformation of the material from grains of sand to architectural element, a 

chapter on windows explores the space and framing of art and its social 

aspects, and a chapter on stained explores the obscuring and vivifying nature 

and theological implications of stained glass windows from early use to heights 

in history to contemporary failures and movements.   
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PART II. THEORY FROM PRACTICE 

 
 

Chapter 1: GLASS: THE MATERIAL, ITS USE, AND ITS USERS 
 

INTRODUCTION 

Glass as a useful material has been around for millennia; the earliest examples 

dating from Egypt around 1250 B.C. and beads from Mesopotamia from around 

2300 B.C.61, but artifacts from the first century on demonstrate a quick 

progression in technique, possibilities, and affordability.  During the Roman 

Empire the material grew into an industry and the term “glass” also came into 

use, most likely from a root Germanic word from the Trier region62.  Glass is a 

paradoxical material with which to work.  The medium of glass not only 

challenges boundaries of secular/sacred, interior/exterior, 

architecture/memorial, craft (function)/art (beauty), public/private, but celebrates 

that tension between.  This chapter addresses the medium that mediates sight.  

 Wherever I go I am observing glass, the innovations of its use and why it 

is the chosen material, and its effects on the space and the people who use 

that space.  One slideshow available via the correlating website is dedicated to 

some of these recorded observations (“Glass), which includes photos taken 

under this research: http://eidensite.weebly.com/glass.html.  Certain photos and 

connections to the practice-based projects are also included throughout the text 

as this material is under investigation.   

 Considering the elements that contribute to the final product might 

elucidate not only technical procedure, thought processing, and decision 

																																																								
61	Michael Welland in Sand: The Never-Ending Story, University of California Press: Berkeley, 
p.246.	
62 OED online: “glass”. 
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making, that go generally unexplained, but implications might be drawn toward 

a theory of glass as part of the thesis.  Similar to art theory or color theory, 

glass theory considers possibilities and limitations of medium as well as implied 

directions of thought.  This theory of glass relies less on technical innovation 

and cultural and economic influences, as it is more interested in following 

substance from its most basic element, through process, to product while 

paralleling, due directly to the nature of the chosen medium, the way sight and 

insight regard and then even disregard the material.  Furthermore, so this 

pursuit remains grounded it begins with the ground itself, sand, and it ends 

there again in memorial, where humanity and humus remain a legacy for 

building future.  Throughout the exploration, motifs surface in water, collection, 

containment, and recollection.   

 Its physical properties are inherent with metaphysical implications.  As 

my three projects were created in glass, investigating the material helps 

understand why it is chosen as commissioned art.  This section looks at glass 

from its elemental beginnings as sand, the transition to semi-solid status as 

structural material, and its properties, potential, and power as glass.  How can 

visual art reveal truth in such a way that humans experience other humans’ 

experience and are moved with care toward action?   

 In order to ask that question, other questions must be investigated about 

the material.  Where does glass originate?  What is the significance of a 

substance that is constructed and broken symbolically?  Glass constructs 

barriers to demarcate space and vandalizing that barrier collapses and 

equalizes space, thereby threatening, violating, humiliating perceived powers.  

Where does glass belong and what does it do?  Stained glass windows have 
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relocated from the ecclesial beginnings to common living space; what does this 

move indicate and what does the visual cultural fascination with glass 

contribute to its importance as structural and inspirational art form?  Heidegger 

writes of the ability of art to transport us from the ordinary world into openness 

(unconcealing truth) while in this displacement the artwork is allowed to remain 

artwork as human beings enter emancipation from captivity of the world63.  The 

medium of glass itself provides a lens by which we see through the world, as 

opposed to traditional aesthetic notions of looking at art as window on the 

world.  In the three projects accomplished during this research, each holds a 

sort of world within its frame, but a world through which the viewer is invited and 

extends back into the viewer’s own world/view.  In two of those projects (ATS, 

Figure 26 and UoS, Figure 27 below), as well as one completed during 

revisions (Figure 28 below), part of this earthly world is represented.  Colors 

and textures (and in ATS, opacity) in the areas of earthiness contrast against 

the transcendence of the sky.  In the UoS project, elements of nature can be 

seen through the glass (the sky is seen through the glass sky, bushes and 

ground through the earthly areas); this was not intentional from its inception, 

however it interacts well where it is now located.  Photos of these are included 

here below, but they are also seen under the “Installation” slideshow online: 

http://eidensite.weebly.com/installation.html. 

 

 
																																																								
63 As understood from “The Origin of the Work of Art” (1935) especially p.66 in Poetry, 
Language, Thought.  A full quote may be helpful as context; Heidegger wrote that “the work is 
itself transported into the openness of beings – an openness opened by itself – the more simply 
does it transport us into this openness and this at the same time transport us out of the realm of 
the ordinary.  To submit to this displacement means: to transform our accustomed ties to world 
and to earth and henceforth to restrain all usual doing and prizing, knowing and looking, in 
order to stay within the truth that is happening in the work.  Only the restraint of this staying lets 
what is created be the work that it is…” 
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Figure 26 (left): ATS, Figure 27 (right) UoS.  Both artist’s photos.  
Figure 28 (bottom): 1 of 2 completed for “Sanctuary” House of Prayer during revisions.  Photo 
by Rudy Medlock.  
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 Just as visual art often makes the impossible possible, this chapter 

posits fusings of contradictions inherent in the material of stained glass 

windows.  Glass, a semi-solid medium (material and means), is transformed 

from earth’s debris (sand) to a change agent for sight and care.  Investigating 

the material first considers the properties of glass in three duets: paradox and 

passivity, sand and sea, and transparency and light.  Secondly, it considers the 

potential of glass in three combinations: placement and liminality, container and 

barrier, and reflectivity and mirroring.  Thirdly, the chapter exemplifies the 

power of glass in three architectural examples and the notions of sublimity, 

fragility, and spirituality.  In conclusion, the medium of glass, by properties, 

potential, and power, is found to shape culture and reveal vision beyond itself; 

this material from countless sands gathered and transformed to broken shards 

repaired, contributes to the notion that the media (means and material) of glass 

helps people to see with care or compassion that leads to action.  Insights are 

drawn from research work in the stained glass studio, from commission to 

installation.   

 
PROPERTIES 
 

Properties of materials are those characteristic elements belonging to them, 

attributes that describe them and distinguish them from other things.  Glass has 

many properties unique only to glass and a few of these are worth exploring as 

they contribute to a better understanding of glass as artistic medium and as 

beneficial to seeing differently.  

 

Paradox and Passivity 
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Glass is a paradox medium and when used in stained glass windows it is a 

material that contradicts classifications: it is art and craft, it is architectural and 

art, it is illustrative and interpretive.  “Para-dox” means a thought beside / 

beyond, and is used to explain that which is seemingly contradictory.  Glass is 

the ultimate paradox material; it contradicts categorization in many ways: it is 

not solid nor fluid, it is powerful and it is fragile.  Light and sight act upon glass 

and its nature permits the activity while restraining elements.  A person cannot 

walk through glass, but can see through glass.   

Glass is the via media, if via is a preposition of traveling through or by 

means of, and media is a material of mass communication, and via media is a 

(philosophical and theological) compromise of moderation.   More will be said 

about the in-between placement of windows later, but for now it must be 

mentioned that glass is a media – means and material – which not only clarifies 

physical sight, but mediates polarities (inside/outside etc.) and enables 

possibility, which is its passivity.  The poet George Herbert wrote in “The Elixer” 

of the desire to see beyond the physical surface of things, and uses glass as 

illustration:  

Teach me, my God and King,  
In all things thee to see… 
 
A man that looks on glasse,  
On it may stay his eye;  

      Or if he pleaseth, through it passé,  
And then the heav’n espie…64 
 

Glass is a passive material in that it invites the eyes beyond itself.  

 The paradoxical properties of glass are more than theoretical or even 

practical, they are elemental.  Some falsely perpetuate the notion that glass 

“melts” over time because of the unevenness apparent in older glass windows 
																																																								
64 George Herbert in “The Elixer” from George Herbert: Selected by W. H. Auden, Penguin 
Books: Harmondsworth, 1973, p.116. (This is the format printed in this version.)  
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and sagging antique glass, however unevenness is attributable to the glass 

manufacturing method used and sagging panes are caused by the structural 

lead weakening over time plus the lack of appropriate reinforcement.  The myth 

that glass is a liquid is not easily dismissed, however.  Although glass is 

commonly referred to as a solid material, it never fully qualifies as that physical 

state and it is able to be reheated for fusing and reshaping.  As a matter of 

interest, this paradoxical material is resistant to common opinion.  

 Through the furnace of various glass-making methods, a mineral 

becomes a molten viscous gluey lava-like substance and is slowly cooled to a 

desired hard shape.  Through a glass transformation range a transition takes 

place between melted liquid to amorphous, or non-crystalline, “solid” state.  As 

a matter of science, Philip Gibbs of the University of California, Riverside wrote 

that, it has no “first order phase transition” but there is a “second order phase 

transition”, therefore glass’s categorization between liquid and solid is vague 

and contested.  Gibbs says, “It is sometimes said that glass is therefore neither 

a liquid nor a solid.  It has a distinctly different structure with properties of both 

liquids and solids”.65 Interestingly, glass defies these simple physical 

classifications.  Although we casual users depend on glass as a solid material, 

because it has no flow, at the atomic level glass behaves like a supercooled 

fluid.  Furthermore, before being a useful sheet of or object of glass, it must 

endure a shaping process unlike other materials.   

																																																								
65 “Solids, liquids and gases are ideal behaviours characterised by properties such as 
compressibility, viscosity, elasticity, strength and hardness.  But materials don’t always behave 
according to such ideals.” Philip Gibbs, “Is glass liquid or solid?”  Printed article from online 
source: http://math.ucr.edu/home/baez/physics/General/Glass/glass.html last accessed 2 
September 2014.  
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 Glass is, when heated, moldable and can be described as having 

viscoelasticity and lacking plasticity.  Viscoelasticiy is exhibiting elastic and 

viscous behavior, meaning when stress is applied, it might deform, but only 

temporarily, whereas plasticity describes materials that do not return to their 

original shape when stress is removed, such as clay.  Before it cools and 

hardens, glass behaves in a way that molds and shapes but does not conform 

permanently unless molded and cooled.  Once it is cooled to a hard state it will 

not conform to stress but will shatter.   

 Before it enters such a radical transformation of states, it is essentially 

sand.  In the section that follows, the origins of glass are considered: the basic 

element of sand and its home in the sea are considered for how they contribute 

to an understanding of glass enabling people to see differently, especially when 

used to create works of art.   

 

Sand and Sea 

Sand, the naturally and universally occurring granular erosion of rock (quartz, 

silica sand) used to make glass is a hard mineral resistant to weathering, and is 

by common sense (and scriptural tune), is not something upon which one 

builds.  This matter becomes that which we see through, thereby opening 

space to think beyond clear boundaries.  Here, sand is analyzed from its source 

– the sea, to its product – glass.  

 Isobel Armstrong writes in detail of the innovations and effects of glass in 

the 19th century; her description of its material source provides perceptive 

aspects to explore about the nature and potential of glass.  This longer quote is 

worthy to include, as she is explicitly descriptive and implicitly meaningful:  
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Sand, the ‘useless’ ‘debris of our globe’ worn away from siliceous rocks and 
eroded into progressively finer grains in aeons of geological time, is the prime 
constituent of glass.  Its transformation, pure transparent matter derived from 
waste matter, artificial matter derived from primary matter confirmed the magic 
of transition from nature to culture: it even appeared to reverse the process of 
mortality, moving from death to life, a form of resurrection seizing the 
imagination with aesthetic wonder.  It was at the same time the limit case of 
modern manufacture, its nature as finished product as far distant from that of 
its ‘raw’ components as it was possible to be…66  
 

Before exploring Armstrong’s insight, note the repeated use of the prefix “trans” 

(transformation, transparent, transition) and “re” (reverse and resurrection), and 

question how does glass art do these things and how is the morphing process 

from sand to glass important in elucidating points in this research?  The 

prepositional prefix trans- indicates direction and change, meaning across, 

beyond, through, into, passage.  The prefix re- means once again, making 

anew, and going back to a previous state.  The metamorphosis of elemental 

sand to material glass is a change latent with possibility. 

 It is ironic to consider sand as useless debris while it has such inherent 

use and beauty when transformed.  Raw sand is banal and universal, found in 

every country and climate; its countlessness is a biblical measure for 

generations and promises, while individual grains are often irritants.  Due to its 

coarse abrasive nature, sand is used for destructive purposes: filing, polishing, 

cleansing, blasting, exfoliating.  But this abundant “wastematter” handy for 

demolition also becomes useful in heavy construction, such as concrete-mixing 

and mortar, in addition to its use in architectural glass-making.  It is destructive 

and constructive and the grains of sand are worth study.   

 Armstrong’s description grants sand enormous ramifications when she 

identifies a change from nature to culture and uses terms such as magic and 

resurrection.  In order to understand this more fully, it is important to consider 

																																																								
66 Isobel Armstrong in Victorian Glassworlds: Glass Culture and the Imagination 1830-1880, 
Oxford University Press: Oxford, 2008, p.6. 
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the depths of where sand originates and what it does before it is collected for 

human use.  

 The ocean is a paradox in itself: vast, beautiful, serene, peaceful; it is an 

escape, a vacation where we long to have a balcony view.  The ocean is 

raging, ugly, angry, hateful; it is a deathtrap, a destruction where we fear to lose 

a deep- sea breath.  Glass originates with sand, and sand originates primarily in 

the oceans.  It not only benefits the nature of sand to consider what the shores 

sometimes fail to contain, but the deep sea is also a poetic space and an 

influencer of worldview.  

 Twentieth century French epistemologist, Gaston Bachelard wrote on 

how humans experience architecture in The Poetics of Space (1958).  He 

studies mostly the various areas of home, but in a chapter on “intimate 

immensity” he maps notions of grandeur and imagination with descriptions from 

an observant traveler.  He quotes the writings of Phippe Diolé, whom he 

describes as a “psychologist as well as an ontologist of under-seas human 

life”67 where Diolé’s compares his experience in the desert against his former 

experience deep-sea diving, that being immersed in either place is “to loosen 

the ordinary ties of time and space” and that “Neither in the desert nor on the 

bottom of the sea does one’s spirit remain sealed and indivisible”.  Diolé’s 

positive experience with an all-encompassing immersion into the sea affected 

his worldview through unsolicited recollection of the desert, as if his physical 

submersion had caused osmosis of new vision and spatiality.68  An intimate 

																																																								
67 Gaston Bachelard in The Poetics of Space, Orion Press: New York, 1994, p.206. 
68 The full quote for more context and insight reads: “As a result of what cruel dialectics did he 
decide to leave limitless water for infinite sand?  Diolé answers these questions as a poet 
would…Diolé tells us that he had wanted to ‘terminate in the desert the magical operation that, 
in deep water, allows the diver to loosen the ordinary ties of time and space and make life 
resemble an obscure, inner poem’ concluding that ‘to go down into the water, or to wander in 
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immensity opens up to imagination, where new ideas are formed and creativity 

is sparked. 

 Not all encounters with the sea evoke positive memories, but most if not 

all, expand the inner sanctum within the human being.  There is a dark vast 

haunting side to its personality; one that equally, if not more intensely, 

overwhelms those who experience loss to its hunger.  It does not give closure 

as humans need when experiencing loss.  Robert Pogue Harrison writes in The 

Dominion of the Dead about how the living cohabit the world with their dead, 

questioning how humans bury, memorialize, and relate to those who have died.  

Of the ocean, he writes: “It is its passion for erasure that makes it inhuman…the 

site of disappearance remains unmarkable.  There are no gravestones on the 

sea…It closes over rather than keeps the place of the dead, while its 

unbounded grave remains humanly unmarked”69.  In an extreme example, an 

earthquake causes a tsunami, washing away homes, schools, people, 

livelihoods and lives; as the waters settle back to serene reflections of the sky 

that and the moon that moves its waves, a few are left accusing it of theft and 

murder, but they are left without evidence, motive, or even a place for grieving.  

“As for the loved ones of those who sink into its unfathomable grave, they suffer 

a special form of anguish”70.  When this occurs, the space of imagination that 

Bachelard excavated can become an unbearable torment of absence, unless a 

new idea is presented.   

																																																																																																																																																																		
the desert, is to change space,” and by changing space, by leaving the space of one’s usual 
sensibilities, one enters into communication with a space that is psychically innovating.  ‘Neither 
in the desert nor on the bottom of the sea does one’s spirit remain sealed and indivisible’”. 
Bachelard, p.206.   
69 Robert Pogue Harrison in The Dominion of the Dead, University of Chicago Press: London, 
2003, p.12. 
70 Harrison, p.12. 
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 Harrison writes that, “When history turns against its own memorializing 

and self-conserving drive, when it is perceived to have become a force of 

erasure rather than of inscription, of assault on the earth rather than 

humanization of the earth, then images of an apocalyptic sea inevitably surge 

up in the human imagination”71.  But Harrison reminds us that even the 

threatening sea is not without justice.  “When John describes the eschaton at 

the end of the Book of Revelation he evokes the architectural marvel of the new 

Jerusalem and, in an exalted rhetoric, speaks of a ‘new earth’ and ‘new 

heaven.’  He then declares, almost as an aside: ‘And the sea was no more’ 

(21:1).  The demise of the sea here signifies the final victory of providential 

history over its antagonistic element”72.  (The transformation of Earth redeemed 

is actually what was commissioned to be conveyed in part of the project 

accomplished during revisions, and can be seen in the earlier photo.)    

 Bachelard wrote, “I once wrote that a man who was familiar with the 

deep sea could never be like other men again…”  Having spent a few months 

doing relief work in Sri Lanka following the devastating tsunami of 2004, I 

experienced the sands of the ocean in ways that enlarged my own being.  On a 

construction site for a Habitat for Humanity house, a foreign object was tossed 

aside because it would not fall through the screen that sifted sand for use in 

concrete mixing.  Two other relief workers exchanged glances with me and one 

let the question fall, “What was that…”  We knew it was a human bone.  For 

rest, the relief workers would take tea in a local family’s home, where the flood 

line still stained the tops of their walls about one foot from the ceiling.  

Strangers told me their stories of loss and of rescue and of gratitude.  The irony 

																																																								
71 ibid, p.16. 
72 ibid, p.4. 



	 130	

of collecting sand to use for rebuilding homes that were destroyed by the water 

etched my own imagination in redemptive ways.  I worked with refugee children 

creating clay butterflies and watercolor paintings and collages of hope (see 

Figure 29 and Figure 30 below).  This is what Armstrong meant by magic and 

resurrection: using the “useless debris” of the earth, sands of the desperate and 

devastating places to form glass by melting and mixing and hardening it into 

new material to be infused with light and installed in places where humans 

interact and have aesthetic and spiritual experiences.   

 

Figure 29 (left): Refugee children working on art, photo 
taken by “Ragu”, the driver for World Concern (the NGO I 
worked with) who was later caught in crossfire of Sri 
Lanka’s civil war.  He documented my work with the kids. 
Figure 30: Boy in a refugee village painting the sea.  Photo taken by me, 2005.  
 
 In his book Sand: the Never-Ending Story, Michael Welland writes that, 

“Sand is a character that has a role to play at every scale, both in the physical 

sense and in our collective imagination.  There are worlds to see in a grain of 

sand, and countless grains to see in our world”73.  In order to see sand turn to 

glass, it must melt at temperatures “in excess of 1,600*C (2,900*F)”74 which is 

lowered by adding the right ratios of soda.  Too much makes the glass soluble 

																																																								
73 Welland, p.xiv. 
74 Welland, p.247. 
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in water (ironic again) and calcium is added for stability, resulting in soda-lime 

glass, which has been used commonly for 3,000 years75.  Adding ingredients 

like salts, minerals, and metal oxides stains the glass with color.  However 

glass would not have its transparency or its color without light.   

 
Transparency and Light 

The qualities of transparency and light are unique to glass as basic material, 

and very important to glass as artistic medium.  In the investigation that follows, 

transparency is actually brought about by light, so the study begins with light.  

First, a mention of light as redirecting aesthetic understanding is made, then 

light is defined and its etymological roots naturally reveal divine implications 

that lend to this study of stained glass windows.  

 Landscape painter and professor, Barbara Bolt calls for a new direction 

in aesthetics to shed light for a matter, challenging what she sees as 

destructive effects of Enlightenment thought on indigenous life, art, and 

worldview; she argues against Enlightenment tendency to connect light, 

knowledge, and truth, that shedding “too much light on matter sheds no light on 

the matter” because it causes a blinding glare.  She suggests a shifting “to 

shedding light FOR the matter”76.   

 She goes on to call for a new performative response to alleviate the 

“repressive movement of (en)light(enment)”77 which she claims has jerked 

heads upward from the ground to the horizon, separating the people from their 

indigenous dance with the earth (a tragic severing of humanity and humus).  

Drawing on Paul Carter’s ideas of “methexis as non-representational” 
																																																								
75 ibid.  
76 Barbara Bolt in “Shedding Light For The Matter” [sic], Hpyatia. 15.2 (Spring 2000), p.204. See 
also her website: http://barbbolt.com.  Last accessed 22 September 2014.   
77 Bolt, p.209. 
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movement and Luce Irigaray’s ideas of movement, she explains “shedding light 

FOR the matter’ involves both an ecological and ethical challenge and presents 

a different conception of visual practice and visual aesthetics”78.  Why include 

this?  What is interesting is that Bolt calls for a new direction in aesthetics that 

looks to art in a participative engagement, and experience rather than a critique 

of autonomous object.  She adjusts the over enlightened/blinding empirical 

urges to a more natural and appropriate lighting of art.  This concept is 

extremely important in the practice of stained glass, as the wrong light will 

hinder the stained glass experience rather than enhancing and revealing its 

fullest potential.   

 The OED’s first definition of light is a noun that acts: “1. That natural 

agent or influence which (emanating from…) evokes the functional activity of 

the organ of sight.  a. Viewed as the medium of visual perception generally. 

Also, the condition of space in which light is present, and in which therefore 

vision is possible. Opposed to darkness”.  (It is first of all, interesting that light is 

considered a thing, and furthermore, that it acts upon something else, affecting 

conditions so that sense perception can occur – light is a noun/verb/adjective 

prepositionally upon a direct object.)  

 A brief word study in Greek dims contemporary perceptions to a more 

authentic, pre-artificial pre-enlightenment concept of light.  Greek words for light 

include: phós (φῶς), a noun meaning light source, the light itself, and its related 

phainó (φαίνω) a verb, meaning shines, appears, becomes visible, become 

clear.  The word epiphany derives from this, an intensified appearing, which is 

commonly understood to be a moment of insight, but finds its true definition in 

																																																								
78 Bolt, p.213. 
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the ecclesiastical festival of the celebration of the manifestation of Christ to the 

Gentiles, the Magi (OED).  Secondly, apokaluptó  (ἀποκαλύπτω) is a verb 

meaning to uncover, bring to light, unveil, reveal, literally: away from + cover.  

What is important is the activity (happening from a light source) indicates a 

change in environment, a shift in vision, a revelation by unconcealing.  These 

two light words are used together in one verse of the New Testament where the 

infant Christ is presented in the temple (Luke 2:27-32), and Simeon takes the 

baby and praises God saying that he has now seen what God promised: a light 

for revelation to the Gentiles and the glory of the Jewish people (verse 32).  

Simeon said his eyes (physical: ophthalmoi (ὀφθαλµοί)) have now seen 

(insight, perception, knowing: eidon (εἶδον)).  His physical sight moved to 

“eidensight” (see UoS stained glass project name and artist statement).  This 

gives added meaning to the magnificent stained glass windows of the Gothic 

cathedrals, imaging scriptures to illiterate society (and implications for viewers 

of stained glass windows today).  Viewers could physically see God’s promises 

and fulfilled prophecies in art and architecture with their own eyes, and those 

images were lit up with natural light affecting their sight and memory, with the 

greater potential that spiritual light affected their hearts and lives.  Glass, 

already a material that is translucent or transparent, which by its nature reveals, 

necessitates light, which by its nature, reveals. When Hiedegger writes art is a 

“happening of truth/aleitheia”79, it is more than physical sight, but a revelation. 

																																																								
79 Heidegger’s terminology from “The Origin of the Work of Art”, especially p.71 in Poetry, 
Language, Thought.  His thesis most clearly and concisely (if possible) is stated here as, “This 
art is: the creative preserving of truth in the work.  Art then is the becoming and happening of 
truth” (emphasis his) and truth we know from Heidegger is unconcealing, for instance just prior 
he reminds the reader that, “This happens [the happening of truth] in creation as the bringing 
forth of the unconcealedness of what is”.  See also earlier (p. 59) when he talks of creation as a 
bringing forth, saying, “For Greek thought the nature of knowing consists in aletheia, that is, in 
the uncovering of beings.  Techne, as knowledge experienced in the Greek manner, is a 
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 Having discussed the properties of glass that are paradox and passivity, 

sand and sea, and transparency and light, the potential of glass will be 

considered in three linked sets: placement and liminality, container and barrier, 

and reflectivity and mirroring.   

 

POTENTIAL 

 

Having considered certain properties of glass, and its defiance of categories 

and its use of revelatory light, the potential of glass becomes relevant.  Here, 

three related sets of potentials are explored: first where it is placed, often in a 

transitional space, between and touching two sides, a threshold or liminal 

space.  Second, glass has the potential to establish boundaries, making it able 

to contain or be a barrier.  Third, it has the potential to reflect and mirror that 

which faces it.  These things affect sight in that viewers can see, if not 

physically go, beyond glass, be protected by glass, and see themselves in 

glass.  Visual art that uses the medium of glass then has these potentials.   

 

Placement and Liminality 

In his last recorded words in a magazine interview, Heidegger says some very 

pointed, albeit confusing, remarks about art:  

HEIDEGGER: I do not demand anything of art. I only say that it is a question of 
what place art occupies.  
SPIEGEL: If art does not know its place, does that mean it is destructive?  
HEIDEGGER: Fine, cross it out. I would like to state, however, that I do not 
think modern art points out a path, particularly as it remains unclear where it 
sees or at least looks for what is most characteristic of art.80  

																																																																																																																																																																		
bringing forth of beings in that it brings forth present beings as such beings out of 
concealedness and specifically into the unconcealedness of their appearance”.   
 
80Der Spiegel interview, 23 September 1966, as resourced online: 
web.ics.purdue.edu/~other1/Heidegger%20Der%Spiegel.pdf, last accessed 12 May 2011. 
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Heidegger, who wrote with great insight about art and defied categories in his 

own ways, says here (in 1966, a period in which some of the strongest strivings 

for autonomous art can be found) that he does not demand anything of art, but 

that the question of “what place art occupies” is of utmost importance.  The 

interviewer asks a seemingly strange question in response, suggesting 

hypothetically that art has its own knowledge, by wondering if it lacks 

knowledge about its place, which is what Heidegger had just highlighted, would 

it (art? the place?) be destructive.  Heidegger dismisses his own statement, 

whether because he did not like the question, was afraid of being misquoted, 

taken out of context, avoiding argument, being misunderstood, or simply to end 

the interrogation, he makes a crucial amendment.  He specifies modern art and 

doubts a trajectory.  

 A few insights from the artist’s studio might help clarify this interesting 

exchange.  1. As mentioned before, people cannot demand of art anything, but 

they can receive from it.  Heidegger’s question of what place art occupies is 

significant, whether he means literal site-specificity, or social visual culture 

influence, or otherwise.  2. Art can be destructive whether or not it knows its 

place.  Art can be constructive whether or not it knows its place, but it is most 

beautiful and effective where it is in a place that relates to it and relates it to its 

viewers.  3. The space of windows and the pitfalls and potentials of modern art 

will be considered in the chapter on “windows” but what is helpful here is the 

idea that what is most characteristic about art is clarity about where it sees or 

looks: where it is seen or looked at, where it is seen through or looked beyond.  

This brief section looks to the potential of glass in its placement as windows, 

which is explored more fully in the next chapter.  
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 The “place art occupies” is important to consider when talking about the 

materiality of art especially in regards to glass, because it affects the space 

around it.  The place art occupies can be understood at two levels: one being 

the physical geographical site-specific place (installed, framed, mounted, 

erected, hung, worn, displayed, re/moveable, etc.) and the other being the 

theoretical culture-shaping/reflecting place in society (memorial, decoration, 

monument, symbol, propaganda, education, interpretation, power, prestige, 

artifact, etc.).  The first affects the other because of what happens in the person 

in its space. 

 In her book , Armstrong writes in Victorian Glassworlds: Glass Culture 

and the Imagination 1830-1880: “Despite its stubborn physical existence, the 

window’s boundary makes the scopic trajectory theoretical because the body 

can never follow the eye”.81  Although the body is limited by the wall and even 

by the window, through glass, the eye can see beyond the body’s limitation to 

consider past physical limits.  

 Its placement is intercessory, liminal – a threshold for vision and thought, 

consideration.  Armstrong says, “The hiatus of the window dramatizes the 

uneven relation of subject and object, from whatever side.  Always the source 

of anxiety, it is the disputed space of the century”82.  Although she was writing 

about the culture of the nineteenth century, the placement of the window 

remains critical, that it not only differentiates inside/outside space, but 

subject/object; it frames and focuses, and is a source of anxiety because it is 

where things meet and separate.  She explains later:   

Intended for the passage of sight, every window comes with a future history of 
seeing blent into it.  It anticipates the gaze of innumerable eyes, from inside to 

																																																								
81 Armstrong, p.115. 
82 Armstrong, p.7. 
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out, outside to in, a relation that is always unsymmetrical.  The window is the 
seam, or junction, of the body’s internal space.  It turns inward and outward.  
Instigating both transitive vision and obstruction, it is a faultline, the point of 
tension.  At its intersection, trauma, crisis, and epiphany occur.  Opposites 
meet at the window.  It is the place where contradictions are posed, where the 
boundary is unsafe.  The window’s changing perspectives create an uneven 
relation between the gazing subject and the world – what matters is how the 
window makes you see, not only how you see through it.83   
 

 The root word limen is Latin for threshold, indicating a crossable line, 

and its derivatives pertain interestingly to the glass window placement. It is a 

limitation in that it hermetically seals architecture, limiting natural elements such 

as air and water, and it limits the human body from entering or exiting.  It is 

liminal in that it is a passageway for light and sight, a break in the boundary for 

vision. The liminal place of the glass window is considered in this study on 

materiality due to its transparency.  Here: opposites interact, contradictions 

play, vulnerabilities relate; this fractured “faultline” enables sight, even insight 

and as Armstrong emphasizes, it is how this glass window makes you see.  To 

further the word potential, glass windows are subliminal and even sublime in 

their intercessory placement.  They reveal what is beyond circumstance, and 

even place the viewer in the intercession.  This will be further understood in a 

few pages under the third and final potential of glass: reflectivity and mirroring, 

but next its potential to contain and be a barrier is under investigation.  In 

transition here between glass as material that clarifies and obscures in its 

liminal space, and how we use glass to set things apart, and that even in its 

usefulness there is beauty in the materiality, photos from my own observations 

are included to help illustrate (see Figure 31 and Figure 32 below).  

																																																								
83 Armstrong, p.115. 
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Figure 31: This is a window overlooking Dublin from the top of the Guinness Factory, where the 
glass has been etched to only let the letters LOVE make visible what we can see beyond, 2009. 
Figure 32: This is a display at Dewar’s Aberfeldy Distillery, the photo captures light and glass 
affecting each other, 2011.  Both artist’s own photos.  
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Container and Barrier 

As sand is responsible for the containment of the seas, glass is often a 

container for things.  The second set of potentials for glass is that it is able to 

physically contain things, and to be a barrier.  It its translucency, glass with full 

disclosure transmits and even enhances light and sight, yet glass restricts 

freedom of movement or passage.  Armstrong says, “Glass’s pellucid transivity 

– you can see through it – represents at the same time the first gradation of 

opacity.  It is both medium and barrier”84.  In other words, although glass is 

absolutely clear, it is still visible and restrictive, which Armstrong calls the first 

minute step toward opacity – the opposite of transparency.  The potential here 

is that glass can gather, hold, unite things so that they do not escape, 

evaporate, or deteriorate; it collects, protects, organizes, displays things we 

need to “hold” near.  Gadamer explains this physical nearness in poetic terms 

that resonate with thought properties of glass: “Whenever we have to hold 

something, it is because it is transient and threatens to escape our grasp.  In 

fact, our fundamental experience as beings subject to time is that all things 

escape us, that all the events of our lives fade more and more, so that at best 

they glow with an almost unreal shimmer in the most distant recollection”85.   

 Gadamer has identified something valuable here.  First, that it is shared 

human experience to hold things, whether objects or people or memories, 

because we know our time is limited.  Eventually we cannot hold on to anything; 

even the pharaohs’ tombs have been raided and their mummies displayed.  

Second, recollecting, re-collecting, is what humans do to hold life’s experiences 

																																																								
84 Armstrong, p.7. 
85 Hans-Georg Gadamer, “On the Contribution of poetry to the search for truth”, in The 
Relevance of the Beautiful and Other Essays.  Ed. Robert Bernasconi.  Cambridge University 
Press: Cambridge: 1998, p.114. 
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near.  His visual words of glowing and shimmering even illuminate the need to 

contain.  

 A glass container is both earthly in the sense that it is a recognizable 

object or equipment and it is worldly in that it serves the living and opens 

imaginative thought.  Heidegger writes that the earth and world of the thing are 

in conflict, and that in this “striving” is where the work unconceals truth and that 

this opening happens by poetry86.   

 A poetic parallel here, thought of in terms of visual art, particularly the 

medium of glass, benefits this study.  In seemingly paradoxical use of terms, 

Gadamer clarifies the notion of nearness by offering a counter-example in 

poetry; if a poem is incomplete, lacking unity, “It jars because it contains 

something merely conventional or stale.  A genuine poem, on the other hand, 

allows us to experience ‘nearness’”87.  Interestingly he uses the verb “jar” 

meaning to disturb, or disrupt, an unpleasant shock or jolt to what should be 

peaceful.  The noun “jar” usually a glass vessel protects and contains.  To 

visualize and employ these various notions, consider Wallace Stevens’ poem, 

“Anecdote of a Jar”: 

I placed a jar in Tennessee, 
And round it was, upon a hill. 
It made the slovenly wilderness 
Surround that hill. 
 
The wilderness rose up to it, 
And sprawled around, no longer wild. 
The jar was round upon the ground 
And tall and of a port in air. 
 
It took dominion everywhere. 
The jar was gray and bare. 
It did not give of bird or bush, 
Like nothing else in Tennessee.88 
 

																																																								
86 Heidegger in “The Origin of the Work of Art”, in Poetry, Language, Thought, p.66. 
87 Gadamer, “On the Contribution of poetry to the search for truth”, p.114. 
88 Wallace Steven’s “Anecdote of the Jar” from Poetry, Vol. 15, No 1 (Oct., 1919) p.8.  
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The container has been displaced on a hill in Tennessee; it disrupts the peace 

of the wilderness while it also gathers ideas and legacies.  The words 

constructing a hypothetical jar rely on our mental image of an actual jar, which 

itself is a gathering of silica sand melted and cast into a useful solid object.  The 

glass jar, even a foreign man-made object, has fused in itself the material and 

the potential to hold things from falling apart, to gather together the diaspora of 

sands and experiences to be held near.  Just as limitations bring about 

freedom, the potential for glass to be a container or barrier has the human 

significance to gather fragments and hold them together.  

 

Reflectivity and Mirroring 

The third set of potentials for glass’ use and users is its reflectivity and mirroring 

ability.  When glass is lit from the other side, vision is enabled beyond the 

surface; if glass is lit from the same side as the viewer, the surface is reflective.  

If lighting is neutral or not intentional to the glass, there is both.  See for 

example, my observation standing between two of Richter’s glass sculptures 

(which will be discussed further in the main Conclusion at the end of the thesis) 

reflecting each other and us as viewers/experiencers, (see Figure 33 below).  If 

one’s eyes adjust the field of vision that vacillates between what is behind us 

reflected in the glass before us and is superimposed on what views lie beyond 

the glass, s/he might momentarily catch a glimpse of something familiar, 

distorted, and reminiscent.  It is a mirrored likeness of self. 



	 142	

 

Figure 33: Richter, G, 2003, 11-Scheiben (886-3) (11 Panes), Glass on wood, 131 7/8” x 82 
11/16” x 22 13/16”, High Museum of Art, Atlanta, Georgia.  My own photograph taken of 
Richter’s artwork in the gallery, reflecting us as viewers as well as another Richter glass 
sculpture behind us (879-1 Sieben Stehende Scheiben).  See also the museum’s website for 
clearer pictures, although this one illustrates the complexity and blurring he desires to achieve. 
https://www.high.org/Art/Permanent-
Collection/CollectionDetails?deptName=Modern%20and%20Contemporary%20Art&objNum=20
05.217%20a-o&pageNumber=3  
  

There are a few words in Greek that lend to a better understanding of the 

potential of glass to reflect/mirror.  The New Testament uses of glass/mirror that 

are helpful include: esoptron (ἔσοπτρον) from eis (to or into) + horaó (behold, 

see, perceive, look, attend to), mimeomai / mimétés (µιµέοµαι / µιµητής) 

meaning to imitate / imitator, and katoptrizó (κατοπτρίζοµαι) meaning to reflect 
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as a mirror. Three cognates of homoióma (ὁµοίωµα) meaning likeness, 

emphasize similarity whereas eikón (εἰκών) emphasizes the object: homoioó 

meaning to resemble, picture, become similar, and homoios meaning one-like, 

same, and homou meaning together.  A reflection of likeness is not an exact 

copy of what faces the glass but there is an element of recognition.  To mirror is 

to imitate or emulate someone, suggesting a mentoring relationship, model or 

exemplar.  To reflect is to bend back or to think deeply.  Unifying these related 

terms, Gadamer writes, “Mimesis is a representation in which we ‘know’ and 

have in view the essential content of what is represented”89.  One can glimpse 

the essence of the original by seeing the reflection, and one can begin to know 

the original which requires thought, perception, making connections.  Later he 

writes, “Mimicry is imitation…imitation enables us to see more than so-called 

reality.  What is shown is, so to speak, elicited from the flux of manifold 

reality”90.  More than “copy”, in mimesis and in mimicry there is a relating action 

of pointing to something other-than the re-presentation, a bending back to 

archetype, and refers to another reality; the depiction enlarges the possibilities.  

Gadamer’s phrase “enables us to see more than” sums up the potential of glass 

to reflect and mirror.  As he says, “Showing points away from itself…An act of 

identification and, consequently, of recognition occurs whenever we see what it 

is that we are being shown”91, there are several things going on here at once: 

there is a realization that something is not the original, that it refers to an 

original, and an act of memory takes place matching the two, furthermore that 

																																																								
89 Gadamer in “Poetry and Mimesis”, p.119. 
90 Gadamer in “The Play of Art”, pp.128-129. 
91 ibid. 
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which is mimetic is not merely informative, but recognizable as something 

beyond what is shown.   

 Pablo Picasso is known for saying, “Art is a lie that makes us realize the 

truth”, and soon thereafter he says, “Through art we express our conception of 

what nature is not”92.  Art is pointing to what it is not, reflecting on the truth of 

what is and providing the negation for people to consider so that we might 

understand something greater, something truer, something true made clear.  

Guernica93 is not war, it is pigment on cloth, but it is the artistic combination of 

the elements of art and principles of design expressed with technical skill and 

creativity to make visible the otherwise invisible and even unimaginable realities 

of war.  Tina Beattie, in her address to the Royal Academy of Arts’ Service for 

Artists in 2010 said, “Art has not power to change the world, for great art exerts 

a different kind of power – not the power of violence and revolution, but the 

potent vulnerability of imagination and memory, of mourning and of hope”94.  Art 

has power in its non-power, in its silent reflective inspiring being.  

 These poetic and artistic claims echo Aristotle’s charge for the artist to 

elicit potential: “A likely impossibility is always preferable to an unconvincing 

possibility”95.  And in a Christian mystery, “For now we see in a mirror, dimly, 

but then we will see face to face.  Now I know only in part; then I will know fully, 

																																																								
92 “Picasso Speaks,” The Arts, New York, May 1923, pp. 315-26; reprinted in Alfred Barr: 
Picasso, New York 1946, pp. 270-1.  Resourced online: 
http://learn.columbia.edu/monographs/picmon/pdf/art_hum_reading_49.pdf.  Last accessed 3 
September 2014.  
93 This painting will be considered in more detail later. 
94Tina Beattie in her address “Art, Mystery, and Wonder” at the Royal Academy of Arts Service 
for Artists on 7 June 2010.  http://sites.google.com/site/tinabeattie/toyal-academy-of-arts-
address.  Last accessed 17 June 2010.  
95 Translated here by Ingram Bywater’s Introduction to Aristotle Ed. Richard McKeon Modern 
Library: New York, pp.635, 661.  See also: “For poetic purposes a persuasive impossibility is 
preferable to something possible but unpersuasive.”  From Aristotle’s Poetics Tr. Gerald F. 
Else, p.71.  
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even as I have been fully known”96.  Glass informs and relates one image to its 

maker or image-bearer while not being the original itself.   

 

POWER 

 

Three sets of glass properties were surveyed before three sets of glass 

potentials.  This third and final topic of glass study, power, is structured slightly 

differently: briefly, three architectural examples are provided, followed by three 

characteristics identified as power of glass.  The three examples of the power of 

glass are not to be comprehensively developed, as they could be full 

dissertation topics in themselves, laced with implications and historical 

tangents, however these three glass architecture examples demonstrate 

mis/use of power.  They will be arranged chronologically.  Two are specific 

buildings, and one applies to many buildings affected in one day; all are made 

of glass but known by another name: crystal.   

 Manufacturing crystal is slightly different than glass in its lead content; 

crystal, or leaded glass, has had a lead oxide added in its making, which 

increases clarity and durability.  Crystal is heavier and softer, therefore it can be 

etched deeply and precisely making its refracting ability more brilliant.  

Technically, the molecular make-up of glass is disorganized but tightly held 

together, whereas the molecular make-up of crystal consists of repeated 

patterns.   

 The first example of the power of glass is the Crystal Palace built in 

London for the Great Exhibition of the Industry of all the Nations in 1851.  

																																																								
96 NRSV 1 Corinthians 13:12 
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Victorian Britain hosted the first world’s fair showcasing over 100,000 objects 

from around the world and over the six months it was open, over six million 

people attended.  The design by Joseph Paxton was the first of its kind, 

employing the newly manufactured plate glass within iron structure.  Queen 

Victoria opened the exhibit, intended for society to gain an appreciation for 

innovation and culture.  Visitors and critics expressed various opinions based 

on their experience at the Crystal Palace, but two things are worth noting: 

descriptions of disjointedness and the place of stained glass within the cultural 

and theological context.   

 One cannot now experience the Crystal Palace because at the end of 

the Exhibition, it was disassembled, eventually reassembled in a new location 

where, “Reopening in 1854, the Crystal Palace provided a national centre for 

the enlightenment of the people”97, yet two years later the impressive glass 

structure was destroyed in a fire.  However, to read accounts of people’s 

experience, of the Crystal Palace enlightenment is confused; descriptive 

phrases include “dazzling, puzzling, confounding chaos…all jumbled up 

together”98.  Armstrong summarizes of her extensive research of people’s 

experience:  “The bizarre non-correspondence of the Exhibition’s mapping of 

space-time with familiar experiential coordinates was a frequent source of 

topographical comedy”99.  Visitors joked about the inconsistencies of 

geographical representations and overwhelming amount of artifacts as well as 

the “sensory tensions” created by such artificiality.  Under one glass ceiling, 

within all glass walls, an entire world was recreated for show and the effect was 

																																																								
97 Http://www.crystalpalacemuseum.org.uk/history.html, last accessed 26 August 2014.  
98 Armstrong, p.147.  
99 Armstrong, p.150.  
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impressive, extensive, and eclectic.  It displayed cultural power but it was not 

enduring.   

 Secondly, it is interesting to note the placement of stained glass within 

the Crystal Palace.  “Despite its strong presence both in a discrete display in 

the North Gallery and in Pugin’s medieval court, stained glass, one of its 

historians remarked, did not take the Exhibition ‘by storm’.  For stained glass 

was intended as a rebuke to glass culture”100.  Anitiquted?  Marginalized?  

Relics?  A critique from the Ecclesiologist journal found the Exhibition 

fascinating, however offended as it remained committed to uphold high 

Anglican notions of stained glass used for its form and function revealing 

theological meaning, contrasted against the mass-production clear glass 

architecture blueprint that was “outrageously imitating theological forms”101, as 

well as showcasing the art as history compared to cultural feats featured.  

 The second example of the power of glass is Crystal Night (Kristallnacht 

9-10 November, 1938) also known as The Night of Broken Glass, so named for 

the shards of broken glass from Jewish synagogues, homes, and businesses 

during the infamous pogrom carried out in Nazi Germany and Austria during 

WWII.  The complex pressure mounting that attributed to this particular 

explosion of violence against Jews cannot be fully explored here, however the 

reality and symbolism of broken glass is essential to realizing the inherent 

power of this media (means and material).  A few statistics provide the 

magnitude of ethnic rioting hatred that occurred in this one significant episode: 

267 synagogues and around 7,500 Jewish-owned buildings were destroyed by 

fire or sledgehammers and axes, over 30,000 Jewish men were arrested and 

																																																								
100 Armstrong, p.153.  
101 Armstrong, p.153.  
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sent to concentration camps; deaths, rapes, and suicides occurred during or 

due to Kristallnacht.102   

 The incident crystallized the growing anti-Semitism propagated by the 

Nazi party, instigating tangible power moves and turning stereotyping and 

inequality into outright persecution, polarization, and unaccountable 

supremacy.  Kristallnacht was a turning point, it has been identified as the 

beginning of the Holocaust and of The Final Solution in that ideology became 

action: property was confiscated, people were persecuted, buildings were 

destroyed; worldviews became war.  The shattered windows and shards of 

glass that the rioting was named for demonstrate historically and symbolically a 

fracturing of humanity.   

 Breaking glass as violent protest demonstrates anarchy; as an act of 

intimidation the protective barrier is pierced, demarcated space collapses, and 

a challenge is issued to rebuild or vacate.  There is a social assumption known 

as “Broken Windows Theory” that has become grounds for crime prevention.  

The theory suggests that urban areas that are not physically maintained are 

susceptible to increased violence and poverty, so to reduce crime repairs 

should be made while damage is small.  “Broken windows” come in different 

forms (overgrown landscape, peeling paint, deteriorating structure, lack of 

upkeep), but the appearance signifies lack of care (actual and felt) and quickly 

affects property value and school districts.  Fear and chaos are cyclical.  Actual 

events and social theories of broken glass signify disorder in need of a 

compassionate response; memorializing marks the event but reconciliation and 

																																																								
102 Statistics sourced from the United States Holocaust Memorial Museum website: 
www.ushmm.org/wlc/en/article.php?Moduled=10005201.  Last accessed 10 November 2015, 
the 77th anniversary of the event.  
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reconstructing actualizes hope.  I include two photos of my own observations 

(see Figure 34 and Figure 35 below).  

  

Figure 34: Broken glass at a bus stop in Coventry, England.  Artist’s photo.  
Figure 35: Broken glass at Coventry Cathedral, England. Artist’s photo. 
 

In keeping with the crystal titles, while exhibiting a different type of power 

demonstrated in glass, the third example presented here is the Crystal 

Cathedral in Garden Grove, California.  The name of the church is interesting in 

itself in that it is not crystal, but glass, and it is not a cathedral but a church.  

Furthermore, and more ironically, the name recently changed to Christ 

Cathedral when purchased by the Roman Catholic Diocese of Orange, finally 

living up to its name: not crystal and now a legitimate cathedral.  The exchange 

moved the Crystal Cathedral’s congregation to St. Callistus Church and St. 

Callistus Church parish moved to the diocese of Christ Cathedral.  Why did this 

change take place, and what is the significance? 

 The Crystal Cathedral was sold due to bankruptcy, but it was once a 

massive industry built on notions of prosperity and hope and which led to the 

megachurch movement and mentality.  In 1955 Rev. Robert Schuller and his 

wife founded a church unlike any other.  The Reformed Church of America 
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provided them with $500.00 to launch a ministry which, he multiplied by creative 

thinking by asking what possible existing venues could reach people in 

Southern California.  They rented a drive-in theatre and he preached from the 

roof of the snack bar, his wife played the organ, and people came by the 

carloads. His messages of encouragement and his unorthodox methods earned 

criticism, but the congregation kept growing.  When the drive-in reached full 

capacity and the nearby chapel they purchase also became too full, the 

Schullers had to rethink their strategy.  They hired architect Richard Neutra to 

design a church building that would adapt to accommodate the culturally-

influenced possibility-loving congregants, some who wanted to sit in a 

sanctuary, and others who wanted to drive-in in their cars.  Neutra designed a 

church with massive glass doors to open so that people could hear Schuller 

preach from his elevated pulpit, whether from the inside of the church or from 

the outside.  “Neutra’s resulting design would shatter ecclesiastical architecture 

norms, to much acclaim.”103  Further growth included a 1968 “Tower of Hope” 

housing a 24-hour suicide hotline (714-NEW-HOPE) and 1969 church growth 

training series for pastors interested in patterning after their “success”.  In 1970 

Schuller began televising the weekly “Hour of Power” message at the urging of 

pastor Billy Graham, produced by Robert Schuller’s wife, Arvella.  The growth 

over the next decade required a new building, so Schuller hired architect Philip 

Johnson, and because “Schuller missed the serenity of the drive-in theater's 

clear blue sky, he enthusiastically told Johnson, "Make it all glass!" It was a 

																																																								
103 http://www.shepherdsgrove.org/about/history.php, last accessed 10 November 2015.  (The 
webiste has now changed to not include information about the history.  A very brief overview 
can now be found at: www.christcathedralcalifornia.org/history, last accessed 22 February 2016 
which concludes with the phrase, “From Crystal to Christ”.)  
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design feat never before attempted in an earthquake zone”104.  The Crystal 

Cathedral was constructed of over 10,000 panes of glass and includes two 90’ 

doors reminiscent of the earlier indoor/outdoor church space.   

 Today the “Hour of Power” still broadcasts around the world, but the 

congregation now named Shepherd’s Grove meets in a more conventional 

church building while the Catholic church has acquired the newly named Christ 

Cathedral, under remodeling appropriate to Catholic liturgy.  At the purchase, 

news reported that Vatican was issuing an urgent commission against “ugly 

churches”105, suggesting the purchase was an act against “structures that risk 

denaturing modern places for Catholic worship”106 because this glass cathedral 

would defy that trend.  Denaturing?  The Catholic Church knows that to de-

church the architecture or at least to make it ugly, common, cheap, 

multipurpose, is to take away something of its very nature, or in another sense, 

to toxify or disflavor a drink, especially alcohol, so that it is unfit for 

consumption.  Eucharistically, the implications in this warning are essential to 

the Church.  One article remarks:   

Too often, architects, even the more famous ones, do not use the Catholic 
liturgy as a starting point and thus end up producing avant-garde constructions 
that look like anything but a church. These buildings composed of cement 
cubes, glass boxes, crazy shapes and confused spaces, remind people of 
anything but the mystery and sacredness of a church. Tabernacles are semi 
hidden, leading faithful on a real treasure hunt and sacred images are almost 
inexistent.107 

 

																																																								
104 ibid.  
105 http://calcatholic.web141.discountasp.net/news/newsArticle.aspx?id=281e0014-72d0-4e5e-
adc9-48c6ab96404b, last accessed 10 November 2015.  (The website has since been changed 
to: www.cal-catholic.com, and the original text cannot be found, although another slang word 
occasionally used elsewhere is “wreckovations”.)  
106 “New Vatican commisision cracks down on church architecture” article online (no author 
indicated): http://vaticaninsider.lastampa.it/en/inquiries-and-
interviews/detail/articolo/architettura-architecture-arquitectura-10121, last accessed 10 
November 2015.  Now located at : www.lastampa.it/2011/11/21/vaticaninsider/eng/inquiries-
and-interviews/new-vatican-commission-cracks-down-on-church-architecture-
J6JHAcOI0EfabUXmtg7VWK/pagina.html, last accessed 22 February 2016 
107 ibid.  
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The purchase of the Crystal Cathedral by the Catholic Church exemplifies a 

bold move returning and promising worship space worthy of a divine calling.   

 The architecture made entirely of clear glass windows, is an impressive 

build made to withstand earthquakes.  The angles of glass pierce the air around 

it and the exterior of the building reflects its surroundings.  The modern clean 

lines and irregular geometric shapes of the façade echo its modernity as well as 

its divine aspirations.  The 90’ glass doors open to allow perfect weather in and 

remind congregants within the walls that they are part of something bigger than 

an institution, while also remembering the heritage of their initial church: the 

lack of a building.  Inside the sanctuary metal scaffolding hinders the glass 

effect of seeing infinitely, large screens broadcast the main speaker who cannot 

easily be seen from the pews, and the massive organ reminds congregants 

they are indeed in a liturgical church service (see photos below).   

 The history of the Crystal Cathedral demonstrates successes and 

failures of ecclesial power in the hands of creative thinkers.  It broke the “glass 

ceiling” of traditional sanctuary assumptions and church growth strategies, and 

people around the world can still tune in to the “Hour of Power” for Christian 

encouragement.  But it also brought about the troubled transparency of 

ecclesial bankruptcy and the hotly contested megachurch trend (another 

dissertation in itself)108.  This massive glass architecture, with doors open to all 

– both inside and outside the walls of the church, utilizes the medium of glass to 

transgress the boundaries of stereotypical church and persists in its attempts to 

																																																								
108 Megachurches are defined as having an average of weekly attendance over 2,000.  
Criticisms include church growth by member transfer (not new Christians) contributing to the 
decline of smaller community-based churches.  Other criticisms include claims that the 
megachurch structure is modeled after corporate business rather than biblical principles or 
denominational traditions, that these large churches focus on entertainment, marketing, and 
shallow personal messages rather than scriptural exegesis and social outreach.  The underlying 
tension is cultural relevance.  
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be relevant, fresh, creative, relative, engaging culture yet setting itself apart with 

divine inspiration.109  I visited the Crystal Cathedral on vacation to California 

with my family in 1993, and include some of my own aged low-quality photos 

(see Figure 36, Figure 37, and Figure 38 below).  

 
 
Figure 36 (above): My photo in the Crystal Cathedral during a Sunday morning service, c1995.  
Figure 37 (below, left): Postcard purchased at the Crystal Cathedral showing the architecture. 
Figure 38 (below, right): Family photo taken by a parent with my camera of me as an 
undergraduate art major posing by a sculpture of Job, with my sister. 
 

            
  

																																																								
109 For more on both Christ Cathedral and Crystal Cathedral Ministries’ Shepherd’s Grove, both 
can be linked from this web page which attempts to bridge the transition: 
http://www.christcathedralcalifornia.org/crystal-cathedral-ministries/, last accessed 10 
November 2015. 
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Following these three examples of power in glass architecture, there are 

three types of power attributable to glass worth considering: sublimity, fragility, 

and spirituality.  Tina Beattie, said, “Art is powerless in itself, and yet it stands 

as an obstacle in the path of every destructive and oppressive force.  That is 

why every tyrant and ideologue has sought to silence or to control the artistic 

imagination”.  Similarly, glass is powerless in itself, however as these three 

examples have shown, glass does manifest power; here we consider the types 

of power that glass has as artistic medium (means and material).   

 

Sublimity  

Sublimity is defined as nobility, heights 

of rank or esteem, highest degree of 

quality, attaining perfection, elevated 

state of mind, exaltation, grandeur, 

honor, respect, superiority, that which 

produces feelings of awe, reverence, 

magnitude.  Sublimity exalts something 

or someone above, establishing 

hierarchy, granting a form of power. 

Figure 39: This is the view through my husband’s glasses of Chagall’s main window in All 
Saints’ Church, Tudeley, England (1963-1985).  The church has not provided specific dates, 
titles, or dimensions. The website has some info: http://www.tudeley.org/chagallwindows.htm.  
 

Recalling Bachelard’s interior space expanded by experience and 

imagination, “However paradoxical this may seem, it is often this inner 

immensity that gives their real meaning to certain expressions concerning the 
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visible world”110.  In the vulnerable exchange of object inducing expansion of 

one’s intimate space and the person’s attributing meaning to the object, there is 

power in the inspiration that manifests, even indistinguishably.  I include a 

photo of one of those personal moments of possibility while visiting All Saints 

Chapel in Tudeley, viewing Chagall’s stained glass windows (see Figure 39 

above).   

 “To give an object poetic space is to give it more space than it has 

objectivity; or, better still, it is following the expansion of its intimate space…And 

whenever space is a value – there is not greater value than intimacy – it has 

magnifying properties”111.  The calming and the welling up of inspiration are 

externalized in expression: release, response, relationships.  The hazard is 

narcissism, fascination with one’s own reflection, pursuing self-glorification at 

the disregard for others.  Things meant for good are put forth in the vulnerability 

of misuse.   

 Why have some people in powerful positions chosen to destroy art, 

confiscate, hide, or display art with extravagance?  What is threatening about 

visual art that it can be wielded?  Fear of the expansion overwhelming triggers 

the urge to control.  Inspiration and creativity might be perceived as 

questioning, even subversive to power, because authority implies respect and if 

something cultivates creativity and a sense of grandeur in others, this can 

instigate fear of upsetting order.  Therefore it must be eliminated or punished or 

manipulated: burn the books, fire the workers, make rules of minutia, 

marginalize difference, control freedom, construct statues, destroy new ideas, 

break the windows and shatter the glass.   

																																																								
110 Bachelard, p.185. 
111 Bachelard, p.202. 
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Fragility 

Fragility is the vulnerability of something to be broken or shattered, damaged.  

Earlier the physical property of glass as barrier was identified, suggesting its 

strength, however inherent also is the common knowledge that it is fragile.  

Glass can endure forms of “torture” for an intent of use or beauty: not only can it 

be precisely scored and cut with diamond bit tools, it can be etched with acid, 

forcefully pelted with sand (its own primary constituent) to alter its surface and 

reveal new layers, and it can even be re-melted from its hard “solid” state to a 

glowing melting glutinous mass which can be molded in methods of fusing 

glasses together, casting or blowing to new forms, glazing on clay vessels, or 

formed into spindly sculptures of lampwork.  Although it can withstand all of 

these controlled deteriorations, it is always handled with care because of its 

fragility.  As seen in the UoS project, especially, unintentional breaks can test 

the material’s limits and the collaboratiors working together.  I include a photo 

here remembering the second repair (see Figure 40 below).  

 

Figure 40: My husband took this photo with my camera as I replaced a broken section of glass. 
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 It is in glass’ fragility that there is power.  Humans can identify with glass 

at different levels: it is commonly useful, it is sourced from the earth, it is 

transformed by heat, it is easily affected and it affects livelihoods, it is subject to 

natural elements, and it is vulnerable to misuse.  Armstrong observes: “The 

factory spectator grasps the meaning of the transformation of dark and dirty 

elements into ‘colour and brilliancy’ through the sensorial – empathy with the 

crisis of the furnace and its deprivation of breath.  It is the workman’s prowess 

and suffering which mediates this change.  The glass breaker does attribute 

secrets to glass, the secrets of power”112.  And it is in the hands of the glass 

artist that glass’ power and fragility is carefully transformed from material to art.   

 

Spirituality 

Spirituality has come to mean too many things and nothing at all.  Here 

spirituality is understood as an incorporeality, while not divorced from the body; 

the etymological source of spirit has to do with the breath of being human: from 

the Greek pneuma (πνεῦµα).  Within the Christian tradition, spirituality is 

understood as the inner experience of scriptural faith being worked out in 

normal living.  Spirit animates a person and bonds people with commonality, 

community. 

 Dale Chilhuly is arguably the world’s most famous glass-blowing artist, 

but his career began with creative experimentation.  I include a photo, taken 

from an exhibit I saw during this research (see Figure 41 below).  He still 

marvels over the material and its possibilities saying:  

One can only wonder what kind of genius thought of blowing human breath 
down a metal tube, forming a bubble inside a molten blob of glass. And to think 
that this molten blob of glass is made only of silica or sand, the most common 

																																																								
112 Armstrong, p.91. 
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material in the world, that can be transformed from a solid to a liquid to a solid 
just from fire. For me it’s the most mysterious and magical of all the inventions 
or materials that mankind has invented or discovered. Since I was a little boy I 
always loved glass. And 34 years ago I put a pipe into some stained glass that 
melted in my basement, and blew a bubble. Since that moment I have spent 
my life as an explorer searching for new ways to use glass and glassblowing to 
make forms and colors and installations that no one has ever created before—
that’s what I love to do.113 

 

Figure 41: Chihuly, D, (date unknown), Mille Fiori, blown glass, (dimensions unknown – 
estimate 15’x 8’ including all pieces in this “garden”), Chihuly Illuminated temporary exhibition at 
the Columbus Museum of Art, 2009.  This is a photograph I took showing detail of a much 
larger installation in the traveling exhibit.  
 

Chihuly is a glass-blower, not a stained glass artist114, however he speaks of 

the wonders of the material of glass, mentioning its origin in the debris of earth, 

its formative solid/liquid states, and the infusion of breath into the molten blob of 

																																																								
113 Dale Chihuly’s words from a documentary entitled “Chihuly in the Light of Jerusalem” 
directed by Amnon Rubinstein published by Portland Press: Seattle, 1999 and recorded in an 
article titled “Chihuly the Artist: Breathing Life into Glass” by Timothy Anglin Burgard in 2008: 
http://www.chihuly.com/chihuly-artist-breathing-life-glass.  Last accessed 21 September 2014.  
114 As one method of making stained glass sheets, some manufacturers do use glass-blowing 
(hand blown, mouth blown, cylinder blown) techniques before allowing the glass to cool in 
sheets. 
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creative potential.  Breath exhaled from the artist inhaled by the material 

animates the glass, bringing it to life as a created object, bringing out its colors 

and allowing light to pour through.  This is reminiscent of the second creation 

account which says of the forming of humans coming into being, “then the Lord 

God formed man from the dust of the ground, and breathed into his nostrils the 

breath of life; and the man became a living being”115.  In this narrative human is 

formed (more than made/created, the verbs used for the rest of creation) or 

fashioned similar to the work of a potter, from the dust (loose earth, debris) of 

the ground and the “breath of life” is exhaled into the form and it became a 

“living being”.  Paralleled: glass originates from sand, the “useless debris of our 

globe”, (as Armstrong said, quoted previously116) transformed by fire through 

stages of physicality “from nature to culture” and appears even “to reverse the 

process of mortality, moving from death to life, a form of resurrection seizing the 

imagination with aesthetic wonder”.  

 Stained glass windows, first used in the monastic setting in the seventh 

century117 have often been used in places of religious worship for its 

contribution to visual theology, liturgical architecture, and reverent space.  

Glass exhibits a power of spirituality in its ecclesiastical architectural use and 

misuse; people design space to include glass windows because of the 

spirituality it conveys and enhances, conversely glass is sometimes broken 

violently in order to break the spirit of people and/or the power of the 

image/icon.   

 

																																																								
115 NRSV Genesis 2:7. 
116 Armstrong p.6, see also third footnote for this chapter.  
117 For more information see: http://www.wearmouth-jarrow.org.uk, last accessed 10 November 
2015. 
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CONCLUSION 

 

The medium of glass, as means and material of (architectural and) artistic 

communication, has unique properties, potentials, and power and together 

these traits shape culture visually. In this chapter glass has been studied for its 

properties, its potential, and its power. The study of glass, from countless debris 

of the earth in grains of sand, to world renown architecture is briefly 

summarized here as contribution toward understanding glass as artistic media 

that enables people to see with compassion that leads to action.   

  The properties of glass covered were posed as three sets: paradox and 

passivity, sand and sea, and transparency and light.  Paradoxically, glass is 

solid and it is not a solid; it is transparent and it is the first step of opacity; it is 

inside and it is outside; it is passive and it is barrier, it is a power construct and 

it is an object of anarchy.  Dialeitheism – not found in the OED, described by 

the Stanford Encyclopedia of Philosophy118 as, more than one word, a 

sentence where something and its opposite are true – irritates rationale, but art 

does not behave according to argument.  If something can be both inconsistent 

and true, and not only in theory but in material, then glass is a dialeitheistic 

medium, significant to the understanding that art is a happening of truth where 

people can see things differently as they are revealed, unveiled, unconcealed.   

 Thinking theologically about the potentials of glass covered in this 

chapter (placement and liminality, container and barrier, and reflectivity and 

mirroring), one contemporary artist, Rondall Reynoso, uses several key 

																																																								
118 Priest, Graham and Berto, Francesco, "Dialetheism", The Stanford Encyclopedia of 
Philosophy (Summer 2013 Edition), Edward N. Zalta (ed.). 
http://plato.stanford.edu/archives/sum2013/entries/dialetheism.  Last accessed 2 September 
2014. 
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phrases found in this research, as he describes the culture-shaping potential of 

art creation, where fractured notions are fused and culture is celebrated with 

faith:  

I strive for my work and my life to exist in what Wesley Hurd calls the Critical 
Zone – a mental, intellectual, and spiritual space shared by the religious and 
the non-religious which exists between the church and the world. It is a place of 
authentic intellectual freedom where one is able to question both the religious 
and the secular culture. I believe this place, between two worlds, is where 
meaningful engagement takes place. In light of this, I desire not to operate 
under a Culture War paradigm. A paradigm that functions largely in imitation of, 
and often in reaction to, the cultural production of the world and which views 
this production principally as a tool for evangelism and retention of converts 
[sic]. What moves me, rather, is a Culture Maker paradigm which views cultural 
production primarily as a means through which we worship God. Secondarily, it 
views cultural production as a point of engagement with the world for the 
propagation of the faith.119 
 

The idea that stained glass windows are missional will be suggested in the last 

chapter and main conclusion, but here the title suggestion of art as “between 

two worlds…where meaningful engagement takes place” reinforces the further 

potential of placement and liminality of glass art in particular.   

 Thirdly, the power of glass was exemplified in three architectural 

examples then three types of power in glass was considered as: sublimity, 

fragility, and spirituality.  The Crystal Palace utilized glass to exhibit and 

enlighten, although it also demonstrated confusion and failure.  Political and 

intellectual muscles were flexed and the legacy is both impressive and non-

existent.  Crystal Night demonstrated the terror of power by violence fueled by 

fear and intimidation.  Breaking glass as an act of defiance or resistance 

demonstrates a piercing of boundaries and destabilizing of power structure. 

Contemporary social theory is drawn from broken glass as the visual culture of 

																																																								
119 Rondall Reynoso, “Between Two Worlds” June 18, 2012, http://civa.org/civablog/between-
two-worlds/.  Last accessed 1 Nov 2012.  Referenced in this quote is: painter and professor, Dr. 
Wesley Hurd who has graduate degrees in art, theology, and educational philosophy and social 
thought.  His work seeks to fuse tensions and dualities rooted in desire.  See his artist 
statement at his website: http://weshurd.com/work/statement/.  Last accessed 3 September 
2014. 
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deteriorating neighborhoods is said to contribute to higher crime rates. The 

Crystal Cathedral used glass construction to literally open the church up to the 

community, erasing boundaries between interior/exterior and yet the power of 

positivity and innovative church growth strategies stretched too thin and 

bankruptcy dislocated the people to a more traditional setting while rekindling 

the Catholic Church’s concern for inspiring worship architecture.  This section 

concluded with brief studies of three types of power of glass that surfaced from 

the examples: sublimity, fragility, and spirituality.  Wendell Berry wrote that, 

“There are no unsacred places; there are only sacred places and desecrated 

places.”120   Perhaps this is most evident in the places where glass has been 

placed or displaced with intentionality.  Glass as inanimate artificial substance 

has no power on its own, however humans attribute greatness to it.  Similarly, 

“Art has not power to change the world, for great art exerts a different kind of 

power – not the power of violence and revolution, but the potent vulnerability of 

imagination and memory, of mourning and of hope”121.  How does glass, in the 

context of the greater question of art, in enable people to see differently at all?  

This has to do with human experience. 

 In his article “Aesthetic Meaning: A Phenomenological Interpretation”, 

Peter Kellow asks, “The question posed by any investigation into the aesthetic 

meaning is as follows: I see this work of art, and I know that I like it; it gives me 

pleasure.  But why does this feeling exist?  What does it mean, if anything?122”  

Kellow has paused a viewer long enough to see a work of art and ask 

																																																								
120 Wendell Berry in Given: Poems, Counterpoint: Berkeley, 2006, p.18. 
121 Beattie again from  her address “Art, Mystery, and Wonder” at the Royal Academy of Arts 
Service for Artists on 7 June 2010 . 
122 From an article by Peter Kellow entitled “Aesthetic Meaning: A Phenomenological 
Interpretation” in American Arts Quarterly.  29:2 (Spring 2012): p.20.  Also accessible online 
here: http://www.nccsc.net/essays/aesthetic-meaning.  Last accessed 3 September 2014  
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questions of it.  An experience is taking place.  And although it might not give 

pleasure, a viewer might like a particular work of art.  He continues: 

We have many different kinds of pleasure other than that which art brings.  But 
what makes the experience of art different, particularly if it is great or even just 
good art, is that we feel that it has put us in touch with something beyond the 
simple direct experience.  And we feel that it may be important, not just to 
ourselves, but to the whole culture.  Beyond that, truly great and timeless art 
seems to be laying down a marker and reference by which societies and 
civilizations may judge themselves. 
 

Kellow’s article is punctuated by the image of a David Hockney painting, but he 

writes as an architect who identifies not only that art connects a person to 

something beyond the experience with the work of art (beyond the person and 

beyond the art itself), but connects the significance of that “to the whole 

culture”!  The aesthetic experience with visual art (qualified – “great or even just 

good”) invites the human to step in from marginalization, inevitably bringing the 

context of one’s life or, as he uses Husserl’s vocabulary, “phenomenological 

world”, and also become aware of the shared “intersubjectivity”.  Tina Beattie 

empowers the artist with the call to make this happen suggesting, “Perhaps it’s 

the vocation of the artist today to give us back our humanity, by reminding us 

that we are creatures of beauty and transcendence, capable of discerning the 

eternal within the ephemeral, the infinite within the finite, if only we know how to 

look.”123   

 If only we know how to look.  That is the underlying question – how does 

one look so that one might see?  A Native American proverb says, “What you 

see with your eyes shut is what counts”124.  Twentieth century existentialist and 

theologian, Paul Tillich admits, “I always learned more from pictures than from 

																																																								
123 Beattie, June 2010. 
124 Attributed to Lame Deer of the Lakota tribe, shared so freely (orally and via social media and 
the Internet) the print source is unknown. 
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theological books”125.  Solzhenitsyn said in his Nobel Speech, “Some things 

lead us into a realm beyond words.  Art thaws even the frozen, darkened soul, 

opening it to lofty spiritual experience.  Through Art we are sometimes sent – 

indistinctly, briefly – revelations not to be achieved by rational thought”126.  

Similar to the mimetic reflectivity discussed earlier, art is a portal where, he 

says in just a momentary partial view there is a yearning: “It is like that small 

mirror in the fairy tails – you glance in it and what you see is not yourself; for an 

instant you glimpse the Inaccessible, where no horse or magic carpet can take 

you.  And the soul cries out for it…” Solzhenitsyn will resurface in the 

conclusion, but here is a tapping into something primal: from within the context 

of fractured isolation of society it is possible for something otherwise 

unimaginable to avail itself.   

 These three are getting at how to look, how to see.  In my own work, my 

hope is that viewers may see beyond the material, and that space opens where 

thought engages possibility.  After living and studying abroad and traveling 

extensively throughout the world, Thomas Merton became a Trappist monk 

settled in rural Kentucky at the hushed Abbey of Gethsemani.  He was well-

respected by world leaders and yet he lived in a community of silent reflection, 

humble work, and rigid schedules.  A student of comparative religions, a world 

traveler, and an advocate for ecumenical social responsibility, Merton knew that 

in the chaos of culture there are keys to peace, “Sometimes we are more 

																																																								
125 Paul Tillich in “Art and Ultimate Reality” (1960) in Theissen’s Theological Aesthetics, p.216.  
126 Alexander Solzhenitsyn, “One Word of Truth..” The Nobel Speech on Literature 1970, The 
Bodley Head Ltd: London, 1972, p.5.  An alternate translation, useful as well, reads: “Art can 
warm even a chilled and sunless soul to an exalted spiritual experience.  Through art we 
occasionally receive – indistinctly, briefly – revelations the likes of which cannot be achieved by 
rational thought…It is like the small mirror of legend: you look into it but instead of yourself you 
glimpse for a moment the Inaccessible, a realm forever beyond reach.  And your soul begins to 
ache…” - Aleksandr Solzhenitsyn “The Nobel Lecture on Literature” [sic] as quoted by Ken Gire 
in Windows of the Soul, Zondervan, Harper Collins: Grand Rapids, 1996, p.83. 
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recollected, quieter, simple and pure, when we see through exterior things and 

see God in them”127.  Moving closer to thinking theologically about the 

implications, we ask of the aesthetic experience: is there a type of spiritual 

revelation occurring?  In visual art, at the caution of idolatry and not attempting 

the status of iconography, there is a mimetic link of divine reflection, 

furthermore with ethical ramifications: Imago Dei, the commandments, the 

Golden Rule, the Great Commission.  The traditional stained glass windows 

that depict the bible are no longer representations or illustrations, they are 

crafted works of art infused with natural, even divine light, situated in the liminal 

space of a window mediating sight and insight, offering an enlargement of the 

interior space, opening a mystery, inviting an experience, reminding the viewer 

s/he is not alone.  Catholic theologian, Ronald Rolheiser writes on the problems 

of loneliness, “Our hearts were not built to live as through a ‘glass darkly’, but to 

be in consummate union with God and others.  And so, as we try to sort our 

way through the mist of unreality, the riddle of life, our hearts are lonely and, 

thus, speak to us of not just love but also of pain”128.  Why is the dark glass 

vision not the full intention of one’s heart?  As Herbert, Heidegger, Armstrong, 

Harrison, Beattie, Solzhenitsyn, Merton, and others have suggested: humanity’s 

vision can reflect on the surface, or allow the heart to see something beyond.  

In this thesis, the material of glass in art has been employed practically and 

metaphorically to show the difference and explore the implications.  

																																																								
127 Thomas Merton in No Man Is an Island, Burns & Oates: London, 1974, p.192. 
128 Ronald Rolheiser in The Restless Heart, Hodder and Stroughton: London, 1979, p.15. 
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Chapter 2: WINDOWS: THE SPACE, ITS SIGNIFICANCE, AND ITS EXPERIENCE 
 

 
INTRODUCTION  
 
 
How can visual art reveal truth in such a way that humans experience other 

humans’ experience and are moved with care toward action?  This is the 

second of three chapters: Glass, Windows, and Stained that, based on the 

practice of creating stained glass windows demonstrates this potential as 

actualized.  This chapter addresses how humans see art and how art can 

enable a shift in us to truly see by means and medium of the window space.  It 

has been commonly stated that “art is a window on the world” but is this true, 

how has it been true and is it still true?  Furthermore, if art can act as a window 

that enables us to see the world or provide a worldview, then how does this 

contribute to this particular practice-based research on stained glass windows? 

 Following an investigation into what architectural windows are and what 

they do, two concepts are developed as windows have an affinity with visual 

art.  1) Framing, a) as displaying art and b) as social theory, suggests important 

influences on the way we view the world.  2) Re-presentation is briefly visited as 

its understanding affects seeing.  Following a discussion on these as they relate 

to windows, four modern artists are studied for their use of windows in paintings 

and photos are provided for visual reference.  Marc Chagall illustrates universal 

narratives to which humans can relate by intentionally including a window as a 

character who invites the viewer into a scenario of liminality and shared 

experience.  Henri Matisse shows a transition from including the window to 

subjecting the window as principal importance; the framed painting is a framed 

window, narrowing a view and holding the viewer trapped in the tension of 
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wishing s/he could see more.  René Magritte metamorphizes objects and 

collapses limitations while questioning reality by using windows.  Edward 

Hopper destabilizes the horizon directing the gaze out the opaque windows of 

oil paint. In conclusion, and in light of these four artists, Suzi Gablik calls for 

socially conscious artworks is answered. 

 In the previous section glass was considered for its properties, potential, 

and power and the case was made for creating artwork from that medium to 

enable seeing differently. In the next section, stained glass windows are 

investigated for theological thinking that invites the viewer’s seeing toward 

caring.  Situated between those, and as we saw briefly in the last chapter on 

glass, is this study on the liminal space of windows and how art that is a 

window is experienced.  

 

WINDOWS, ART, AND AFFINITY 

“Windows are hermetic and hermeneutic; they seal architectural openings and 

they translate light and sight. Can we even imagine a house without windows?” 

asks Robert Pogue Harrison.  “In the same way that we expect a coffin to be as 

hermetically sealed as possible, we expect a house to open onto its 

surroundings”.  (Can we even imagine a house without windows – the thought 

is disturbing and the inhabitants would be suspicious.)  “Thanks to its windows, 

yet thanks also to its enclosure, a house differentiates the inside from the 

outside space in such a way that, in and through such differentiation, it creates 

a relation between interior and exterior whose dynamic field of interpretation the 
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dwellers inhabit”.129  Harrison expresses gratitude for the way windows offer 

both distinction and passage. 

 Windows are architectural openings of space, usually framed, within a 

wall, that permit light and sight, and serve as a secondary or subversive way 

in/out of a building.  Windows in contemporary culture have also acquired new 

meaning as digital portals: a program or page one has opened to perform 

operations on a computer or computing device.  A window of opportunity is a 

measurement of time that affords prospect or possibility.  Doors open/close 

differently from windows in that doors provide or restrict access for people to 

move from one space to another whereas windows offer limited access, and 

what is denied makes what is allowed set apart, thoughtful, and of concentrated 

or focused significance.  And some doors include windows, such as the one 

accomplished in this research during revisions.  A window is an opening, a 

break in the barrier, an avenue for the setting to change. 

 When I witnessed Nandor Glid’s scultpure at Dachau Concentration 

Camp Memorial Site, the large sculpture’s skeletal barbed-wire-like knotting 

gripped me, not just my vision or my ideas of atrocity but my response and 

responsibility.  I found it difficult to move in its shadow or even in the knowledge 

that it exists: a silent scream of torment honors the loss of actual lives in a 

twisted representation.  The art focused my attention and the experience shifted 

my perspective.  What does one do?  How does one be, now, in light of such 

things?  Answers are not immediately clear, in fact it is complex and 

complicated and sometimes seemingly opaque, dark, haunting, inspiring, but 

something/s are being revealed and rearranged.  A moment such as this is a 

																																																								
129 Harrison, p.39. 
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window that represents and frames the world in such a way that humans are 

moved.  Before looking at four modern artists’ portrayals of windows in painting, 

these two aspects of windows and of art will be investigated: re/presentation 

and framing.   

 

RE/PRESENTATION AND FRAMEWORK 

 

Art and windows share affinity with and for each other, the first of these is 

representation.  Representation is often understood as a mere copy of 

something however, as explained in the glass chapter (see Reflectivity and 

Mirroring), it is the re-presenting of something by depiction, portrayal, it is 

presenting again a likeness, or an alikeness, a mimetic reflection of another 

reality, a bending back to the original, re-presenting the initial thing, person, 

place or event.  Blinder writes, “‘Resemble’ derives from the Latin ‘simulare,’ to 

simulate.  And reaching back to the origins of the theory in ancient Greece, 

‘mimesis’ means imitation, as in the case of an actor who mimics the words and 

deeds of a mythic hero.  The point is that there is a relation of ontological 

dependence implicit in the notion of mimetic resemblance that holds between 

the pictorial image and the original mode”130.  Significant here is the relational 

aspect of representation, more than a picture of ___, art can act as a 

reintroduction, a remembering of, even a recognition of dependence for 

existence between that which is being seen and that to which it has witnessed.  

Representation refers to that which it is not, but it is likened to an archetype.  

																																																								
130 David Blinder in “In Defense of Pictorial Mimesis”, from The Journal of Aesthetics and Art 
Criticism, 45.1 (Autumn 1986), p.20. 
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 Is art a window to the world?  Blinder differentiates art and windows 

saying although both limit sight and frame perspective, there is a prepositional 

difference that distinguishes: 

Alberti’s metaphor of the painting as window goes wrong because we see 
through windows – they give us access to the very same optic array reflected 
from the scene beyond it; whereas we see into pictures, since they block our 
view of what’s beyond them and specify instead the ‘microcosm’ represented 
within their borders.  Besides, the borders of a picture circumscribe an optic 
array that remains largely unchanged regardless of our point of observation 
whereas what we see through a window changes significantly with even small 
variations in the location of the observer.131   
 

The artwork is mini world representing a world, captured as a moment held 

forever, a window clears an opening and it also reflects or re-presents what 

faces it.   

 A second connection between art and windows, while distinguishing their 

similarities from the adage that art is a window on the world, is that they are 

both framed.  A frame showcases artwork, setting it apart, distinguishing it from 

what surrounds it (generally a wall) and from what gazes upon it (the viewer).  It 

also focuses the picture plane and instructs the eyes.   

 What is a frame?  Suzi Gablik’s Reenchantment of Art offers a helpful 

definition here: “By frame, I mean not only the material enclosure of a painting 

but also the way it divides or relates the space of the artwork to the space 

beyond it”132.  The frame (noun) does something. 

 
 ’Enframing’ is a way of seeing, inherited from the Renaissance, that 
produced the notion of the spectator who steps back and observes, who is the 
surveyor of the scene but outside of it, separate from what he sees.  But if the 
frame is dissolved, the spectatorial orientation associated with the fixed gaze 
disappears, and we are in the presence of another vision entirely…Enframing 
is related to the domination of vision.133 
 

																																																								
131 ibid, p.27. 
132 Jean-Claude Lebenszteijn in “Framing Classical Space” in Art Journal, 47:1 (Spring 1988), 
p.37. 
133 Gablik in The Reenchantment of Art,Thames and Hudson: London, 1993, p.125.  
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Framing is not harmless, it is not haphazard and it can be powerful.  Framing 

puts boundaries around that which is to be seen, or more affectively: the way 

things are to be seen.  It composes perspective, informing, persuading, 

deciding what is included and what is excluded.  

 Framing as social theory describes the way individuals, groups, societies 

formulate perspective (a common worldview) not necessarily shared by others.  

Since the 1980s, social movement scholars have been considering social 

movements not just as carriers of ideology, rather “movement actors are viewed 

as signifying agents actively engaged in the production and maintenance of 

meaning for constituents, antagonists, and bystanders or observers…deeply 

embroiled, along with the media, local governments, and the state, in what has 

been referred to as ‘the politics of signification’”134, explains sociology 

professors Robert D. Benford and David A. Snow.  Framing is an influencer of 

societal worldview by means of visual culture.  The implications of this framing 

affects how we view art and how art shapes our view.  It influences perception, 

interpretation of reality and possibility, causes and persuades waves of mass 

opinion.  In the practice-based section at the beginning of this thesis, the 

importance of framing was discussed as decisions were being made during 

each of the three projects.  

 That which is prominent in cultural history are social constructs, shared 

legacies and goals signified to enhance identity, community, and often to incite 

response.  How we frame our past shapes future expectations, which forms 

present values.  Framing surveys boundaries and demarcates, drawing 

																																																								
134 This article is co-authored by Robert D. Benford and David A. Snow, “Framing Processes 
and Social Movements: An Overview and Assessment” from ”.  Annual Review of Sociology.  
26 (2000), p.613. 
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attention to what is being held and who is viewing who’s view, it binds and it 

excludes and vocabulary begins distinguishing: us/them.  

 What is important here is that framing artwork does two main things: 1. 

The frame delineates what is the art from what is not.  The art is here, but not 

here (the wall).  There are a few notable exceptions who have controlled that 

delineation in different ways, considering the frame as part of the art while still 

setting it apart, designing the frame from the beginning stages of the art, and/or 

painting the frame as part of the art (such as Georges Seurat, James McNeil 

Whistler, Gustav Klimpt) or at least saying the art was unfinished until it was 

framed (such as Vincent van Gogh).  In contemporary terms, Brooklyn artist 

Valerie Hegarty’s works135 purposefully deconstruct the frame, making the art 

bleed into the viewer’s experience.  Artists who draw attention to the frame (by 

enhancing it, or breaking it down) are doing do because of what the frame 

does: it focuses the viewer’s attention and makes a claim: look, see, experience 

this differently.  And 2. It shapes and maintains a shared common perspective; 

there is a social aspect to the viewing experience.   

 These features of framing not only describe signification agents of social 

movement, (and paralleled: how we view art) they also suggest dimensions of 

authority when the “who” of framing is questioned.  Who owns the rights to what 

signification is framed?  Who determines purchase price, transport, placement, 

security, storage, admission: value and visibility?  When a poor woman 

purchases a splatter painting at a yard sale and it is later authenticated as a 

Pollack, whom she does not know, her painting is not worth auction price.136  

																																																								
135 See Valerie Hegarty’s progression of works from 2002-present on the artist’s website: 
http://valeriehegarty.com, last accessed 23 February 2016.  
136 A 2006 documentary directed by Harry Moses follows the true story of a truck driver named 
Teri Horton who purchased a splatter painting for $5 at a yard sale, gave it to her friend but her 
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Does she appreciate the painting, or have any aesthetic experience with the 

work of art, does she love it?  No, she must cling to it because it is monetarily 

worth more to other people who deem her not worthy of receiving what the art 

world has valued the Pollack painting.  Whether or not it has been physically 

framed, it has been socio-economically framed.  John Berger, in the fifth essay 

of Ways of Seeing, asks “What is a love of art?”137 and answers in two pictures 

and further questions.  The pictures are paintings of seventeenth century art 

collectors surrounded by their oil paintings.  Berger writes of the framed oil 

paintings, “Before they are anything else, they are themselves objects which 

can be bought and owned.  Unique objects.  A patron cannot be surrounded by 

music or poems in the same way as he is surrounded by his pictures.  It is as 

though the collector lives in a house build of paintings”138.  The art is a currency 

that is attributed value, which gives it a type of power that can be used to 

control.  But there is a more innocent power:  “What is their advantage over 

walls of stone or wood?  They show him sights of what he may posses”139.  The 

work of art points to something other than itself.  (Berger points out the 

temptation to desire ownership of the original thing as well, a possessor never 

satisfied.) 

 But rather than dwelling on the capital of painting, thereby attributing 

power to those who claim it, we turn to the studio source, where paint oozed 

from tubes through insightful decisions left permanently vulnerable by the 

																																																																																																																																																																		
friend did not have room for it so Teri tried to resell it when someone informed her that it could 
be worth something.  She pursued the tip, had it verified, and was not offered the value of the 
painting, so she kept it.  Who the #$&% Is Jackson Pollack?, Dir. Harry Moses, 2006,   New 
Line Home Video, 1 May 2007. 
137 John Berger in Ways of Seeing, BBC and Penguin Books: London, 1977, p.84.  
138 Berger, p.85.  (I do not include Berger’s formatting, but quote in paragraph form.) 
139 ibid.  
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painters who saw the world differently.  For it is here that focus shifts away from 

the problematic axiomatic “art as window on the world”. 

 Literally and figuratively, art is and it is not a window on the world.  It 

exploits the utilitarian understanding of itself by being and extending beyond its 

representations and frames.  If the art is stained glass then it is both art and 

window literally.  Paintings of windows are ambivalent works of art: rather than 

simply being an actual window that architecturally clears a space to see the 

world beyond the wall and let in natural light, paintings of windows direct a 

viewer’s attention away from actual windows, to the wall – the hanging framed 

canvas of paint, requiring directional artificial light.  What do representations of 

windows do?  Why would an artist paint a window as subject matter?  Why be 

confrontational with opaque canvas rather than visionary with translucent 

glass?  In this next section, four modern artists’ work are considered for their 

unique ways of using windows in paintings.  

 

ARTISTS OF WINDOWS:  

Poets sift out key words and concepts.  American poet, George Oppen had a 

concern for simplicity and clarity, and he interestingly had a recurring motif of 

windows.  Professor of English, John Wilkinson writes: 

Oppen’s relentless effort to nail down his little words seems motivated by 
anxiety at the ineluctably mediated nature of seeing and the conditions for 
seeing, as well as the shiftiness of language.  How else to explain, in the work 
of a poet who scrutinizes every word, that the first poem in each of his first 
three books, along with the first poem in the first draft of his fourth, presents the 
act of seeing as from behind a window?140   
 

Oppen, the poet, knew with verbal visuality that the liminal window is an 

important medium which aids the “conditions for seeing”, and must be related to 

																																																								
140 Wilkinson, John.  “The Glass Enclosure: Transparency and Glitter in the Poetry of George 
Oppen”.  Critical Inquiry 36.2 (Winter 2010), p.224. 
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Hiedegger’s “readiness” (discussed briefly at the end of the chapter).  Similarly, 

painters of windows bring us one step closer to understanding how art enables 

us to truly see. 

 When we consider the motif of windows in the oil paintings of modern 

artist we connect the roots from Renaissance when perspective is being 

configured and the painting is a viewing, through the Romantic mystique of 

space and the painting is a looking, toward modern crisis when the art object is 

pointing to itself, an aesthetic trajectory begins to emerge.   

 The temporary exhibit “Rooms With a View: The Open Window in the 

19th Century” at the Metropolitan Museum of Art “explores the open window as 

a favored motif of certain Romantic painters”141 exemplifying that, “the window 

often is the focal point for a certain poignant, implicitly Romantic yearning, 

functioning as an interface between near and far, known and mysterious, 

private and public, art and nature”142 as renewed by the exhibit’s curator.  

Under investigation in the last chapter, glass was found to have mediatory 

abilities to fuse dualities and enable sight; similarly, the window is a threshold 

establishing contiguous space, passage and presence.  In Romantic paintings, 

the painted window questions the notion of art as window to the world in both 

formal design as well as implied looking at (as opposed to seeing through).  

“The show sings with the satisfying visual rhyming of the four-square forms of 

windows, walls and rooms with the rectilinear format of canvas or paper.  The 

geometries of everyday life echo the actual proportions of the works before our 

																																																								
141 Roberta Smith in “Romantics Shining Clear Light on Daily Existence”, The New York Times, 
7 April 2011.  Accessible online: http://www.nytimes.com/2011/04/08/arts/design/rooms-with-a-
view-at-the-metropolitan-museum-of-art-review.html?pagewanted=all&_r=0.  Last accessed 18 
April, 2011.  The museum’s link to the temporary exhibit is: 
http://www.metmuseum.org/exhibitions/listings/2011/rooms-with-a-view.  Last accessed 16 
September, 2014.  
142 Smith, quoting exhibit organizer, Sabine Rewald. 
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eyes, reinforcing and elaborating the act of looking,”143 writes the reviewer.  

Curator, Sabine Rewald wrote in the exhibition catalogue that the Romantic 

painters following especially Casper David Friedrich’s lead, were drawn to the 

expression of yearning as well as the beauty of the landscape, and that “The 

enduring appeal, however, lies in the inherent self-reflection of the painted 

motif: the rectangular or square shape of the canvas perfectly echoes the 

window as a view on to the world”144.  These Romantic paintings, from primarily 

1810-1830, begin to consider the role of the window and question the 

literal/figurative ambiguity of art as window, but they depict in paint a realistic 

setting, which bends to the literal interpretation, whereas visual art, capable of 

opening people’s vision to possibility, soon thereafter increasingly evidenced 

the metaphorical by destabilizing the viewer’s concept of what is represented 

and framed.   

 For this, we turn forward to modern art, which has been critiqued for its 

overwhelming sense of independence and self-involvement, to focus on four 

exceptional artists who painted windows that contribute to the building of a new 

paradigm for viewing art.  Describing the arranged theme of the exhibit “Rooms 

With a View”, Roberta Smith notes, “The room-window-view equation turned 

out to be a satisfying, self-ordering arrangement that continued to attract 

painters, reaching an apotheosis of sorts – but hardly exhausting itself – in the 

art of Matisse”.145  This is exemplified in the following as we consider the works 

of Marc Chagall, Henri Matisse, Rene Magritte, and Edward Hopper.  

 

																																																								
143 Smith. 
144 Sabine Rewald in Rooms with a View: The Open Window in the 19th Century, The 
Metropolitan Museum of Art and Yale University Press: New Haven and London, 2011, p.5.  
145 Smith. 
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THE EXPRESSIONIST ROOM: MARC CHAGALL (1887 – 1985) 

Marc Chagall was one of the first modern artists to include a window 

significantly in his paintings where the window acts as more than Romantic 

yearning and realistic setting.  His paintings are notoriously narrative, symbolic, 

and full of life and color as well as containing a deeper sense of trials and 

relationships.  In his life he experienced not only the reputation of a fine artist, 

but also rejection and threat due to his Jewish faith and his expressionistic 

style, yet it was all of these elements combined and conveyed in his art that 

make his work extraordinary today.  Writing about Chagall’s Paris Through the 

Window (see Figure 42 below) in the Guggenheim’s (NYC) permanent 

collection, “The Janus figure in has been read as the artist looking at once 

westward to his new home in France and eastward to Russia.  Chagall, 

however, refused literal interpretations of his paintings, and it is perhaps best to 

think of them as lyrical evocations.”146  The Roman mythological figure Janus, 

the god of transitions and beginnings (January), has been depicted as a two-

faced watcher of thresholds.  Although his artwork (aside from his many biblical 

illustrations) does not reference specific stories, they do tend to illustrate 

moments, thoughts, feelings, ideas that connect with anyone.  They are stories 

of life and living, and this ability to relate sets him apart as among modern 

artists, as one who exemplifies a new framework of thinking about and creating 

art through which we can see the world and care more for it because we can 

relate.   

																																																								
146Senior Curator of Photography, Jennifer Blessing writes for the museum’s website:  
http://www.guggenheim.org/new-york/collections/collection-online/show-
full/piece/?search=Marc%20Chagall&page=1&f=People&cr=3 last accessed 16 September, 
2014. 
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Figure 42 (above): Chagall, M, 1913, Paris Through the Window, oil on canvas, 53¼” x 55¾”, 
Guggenheim Museum, NYC.  Accessed online at the museum’s website:  
http://www.guggenheim.org/new-york/collections/collection-online/artwork/793.   
Last accessed 11 March 2016. 
Figure 43 (below): Chagall, M, 1915, Birthday, oil on canvas 31¾” x 39¼”, MoMA, NYC.  
Accessed online at the museum’s website: http://www.moma.org/collection/works/79360.  Last 
accessed 11 March 2016. 

 

 
The window, as featured in his paintings (and specifically the two 

pictured here see Figure 42 and Figure 43 above) is not the focal point, but a 

necessary component of the story and composition.  These windows establish 

location (Paris, city, neighborhood, height above ground), space of interior and 
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exterior that is connected, and they provide the framing for what life moment is 

occurring: thoughts of ambivalence, relationships in process, a beautiful view of 

a significant place, a meaningful birthday.  This grounds the experience by 

providing a setting while also it also breathes air into the situation and leads the 

viewer not only to identify with the artwork, but to consider a greater context 

than the immediate concerns within it.   

 And Chagall was a symbolist, in that he chose colors and objects 

(treated with cubist tendencies) to suggest more than what was simply depicted 

(eg. a table in Birthday, Figure 43 above) to what is represented by those 

choices that he made (eg. the table is celebration).  The figure mentioned 

previously is a man with the ability to mediate between two realms: 

inside/outside, home/away, staying/going, circumstance/possibility.  People 

float above the gravitational earthly ties, and often connect to do so.  In Paris 

Through the Window (Figure 42) the sky is faceted like glass, the windowpanes 

are transparent, and the frame itself shimmers with a full spectrum of color.   

 Chagall’s artwork is appealing due to the fullness of the compositions 

and boldness of colors, but also in its relational qualities, in that viewers can 

empathize with the connotations by making connections between personal 

experiences and ulterior representation.  (On my birthday I am not frustrated by 

aging but generating possibility, new horizons, the hope of love…)  Chagall 

invites viewers to participate in art and in life, here specifically the window, not 

incidental nor realistic, acts to frame and open a space of transitions.  Later in 

Chagall’s career he worked in stained glass, constructing several famous 

commissioned installations pushing to the extreme the significance of the 

window itself (which will be further explored later). 
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THE FAUVE ROOM: HENRI MATISSE (1869 – 1954) 

A contemporary of Chagall, also painting in France, the famous Fauve artist, 

Henri Matisse was painting serene landscapes, still lifes, and portraits with 

striking complimentary colors and wild brushstrokes.  Often the scene was an 

interior room, and in these he regularly includes a window, which not only 

created compositional interest, it breathed natural and changing light and 

complimentary colors (opposite, enhancing through contrast).  A window does 

not surprise the viewer, as windows have been seen in paintings before, 

however Matisse made the window the principal subject and did so in a 

stylistically fresh way.  Author and former art professor, Carla Gottlieb notes in 

her 1964 article, “The Role of the Window in the Art of Matisse” this shift: “The 

Window was a popular image during the first quarter of the twentieth century 

and hence is charged with meaning…the window is now the subject of the 

painting,”147 and specifically, “The most important step taken by Matisse in this 

direction was to turn from the window as motif to the window as theme”148.  By 

thematizing the window a double framing occurs: the painting is framed and the 

window in the painting is framed (if not formally, then by their own edges).  The 

art as window on the world concept is further problematized and a safe space is 

hedged for the viewer to reconfigure an idea of what to look at and how to see.  

 In Open Window, Collioure (see Figure 44 below) art is not so much a 

window on the world; the artwork is a painting of a window.  The window is 

open toward us in one point perspective and its “glass” panes abstractly reflect 

the curiously painted walls and unidentifiable objects.  The lines are not 
																																																								
147 Carla Gottlieb in “The Role of the Window in the Art of Matisse”, The Journal of Aesthetics 
and Art Criticism, 22.4 (Summer 1964), p.393. 
148 Gottlieb, p.394.  
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straight, however it is assumed that the actual window framing was, and the 

irritating color scheme (impure red, salmon, orange, pink, and purple against 

muted tints and shades of green?) of the interior is vibrating against the 

energetic plants and tossing water of the open window space.  What is Matisse 

doing?  He has placed us at a threshold and destabilized us through subject 

matter as well as design elements.   

 

Figure 44: Matisse, H, Open Window, Coullioure, 1905, Oil 21¾” x 18 1/8”, NGA, DC.  
Accessed online at the museum’s website: 
http://www.nga.gov/content/ngaweb/Collection/highlights/highlight106384.html.  Last accessed 
11 March 2016. 
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Figure 45: Matisse, H, The Windshield, On the Road to Vittacoublay, 1917, Oil 15” x 21 11/16”, 
Cleveland Museum of Art, Cleveland, OH.  Accessed online at the museum’s website: 
http://www.clevelandart.org/art/1972.225.  Last accessed 11 March 2016. 

 

In The Windshield, On the Road to Villacoublay (see Figure 45 

above)149, Matisse has challenged himself in a rare manner: in 1917 he is 

recordedly being driven to the airport by his son and is inspired to depict his 

ride.  Whether he remembered or sketched or painted en route, he 

nevertheless painted the interior of a vehicle with one point perspective viewed 

through three windows, a panorama.  The colors are neutral and the lines are 

oddly static and energetic, contributing to the feeling of capturing moments of 

transit.  This set of windows encloses the artist (without him visible in the 

painting) and viewers as passengers with him in a capsule of transportation and 

anticipation.  Gottlieb describes it briefly noting the [lack of] driver/passenger in 

“the bonded space in motion” are “simultaneously immobile and in motion, i.e., 

																																																								
149 There is little available about this unique painting, however the Cleveland Museum of Art’s 
website offers basic information: http://www.clevelandart.org/art/1972.225.  Last accessed 16 
September 2014.  
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being moved”150.  The experience is new and exciting, moving between places, 

and yet it is common. 

 Carla Gottlieb personifies Matisse’s window as proper noun subject and 

explains his position:  

The Window is charged with contradiction and ambiguity.  There is the many-
faceted contrast between outside and inside worlds.  There is also the singular 
uncertainty whether the window serves as a bridge or as a barrier to the world 
beyond, because it actually functions in both ways: for the eye it is a bridge, for 
the body it is a barrier151.   

 
The window is active, infused, multifaceted, transit, and it is ambiguous.  She 

continues: “Now, ambiguity is the backbone of our art.  Cultivated in every 

conceivable manner, particularly in the rendering of space, introducing 

multivalences with regard to the objects, it could stand as catchword to 

summarize the formal and ideological technique of modern art.” 152  The 

declaration “ambiguity is the backbone” is a contradictory phrase (as it suggests 

the structure line of demarcation is the precise point of inexact uncertainty), 

however we are to understand that being unclear is the primary structure of 

modern art in both formal design and expressed cultural ideology, and that 

Matisse visually masters this in his rendering of windows.  Although I would not 

herald ambiguity as means nor end but rather a fusion or confusion so as not to 

inform but to question, it is a positive description of the liminal space that a 

window creates and the style in which Matisse executes it.  

 Another image, my own oil pastel rendering of the inside of an old 

Chevrolet truck hangs in the studio in Kentucky where all three stained glass 

window projects were created under the practical element of this research.  In 

																																																								
150 Gottlieb, p.414. 
151 Gottlieb, p.420. 
152 Gottlieb, p.420. 
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the image (see Figure 46 below) there is a melting and merging of space: 

interior/exterior, driving/stillness, natural/technological, historic/timeless.   

 

Figure 46: Medlock Johnson, P, c2005, Ride to Breakfast, oil pastel on paper, 8”x12”, Dad’s art 
studio, Wilmore, Kentucky.  
 
In this truck special time and formational conversations took place; it is a time 

capsule that carries significance and prepares readiness – or helps to construct 

a framework for living outside the truck.  The space, the significance, the 

experience within the walls of these windows is captured in an image.  The 

truck belongs to someone else now, but my oil pastel hangs in my father’s art 

studio.  It is reminiscent of Matisse’s car interior (in content, yet vastly different 

in technical mastery). 

 Both Chagall and Matisse were cutting edge painters, and both turned to 

cutting glass later in their careers.  Not only were they painting windows with oil 

paint on canvas in startling new ways and they exemplify modern art at its most 
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vanguard level and technological mastery and creative genius, these two in 

particular worked in stained glass to create actual windows of artwork.  Here we 

turn to two other modern artists to investigate further the window in paint.  

 

THE SURREALIST ROOM: RENE MAGRITTE (1898 – 1967)  

Magritte’s style is a uniquely superrealist surrealist153; the objects he renders in 

paint appear more than realistic, however they are portrayed in impossible 

situations.  His paintings are reproduced into mainstream media to such an 

extent that they are recognizable images that have lost reference to their origin.  

They not only disregard old lines between pop culture and fine art, they may 

have become more readily accepted in visual culture as reproductions in 

themselves rather than in reference to: the painting.  Clever intrigue may be 

their (or rather his) appeal but that is what quickly fades when one feels as if 

s/he “gets it”, as if a riddle has been solved.  Or has it?  It was not a riddle; 

there is a deeper mystery to Magritte’s work, and it is to his series of windows 

within the paintings (and paintings within windows within paintings) that we turn 

to see (not test) if he was suggesting a new paradigm for art.   

 Beyond Chagall’s window as narrative and Matisse’s window as subject, 

Magritte does not quietly introduce the window with an ambiguous “story 

about”, rather he flagrantly features the meticulously painted: window, but.  Is 

it?  Or is it something more?  Is it a painting about a window about a painting…  

His work is visual metaphor, visual poetry, visual [literary technique].  Dubnick 

explains, “[t]he relationship between verbal and visual images is explored in the 
																																																								
153 Magritte would not like to be considered a Surrealist, although he did associate with and 
disagree with various Surrealist groups (French and Belgian).  See Gablik’s Magritte, Thames 
and Hudson: London, 1992, pp.64-65, (and p.98): “Magritte’s relations with the Surrealists 
were, at best, sporadic…his chronic metaphysical disgust would overtake him periodically…” 
because he disagreed with some of their methods and assumptions. 
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painting of Rene Magritte, the Belgian surrealist who said that ‘the function of 

painting is to make poetry visible’”.154  Poetic thought requires some 

interpretation, which Magritte complicates.  Gablik introduces Magritte’s life as, 

“a solitary posture of immense effort: to overthrow our sense of the familiar, to 

sabotage our habits, to put the real world on trial”155.  There is something more 

than juxtaposition of objects in paint, there is the fusion between these objects.  

He is playing with ideas of reality by realistic representation in relationships that 

require disruptive imagination.156  The surrealist tendency was to juxtapose 

contrasting or disjunct images in order to instigate new thought.  Magritte did 

not appeal to the subconscious, he tapped it.  Gablik credits Magritte 

specifically for making latent connections (as opposed to arbitrary) and her 

observations from personal experience (she lived with the artist and his wife for 

eight months) lead to this contributing factor: implication by absence.  There is 

the object, “the thing attached to it in the shadow of my consciousness”, and 

“the light wherein that thing would become apparent”.157  Magritte was not just 

painting dreamlike images, but relying on their reference to surface a realization 

of something else, depending on the degree to which the viewer participates 

with active and creative engagement.  This may happen because he creates 

not only metaphor, but metamorphosis: “Metaphors work not only by 

juxtapositioning dissimilar objects or revealing hidden similarities between 

																																																								
154, Randa Dubnick quoting from Gablik’s Magritte, in her “Visible Poetry: Metaphor and 
Metonymy in the Paintings of René Magritte”, Contemporary Literature, 21.3 (Summer 1980), 
p.407. 
155 Gablik, in Magritte, p.9.  
156 “Magritte’s arbitrary use of both similarity and contiguity reinforces the theme that the image 
(or the word) is not the thing itself; in structural terms, the signifier and signified are not 
identical, and the sign is not equivalent to the referent…Magritte’s painting-within-a-painting 
series can be seen as a metalinguistic metaphor for the relationship of art to reality.  The 
canvas in the painting stands for the relationship of art to reality.  The canvas in the painting 
stands for art, and the view from the window represents reality”. Dubnick, p.418. 
157 ibid, p.410. 
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them, but sometimes by making the two compared objects seem momentarily 

to fuse or coalesce… A good deal of tension in this image is caused because it 

relies so directly on both similarity and opposition.”158   

 Magritte’s paintings of windows hold tension created by fusion, and this 

disrupts our presuppositions.  This is seen perhaps most directly in his visual 

manipulation on how notions of “representation” have suffered 

misrepresentation.  Magritte painted the window in many variations worth 

looking at (see for example: The Domain of Arnheim (1949), Euclidian Walks 

(1955), The Alarm Clock (1957), Evening Falls (1964), and perhaps especially 

The Field-glass (1963)), often exploring the space between polarities and also 

what is hidden or revealed and how to view or experience the world.  This study 

considers two in particular: The Human Condition (1933) (Figure 47 below) and 

The Key to the Fields (1936) (Figure 48 below).  “Many surrealists use the 

conventions of Renaissance perspective….One of [Magritte’s] favorite tricks 

concerns the Renaissance notion of the painting as a ‘window on the world’”159, 

as quoted by Dubnick.  Regarding specifically his series of a painting 

obstructing the window, Magritte is quoted explaining: “‘how we see the world: 

we see it as being outside ourselves even though it is only a mental 

representation of it that we experience inside ourselves’”160.  The viewer brings 

with him/herself a contextualized understanding (and misunderstanding) as well 

as the confusion regarding what is real.  Is our human condition not limitation 

but possibility?  

																																																								
158 ibid, p.413. 
159 ibid, p.414.  See also similarly in Gablik’s Magritte, p.86. 
160 ibid, p.416. 
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Figure 47 (left): Magritte, R, La condition humaine, 1933, Oil 39 3/8” x 31 7/8”, NGA, DC.  
Accessed online at the museum’s website: http://www.nga.gov/content/ngaweb/Collection/art-
object-page.70170.html.  Last accessed 11 March 2016.  
Figure 48 (right): Magritte, R, La clef des champs, 1936, Oil 80x60cm, Museo Thyssen-
Bornemisza, Madrid.  Accessed online at the museum’s website:  
http://www.museothyssen.org/en/thyssen/ficha_obra/3.  Last accessed 11 March 2016 
 

In The Key to the Fields (Figure 48), Magritte has painted a depiction of what 

appears to be the same interior window as in The Human Condition (Figure 47) 

painted three years apart, however the viewer’s stance has shifted slightly, 

seeing therefore, different trees, path, hill.  The shattered clear glass window 

has fallen into the room landing on the sill and floor, but in its breaking and 

falling it appears to have become mirrored glass rather than clear.  Several 

things are occurring: it would be logical to assume the window has been broken 

from the outside because the pieces are inside and therefore either some act of 

vandalism or freedom has happened; the title implies this opening (breakage) in 

the opening/barrier (window) is the key (unlocking access) to the fields 

(experiencing the real world); and the mirrored shards suggest two things: that 

prior to breaking, the assumed clear glass was already a mirror masking and 
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reversing the image outside, and/or that once the window was broken the 

pieces that fall into the viewer’s space become reflective.  

 Magritte’s windows contribute to this search for a new artistic paradigm 

in that they create tension and ambiguity which invites us to see things 

differently. Magritte’s “images make visible unseen affinities between objects, 

relationships hovering on the horizon of the viewer’s consciousness”161 and in 

the con/fusion of what is real he claimed to be not an artist but a man who 

thought via painting162.  The thought that he aspired toward was mystery, 

cracking stereoype, inducing a healthy panic, because “only a wilful disruption 

of the usual certainties will liberate thought and open the way to authentic 

revelation”163.  Edward Hopper also painted thought, however he suspends the 

horizon itself and destabilizes our assumptions.  And it is to this fourth and final 

modern artist we now turn.  

 

THE ASHCAN ROOM: EDWARD HOPPER (1882 – 1967) 

I recall the Hopper exhibit at the National Gallery of Art in DC in 2007; at the 

end of this extraordinary show one is left with this final painting (see Figure 49 

below).  Edward Hopper, known for his symbolist influences painted common 

places and mundane experiences in a manner that evoked empathetic stillness.  

His paintings are landscapes and architecture filled with striking light and 

contemplative figures that colorblock space and evoke a sense of battle with 

resignation.  In his final painting (of the show and of his life), the quiet men and 

women have vacated inhabitable empty space and a window is the only 

interesting object/subject on a flat canvas of bland golden beige folding corners.  
																																																								
161 ibid, p.418. 
162 Gablik, in Magritte, p.9.  
163 ibid, p.10.  
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The composition defies principles of balance and movement, as the window is 

painted at the edge of the canvas situated at an angle that makes “sight” 

impossible.  What is this a painting of?  The title lends only the obvious.  But 

when “asked what the artist was after in Sun in an Empty Room, Hopper smiled 

and said, ‘I’m after me.’”164  

 

Figure 49: Hopper, E, Sun in Empty Room, 1963, Oil 28¾” x 39½”, private collection.  Accessed 
online at the Edward Hopper website: http://www.edwardhopper.net/sun-in-an-empty-room.jsp.  
Last accessed 11 March 2016 
. 

Hopper said of his own work that he was “not painting fact…but 

thought”165.  A modern artist painting thought is different than the modern 

thought of painting.  One is opening a person through aesthetic experience, 

and thereby affecting society, the other is studying and shaping theory about 

that.  Similar yet far different from Magritte in his painting thought, Hopper 

suggests to us a way in which this might be approached.  Hopper is distinct not 

																																																								
164 Pamela N. Koob in “States of Being: Edward Hopper and Symbolist Aesthetics”, American 
Art, 18.3 (Fall 2004), p.64. 
165 ibid, p.54. 
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only in his style and content, but even in his situating the window; the focus is 

interior space.  While he subtly suggests the viewer reflect, contemplate, 

consider, he reminds us also of the world out there. 

 Is it possible, in all its irony, that an artist who evokes loneliness and 

alienation in his rendering of people and places able to draw connections 

between people and places?  If so, how is this achieved?  Similar to Magritte, 

Hopper is influenced by symbolist priorities.  Pamela Koob describes as the 

“creative role of consciousness, intellectual and emotional content, and the use 

of suggestion, ambiguity, and expressive form”166, “a preference for imagination 

rather than observation of fact: the appeal of suggestion as opposed to 

explication the importance of introspection and the psyche’s creative potential: 

and the aim of translating ideas into generally readable forms”167.  Hopper, 

Koob continues, “had achieved the symbolist objective of presenting ideas in 

sensuous form.  Expressing emotion by transforming the scene that triggered it, 

he merged inner realm with exterior fact”168.  Essentially, he was able to make 

connections through the symbolists’ reliance on viewers’ translation ability via 

imagination169, where representation is based on clues and references that 

become reality, as understood, but not explicitly rendered, from the context of 

living rather than presenting facts (imaged) in technically mastered means.  His 

art is not a loud statement or retreat from judgment, it is a reference point to 

relate to, question, dialog, wonder, and thought that is ignited by formal 

elements of design.  However, Hopper was not just painting thought, he stated 

																																																								
166 ibid, p.55. 
167 ibid, p.58. 
168 ibid, p.72. 
169 The author of this article on Hopper’s work traces his symbolists’ influence from both the 
reflections of the poet Valery on the poetry of Mallarme, as well as through the poet 
Baudelaire’s ideas from paintings of Delacroix, saying the symbolist wants to “shed the light of 
my mind on things and project its reflection on other minds”. ibid, p.58.   
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that his “primary subject was ‘the field of experience and sensation which 

neither literature nor a purely plastic art deals with,’…He said his paintings 

reflected his sympathetic responses to human experience”170.  His “thoughts” 

were about human experience, so that people viewing his paintings could feel a 

sense of connection.  The viewers are more than viewing, they are 

experiencing the thought that what is common is in common. 

 Writer and teacher of art, Robert Henri (who influenced Hopper) is 

quoted by Koob from the preface to his 1923, The Art Sprit teaching that: 

“There are moments in our lives…when we seem to see beyond the usual.  

Such are the moments of our greatest happiness.  Such are the moments of 

our greatest wisdom.…If one could but recall this vision by some sort of sign.  It 

was in this hope that the arts were invented”171.  He taught that the subject of 

the painting is not the object but an idea and that artists should paint, “so that I 

not only see the thing you have seen, but I see the deduction or rather the 

projection you make from that thing, the excitement, the pleasure you have felt 

in that thing”.172  Henri as art instructor taught that there are moments when 

humans see differently and that those moments can be transmitted through 

visual art.  That sign or symbol in which art’s hope and transmission lies 

triggers these moments are recalled for others.  Hopper’s symbolist “sign” may 

actually be in what he did not paint.    

 Hopper’s paintings are instantly recognizable in his stylistic portrayal of 

light and perspective, however Hopper did not paint light accurately; Hopper did 

not paint perspective accurately.  This is not obvious, but if analyzed according 

primarily to his windows, (which are often the source of light and their frames do 
																																																								
170 ibid, p.63-64. 
171 ibid, p.62-63. 
172 ibid, p.61. 
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not align to vanishing point/s) we can see that he bends these rules of sight.  

Because Hopper’s light is selective173 and his horizon line and vanishing point/s 

do not follow accurate rules of perspective174, “the viewer is confronted with a 

choice of horizon lines and a choice of ‘spaces’….To further complicate his 

orientation, the viewer must also interpret the light…Because of the ambiguity, 

the observer finds himself suspended in air”175. 

 To summarize the disjunctive way Hopper portrays space and creates 

timeless moments through which viewers of his art “seem to see beyond the 

usual”, as well as to introduce the a final note about his work: that the figures 

who do appear in his paintings, and even in their absence (see previous photo 

and next photo), are ambiguous and therefore connect with viewers’ perceived 

and felt experience because it could be anyone, it could be them.  The 

perspective is slightly destabilizing, the light is sedating and shadows are steep, 

overtones of alienation and contemplation reside.  Viewers can relate to the 

mundane depicted beautifully, the loneliness rendered in visual unity and 

framed for others to notice.  I quote at length from “The Timeless Space of 

Edward Hopper”:  

 
It is apparent that in Hopper’s paintings, the handling of the formal elements prevents the 
viewer from locating the horizon and therefore from constructing a logical spatial 
extension of his own environment.  Hopper did not employ aerial perspective, and the 
presumed linear perspective has been distorted.  His handling of light in relation to 
surface pattern as well as to the delineation of shapes and spatial representation has 
been discussed.  These factors permit the following conclusions in terms of silence, 

																																																								
173 Former Art History professor, Jean Gillies, wrote in a 1972 article called “The Timeless 
Space of Edward Hopper” about his selective use of light: “Since Hopper did not use light to 
pick out innumerable details in objects, it may be concluded that the experience of stillness or 
silence in his paintings derives in part from the lack of movement due to the nature of the 
surface pattern defined by light”.  Gillies in“The Timeless Space of Eward Hopper”, Art Journal, 
31.4 (Summer 1972), p.405. 
174 “Hopper has denied an absolute horizon line.  The vanishing point or points which are 
indicated by the extension of the orthogonal edges of building do not establish one believable 
horizon line.  Thus, the earth or ground upon which these objects are supposedly firmly planted 
is, in effect, unstable” ibid, p.410. 
175 ibid, p.409.  
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alienation and timelessness….treatment of space is ambiguous so that the viewer cannot 
orient himself in relation to it.  Therefore, time is not experienced…the distortion of space 
and the ambiguity of the horizon leads to a distortion or ambiguity in the viewer’s 
inference of time…In relation to subject matter, the treatment of the human figure in 
Hopper’s paintings should be noted.  In those paintings which include human figures, the 
artist has represented them in a way which serves to underscore or emphasize what has 
already been established through formal elements.  Where there is more than one figure, 
he never permits them to interact with each other, nor do they look out at the viewer.  
Any indication of eye contact has been avoided. 
 Hopper seldom intended the figures in his paintings to represent actual people.176  

 

His human subjects are anonymous, and they often appear downcast or gazing 

out a window (see Figure 50 below).   

 

Figure 50: Hopper, E, Morning Sun, 1952, Oil 28 1/8” x 40 1/8”, Columbus Museum of Art, 
Columbus.  Accessed online at the museum’s website: 
https://www.columbusmuseum.org/embark-collection/pages/Obj15/?sid=972&x=244606.  Last 
accessed 11 March 2016. 
 

An interesting exchange between Edward and his wife, Jo Hopper, illuminates 

his intention to refuse identity for his figurative subjects; here is the distinction 

between projecting narrative eisegesis and expressing experience with which 

one can relate:   

if  her husband sought to limit the narrative potential of his images, Jo often 
promoted it in her public statements and in the records she kept on his work.  
Once an amateur actress, she often assigned names and stories to the people 

																																																								
176 ibid, p.412.   
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in his paintings.  When she observed that the woman in Cape Cod Morning 
was looking out the window to check if the weather was ‘good enough to hang 
out her wash,’ the artist quickly spoke up: ‘Did I say that?  You’re making it a 
Norman Rockwell.  From my point of view, she’s just looking out the window.’  
Later noting how much he liked Cape Cod Morning, he remarked, ‘It comes 
nearer to what I feel than some of my other paintings.  I don’t believe it’s 
important to know exactly what that is.177  
 

 Edward Hopper’s paintings are often described as evoking a sense of 

timelessness, and it has been revealed that his intention was to paint thought, 

furthermore the thought of experience.  He used an (assumingly intentional) 

inaccurate portrayal of the basic representational aspects light and perspective, 

and he kept his figures anonymous and finally eliminated them from the scene 

entirely.  These three aspects to his approach to painting disrupt the viewer’s 

perception in unnoticeable yet destabilizing ways and this instability enables the 

viewer to relate to the painting because the painter is trying to capture not an 

object as such but what the viewer will bring to the painting: their own human 

experience.  The role of the window affectively contributes to all three of the 

aspects noted and which effectively remained an unassuming presence which 

facilitated the work.  

 In this section four modern artists’ paintings of windows were considered 

for their contributions to a new artistic paradigm, one that connects a viewer’s 

own contextual experience with his/her experience of art and that with the 

shared experience of being human in the world.  Carla Gottlieb, writing about 

the role of the window in Matisse’s paintings states that it “emphasizes the 

standing at a crossroads.  Man has a dual character: he is an individual but also 

a social being…man, standing at the point of intersection, could take in respect 

to his obligations toward his home and toward his community”.  The window’s 

openness, liminality, re-presentation, and framing, when viewed in paintings, 

																																																								
177 Koob, p.66. 
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invite the viewer into a new space, one of introspection and outward action.  

Chagall’s window entered as a supporting role that established connective 

creative space where people hover liminally over limitations and identify with 

colourful narratives on life.  Matisse’s window took the leading role as subject 

matter and blatantly challenged notions that the painting was a window on 

anything: it was a painting of a window.  Magritte’s window took the role of 

metaphor while inviting the viewer to interact and work out tensions.  Hopper’s 

window receded to the side while remaining essential for structural instability 

and experience-provoking thought.  These painters were not drawing attention 

to themselves or to the art for its own sake, but to the viewer with an invitation 

into a hospitable space where ideas are generated.  The artwork is the 

framework, the paradigm, the worldview through which we humans can see 

differently, moved even to care, to compassion that leads to action. 

  

CONCLUSION: THE WINDOW AS NEW PARADIGM OF ART 

 

 A window establishes structure and context where the material of glass 

is showcased and utilized.  Structural leadlines, fitted panes of glass, and the 

placement as window to beyond, construct a literal and figurative paradigm or 

framework through which to look and to see. 

 A paradigm is defined as a “pattern or model, and 

exemplar…comparison…made by resemblance, conceptual methodological 

model underlying…generally accepted worldview” (OED).  A stained glass 

window as paradigm is both objective, in that the viewer is confronted with the 

physical framework providing a reference point, and subjective in that the 
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viewer is the interpreter, bringing both personal and contextual understanding.  

It can also be a cultural paradigm such as medieval (illustrative), modern 

(autonomous), post-modern (conceptual).     

 Having already written on the artist Magritte in 1970, Suzi Gablik 

declared at the end of the 20th century (originally in 1984) that modern art was 

in crisis, having reached such a state of autonomy that it had become 

irrelevant, and she appealed for socially conscientious artworks.  Here she 

describes the end of an era and the need for something new: 

We no longer need old authoritarian ideologies, which demand that art be 
difficult, wilfully inaccessible and disturbing to the audience…However, any 
other approach, even now, is still considered analgesic, conciliatory and 
without a critical edge, which brings me to the question of whether there can be 
a truly postheroic, postpatriarchal art – one that does not equate aesthetics 
with alienation from the social world, but embodies modes of relatedness that 
were difficult to achieve under modernism…the rational framework of modern 
aesthetics has left us with an ontology of objectification, permanence and 
egocentricity, which has seriously undermined art’s inherent capacity to be 
communicative and compassionately responsive, or to be seen also as a 
process, rather than exclusively as fixed forms…I am proposing that our model 
of aesthetics needs therapeutic attention, because it has lost its sensitivity not 
only to the psychological conditions of individuals and society, but also to the 
ecological and process character of the world.178 
 

Though her statement carries several generalizations, Gablik’s diagnosis of the 

modern art problem is worth investigating.  Her accusations include 

contemporary art being: authoritarian, difficult, inaccessible, disturbing, 

alienating, objectified, effectively narcissistic.  Elsewhere she describes it as 

isolationist and disengaging.  This rise to glorious autonomy betrayed its innate 

quality to be “communicative and compassionately responsive”: relational.  Art 

made a name for itself, a sake for itself, liberating itself from pre-modern 

expectations, to the extent it became careless to the world and therefore the 

people often have a difficulty caring for much of it.  To reiterate the call, she 

writes, “The subtext of social responsibility is missing in our aesthetic models, 

																																																								
178 Gablik, in The Reenchantment of Art, p.60. 
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and the challenge of the future will be to transcend the disconnectedness and 

separation of the aesthetic from the social that existed within 

modernism…There is a need for new forms emphasizing our essential 

interconnectedness rather than our separatedness, forms evoking the feeling of 

belonging”.179  

 Gablik makes the point that society is moving away from autonomous 

ideals toward seeking underlying connections and holism.  She cites 

breakthroughs in science that evidence this trend from isolationist to holistic, 

“As experimental findings in quantum mechanics are propelling many scientists 

into the ‘spiritual change’ of thinking more holistically, even science has begun 

to transcend the mechanistic model, reframing itself in terms that acknowledge 

the interconnectedness of all life”180 so that things “derive their being by mutual 

dependence”181.  She adds: “The concept of reality that manifests itself in 

quantum theory is a real change in the structure of modern science and is being 

used to reframe our categories of thought in all spheres, away from atomistic, 

mechanical models to ones that give living relationships priority”.182 The very 

notion of inciting scientific evidence in support of the quest for a new framework 

for art suggests our reliance upon proof, and a scepticism of mystery, while 

collapsing the established divisions of traditional disciplines.  Her appeal notes 

the social priority and responsibility of this interconnected way of thinking.  

What does this contribute to this study of windows? 

 If we are to follow Gablik’s argument that modern art reached a point of 

over self-concern which calls for an entirely new holistic and relational paradigm 

																																																								
179 ibid, p.4-5. 
180 ibid, p.55. 
181 ibid, p.150. 
182 ibid, p.163. 
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through which we create and view art, what would this look like and how do we 

achieve it?  Modern to contemporary artists who have worked their art in the 

context of spiritual chapels (such as Rothko, Chagall, Matisse, and in a new 

way Alison Watt’s Still at Old St. Paul’s, Edinburgh183) and artists who worked 

intentionally cross-culturally (such as Gauguin, Picasso, and more recently 

Noguchi and Chihuly, among others), and artists who have worked (relatively 

well) collaboratively (such as Roth and Rainer, Warhol and Basquiat, 

Abramovic and Ulay, Richter and Polke, Gilbert and George, among others) 

provide some examples.  Two artists who have worked in glass in the past few 

decades are considered in the next chapter (Robert Sowers and Gerhard 

Richter).  This is significant considering especially the art of stained glass 

windows integrating glass fragments and multi media into one unified whole 

work of art.  Gablik says, with my emphasis, “To reframe our models of art in 

terms that would truly integrate moral and compassionate action would be to 

break the bounds of the ‘disenchanted’ culture we have been living out for so 

long”184.  Her title, The Reenchantment of Art must be understood to know how 

art can encourage “compassionate action”.   

 Gablik describes “reenchantment” as: “stepping beyond the modern 

traditions of mechanism, positivism, empericism, rationalism, materialism, 

secularism and scientism – the whole objectifying consciousness of the 

Enlightenment – in a way that allows for the return of the soul.  Reenchantment 

implies a release from the affliction of nihilism”185.  If art can help us 

communicate, connect, and be compassionate, the role of the artist must 
																																																								
183 For more information and visual reference, see the church’s website: 
http://www.osp.org.uk/index.php/about/art_and_architecture/still_by_alison_watt/.  Last 
accessed 23 February 2016.  
184 ibid, p.143. 
185 ibid, p.11. 
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change.  Throughout Gablik’s text, modern artists are quoted reflecting modern 

ideology and his or her role as artist as such: 

• The artist is not responsible to anyone.  His social role is asocial – Georg 
Baselitz186 

• To actually worry about the dying man…is not the concern of aesthetics 
– Ortega y Gasset, in his essay of 1925, ‘The Dehumanization of Art’187  

• If they blow [the world] up, that’s not my business.  My business is to 
work – Louise Nevelson188  

• The work is irrational and perhaps irresponsible.  Nobody needs it.  The 
work is a huge individualistic gesture that is entirely decided by 
me…One of the greatest contributions of modern art is the notion of 
individualism…I think that the artist can do anything he wants to do.  This 
is why I would never accept a commission.  Independence is most 
important to me.  The work of art is a scream of freedom – Christo189  

• Donald Kuspit quotes David Smith as stating that his ‘only motivation’ for 
making sculpture was an arrogant independence to create190  

 
 Although this is a small sampling to substantiate her argument, it does 

verbalize what the visual artist’s intent often was.  That much of modern art 

became disconnected and non-relational, irr(el)ational, that significant priorities 

for future artists will be to visually create a sense of belonging, or at least evoke 

in society, an ache for such belonging.191  Interestingly, Gablik notes the 

challenge of this is where to begin, in that because modern art has witnessed 

and responded to “humanity’s cruelties and estrangement”, the vision has 

become “so oppressive that it is hard to find even the smallest opportunity for 

opening…The question for me at this time is whether artists can be a positive 

force in transforming the paradigm of alienation…[making] it difficult for 

individuals to feel responsible for conditions in the world over which they feel 

																																																								
186 ibid, p.61. 
187 ibid, p.99. 
188 ibid, p.115.  
189 ibid, p.169. 
190 ibid, p.135. 
191 “…Merleau-Ponty argues, in an essay entitled ‘Cezanne’s Doubt,’ that it is not enough for 
philosophers – or, I would add, artists – to create or express an idea; they must also awaken 
the experiences that will make their ideas take root in the consciousness of others”. ibid, p.108. 
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they have no control”.192  Perhaps this is why many modern artists declared 

their art irresponsible.  Elsewhere she calls for artists to be the “cultural 

healer”193, “participating cocreators” (“of our social fate”) and “shapers of new 

frameworks”194.  Her role for the artist is vague; however, what is not unclear is 

the gravity and loft of their potency and potential.  Modern artists were 

experimenters and emancipators, social critics and establishment 

revolutionaries.  But from the end of the 19th to the end of the 20th century, what 

artristic advances and creativity had gained (through cubism, Expressionism, 

Surrealism, et al.) became bleak, extreme, elite, artificial, conceptual, minimal, 

bizarre, radical, dissonant.  Art was hallucinogenic, ludicrous, escapist, void of 

experience, which for Gablik is essential to the nature of art and of humans.  

 Gablik’s sense of crisis in modern art and her call for a new paradigm 

are valid but uncritical.  Widespread accusations seek ambitiously optimistic 

renovation, but this is vague.  Her suggested examples tend toward extremes, 

detached from the average whom person she knows art can engage.  However, 

though her observations are generalized, at the very least we can see in them 

an appropriate call to change the present state of art, so that it might see its 

role more compassionately.  That modern art is so often, well beyond Gablik, 

described with adjectives such as isolating, detached, autonomous, does 

suggest that art, with all its potential, suffered from its own narcissistic 

personality disorder and that a new framework is necessary.  There are 

templates from which to gain perspective (several were mentioned briefly: those 

working in the context of chapel, cross-culturally, and collaboratively) and four 

modern artists’ paintings of windows explored in depth above.  In order to clarify 
																																																								
192 ibid, p.198. 
193 ibid, p.25. 
194 ibid, p.26. 
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the vision for a new paradigm, we must question why art became disconnected 

and irrelevant.  

 In response to modern art, Gablik calls for something responsible.  

“Empathic art is like a window on the dream-broken soul of our society”195.   

This art is not a window on the world, but “like a window” in that we see failures 

because we are no longer looking at a canvas with our eyes but the seeing 

through a creation that causes thought.  Tom Stoppard wrote in a play about 

artists that, “It is only when the imagination is dragged away from what the eye 

sees that a picture becomes interesting.”196 

 Quoted in the chapter on glass, Heidegger says, “I do not think modern 

art points out a path, particularly as it remains unclear”.  If we were to view 

through art as we view through glass, our ability to see could change 

drastically, would we, in fact, be moved to care?  In (post)postmodern culture, 

we move from modern ideals (autonomous object, isolated artist, heroic non-

myth) to answering the call for a new participatory, relational, visionary, art. 

 What if creating artwork was not for the ultimate goals of display, 

acquiring knowledge, or being of value because it exists?  Could art help us to 

see that for which we could care?  Heidegger remarked at the end of his final 

interview, published five days after his death in 1967: 

If the “culture industry” is taken as the framework for the classification of art 
and poetry and philosophy, then the parity is justified. However, if not only the 
industry but also what is called culture becomes questionable, then the 
contemplation of this questionableness also belongs to thinking’s realm of 
responsibility, and thinking’s plight is barely imaginable. But thinking’s greatest 
affliction is that today, as far as I can see, no thinker yet speaks who is great 
enough to place thinking, directly and formatively, before its subject matter and 
therefore on its path. The greatness of what is to be thought is too great for us 

																																																								
195 Gablik, p.113. 
196 Natalie Crohn Schmitt quoting Tom Stoppard’s Artist Descending a Staircase, in her article: 
“Window/Picture: L’assassin menacé and Artist Descending a Staircase”, Twentieth Century 
Literature, 45.3 (Autumn 1999), p.385. 
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today. Perhaps we can struggle with building narrow and not very far-reaching 
footbridges for a crossing.197 

 
If the framework of “culture industry”, more powerful now than nearly a half 

century ago, is questionable then could art be the thinker, rather, this place of 

thinking, that Heidegger called for at the end of his words?  Matisse painted 

interiors spaces that move the viewer out into the world.  Magritte painted 

thought and complexities, Hopper painted thought and contemplation; both 

disrupted typical ways of seeing.  Chagall’s paintings breathed prayers of 

redemption198 and he began recombining broken glass fragments for light to 

pour through (Image 9)199 leaving us with glass constructions imaged with 

human suffering and redemption and peace.  Art can reflect its culturally 

contextualized viewer and its subject matter, while pointing beyond both and 

even itself.   

 Today people are often preoccupied with miniscule digital advancements 

and devices that complicate life in the guise of simplifying; often we are 

blocking our own visions of what is possible and avoiding authentic personal 

connection further fragmenting life.  Heidegger uttered this final plea and he 

knew the significance of the work of art:  

The preparation of readiness could be the first step. The world cannot be what 
and how it is through human beings, but neither can it be so without human 
beings. In my opinion that is connected to the fact that what I call “Being,” using 
a traditional, ambiguous, and now worn-out word, needs human beings. Being 
is not Being without humans being needed for its revelation, protection, and 
structuring…The experience that humans are structured [gestellt] by some-
thing that they are not themselves and that they cannot control themselves is 
precisely the experience that may show them the possibility of the insight that 
humans are needed by Being. The possibility of experience, of being needed, 
and of being prepared for these new possibilities is concealed in what makes 

																																																								
197 Heidegger’s final remarks in the Der Spiegel interview: Der Spiegel Interview with Rudolf 
Augstein and Georg Wolff (23 September, 1966), 31 May 1976, pp.193-219.  Also sourced 
online: web.ics.purdue.edu/~other1/Heidegger%20Der%Spiegel.pdf, last accessed 12 May 12 
2011. 
198 Opening quote, see Introduction footnote 1. 
199 Photo by Loomis Dean: http://www.life.com/image/50564369, accessed 16 February, 2011. 
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up what is most modern technology’s own. Thinking can do nothing more than 
to help humans to this insight, and philosophy is at an end.200 
 

There is much in this statement, even more relevant today, but what is 

significant here is that ultimate Being is obscurred by technology.  Can art offer 

preparation of readiness and possibility of experience? 

 In the studio, where art is being created and is not yet seen, there are 

choices being made that will affect its potential.  This practice-based research 

thesis began with studio research worked out in three stained glass projects.  It 

is in the studio where things are constructed and it is here where we go to work 

out what Heidegger called for.  Having studied the material of glass, and now 

the significance of windows, the next chapter considers the unique alteration of 

being stained and the mosaic combining of disparate pieces into complete 

stained glass windows.   

																																																								
200 Heidegger, from the Der Spiegel interview. 
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CHAPTER 3: STAINED: THE ART, ITS HISTORY, AND ITS THEOLOGY 

 

INTRODUCTION 

 

Having dealt with the media of glass and the space of the window in the two 

previous chapters, this chapter wrestles with what is stained.  The term is 

artistic, religious, and even mundane.  For better or for worse, in common is 

shared the pervasive infusion and permanent nature of alteration beyond the 

surface.  As an artist, pastor’s wife, and mother, I see the studio stocked with 

stained materials with which to assemble works of art, the church extending 

grace to stained lives, the home constantly battling the accidentally stained and 

thus devalued property.  Stained is not a surface treatment; desired or not, 

stained is an altered state.  “Stained” is a Janus-word, a contranym in that it 

fuses dualities of obscuring and vivifying.  Throughout this chapter these 

opposing natures of stained will be examined.  First it will be considered 

theologically, then defined, followed by sections on stained glass as art of 

compassion, art of conflict, and art in contemporary shifts, all in a trajectory 

toward putting together the pieces of seeing, caring, and acting.   

 

Through a Glass Darkly: Thinking Theologically 

First Corinthians 13, affectionately referred to as “the love chapter” concludes 

with this (v12-13 paraphrased from NRSV): We now see through a glass (in a 

mirror) darkly (or dimly, in a riddle, obscurely), but then we will see face to face: 

now I know in part (incompletely), but then I will know fully (completely) even as 

I am fully known.  These three things remain (abide): faith, hope, and love 
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(charity), and the greatest of these is love (charity).  Numerous literary works of 

fiction, non-fiction, film and television have borrowed the phrase, “through a 

glass, dimly” to explore and exploit its meaning.  Considering the context of the 

statement is important, not only to the theory but to the practice of this research 

in stained glass windows.  

 The writer Paul has just described at length, the way love is and is not, 

and ends with this interesting and mysterious statement.  Why does he mention 

seeing through a glass and eventually being known?  The notion of “seeing 

through a glass darkly” has been interpreted as variously as commentaries 

exist.  Some argue the glass/mirror must have been polished metal, others 

argue (historically accurately) that it is indeed glass (not as transparent a glass 

as is used now in windows) and that the implications are both reflective seeing 

of self (and context) as well as an obscured seeing through a mediating 

material to what lies beyond.  Here, Paul’s language is reminiscent of the Greek 

influence with which he would have been familiar.201  

 Furthermore, Paul uses a strange verb tense here when he writes, “but 

then I shall know, as I am fully known”.  This imperfect tense of future now and 

past ongoing toys with fundamental questions of ontology and epistemology.  

After describing to the Corinthians what loving each other means practically, 

and that it is more important than “faith that moves mountains” or “eloquence of 

speech” or “holding in mind all human knowledge” he says we only know 

																																																								
201 It is debated whether Paul sounds like Plato or if Paul’s words have influenced later (and 
earliest found copies) translations of Plato’s work.  Neither is pursued here, rather the 
similarities and influence noted.  (Plato writes in Phaedrus (250b, c380BC): "There is no light in 
the earthly copies of justice or temperance or any of the higher qualities which are precious to 
souls: they are seen through a glass, dimly; and there are few who, going to the images, behold 
them in the realities, and these only with difficulty".)  



	 207	

partially, but eventually will know entirely, and we will be known as we have 

always been, are, and will be, or as true being.   

 Exploring this further, Paul writes in his second letter to the church in 

Corinth, that without Christ, the mind and understanding have a veil over it, “but 

when one turns to the Lord, the veil is removed”.  Continuing, he says there is 

freedom in this, and that those who have made that turn can see and are being 

transformed: “but when one turns to the Lord, the veil is removed.  Now the 

Lord is the Spirit, and where the Spirit of the Lord is, there is freedom.  And all 

of us, with unveiled faces, seeing the glory of the Lord as though reflected in a 

mirror, are being transformed into the same image from one degree of glory to 

another; for this comes from the Lord, the Spirit”202.  Making a shift, there is an 

unveiling which enables seeing and incremental transforming of the person.   

 Paul encourages the new churches of Christianity through his letters, to 

see and to be different because an internal / spiritual change indicates a 

thought and behavior change.   In his letter to the Romans, Paul encourages 

people to not conform to worldly patterns of culture, but to be “transformed by 

the renewing of your minds”203.  To transform (or transfigure) comes from 

metamorphoó (µεταµορφόω) a compound word, a verb, meaning: after (being) 

with changing form, or fashioned according to an inner essence.  It is similar to 

Christ’s mysterious transfiguration in the gospel accounts (Matthew 17:2 and 

Mark 9:2).  In his exhortations at the end of the letter to the church of Philippi, 

Paul encourages people to think aesthetically and ethically: whatever is true, 

honorable, just/right, pure, pleasing/lovely, commendable/admirable, 

																																																								
202 NRSV 2 Corinthians 3:16-18.  
203 NRSV Romans 12:2. 
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excellence, praiseworthy.204  Can something stained: unclear, vague, veiled be 

that which enlivens a person or animates life?  How does an obscured seeing 

vivify?  To explore this, we turn to the definition of stained.   

 

Dualing Definitions: to Obscure and Vivify? 

In pursuit of a definition, the Oxford English Dictionary places the phrase 

“stained glass” as fourth and final mention under the definition for the term 

“stained” stating, “4. stained glass: transparent coloured glass, formed into 

decorative mosaics, used in windows (esp. of churches).  Also, less correctly, 

glass which has been decorated with vitrified pigments.”  This is not a definition 

of stained glass exactly, in that the glass is not usually transparent but often 

translucent, and not always decorative as in ornamental, and mosaics are a 

different art form entirely, but before dismissing this definition and clarifying a 

working definition for this chapter on stained glass windows, there is a word 

used here worth noting: mosaics.   

 As a verb, to mosaic is to combine elements into one, which stained 

glass windows do.  As an adjective, mosaic refers to that which relates to 

Moses – laws, writings, etc. which only few specific stained glass windows do.  

As a noun, mosaic is a work of art created by cementing together tiny 

fragments of ceramic tile, stone, or glass to an opaque architectural surface 

such as a wall, floor, ceiling, furniture, but rarely a window permitting light, 

although that can be done.  Mosaics are usually antiquated artifacts well-worn 

by foot traffic, soot and dust, or they are DIY craft projects created from broken 

tiles and dishes, hardly what is being discussed or created in this research.  

																																																								
204 Philippians 4:8. 
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Yet, their broken, shimmering, relational-yet-reverent commonality is.  The 

second definition of mosaic from the OED is beneficial to this study on stained 

glass reading: 2.b. “…a variegated whole formed from many disparate parts…a 

society consisting of a number of culturally distinct groups”.  Certain art, by its 

very technique, unifies fragments.  

 The Greek word miainó (µιαίνω) means stained, literally to dye a 

material, or figuratively to defile the person.  It is a saturation that affects not 

only what is stained, but what passes through what is stained is also of that 

effect.  If something is stained blue, the light cast through the blue object shines 

on other objects causing them to appear bluish.  To stain a material 

intentionally, especially here for works of art, the stained nature affects seeing 

by obscuring (to different degrees) the clarity: to see through blue glass causes 

things to appear in a blue version, and it vivifies the seeing: to see through blue 

glass causes things to be brought to new life seen in a new light or different 

way, or for light to pour through blue glass onto a stone wall causes the stones 

to be animated in a new way (see examples in Figure 51 and Figure 52 below).  

      

Figure 51 (left): Sheets of glass in the studio to check inventory and compare light, opacity, etc.  
Figure 52 (right): Detail of Loch Eiden, installed at the University of Stirling, noting affects.  
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 Stained glass is glass that has been altered from its natural clear state 

by being infused with a new color, usually still permitting light at varying 

degrees dependent upon hue, opacity, thickness, and texture.  As the OED 

explanation mentions, it is inaccurate to refer to glass that has merely been 

painted on the surface as stained glass.  Stained glass is both a material used 

and an art form constructed from that material.  (For instance one would 

purchase pieces of stained glass to make stained glass.)  These two 

multifaceted characteristics are more fully explored to understand the media.  

 First, stained glass refers to both a general material (colored glass) and 

the art form constructing the finished artwork itself (stained glass window); it is 

important to briefly compare and contrast the use of the term “stained glass” as 

both material and work of art independent of each other.  The material of 

colored glass purposed for artworks has been manipulated by adding metallic 

salts (such as sodium, potassium, cobalt, copper, nickel, etc.) by the stained 

glass manufacturers prior to the stained glass artist’s construction of the stained 

glass window.  The artist selects glass to work with from glass already infused, 

or stained, with a color; part of the art-making process is making an informed 

and intuitive decision of color scheme selection.  This selection process 

considers not simply hue (colorness) of glass but with near equal significance: 

actual glass texture and direction, implied texture or pattern, variations in value 

(darker to lighter versions of that color), thickness (fitting in the lead and 

contributing structural strength or weakness), opacity verses translucency, 

surface reflectivity and iridescence, size of pieces needed for the overall 

design, and quality (and reputation) of glass manufacturer.  Most stained glass 

manufacturers do not create stained glass windows, and most stained glass 
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artists do not manufacture their own stained glass.  (As an addition to the 

already stained glass, certain few skilled artists do paint on the glass with colors 

that are fused into the glass by a special firing process in a kiln then these 

pieces are used in construction, and still others simply paint onto a stained 

glass window after construction; these are not part of the typical stained glass 

making process and are not included in this study.)  

 Second, stained glass is an art and a craft, and an architectural element.  

Immanuel Kant may have distinguished art and craft as mutually exclusive in 

1790205 based on use, and furthermore distinguished sculpture and architecture 

from painting, however in the art of stained glass categorization is often blurred, 

or (more practically appropriate) fused.  It is a useful object, yet also a finished 

work of disinterest; it is three-dimensional, yet flat; it is employed by 

architecture yet installed as a permanent display of visual art.  Stained glass 

defies categories when it claims window space: it is art and it is architecture, it 

is object and subject, it is barrier of exterior elements and interior privacy, it 

passes and diffuses light.  Stained glass defies categories of genre when it tells 

stories, records history, memorializes loss, and inspires spiritual contemplation.

  

 

THE ART OF COMPASSION: CLEARING A SPACE FOR CARE 

 

Elizabeth Kübler-Ross developed what is commonly understood as the “five 

stages of grief” (denial, anger, bargaining, depression, and acceptance).  What 

was first introduced in 1969 in her book On Death and Dying has since given 

																																																								
205 In The Critique of Judgment Book 2 § 43. Art in general.  
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people the vocabulary and normalcy for what is the speechless void that is 

experienced through the loss of death and dying, and is used in dealing with 

other traumas as well.  She knew that with the right tools and experience and 

time, that the shattered person could find healing and hope.  She has said, 

“People are like stained-glass windows.  They sparkle and shine when the sun 

is out, but when the darkness sets in, their true beauty is revealed only if there 

is a light from within”206.  This anology is illustrated by a few pictures from my 

own research: the first two (Figure 53 and Figure 54) are from All Saints’ 

Church in Tudeley contrasting perspectives of stained glass windows, outside 

with no lights coming from inside the church against one from inside, when lit 

showing the radiance of its colors and values.  And as a more pronounced 

display (Figure 55 and Figure 56), from farther away at All Saints’ the church is 

gloomy, whereas light coming through stained glass can pierce darkness and 

let the glass shimmer to life.   

																																																								
206 http://www.ekrfoundation.org/quotes/.  (Listed on the Elizabeth Kübler-Ross Foundation 
website, the origin of this often quoted line is not indicated.)  Last accessed 9 September, 2014.  
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Figure 53: Exterior of All Saints’ Church, Tudeley, England showing one of Chagall’s windows 
lacking a source of light from within.  Artist’s photo.  
Figure 54: Interior of All Saints’ Church, Tudeley, England showing one of Chagall’s windows 
with exterior light coming through.  Artist’s photo.  
Figure 55: Exterior of All Saints’ Church Tudeley, England showing the darkness of stained 
glass when not lit from within the church.  Artist’s photo.  
Figure 56: Detail of Chagall window The Creation of the World in the auditorium of the Museé 
Chagall Nice, France.  Artist’s photo.  
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 How does one mourn yet live?  Can humans see beyond circumstance 

to respond with creativity, care, charity, compassion?  In another analogy, 

“From the dark opening of the worn insides of the shoes the toilsome tread of 

the worker stares forth…”207  Heidegger brings us to a painting by Vincent van 

Gogh in order to discover that the origin of the work of art is neither the artist 

nor the work, but, in their embrace “by virtue of a third thing which is prior to 

both, namely that which also gives artist and work of art their names – art”208.  

Van Gogh was deeply concerned with the common laborer and bringing the 

beautiful reality of the lives of overlooked people before the rest of the world; 

having tried to reach miners as a pastor, he was driven to paint people because 

he had compassion for them and wanted others to too.  In his own lifetime he 

felt like he failed to make the connection, however his paintings are now 

regarded as most valuable not only as artistic genius or monetary value, but 

because people (now) see or want to see what he did.  The origin of Vincent’s 

art is art, it is generative creativity, the breath of inspiration, the passion and 

compassion of living that overflows in expression.  Just as Michelangelo is 

known for releasing what was already inside the stone, art is an unconcealing, 

unveiling that which is already there but difficult to see.   

 Heidegger wrote later (1956) in the Addendum to “The Origin of the 

Work of Art” that the essay “deliberately yet tacitly moves on the path of the 

question of the nature of Being.  Reflection on what art may be is completely 

and decidedly determined only in regard to the question of Being”209.  And this 

Being, Dasein (being-there) is in the world with other beings and (so) a 

																																																								
207 Heidegger in “The Origin of the Work of Art” p.33-34.  
208 ibid, p.17. 
209 ibid, p.86.  Heidegger’s essay relies upon a grasp of concepts outlined earlier in Being and 
Time.	
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fundamental fact of being is care (sorge).  This care is a concern, a type of 

anxiety or worry, paying attention, an extension of concern.  It is felt in 

compassion and active in charity.   

 The way viewers enter the world of the worker is through the earth of her 

boots, there is an unveiling or unconcealing that takes place in the art because 

there is a tension between earth and world.  Heidegger says, “as a world opens 

itself the earth comes to rise up…The conflict is not a rift [Riss] as a mere cleft 

is ripped open; rather, it is the intimacy with which opponents belong to each 

other.  This rift carries the opponents into the source of their unity by virtue of 

their common ground”210.  Here, in the clearing between conflicting earth and 

world, there is space for care, for an unveiled seeing of others’ worlds and 

one’s own and the commonality and compassion.  A clearing, an unconcealing 

of truth happens in the work of art, in the material, “The rift must set itself back 

into the heavy weight of stone, the dumb hardness of wood, the dark glow of 

colors”211.  In the practice-based section, especially when discussing the work 

and implications of cementing and polishing the stained glass windows, this 

was mentioned.  It is in the spaces, the cracks and fractures, that 

re/construction and fusion brings the pieces and the process toward work of art 

(Figure 57 below illustrates this moment and material in the studio).  The art of 

stained glass has itslef been the source of conflict and split; in the next section 

stained glass windows are considered in the iconoclast / iconodule debate.   

																																																								
210 Heidegger in “The Origin of the Work of Art”, p.63. 
211 ibid. 
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Figure 57: Detail from the artists’ studio, Wilmore, Kentucky.  Artist’s photo. 
 

THE ART OF CONFLICT: IMAGERY OUT THE WINDOW 

 

The material of glass, stained to different colors, was first installed as windows 

in a religious institution in the seventh century Anglo Saxon Wearmouth-Jarrow 

twin monastery (St. Peter’s built in 674AD and St. Paul’s in 685AD) in northern 

England.  Over 1,000 pieces of glass commissioned by its founder in the 

original construction have been excavated at the site.212 

 Early theologians considering aesthetic themes concentrated on visions 

of God, divine beauty, and a concern for idolatry.  In the East, Byzantine 

architecture and theology began to question the proper use of religious imagery 

during the seventh century, which was followed by a period of iconoclasm in the 

eighth century, mostly affecting mosaics and portable icons, and a period of 

																																																								
212 One small entire seventh century stained glass window has been reinstalled for viewing in 
St. Paul’s.  Pictures of some original pieces reconstructed and reinstalled can be viewed in 
person, or on the website: http://www.wearmouth-jarrow.org.uk/items/7th-century-excavated-
glass and http://www.wearmouth-jarrow.org.uk/items/7th-century-window.  Last accessed 17 
October 2013. 
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restoring icons in the ninth century.  Official statements from the Second 

Council of Nicaea (787) and the Fourth General Council of Constantinople 

(869-870) affirmed the veneration of images and even equated it with the 

written word as communication of the biblical message, stating for example: 

“For, what speech conveys in words, pictures announce and bring out in 

colours”213.214 

 Stained glass making began to flourish between the 8th and 12th 

centuries in Romanesque and early Gothic architecture, gaining its height in the 

great Gothic cathedrals of the 13th to 15th centuries across Europe.  This will be 

elaborated upon later in the main Conclusion.  Two factors led to a major shift 

in the stained glass profession from its height of glory in the Middle Ages to 

becoming a “lost art” in the Reformation and Renaissance: 1. image-breaking in 

fear of commandment-breaking, and 2. becoming less material-inspired and 

more imitative, simultaneously evolving from biblical narratives toward 

naturalistic themes.   

 With Gutenburg’s introduction of moveable type to the Western world, 

book production began in the late 15th century; an era of mass communication 

began in new form and culture-shaping ideas spread rapidly.  An exchange of 

visual hermeneutics gave way to more literate societies in vernacular 

languages, revolutionizing class hierarchies.  The Reformation, sparked by 

Luther’s Ninety-Five Theses posted in 1517, opposing Catholic malpractice 

surged across Europe and eventually purged visual imagery from the church.  

Iconoclasm, literally translated as “image breaking”, rejected imagery as a 

																																																								
213 From the Fourth General Council of Constantinople sourced from Thiessen, p.66.  
214 Following the East-West Schism in 1054, Orthodox architecture did not generally use 
stained glass and the art was primarily of painted icons and mosaics, therefore it is not followed 
in this study. 
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violation of the literal understanding of the third commandment, and directly 

reacted against the Catholic Church’s religious icons.  Through the lens of 

history, we can literally see here culture shifting with the destruction and 

removal of visual images, especially poignant in the breaking of stained glass 

windows and their removal from worship architecture.  Riots led by zealots of 

the Reformation as well as political endorsements attacked imagery that were 

once esteemed sacred by the Catholic church.  It should be noted here that 

Luther himself relented from his initial opposition to imagery saying,  

I am not of the opinion…that through the Gospel all the arts should be 
banished and driven away, as some zealots want to make us believe; …We 
therefore kindly beg these fanatics to permit us also to paint these pictures on 
the wall that they may be remembered and better understood, inasmuch as 
they can harm as little on the walls as in books…Whether I want to or not, 
when I hear, of Christ, a human form hanging upon a cross rises up in my 
heart: just as I see my natural face reflected when I look into water. Now if it is 
not sinful for me to have Christ’s picture in my heart, why should it be sinful to 
have it before my eyes?215 

 
Other Reformers, mainly Calvin and Zwingli, persisted in teaching against the 

use of images as contrary to scripture and leading to superstition and idolatry.  

Here, Luther describes a visualized internal seeing that wells up from the 

depths of a person, similar to Bachelard’s “inner immensity” described in 

properties of glass, and it is edifying.  It is not a clear representation, “just as I 

see my natural face reflected when I look into water”, but it is mimetic and it is 

doctrinally controversial and it causes polarizing reactions.   

 The Dissolution of Monasteries in England, Wales, and Ireland, under 

the separation of Henry IIX from Papal authority, removed over 800 monastic 

communities which affected their surrounding areas greatly and left buildings in 

ruins.  Shells of stone architecture void of their stained glass can be seen 

throughout Britain.  The Catholic Church, as a patron of the arts, continued its 
																																																								
215 J.F. Ohl in “Art in Worship” from Memoirs of the Lutheran Liturgical Association: Volumes I-
VII, 83-99, Pub: Association Pittsburgh, Pa., 1906, p.88-89. 
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support with greater clarity.  During the Counter-Reformation the end of the 

Council of Trent (1563) upheld medieval theology reaffirming the Second 

Council of Nicaea (787) in the use of visual images to aid in the veneration of 

God, Christ, the Mother Mary, and the saints.  A debate over visual imagery in 

the church persists: insistence that visual art enhances worship and should be 

commissioned, verses the physical removal of art due to the underlying fear of 

idolatry, that it replaces God as central to worship.  The profession of stained 

glass has suffered great loss, however it will revive in new forms and new 

places. 

 It has been said by art historian, critic, professor, and curator, Sir Herbert 

Read that stained glass “disappeared, as a major art, with the Renaissance…It 

perished because it stepped outside the bounds of its aesthetics and tried to 

imitate the effects of another art, painting”216.  With the birth of the notion of 

“Fine Art”217 along with patronage preference, easel painting became the 

ultimate form of visual art, and other forms were, as one author states, “shamed 

into imitating its effects”218.  Establishing this hierarchy of visual art, “the 

stained-glass artist, like the tapestry maker, illuminator, and mosaicist, was 

reduced to a common laborer…held to a formula alien not only to his instincts, 

but to the very nature of his medium,”219 says Sowers as stained glass artist 

and author.  Relegated to imitating another art form of completely different 

medium, the inherent qualities of pure stained glass making were in effect, 

hidden.  The art of stained glass windows was denying its authenticity, 

																																																								
216 From Sir Herbert Read’s Introduction to Robert Sowers’ The Lost Art: A Survey of One 
Thousand Years of Stained Glass, Wittenborn: London, 1954, p.8. 
217 This distinction can be noted in Leonardo da Vinci’s categorization of sculpture as a lesser, 
mechanical, messy, noisy art.  See Sowers, p.27 footnote. 
218 Sowers, p.27 endnote. 
219 Sowers, p.27. 
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disguising its own unique nature.  Sowers, points to this shift as the turning 

point at which stained glass became a lost art.220 

 

THE ART IN CONTEMPORARY SHIFTS: DISPLACEMENT AND BLURRING 

 

A more recent shift in the art of stained glass is one of displacement.  Read 

wrote (in 1953), “In our own time, as part of a general return to aesthetic 

integrity, the art of stained glass has been reconsidered and, indeed, 

rediscovered.  The guiding principle of translucency has been re-established, 

and, as in the Middle Ages, the greatest artists of our time have experimented 

in this medium”.221  He could rightly see glass as an important element of 

architecture: hiding unsightly views and coloring space, honoring the integrity of 

art forms, and turning public spaces into inspiring places.  Isobel Armstrong 

writes in Victorian Glassworlds: Glass Culture and the Imagination 1830-1880, 

that “The nineteenth century was the era of public glass.  One of the oldest 

artificial materials in the world suddenly became a modern material as an 

environment of mass transparency, never before experienced, came rapidly 

into being”222.   

 The late nineteenth into the twentieth century experienced an increase in 

stained glass use, and continuous overhaul of visual art: from Impressionism to 

Post-Impressionism, through Fauvism, Cubism, Futurism, Dadaism, Surrealism, 

Expressionism, Minimalism, Pop and Conceptual Art, from oil to acrylic, from 

subject to object, experiment, and experience, from painting to photograph, film, 

sculpture, happenings, and even to stained glass.  As mentioned in the chapter 
																																																								
220 Sowers, p.27. 
221From Read’s Introduction, Sowers, p.8.   
222 Armstrong, p.1. 
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on windows, this trajectory (l’art pour l’art) isolated visual art from society; 

although art freed itself from expectations, and it became autonomous, 

disconnected, and ir(rel)ational to human experience.   Also, as mentioned in 

the chapter on windows, Matisse and Chagall, both known for their color genius 

in paint, eventually infused their art with light by designing and creating 

significant stained glass windows.  Matisse’s can be seen in a chapel just 

outside Nice, France, and Chagall’s are installed in England, France, and 

America, seen in chapels, in hospital, in museums, and at the United Nations.  

(Some of the earlier ones in this list can be seen in the slideshown under 

“Reserch” on the website.)   Lesser known examples of painter turned stained 

glass artist include Joseph Albers in the Bauhaus movement promoting all 

media of art, and muralist, Diego Rivera also designed stained glass. 

 In the twentieth century windows were increasingly being designed for 

homes, schools, businesses in the private and public realms, but not as much 

for religious institutions.  Aside from the emergence of stained glass in Jewish 

synagogues, stained glass experienced a revival outside the church.  The Arts 

and Craft Movement, with stained glass designed especially by William Morris 

in England, Charles Rennie Mackintosh in Scotland, and Frank Lloyd Wright in 

America, brought about not only a renewal of honesty with materials, simple 

stylized designs, and a holistic aesthetic that influenced art, architecture, and 

social philosophy through the turn of the 19th to 20th century.  Along with 

Ruskin, artists and architects of the Arts and Crafts Movement worked against 

industrialized mass production honoring the creator who knew his (in a still 

predominantly male field) material and would not act to decorate the form, but 

to design with the integrity of their craft and the unifying of parts.  This 
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movement in part reacted against the Victorian Great Exhibition of 1851 housed 

in The Crystal Palace223.  The stained glass of the Arts and Craft Movement 

restored the art from its medieval glory to a contemporary art and positioned it 

as a major element of modern architecture.  

 The artistic profession of stained glass making not only revived, but 

returned its focus to the inherent qualities of the glass.  Techniques became 

experimental to the glass itself, as well as what it could do architecturally.  It 

could be considered an artform that reunites the various branches of visual arts 

from their disparity and autonomy, reinforcing the commonalities between art, 

craft, and architecture while celebrating the uniqueness and potential exclusive 

to particular material.  Andrew Moor argues in his Colours of Architecture, that 

colored glass has become the key architectural design element at the turn of 

the 21st century, however innovations in glass appearance and construction 

now leave leaded stained glass an art of the past.  Because stained glass is 

limited to structural panels it has no place in contemporary space, which 

desires what he describes as, “a seamless, frameless, weightless experience”.  

He claims “Leaded glass has no place in this aesthetic ideal.  It speaks a 

beautiful language, but it is not the language of modern architecture”224.  But 

Professor in humanities and writer on stained glass, Virginia Chieffo Raguin 

describes why contemporary designers look to the medieval craft where “space, 

colour, light and materials fused in a visual concord.  What seizes their 

																																																								
223 The Crystal Palace was explored previously in the chapter on glass, as it exemplified the 
power of glass, was an architectural phenomenon made entirely of newly invented transparent 
plate glass set in a cast iron frame created to showcase the world’s culture and industry. 
224 Andrew Moor’s Colours of Architecture: Coloured Glass in Contemporary Buildings, Mitchell 
Beazley: London, 2006, p.8. 
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imaginations is the power of glass to enable the designer to sculpt interior 

space through light”225.   

 Two artists are considered here as examples: one exemplifies 

displacement and the other blurring.  First, mentioned before, the stained glass 

artist and author Robert Sowers (1923-1990) created some of the most 

remarkable stained glass windows in the United States during the twentieth 

century, including the 30,000 panel American Airlines wall at what is now called 

JFK Airport (formerly Idlewild) in 1960 in New York City (see Figure 58 and 

Figure 59 below).  His commissioned design was the largest stained glass 

window in the world, until 1979 when it was surpassed by a United Methodist 

church in Dallas, Texas.  Terminal 8 stood for 48 years when it was demolished 

for remodeling in 2007, and along with it, the enormous window.  Estimated 

costs for salvaging the 317 foot long window were just over one million US 

dollars, which could not be afforded in the over one billion US dollar remodeling 

budget.  One source reports people referred to the airport terminal as “The 

Cathedral”226, when ironically Robert Sowers was one of the pioneer stained 

glass artists to create major commissions in secular locations227 soon to be 

followed by countless others.  The American Airlines Terminal 8 stained glass 

window was commissioned in the booming era of jet-setting America, and has 

been referred to as a “symbol”, an “icon”, part of “New York’s landscape” that 

																																																								
225 Virginia Chieffo Raguin in, The History of Stained Glass: The Art of Light Medieval to 
Contemporary, Thames & Hudson: London, 2003, p.20.  See also her faculty website: 
http://college.holycross.edu/faculty/vraguin/.  Last accessed 22 September 2014.  
226 Ruth Ford in “Demolishing a Celebrated Wall of Glass” 23 July 2006.  
http://www.nytimes.com/2006/07/23/nyregion/thecity/23glas.html?_r=1&.  Last accessed 24 
October 2013.  
227 Ken Belson in “A Window That Reflected a Golden Age Comes Down at Kennedy Airport” 
22 February 2008: http://www.nytimes.com/2008/02/22/nyregion/22window.html.  Last 
accessed 24 October 2013. 
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“spoke to New York’s commercial might and its aesthetic sensibilities”228.  It 

was demolished less than five decades after its commissioning with 

suggestions to turn pieces of its glass into key chains for airline employees.  

How could a permanent installation be dismantled at all, let alone as renovation 

or development?  Stained glass, displaced to the public sphere, is then 

dispersed as trinkets.  Eight panels were preserved and donated to the 

Madison Museum of Fine Art229 (Madison, Georgia).   

 Robert Sowers wrote (in 1953), “When art is working it heightens both 

the materiality and the fantasy of the image; the two are fused in exaltation.  

But when the material is excited to no purpose, or the image rooted in no 

material there can be no deep-rooted art.”230  Most of his own record-breaking 

Terminal 8 stained glass window was contracted to Olde Good Glass in New 

York City to be dismantled and reclaimed into new objects for public sale231.  

Was he wrong?  Tragically right? 

 

Figure 58: Sowers, R, stained glass window no longer installed in American Airlines Terminal 8 
in NYC (JFK Airport, formerly Idlewild), 1960, glass and metal, 317’x23’, now dispersed.  
Screen shot from: http://oldegoodglass.com/vintage-glass-types/salvaged-glass-
windows/american-airlines-robert-sowers-stained-glass/. See also footnote 237. 

																																																								
228 In both articles footnoted before: Ford and Belson. 
229 More images and history can be seen on MMFA’s website recording Sowers’ stained glass: 
http://mmofa.org/view/the-chapel/.  Last accessed 17 March, 2016. 
230 Sowers, p.28-29.  
231 For more information see the Olde Good Glass website: 
http://www.oldegoodglass.com/glass_types/exclusive/jfk.php.  Last accessed 17 March 2016. 
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Figure 59: Same window, different view.  Screen shot from: http://mmofa.org/view/the-chapel/  
 
 The second artist who exemplifies a contemporary model for stained 

glass windows is Gerhard Richter (1932 - ).  Known for collapsing binaries by 

blurring the viewer’s vision of what is rendered on canvas, Richter has also 

worked in glass, both clear and stained.  Following his early work in painting, 

printmaking, mural painting, and photography, in the 1960s Richter began 

manipulating materials to merge divisions of media.  He used photographs to 

paint on canvas and included newspaper pieces, all used to depict a layer of 

realistic representations underneath energetic abstract brushstrokes with 

minimal color232.  In the mid-60s he began using his own family photographs 

painted in an obscured manner visually similar to a memory, and he also 

starting painting color charts of Minimalist Pop Art squares based on paint 

samples (1966) and his first glass sculpture constructions (4 Panes of Glass233, 

1967).  His clear glass sculptures, when encountered in person, reflect the 

gallery space and surrounding works of art as well as the viewer, and all these 

reflections shift as the viewer moves through the room (Figure 33 in the chapter 

on glass (and in the slideshow “Research” on the website) shows one of his 

glass sculptures facing another, and myself as the viewer between the two).  

When standing directly before the layered clear glass constructions, one sees 

																																																								
232 For the best example of this shift, see Richter’s Table from 1962.  Available on Richter’s 
website: https://www.gerhard-richter.com/en/art/paintings/photo-paintings/household-icons-
39/table-4954?&p=1&sp=32&tab=notes-tabs.  Last accessed 24 September 2014.  
233 Often viewed in temporary exhibits, these and other glass works can be viewed on Richter’s 
website: https://www.gerhard-richter.com/en/art/other/glass-105.  Last accessed 17 March 
2016.  
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him/herself reflected dimly in the context of the surrounding space, which, 

experienced personally in Atlanta’s High Museum of Art234, included some of 

the artist’s own blurred paintings.  The Tate Museum describes its 11 Panes 

(2004):  

By stacking them up, one after another, Richter is able to play with glass’s 
ability, both to be looked through, and to reflect. Because there are multiple 
panes, the transparency is incrementally affected by the reflectivity of the glass. 
As one moves closer and away from the work, the distortions vary and one 
sees oneself reflected several times over. The blurring effect is similar to that 
found in Richter’s photo-paintings.235 
 

 He played with notions of obscuring and reflecting, experimenting with 

mixed media of paint and glass while remaining in the traditional rectangular 

frame hanging on the gallery wall (see for example, Mirror Painting, Grey236 

from 1991) but the marriage of the two initiatives mentioned earlier (color charts 

and glass material) would materialize after the turn of the millennium when 

Richter was approached to design a stained glass window for Cologne 

Cathedral’s southern window, intended to replace a plain glass window that had 

been installed after the original stained glass window had been destroyed in 

WWII.  Richter said of this endeavor:  

The guiding principle was the representation of six martyrs, in keeping with the 
period. I was, of course, very touched to have such an honour bestowed upon 
me, but I soon realized that I wasn't at all qualified for the task. After several 
unsuccessful attempts to get to grips with the subject, and prepared finally to 
concede failure, I happened upon a large representation of my painting with 
4,096 colours. I put the template for the window design over it and saw that this 
was the only possibility. I wrote to the master builder, telling her that I would 

																																																								
234 There are two glass constructions at The High Museum, both of which are pictured in the 
photo seen earlier in the chapter on glass and online under “Research” slideshow on the 
correlating website: www.eidensite.weebly.com/research.html, and on the High Museum’s 
website: http://www.high.org/Art/Permanent-
Collection/CollectionDetails.aspx?deptName=Modern%20and%20Contemporary%20Art&objNu
m=2005.217%20a-o&pageNumber=0&search=true and Sieben Stehende Scheiben (Seven 
Standing Panels, 2002): http://www.high.org/Art/Permanent-
Collection/CollectionDetails.aspx?deptName=Modern%20and%20Contemporary%20Art&objNu
m=2007.32&pageNumber=0&search=true#.VCNjYkuSFFI. Museum website last accessed 24 
September 2014.  Personal visit July 2011.  
235 The Tate Museum’s online caption for 11 Panes: http://www.tate.org.uk/art/artworks/richter-
11-panes-ar00026.  Last accessed 24 September 2014. 
236 Available on the Tate Museum’s website: http://www.tate.org.uk/art/artworks/richter-mirror-
painting-grey-735-2-ar00022.  Last accessed 24 September 2014.  
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send her a draft anyway – one that, to me, seemed like the only viable way to 
design the window.237 
 

The glass used in Richter’s stained glass window is hand-blown, infused with 

creative breath.  At its opening, Spiegel (Mirror) describes an experience that 

visitors “to Cologne Cathedral can now look forward to a kaleidoscope of 

glowing multi-colored light after a brand new abstract was unveiled” and 

explains Richter’s delight in that “unlike his other work, it isn’t intended to hang 

for a short time but is to be a ‘window for eternity’”238.  His modern digitized 

random color blocks unite his ultimate blurring with the material glass, set in a 

Gothic shaped frame of a cathedral known for the period when the art of 

stained glass windows reached its height of grandeur (see Figure 60 and Figure 

61 below239).  

         
Figure 60 (left) and Figure 61 (right, detail): Richter, G, 2007, Cologne Cathedral Window, 
blown glass, 2300cmx900cm, Cologne Cathedral, Cologne, Germany.  See footnote 239.  

																																																								
237 Originally quoted from “Notes for a Press Conference” 2006, Richter 2009, p.518, which can 
be accessed alongside an image of the inspiring painting 4900 Colours (2007) on Richter’s 
website at year 2007: https://www.gerhard-richter.com/en/chronology/.  Last accessed 24 
September 2014. 
238 “Gerhard Richter’s ‘Symphony of Light’: Cologne Cathedral Gets New Stained-Glass 
Window” Spiegel Online 27 August 2007:  http://www.spiegel.de/international/zeitgeist/ 
0,1518,502271,00.html.  Last accessed 3 October 2011.   
239 The first photo is sourced from Richter’s website: https://www.gerhard-
richter.com/en/art/other/glass-105/cologne-cathedral-window-
14890/?&artworkid=13&info=1&p=1&sp=1000000.  Last accessed 17 March 2016.  The second 
photo is from the website of Derix Glasstudios: http://www.derix.com/en/projects/Cologne-
Cathedral/0/200/794/Gerhard-Richter/.  Last accessed 17 March 2016.  They list the Cologne 
cathedral window under their projects, although Richter’s website does not mention the studio.  
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Richter has said of his own work, “I blur to make everything equal, 

everything equally important and equally unimportant”.  Blurring not only 

equalizes, but what it obscures frames what remains clear, thus disclosing it 

further.  Blurring can suggest speed of motion, or impressions of memory, or by 

means of another clear matter, tears in the eyes blur one’s vision at the external 

flooding of internal emotions.  Writing of Richter’s work in a review of his 

retrospective exhibit (Tate Modern, 2011), Tom McCarthy says, “Throughout 

Richter’s oeuvre, a double-play is going on, a struggle being fought within each 

work between showing and hiding…a logic-defying feat of hiding-in-the-act-of-

showing, of revealing hiddenness itself”240.  Richter’s works, from paintings to 

glass constructions, to stained glass, provide an example of art being an 

unconcealing and also of positioning the viewer in a tension that considers 

surface value, contextual reflections, and what lies beyond both.  

 Isobel Armstrong claims that we need to work through the paradoxes 

and contradictions inherent in glass, applicable to stained glass as well, saying, 

“They are perceived at a purely formal or aesthetic level unless they generate a 

‘restlessness’, which both reorders a problem and the mind that works on it.  

This mediation is, in Heidegger’s words, ‘the form of the very thinking which 

thinks itself’.  It is ‘the conceiving of oneself—as the grasping of the not-I’”241.  

This posture and thought occurs in Heidegger’s clearing between earth and 

world and in Richter’s blurring of sight.  

 

CONCLUSION: FROM SEA TO SEE – PUTTING THE PIECES TOGETHER 
																																																								
240 Tom McCarthy review, “Blurred visionary: Gerhard Richter’s photo-paintings” in The 
Guardian, 22 September 2014.  Sourced online: http: 
www.guardian.co.uk/artanddesign/2011/sep/22/gerhard-richter-tate-retrospective-panorama.  
Last accessed 30 September 2011.  
241 Armstrong quotes on p.12 from Heidegger’s Being and Time p.484.  
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Author Madeleine L’Engle explored probable impossibilities in her fiction writing 

where, after repeated rejection, she folded time as fabric and won numerous 

awards242.  In her non-fiction book Walking on Water: Reflections on Faith and 

Art, she explains, “there is no denying that the artist is someone who is full of 

questions, who cries them out in great angst, who discovers rainbow answers in 

the darkness and then rushes to canvas or paper.  An artist is someone who 

cannot rest, who can never rest as long as there is one suffering creature in this 

world”243.  Rainbow answers are not trite, they are multifaceted reflections of 

hopeful possibility.  Why is the artist restless when there is suffering?  L’Engle 

says s/he is driven by “a longing to find the melody in the discords of chaos”244.  

Artists are strategists, they problem solve composition until unity is achieved.  

They dumpster dive and collect, they curate ideas and see potential.  When 

they see brokenness they remember design.  In the Introduction, L’Engle was 

quoted regarding how the artist sometimes cannot manage normal living 

because “vision keeps breaking through and must find means to 

expression.”245, and that her words resonated with my experience in Sri Lanka. 

 David Bentley Hart, a contemporary Eastern Orthodox theologian, writes 

concerning that disastrous tsunami on 24 December, 2004 that killed 

approximately 230,000 people and displaced another 1.7 million people, that 

we tend to blame God for cruelty, dismiss God’s existence because of cruelty, 

or find a sick solace in God requiring evil to work good.  He addresses skeptics 

of faith as well as Christians who rationalize theodicy with faulty arguments.  

																																																								
242	A Wrinkle in Time, originally published in 1963.	
243 Madeleine L’Engle in Walking on Water: Reflections on Faith and Art Waterbrook Press: 
Colorado Springs, 2001, p.168.		
244 L’Engle, p.168.  
245 L’Engle, pp.168-169. 
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His small book is full of great insight and I wish I had written it, but the author 

admits there are not words to write about some things, and this is why I could 

not have written his book, but when I returned from Sri Lanka I had a 

photography exhibit called “Undertow and Overflow” of the life growing through 

the devastation.  

 Hart, the Orthodox theologian, in an attempt to reconcile suffering with a 

good God, provides insight for thinking theologically about art and the inherent 

ethical implications: we are called to see the world differently and act 

accordingly.  

To see the world as it should be seen, and to see the true glory of God 
reflected in it, requires the cultivation of charity, of an eye rendered limpid by 
love.  Maximus the Confessor taught that it is only when one has learned to 
look upon the world with selfless charity that one sees the true inner essence – 
the logos – of any created thing, and sees how that thing shines with the light 
of the one divine Logos that gives it being.  But what the Christian should see, 
then, is not simply one reality…Rather, the Christian should see two realities at 
once, one world (as it were) within another: one the world as we all know it, in 
all its beauty and terror, grandeur and dreariness, delight and anguish; and the 
other the world in its first and ultimate truth, not simply ‘nature’ but ‘creation,’ an 
endless sea of glory, radiant with the beauty of God in every part, innocent of 
all violence.  To see in this way is to rejoice and mourn at once, to regard the 
world as a mirror of infinite beauty, but as glimpsed through the veil of death; it 
is to see creation in chains, but beautiful as in the beginning of days.246 

 

When we are looking at art we are attempting to see the world differently: to 

see with charity (active compassion) and as a veiled reflection (mimetic) of 

ultimate truth.  

Working from the presuppositional theological stance that things are 

created by God, Hart says the “true inner essence – the logos” reflecting the 

glory of God in things, can be seen by cultivating: charity (selfless) and clarity 

(of vision by love).  He draws on the teaching of Maximus the Confessor, a 7th 

century theologian, that one must learn how to look upon the world in this way.  

																																																								
246	David Bentley Hart in The Doors of the Sea: Where Was God in the Tsunami?, William B. 
Eerdmans: Grand Rapids, 2005, pp.60-61.	
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The thing (“any created thing”) has a “true inner essence – the logos” that 

shines forth with “the light of the one divine Logos that gives it being”.  All 

created things are logos spoken forth into created being by the divine Logos 

(Genesis 1-2, John 1, Colossians 1, etc.) infused within the things and therefore 

able to be seen by those who have learned to look for such.  We can see things 

of the world merely as they appear, or as they are illuminated and reflecting an 

archetype that “gives it being”. 

We are charged by Hart to “see two realities at once” nature plainly 

visible and that other to which it gives reference; we see the awful and 

awesome, devastated and beautiful, the world sublime with chaos and ecstasy 

so alive it is punctuated by death.  Hart suggests this is a conflicting ambivalent 

stance, a cognitive dissonance of sight sense: “to see this way is to rejoice and 

mourn at once”.  Later Hart states that “suffering, death, and evil…[are] 

ontological shadows, intrinsically devoid of substance or purpose”247.  In this 

perceptual shift of focus, or of paying attention, what is awful lacks potency; we 

do not need to feel suffocated by something not there, by nothing (no-thing).   

Simone Weil, French philosopher, Christian mystic (raised agnostic), and 

political activist throughout the wars of the early 20th century, explains how 

paying attention is an act of redemption.  She contrasts the abnormal social 

behavior of one who “stops and turns his attention toward [someone’s need].  

The actions that follow are just the automatic effect of this moment of attention.  

The attention is creative”248.  In this move, she says, one sympathetically 

suffers affliction, whereby “One gives oneself in ransom for the other.  It is a 

																																																								
247 Hart, p.61. 
248 Simone Weil in Waiting for God.  Harper and Row: New York, 1973, p.147. 
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redemptive act”249.  In the transaction a realization occurs that something exists 

other than self, which in turn, authenticates self.  Furthermore it has caused 

movement (internal and external).  This “redemption” edifies being in the world 

(by charity) and seeing the world as it “should be seen” (by clarity of vision by 

love).   

This moment/movement of paying attention can be triggered by a thing, 

and although the thing might be something else, in this thesis it is put forth as 

visual art, whereby the art remains static and experiencing the art, something in 

the person becomes displaced.  Heidegger writes, “To submit to this 

displacement means: to transform our accustomed ties to world and to earth 

and henceforth to restrain all usual doing and prizing, knowing and looking, in 

order to stay within the truth that is happening in the work”250.  Heidegger asked 

“What is at work in the work?”251 and answers that it is “a happening of truth at 

work”252.  He tells us the art unconceals truth (aletheia) and that “being-in-the-

world is essentially care”253. 

Literature (perhaps more obviously than visual art, especially fiction, 

myth, and poetry) enables the ability to see two realities such as: Lewis Carol’s 

Alice pushes Through the Looking Glass from one realm to another, C. S. 

Lewis’ Pevensie children wander through a wardrobe to Narnia, and he created 

characters who are able to see what others cannot in The Great Divorce and in 

Till We Have Faces.  Elizabeth Barrett Browning explains in her famous lines 

from Aurora Leigh, that we either see things plainly or as few do otherwise: 

some are aware of every bush aflame with the glory of God, while everyone 
																																																								
249 Weil, p.148. 
250 Heidegger in “The Origin of the Work of Art”, Poetry, Language, Thought, p.66. 
251 From Poetry, Language, Thought p.36. 
252 ibid. 
253 B&T § 193. 
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else is simply, naïvely, productively even, picking blackberries.  The ability to 

see beyond the surface is available to all, but it is not always desired or seized.  

This chapter has investigated the nature of stained – the vivifying and 

obscuring nature that un/conceals by the way we see art.  Writers, 

philosophers, and theologians such as the apostle Paul, Heidegger, Hart, and 

Weil, and artists such as Van Gogh, Sowers, and Richter have aided in this 

quest.  

 This section on stained, has looked at how stained glass windows 

obscure and vivify what can be seen, and in so doing, facilitates viewers’ seeing 

(physically and perceptively) and what the nature of being stained means 

theologically.  It then considered the aspect of compassion through mourning 

and where brokenness becomes the opening of space for care.  A very brief 

history of the glories and elimination of stained glass windows demonstrates its 

effects on culture through visual theology, shifting to a move from ecclesial 

settings to public spaces.  The profession of stained glass – both the making of 

it in the studio for commissioned purposes, and the communication of truth and 

compassion – exhibits how L’Engle said artists are driven by “a longing to find 

the melody in the discords of chaos”254 and why Hart said that to see is “to 

rejoice and mourn at once”255.  The stained glass window has collected and 

melted the debris of earth into paradoxical material of glass, been broken and 

pieced together, placed in a space of liminality, and remembers centuries of 

visual thought and theology.  In the main Conclusion that follows, the preceding 

chapters and the practice-based studio work contribute to a discussion on a few 

																																																								
254	L’Engle, p.168.  
255	Hart p.61.	
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main themes and examples of how the work of art enables us to see with 

compassion that moves us to action in care. 
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CONCLUSION 

 

Visual art has been shaping culture throughout history, but a defining move is 

exemplified in Picasso’s Guernica (1937)256, a symbolic painting of the 

atrocities of war from the master of cubism.  That very year, across the border 

20,000 artworks deemed “degenerate” were being confiscated from German 

museums under Goebbels.  Guernica traveled through America and Europe 

with warnings of Fascism, finally resting in its homeland of reconciled Spain in 

1981. 

The year immediately prior to Picasso’s painting Guernica, Walter 

Benjamin ironically yet prophetically wrote concerning the waning social 

influence of the traditional visual art of painting and the acutely increasing 

cultural leverage of film and reproducible image: “The reactionary attitude 

toward a Picasso painting changes into the progressive reaction toward a 

Chaplin movie”.257  Although Benjamin argues that “Painting simply is in no 

position to present an object for simultaneous collective experience”258, he does 

acknowledge that there is a “social role of painting [and] it does constitute a 

serious threat as soon as painting, under special conditions and, as it were, 

against its nature, is confronted directly by the masses”259.  The “progressive 

																																																								
256 Having been commissioned to paint for the Spanish Pavillion at the 1937 World’s Fair in 
Paris, Picasso finds his inspiration from news headlines.  Painting in a Paris studio, he is 
exposed to black and white photographs of his native Spain undergoing not only civil war, but 
Hitler’s bombing practice, and these images and issues translate into a massive mural delivered 
three months later to the exposition.  It is now in the collection of the Museo Nacional Centro de 
Art in Madrid; for online viewing, see the museum’s website: 
http://www.museoreinasofia.es/en/collection/artwork/guernica.  Last accessed 14 March 2016.  
257 In “The Work of Art in the Age of Mechanical Reproduction” (1936) from Illuminations: 
Essays and Reflections, ed. Hannah Arendt, trans. Harry Zohn (New York: Schocken Books, 
1969), p. 234, especially contradicting ambitions of l’art pour l’art by identifying a divorce of 
social relevance from this so-called “theology of art” (or art as religion?). 
258 ibid. 
259 ibid, 235. 
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reaction” or social rallying and momentum conjured by art, he says, comes from 

a mix of “vision and emotional enjoyment”, and that “[s]uch fusion is of great 

social significance”.260  Although great art of social significance may not always 

stem from enjoyment, a degree of emotional experience and vision beyond 

physical sight is present.  Picasso’s Guernica initially (from 1937) and over 

three-quarters of a century later advocates international diplomacy by standing 

in for people across language and culture barriers, between those who are 

silenced and devastated and those who can become sensitized and mobilized 

to intervene.  A version of this painting hangs in tapestry form as part of the 

United Nations Art Collection in NYC among other noteworthy artworks – most 

significantly to this study, Marc Chagall’s stained glass window on peace.261 

Ironically for Benjamin, the “attitude” toward Picasso’s painting is more 

progressive than reactionary and arguably holds more potential than a Chaplin 

movie; Benjamin knew the threat of danger with mass media but he 

underestimated the mediatory experience that visual art is.  Of course static 

visual art, although ultimately best experienced in person, is now multiplied 

exponentially in exposure and discussion via mass media.  Guernica provides a 

lens through which humans experience the reality of the atrocities of war at a 

level where a shift occurs from mere art appreciation to concern that affects the 

very being of the viewer. An example is made of two Nobel Prize winners’ 

acceptance speeches comparing views on how art affects people, before the 

main Conclusion discusses that potential in the work of stained glass windows 

as researched in this practice-based thesis.  

 
																																																								
260 ibid, pp. 234-235. 
261 Available to viewed online here: http://www.un.org/depts/dhl/dag/chagallwindow.htm.  Last 
accessed 16 March 2016. 
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Two Nobel Responses 

Art can effectively engage societal issues for better or worse. It can hijack 

attention to directly and powerfully persuade and control public opinion as a 

politically charged cultural statement.  (Examples abound from Christo and 

Jeanne-Claude’s initial installation piece, a blockade with oil barrels in the 

1960s, to 21st century Russian artist Andrei Molodkin’s filling a plastic Christ 

figure or letters “DEMOCRACY” (in English) with Iraqi crude oil.)  Alternatively, 

it can affect individuals, communities, societies in ways that enhance and bring 

life.  While this research project aligns with the need for culturally relevant and 

socially connective visual art, it intentionally distinguishes itself from the 

ambitions of that which promotes political agendas, uses shock tactics, and 

polarizes an us/them mentality.   

 In 2005 the Nobel Prize in Literature was accepted by Harold Pinter with 

a video-recorded highly controversial speech entitled “Art, Truth & Politics.  He 

opened by quoting himself about the ambiguity between what is real or unreal, 

what is true or false, then continued with 45 minutes of unrestrained outrage 

against US foreign policy since WWII, contrasting the words of art as never-

ending search for truth against the words of politics as disguise of truth to 

obtain power.  He gives examples from his own writing about how the search 

for truth is elusive and compulsive, as is the very language of (in his case, 

dramatic) arts in this quest.  In his final comments, he says: “When we look into 

a mirror we think the image that confronts us is accurate.  But move a millimetre 

and the image changes.  We are actually looking at a never-ending range of 

reflections.  But sometimes a writer has to smash the mirror – for it is on the 



	 238	

other side of that mirror that the truth stares at us”262.  As most mirrors hang on 

a wall, the literal “other side of that mirror” would either be the wall or the back 

of the reflective coating on the reverse side of the shattered shards, neither 

being revealed truth staring at “us”263.  Or perhaps the truth is already in us; we 

are the other side of the mirror and we need our uncritical gaze of reflection to 

be startlingly broken before us (and as he indicates, take criminal action against 

governing world leaders).  I doubt this mirror-smashing is what Chagall meant 

when he sought the breath of prayer for redemption in his work as the artist, nor 

what Heidegger was after when saying art is a happening of truth in his writing.   

 Pinter’s analogy is literally and figuratively the opposite of my attempts to 

piece together shards of glass when creating stained glass windows.  In the 

chapter on windows, Magritte’s two paintings (pictured in that chapter) cause us 

to wonder if we have fixated on a mis/representation; they ask us if we are 

willing to look through and beyond what has been portrayed, to see what was 

worth being mis/represented, even to remove obstacles and refresh our vision.  

When I choose from large sheets of glass, a portion to break off and fit into an 

overall design, I know that it was worth the cost of the glass, inherently also 

giving purpose to the manufacturing of it and new life to the sand that was 

transformed.  I know that it becomes a slice of color linked to others that will be 

infused with light upon which one’s eyes can rest, focus, and readjust to 

consider what surrounds it and what together they might offer, then shift again 

to see what lies beyond it.   

																																																								
262 Harold Pinter in “Harold Pinter: Nobel Lecture: Art, Truth & Politics”.  This quote comes from 
the third to last paragraph at the end of his speech; the transcript is available online:   
http://www.nobelprize.org/nobel_prizes/literature/laureates/2005/pinter-lecture-e.html. Last 
accessed 28 July 2016. 
263 ibid. 
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 There is then another “nobel” explanation, more in line with my own 

practice-based research.  Thirty-five years prior to Pinter speech, the Nobel 

Prize for Literature was accepted by Alexander Solzhenitsyn (1918 – 2008), 

who saw the connection of art, truth, and politics full of historic and local-global 

redemption.  Born 1918 in Russia, Solzhenitsyn trained in mathematics, served 

in the communist nationalist Red Army during WWII, was imprisoned in Soviet 

labor camps (gulags) for eight years accused of making derogatory comments 

about Stalin, internally exiled to Kazakhstan, where he recovered from cancer, 

was eventually expelled from Russia and spent two decades in the US until 

returning to the former USSR.  He was convinced that through art it is possible 

for individuals to experience vicariously and authentically others’ experience, 

and that the compassionate experience of art is redemptive.  “Art re-creates in 

the flesh all experience lived by other men, so that each man can make this his 

own.”264  Furthermore, this empathy, he continues, makes it is possible that 

societies learn through lived experience via art, and thereby change history:  

Even more, much more than this: countries, whole continents, repeat each 
other’s mistakes at a later date, sometimes centuries later, when one would 
have thought everything was so painfully obvious.  But no!  What some peoples 
have already experienced, thought out and rejected is suddenly discovered by 
others as the very last word.  Here again, the only thing that can take the place 
of experience that we have not lived is Art, literature.  They provide a 
miraculous facility: that of overcoming differences of language, custom and 
social system, and conveying life experience from one whole nation to another.  
And this national experience, painfully built up over many decades by one 
nation, when conveyed to a second nation which has never had it, can perhaps 
save it from taking an unnecessary, mistaken or even ruinous path.  Thus Art 
can somewhat straighten the twisted paths of man’s history.  Today, from the 
Nobel platform, I would insistently remind you of this great and blessed 
property of Art.265 

 

																																																								
264 From "Alexandr Solzhenitsyn - Biographical", from Nobel Lectures, Literature 1968-1980, 
gen. ed. Tore Frängsmyr, ed. Sture Allén (Singapore: World Scientific Publishing Co., 1993): s.  
Last accessed 8 October 2012.  
265 Alexandr Solzhenitsyn, in his Nobel Speech on Literature 1970, One Word of Truth… 
(London: The Bodley Head Ltd, 1972), pp.14-15.  
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Comparatively, these two esteemed award-winners know the power of art to 

connect with people and pursue truth.  Solzhenitsyn knew that by empathetic 

joining of experience via art humans gain a compassion that charts action and 

that this magnifies to entire people groups.  In this main Conclusion, which 

follows the written reflection and actual creation of three commissioned stained 

glass windows, and three chapters on the material of glass, the space of 

windows, and the implications of being stained, a chart is first provided as an 

overview of the connections between those projects and chapters. Then stained 

glass making as a profession (both as artists at work and the works of art 

communication of content) is overviewed and discussed by major themes: 

creativity, unity, seeing, hoping and healing. 

 

CHART: OVERVIEW OF THREE PROJECTS AND CHAPTERS 

 FAS UOS ATS 

GLASS 
 

 
Glass choices changed to 

convey mystery.  
Placement in liminal 

space. 
 

Glass chosen for 
Colourists & Scotland, 
became enhanced by 

natural light. 

 
Glass opacity & 

translucency symbolic of 
earth / transcendence, 3-
D glass symbolic of God 

and the theological 
students. 

 

WINDOWS 
 

Interior architectural 
window; re-presenting the 

Trinity; frame lends 
indiscriminate lines of 

support. 
 
 

 
Relocation from actual 

window to art displayed in 
a window hallway; re-
presenting transition & 

beauty of place; 
repurposed frame 

appropriate for shipping, 
and installation adding 
beauty without stealing 

attention. 
 

 
Displayed piece, part of 

an overall interior design;  
re-presenting DMin 
seminary training; 

repurposed frame filling 
old forms with new 

meaning. 
 

STAINED 
 

In a ministry 
headquarters, conveys 

the relationship & mystery 
of the Trinity, Who calls 

for a response out of love. 

 
Least “theological” yet not 

void of theological 
associations & 

implications.  Relates 
through transience & 

contemplative thought. 
 

 
Students in theological 

training for ministry 
worldwide. 
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 The chapter on Glass discussed properties, potential, and power.  Under 

properties, glass was examined as paradoxical material: defying categories and 

being between physical states.  The transformation into translucent material 

carries the rawness of its source as countless grains of earth debris from the 

throes of the sea.  Its material and ethereal qualities of transparency & light 

begin to contribute to Heidegger’s notion of art as happening of truth.  Under 

potential, glass’ liminal placement was discussed as physical site-specificity 

and theoretical culture-shaping place in society (fusing and demarcating 

space).  It has the potential to contain and be a barrier holding implications of 

gathering, collecting, protecting, bringing things together.  And glass’ reflective 

and mirroring ability has the potential to allow us to see ourselves and others in 

context and relation.  Lastly, the power of the material of glass was explored in 

three examples (Crystal Palace, Kristallnacht, and Crystal Cathedral) and three 

qualities: sublimity, fragility, spirituality. 

 The chapter on Windows looked to the space of the window, first finding 

affinity with art in that it is an opening, a place of access between two things, 

that they both represent or present a world through its view, and that they frame 

the way we see and formulate perspective.  Then the chapter looked to four 

modern artists who featured windows in their paintings.  Before Chagall turned 

to making actual (stained glass) windows later in life, his paintings often 

depicted relatable stories where people are not bound by circumstance and 

where a window facilitated possibility.  Matisse, who also later created stained 

glass windows, in certain paintings positioned a window as subject while 

Fauvist colors and unstable lines enhance the ambiguity and anxiety of 

transition and movement.  Magritte’s work furthered the subjected window to 
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mystery, intrigue, questions of reality, and the viewer’s tension of seeing things 

in multiple ways at once.  Hopper often painted nondescript characters gazing 

out or near a window within settings that slightly disagreed with visual laws of 

perspective, destabilizing the viewer just enough to contemplate and relate.  In 

his final painting he painted only light coming through a window, punctuating his 

pursuit of painting thought.  Finally, this chapter considered Gablik’s call for art 

that is connective (rather than autonomous or fracturing) saying, “Empathic art 

is like a window on the dream-broken soul of our society”.   

 The chapter on Stained first considered sayings from the New 

Testament that likened love to seeing through glass imperfectly/obscurely, with 

the hope of future knowing/clarity, as that relates to the way stained glass 

windows allow us to see through its nature of veiling and revealing.  Then the 

chapter turned to concepts of grief and compassion through Heidegger and van 

Gogh where art opens a space in us through dark openings and common 

ground.  It quickly traced the theological use and rejection of stained glass 

windows into a modern move of its use in public spaces.  The chapter 

concluded with the challenge to see two ways at once: the surface qualities that 

we face infused with the greater realities that lie beyond.   

 The three commissioned projects accomplished under the practice-

based research of this thesis can now be looked at in light of these chapters 

they inspired. First, in the FAS project glass choices changed drastically from 

the original plan, using the hues and saturation of the stained colors and the 

textures of the glass to mask and reflect light, conveying how the mystery and 

relational Trinity transforms people and calls for response out of love.  The 

placement of the window as suspended in liminal space one floor up from the 
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entry, alongside a balcony passageway, reiterates what the window opening 

does as threshold, where it is possible for viewers to encounter it from the 

distance below or directly in front of it in reflection.  FAS commissioned this 

stained glass window of the Celtic Trinity knot because they said it was central 

to why they exist and is the message John Wesley ultimately wanted to 

communicate: God’s triune being and desire for relationship with humans and 

our care for each other.  This window installed in the heart of their headquarters 

renews their vision and inspires those who enter their building and see it in their 

publications.     

 In the UoS project, glass choices were originally made for its intended 

position to mask interior office space, yet when unpacked on location, the glass 

decidedly needed natural light to be fully enhanced.  This then reduced its 

functional intent as window installed to art displayed, from trafficked hallway to 

garden-like solitude, which then altered how the window affects space and 

viewers.  The actual and metaphorical element of stained represents the 

context, potentials, and transition of the viewers in an academic environment, 

celebrates the beauty of place and perspective, and facilitates contemplation.  

The window frame needed to support the demands of shipping while lending to 

its displayability, and it needed to enhance design, while raising curiosity 

without drawing attention to itself.  The stained glass window, although as an 

idea and design was commissioned for a certain location, in its completed 

existence immediately raised questions of possibility and potential, and in its 

relocation it took on a new life and purpose: visitors and viewers of this piece in 

the University’s Art Collection may see themselves as if in a glass corridor 

between stages of life, transitioning from one place to another, pausing to 
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reflect, pieced together by fragmented experiences, and even full of redeeming 

qualities.    

 In the ATS project glass choices carefully aided the communication of its 

commissioned purpose: to model the training of doctoral students for ministry.  

The levels of opacity to translucency, the colors and textures, and at times, 

three-dimensionality, symbolize earthiness and transcendence, adventure and 

service, humility and courage.  The placement of the window is mobile, like the 

students who train there for a few years then go back out worldwide.  As a 

moveable displayed piece it is also part of an overall space designed to 

communicate and represent the program’s purpose.  Similarly, those who 

interact with the elements of the space are part of a larger network and 

heightened sense of calling.  The window frame chosen repurposed a 

traditional form and concepts of “church” by reframing how we might see a 

vocation of caring for others through ministry.  The nature of being stained 

intentionally conveys the state of the world and hope for humanity.  In material 

and analogy, the stained glass obscures distractions and clarifies purpose while 

inspiring students that their theological training is for compassionate action after 

seminary.  The stained glass window was initiated not only for the completed 

artwork, but to document the process because those invested in the program 

might see themselves in similar stages: making plans and altering conclusions, 

communicating and collaborating with others, breaking things down and 

creatively constructing, utilizing tools and finding materials, experiencing 

setbacks and discovering new ways to see and act.   

 

STAINED GLASS AS A PROFESSION OF FAITH: ARTISTS AT WORK / WORKS OF ART 
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As we saw in the last chapter, stained glass making began to flourish between 

the 8th and 12th centuries in Romanesque and early Gothic architecture, gaining 

its height in the great Gothic cathedrals of the 13th to 15th centuries across 

Europe.  The transition is most evident in the Abbey of St. Denis in northern 

France under Abbot Suger in the late 12th century.  Gothic architecture 

achieved verticality and light by developing certain structural elements such as 

the pointed arch, rib vaulting, and flying buttresses.  This skeletal structure 

vastly opened up wall space for windows. Stained glass windows could be 

designed to vertical extremes and clerestory windows lit a new upper level of 

interior space.  The extensive use of stained glass windows translated light in 

color that altered worship atmosphere and illustrated biblical theology.   

 Abbot Suger wrote on the theological significance of architectural 

decisions:  

Thus, when – out of the delight in the beauty of the house of God – the 
loveliness of the many-coloured gems has called me away from external cares, 
and worthy meditation has induced me to reflect, transferring that which is 
material to that which is immaterial, on the diversity of the sacred virtues: then 
it seems to me that I see myself dwelling, as it were, in some strange region of 
the universe which neither exists entirely in the slime of the earth nor entirely in 
the purity of Heaven; and that, by the grace of God, I can be transported from 
this inferior to that higher world in an anagogical manner.266 

 
He describes how aesthetic choices (without having the term “aesthetic” yet to 

classify his experience) turn or “transport” the person from earthly material to 

otherworldly ethereal by medi(t)ation.   

 The makers of stained glass knew the limits and possibilities of the 

material with which they worked in such a way that they could facilitate the 

optimal brilliance of the finished piece by means of the media.  They knew not 

																																																								
266 From Abbot Suger’s On the Abbey Church of St. Denis and Its Art Treasures, in Thiessen, 
p.117. 
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only color theory, but how glass permits, prohibits, translates, and radiates light.  

What would a red piece do next to blue rather than clear when sunlight burns 

through it?  What piece would dominate, or recede, or pierce the air?  What 

combination would confuse or enhance the image and the visual experience?  

Or the worship experience?  They had to wonder what would affect the 

communication and reception of the image, which was generally a biblical 

message for the common person unable to read the Word.  Stained glass of 

Gothic architecture either illustrated stories throughout the entirety of the Bible, 

as Sainte-Chapelle in Paris has overwhelmingly presented since the 13th 

century, or a main theme of sinful humanity and hope of salvation through 

Christ.  Alternately, some windows center Christ within purposefully arranged 

references to other parts of scripture demonstrating rich theological cross-

referencing and skilled thoughtful design.  

 Medieval aesthetics reflected the very art of stained glass with each 

material serving the greater whole and stained glass reflecting theological 

themes of light and image.  Gesa Elsbeth Thiessen writes of this time that “the 

themes pertaining to a theological aesthetics as they had emerged during the 

early Church continued to be further developed…the idea of beauty, the vision 

of God, the image of Christ, the iconodule-iconoclast conflict, and the strong 

presence of personally grounded and poetic doxologies”267.  Another change 

was the notion of light (a concept discussed in this thesis in the chapter on 

Glass): “Material things of light and colour, for example, the illuminated 

manuscripts and stained-glass windows…were regarded as light, as sources 

																																																								
267 Gesa ElsbethThiessen is a professor of art history and theology, also a member of the 
editorial advisory board for Imaginatio et Ratio, A Journal of Theology and the Arts who also 
edited Theological Aesthetics: A Reader, quoted before and here, p.58. 
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and epiphanies of divine beauty”.268  The average person would not have much 

exposure to vibrant colors and use of light outside the church.  Their experience 

within in the church would have made a physical and spiritual impact; stained 

glass relies on light to be seen, and can generally only be appreciated from one 

side, the darker side.  The actual light translated in illuminated visual images 

was analogous to the scriptural light of God overcoming the evil or chaos of 

darkness (for example the creation of light in Genesis 1:2-4, and light shining in 

the darkness and not being overcome by it in John 1:5).  Some Medieval 

theologians were wrestling with God the Creator as Artisan.  Before the 

Renaissance, artists, including the makers of the magnificent stained glass 

windows, were artisans, common anonymous skilled laborers in guilds who 

were trained to make things.  Whereas human artisans are limited to using only 

what materials are available and what mental images can avail from what has 

been seen, God is Artisan who is supreme Substance269, and Jesus is Image of 

God270 Incarnate, whose image humankind reflects271.  

 Stained glass making is thus a profession of faith, a trained job that 

requires taught technical skill, education of formal design elements, and 

intuition gained by knowing the material well, as well as knowing what is being 

conveyed through the medium.  Robert Sowers, stained glass artist and author 

mentioned in the last chapter says about stained glass, “When art is working it 

heightens both the materiality and the fantasy of the image; the two are fused in 

																																																								
268 Thiessen, p.58.  
269 Anselm of Canterbury, see Thiessen, p.104.  
270 Thomas Aquinas, see Thiessen, p.105. 
271 Aquinas borrows from Augustine, see Thiessen, p.105.  
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exaltation”272 and that if one of those two are not done well, then “[t]he 

metaphor is lost, the material is flogged”273.  

 Perhaps this is why church growth expert George Hunter III uses stained 

glass to describe one of four barriers he identifies of the movement of people 

toward Christian living.  The first barrier is what he calls an “image barrier” 

constructed of misrepresentations of Christianity.  Then, “[o]nce a person 

becomes [interested in Christianity], the second barrier…is a cultural barrier – 

or the ‘stained-glass barrier’.  When…people do visit a church, it can be a 

culturally alienating experience.  If they do not understand…relate to…identify 

with…feel comfortable…[they] usually experience [church] as a different 

subculture”.274  It is disappointing to read stained glass used to describe what 

keeps people away from church, when it has also been said to be what 

communicates better than what is verbalized in church.  Having taken Dr. 

Hunter’s class on church growth and having taught comparative religions and 

mis/representations of religions, as well as now being a pastor’s wife, I 

sympathize with what turns people away from Christianity.  Yet also as an artist, 

I see the need for art that is done well (in material and content) that exposes us 

to otherness.   

 W.H. Auden (1907-1973) writes in the introduction to his selected 

George Herbert (1593-1633) poems, “The Reformers…disapproved of all 

religious images, but Herbert thought that, on occasions, a stained-glass 

																																																								
272 Sowers, in The Lost Art, p.28.  
273 ibid, p.29. 
274 ibid, p.84. 
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window could be of more spiritual help than a sermon”:275 (see Figure 62 

below). 

The Windows 
Lord, how can man preach thy eternall word? 
 He is a brittle crazie glasse: 
Yet in thy temple thou dost afford  
 This glorious and transcendent place,  
 To be a window, through thy grace.  
 
But when thou dost anneal in glasse thy storie,  
 Making thy life to shine within 
The holy Preachers; then the light and glorie 
 More rev’rend grows, & more doth win: 
 Which else shows watrish, bleak, & thin.  
 
Doctrine and life, colours and light, in one  
 When they combine and mingle, bring 
A strong regard and aw: but speech alone 
 Doth vanish like a flaring thing,  
 And in the eare, not conscience ring.   
- George Herbert (1593 – 1633)276 

Figure 62: This is a photo I took of a stained glass window the poet’s honor, at Salisbury 
Cathedral, England.  Unfortunately common to referencing stained glass, no details are 
available about the artist or this particular work. 
 
Whether the preacher, the stained glass artist, or otherwise, humans are 

entrusted, despite misgivings and misunderstandings, to interpret theology, 

deliver sermons, relate religion, extend grace and manifest the care and 

compassion of God.  The visual culture of church can be a deterrent to those 

unfamiliar with its symbols and ambiance; verbal communication can be 

confusing, condemning, boring.  Yet Herbert, poet and Anglican priest, used the 

wrestling of words to describe and parallel how we, like stained glass windows, 

vivify the message, allowing light in us and a combination of our many facets to 

gain others’ care for what is being lived.  

 Howard Finster (1916 – 2001) realized the power of visual art and the 

frustrations of preaching.277  In his experience, people were not listening to 

																																																								
275 Wystan Hugh Auden, George Herbert Selected by W. H. Auden (Harmondsworth: Penguin 
Books, 1973), p.11..  
276 By George Herbert, recorded in George Herbert Selected by W. H. Auden, p.61.  Originally, 
the poem comes from Herbert’s The Temple (1633). 
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sermons but were intrigued by image.  “Art draws a crowd, 278 he said before 

making a career turn to self-taught artist.  Church was not drawing a crowd, but 

he saw that art does, and so he began to draw, and paint, and sculpt, and 

people started to pay attention.  Finster retired from the church in 1965 to work 

entirely as an artist on his small-town farm in northwest Georgia.279  There, his 

works visually proclaim a faith that he had previously verbally preached, and his 

art grew in credibility with the art world as well as pop culture.  The work of 

Howard Finster, Baptist pastor turned Folk Artist, drew the attention of many, 

now including art collectors and museums.  His work intersects and fuses 

categorical dichotomies of high/low, art/craft, folk/pop, museum/studio, 

secular/sacred visual culture, blurring boundaries and clarifying communication 

as he realized the potential of visual art to affect people. 

 The discussion here has been about the profession of stained glass 

windows: what they communicate and what work goes into it.  Themes that 

surfaced through the creation of stained glass windows and correlating written 

thesis chapters in this research worth noting are: creativity, unity, seeing, and 

hope and healing.  Each of these themes will be briefly explored as they were 

raised by the practice-based research and contribute toward understanding 

visual art as facilitating seeing that leads to compassion and care.   

 

																																																																																																																																																																		
277 Known as a Folk Artist (with crossover into similar categories such as “Outside Art”, “Naïve 
Art”, and “Visionary Art”) from the American South, Finster helped bring recognition of self-
taught artists to the world: to museum collections, to famous musicians, and, perhaps most 
importantly to him, to the common local people who could not remember his sermons but could 
hear what his artwork was “saying”. 
278 This quote is from the Finster exhibit in the permanent collection of the High Museum of Art, 
Atlanta, which I visited in July 2011 with personal friend and esteemed painter, Ed Knippers 
(mentioned in the main Introduction), who began collecting Finster’s work even before the 
museum did.  
279 Finster’s Paradise Garden can be visited in person, more information is available on the 
website: http://paradisegardenfoundation.org.  
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THESIS THEMES SURFACING IN STAINED GLASS 

 

Creativity 

Creativity was understood as a divine activity until the Renaissance, when it 

became more attributable to human endeavor, furthered more by 

Enlightenment thought.  Is creativity divine or human endeavor/expression?  

Can it be both?  My artistic collaborator talks about being a “co-creator” with 

God, not only receiving divine inspiration but expressing what needs to be said 

in visual terms, in a participatory manner.  Michelangelo is known for releasing 

his sculptures from the stone, rather than making an intended form out of the 

material.  Similarly, before selecting or cutting glass, my artistic collaborator and 

I worked from commissioned intent toward discovering the design that needed 

to exist in glass.  Working in collaboration challenged my own trajectory of 

creative ideas, causing sparks of new creativity in my visual thinking, which was 

multiplied in reciprocity.  Similar to Chagall’s desire for someone or something 

to breathe a prayer for redemption into his work, the stained glass windows 

accomplished during this research received prayers of humility and hope.  They 

were not done for fame or profit but to create something that did not previously 

exist that might contribute to the lives of those who see them.  Where does 

creativity come from and how does its fabrication enhance or express 

creativity?  

 Writer Madeleine L’Engle describes creativity’s origin (via Plato) as 

restlessness: “One of the impulses behind all creativity is a divine discontent 

with the shadows on the wall of the cave, which appear to be the truth but 
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which do not expand us creatively.”280  A restlessness, a divine discontent, 

dissatisfaction and frustration with the way things are ignites an inspiration that 

considers possibilities and births creativity because there is a hunch that 

something other than what is might be.   

 German theologian Herbert Lockyer made a connection between 

creator/created from the New Testament using the word poiema (ποίηµα): 

“When Paul said that the saints are God’s workmanship, he used the word 

poiema, from which we derive ‘poem’ in (Ephesians 2:10).  It is found 

elsewhere only in Romans 1:20 ‘the things that are made’”281.  Ephesians 2:10 

says we are God’s poiema/workmanship, created to do good works.  Romans 

1:20 says poiema/creation reveals the invisible qualities of its Creator.  In 

different ways here, creativity has been described theologically as a divine 

restlessness within us, and something within what is created that reflects and 

reveals the nature of a Creator.  Both of these uses suggest a revealing and a 

transcending, a hiddenness that is hinted at and discernable through creativity 

and a purpose pointing beyond that relationship.   

 John Calvin famously wrote that as we, “when aided by glasses, begin to 

read distinctly, so Scripture, gathering together the impressions of Deity, which, 

till then, lay confused in our minds, dissipates the darkness, and shows us the 

true God clearly.”282  Creativity is putting something before us that unveils what 

we know might be there, it involves use of the imagination to consider beyond 

what is physically available or seen, to what else might be.  Sometimes we 

need things in front of us to see past them.  In the three stained glass windows 
																																																								
280 L’Engle, from Walking on Water, p.231.  
281 Herbert Lockyer, All the Trades and Occupations of the Bible (Grand Rapids: Zondervan, 
1986), p.15.  
282 From John Calvin’s Institutes I, chapter 6 section 1, online source: 
http://www.ccel.org/ccel/calvin/institutes.iii.vii.html.  Last accessed 24 September 2014. 
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created under this research, creativity – through the collaboration, design 

process, and installed work of art – is something put before us that gives pause 

to consider other people, other alternatives, Otherness. 

 

Unity 

Gerhard Richter said of his art that the works represent “a leave-taking from 

any specific doctrine of salvation”.  He, like many artists, resist the application 

of certain philosophies or denominations, allowing the work to “speak” its own 

language to viewers as they bring their situational contexts to view.  Art is not 

salvific (to reiterate from the main Introduction).  Stained glass, even when 

illustrating scripture narratives and theology, does not save souls; it is however, 

incarnational and relational.  L’Engle said, “there can be no categories such as 

‘religious’ art and ‘secular’ art because all true art is incarnational, and therefore 

‘religious’”283.  In fact, “There is nothing so secular that it cannot be sacred, and 

that is one of the deepest messages of the Incarnation.”284  Art is not divine nor 

the embodiment of God, even when explicitly representing divinity.  Rather it is 

incarnational in that it gives form to what was previously non-existent; it dwells 

on earth among humans, in their spaces and in their thoughts.  It resides 

amongst them in ontical and ontological ways that enable solidarity of diversity.   

 In visual art, the elements of art (line, shape, form, color, texture, value) 

are used together according to the principles of design (emphasis, movement, 

balance, contrast, rhythm, and unity) to achieve one cohesive composition 

(striving toward unity).  L’Engle writes, “The discipline of creation, be it to paint, 

																																																								
283 L’Engle, p.19. 
284 L’Engle p.51. 
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compose, write, is an effort toward wholeness.”285  It is often attributed to St. 

Francis of Assisi as saying: “We have been called to heal wounds, unite what 

has fallen apart, and bring home those who have lost their way”.  The art critic 

John Ruskin reminds us that “Fine art is that in which the hand, the head, and 

the heart go together.”286   

 In the construction of stained glass windows, there are acts of 

brokenness and fragmenting in order to be reconstructed and unified.  The 

glass material has been through a process of collected sands, melted and 

fused in material transformation, purposefully selected for design, and 

reappropriated into works of art.  A sense of unity: whole/healed/healthy/holy 

(all sharing root words) is desired.  Something has come from nothing (stained 

glass windows from the useless debris of earth, a commissioned idea to 

installed work of art) to dwell among us, in our mundane spaces and holy 

places, and bleeding between those categories.  Things have come together 

from various ends: glass from all over the world, people from different 

continents, salvaged frames and repurposed glass fragments, differing 

convictions and ideas and skills.  These elements have been collected and form 

unified works of art that embody wholeness amongst us and inspire such in us. 

   

Seeing 

Heidegger put forth: “Art then is the becoming and happening of truth”.287  What 

can be seen ontically (describable facts about the thing) opens a world 

																																																								
285 L’Engle, p.74. 
286 From art critic John Ruskin’s second lecture in the series “The Two Paths” delivered 14 
March 1859 titled, “The Unity of Art”.  Sourced from Lockyer, p.13. 
287 Heidegger, “The Origin of the Work of Art”, as quoted before, here from p.71.  
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ontologically (entire interconnected existence of Being)288 and relates 

phenomenologically in the direct experience with the object of art and its 

working. Truth289 unconceals by its very nature of clearing or shedding light 

(lighting and clearing share the German root word lichtung, which Heidegger 

connected to the unconcealing nature of what occurs in the happening of truth 

in art), and this, according to Heidegger, happens in the conflict of “intimacy 

with which opponents belong to each other”290.  Here, seeing has to do with the 

previous concepts of creativity and unity, both of which affect how one 

experiences art in ways that cause a shift in perspective: seeing toward care.   

 Artists are often after seeing, and as a byproduct, viewers who 

experience their art might see things differently too.  Artist and drawing 

instructor for Manifest Studio, Tim Parsley answers the question, Why draw?: 

To see.  “Navigating the space between the drawing and the thing-which-is-

drawn means we form a relationship with both.  This cultivates an outer and 

inner awareness of the world we inhabit.  Through drawing, we don’t just notice 

– we see.”291  When creating stained glass windows, I am training not only my 

physical eyes to grasp connections and my hands to cooperate, but also my 

mind and heart to gain insight.  Additionally, I am hoping the finished work 

																																																								
288 Heidegger explains the relation of being to Being and openness writing, “that if the nature of 
the unconcealedness of beings belongs in any way to Being itself…then Being, by the way of 
its own nature, lets the place of openness (the lighting-clearing of the There) happen, and 
introduces it as a place of the sort in which each being emerges or arises in its own way” (“The 
Origin of the Work of Art”, p.61).  Within this passage he refers to his earlier writing in Being and 
Time § 44 where he connects, “Anything which, taken ontically, is in an average way, can be 
very well grasped ontologically in pregnant structures which may be structurally 
indistinguishable from certain ontological characteristics…of an authentic Being of Dasein” 
(Being and Time, p70).  
289 The Greek word alétheia (ἀλήθεια) means truth, not contextual or conceptual understanding, 
or even a spoken true word, but a moral/divine/revealed truth that is made evident, that is 
sincere, and is real.  Heidegger brings renewed interest and new insights to this term in his 
essay, “The Origin of the Work of Art”; defining it as “unconcealedness”. 
290 Heidegger in “The Origin of the Work of Art”, p.62.  
291 Tim Parsley in “Why Draw?” (2011) sourced from the drawing center studio’s website: 
http://www.manifestgallery.org/studio/why.html, last accessed 5 June 2011.  
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becomes something that enhances others’ lives, possibly even facilitating a 

new regard if the viewer is receptive to it.  EidenSight is the term I used to 

indicate this shift in seeing from sensory perception to revealed realization by 

unconcealed truth that leads to compassion that moves to responsive action.  

Explained in the main Introduction, eiden (εἶδεν) is a Greek verb in aorist292 

form relating to the word horaó (ὁράω) which means to see or look upon with 

experience and to see with the mind or spiritual perception, and also the word 

eidó (οἶδα) which indicates physical seeing with metaphorical implications: to 

know, to remember, to appreciate, to perceive.  It is grasping a (spiritual) truth 

from bodily sense, linking physical eyesight to metaphysical understanding by 

turning the attention and/or experiencing a condition.293  This way of seeing 

changes the course of action due to a new sense of compassion for what is 

beheld and elicits response.   

 

Hoping and Healing 

At the beginning Chagall’s question was raised, “Will God or someone else give 

me the strength to breathe the breath of prayer and mourning into my paintings, 

the breath of prayer for redemption and resurrection?”  He asked this in his 

autobiographical / poetic My Life written in Moscow in 1921-22 at the age of 35, 

before his experience with WWII and the height of his long artistic career.  He 

asks it in the context of recalling his realization of wanting to be an artist rather 

																																																								
292 This verb tense, used especially in Greek, indicates an indefinite past tense, action that 
occurred without specific duration or cessation, unmarked by time, and infers a present and 
future significance.  In that it did not carry through Latin or Germanic languages, there is a 
challenge in interpretation.  
293 Greek translation sourced by various online resources such as www.perseus.tufts.edu and 
www.biblehub.com: lexicon and interlinear studies, as well as Gerhard Kittel and Gerhard 
Friedrich’s 10 volume reference set: Theological Dictionary of the New Testament. 
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than a clerk like his father.  So, “In 1907, I set out towards a new life, in a new 

city”294.   

 Georges Rouault (1871 – 1958), a contemporary of Chagall and friend of 

Matisse, began his artistic career working in stained glass and moved to 

painting oils on canvas.  With this reversal of my own emphasis toward glass, 

we see an artist with unique insight turn to meet viewers where they were 

looking.  Writing about Rouault, contemporary artist Makoto Fujimura describes 

Rouault as indeed a famous painter yet never quite as renown as his 

contemporaries/colleagues, attributable to the fact that he did not fit into neat 

categories classified within modern art, and also because he was imaging not a 

struggle for modern ideals, but struggles within humans.  “Rouault paintings are 

faithful depiction of the broken realities of his time, eloquent testimonies of color 

in fragmentation and graceful reminder of faith in an agnostic, and increasingly 

atheistic era.”295   Furthermore, “Rouault paintings capture not a mere reflective, 

descriptive light, but Light behind the light, Reality behind reality”.296  Perhaps 

people were not as interested in such Light or Reality as it countered 

Enlightened thinking, but “He is not merely a ‘religious’ painter: he was the 

																																																								
294 Marc Chagall in My Life, quoted in the main Introduction and here on p.66. 
295 Full quote from Makoto Fujimura’s “Refractions 33: Georges Rouault – the 21st Century 
Artist” written 17 October, 2009: “With such respected following among artists, one would think 
that Rouault would be positioned among the greats, such as Picasso, or Matisse, who was a 
close friend of Georges. But his reputation never found such foothold, as he continues to 
confound the critics, never seeming to fit into the neat categories of modernists, abstract 
expressionism, or, despite exhibiting with them, the Fauves. Why? Rouault's paintings are not 
ideologically driven, like the modernists, or of pure abstraction, like some of the expressionists, 
nor hedonistic, like the Fauves: Rouault paintings are faithful depiction of the broken realities of 
his time, eloquent testimonies of color in fragmentation and graceful reminder of faith in an 
agnostic, and increasingly atheistic era” Resourced: 
http://www.makotofujimura.com/writings/refractions-georges-rouault/, accessed 16 February 
2011. 
Fujimura has established the Fujimura Institute in New York City, which is described as, 
“Defying fractured, fragmented modern perspectives [it] encourages artists and thinkers to 
collaborate, cooperate and inspire their audiences to piece together a whole view of the world”. 
http://fujimurainstitute.org, last accessed 11 September, 2014.  
296 ibid. 
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painter of a greater generative Reality, of multiple colors behind our dark, 

foreboding and destructive world”.297  Both in paint and in stained glass, 

Rouault’s art obscures and vivifies, masks and reveals, acts as a liminal agent: 

Georges Rouault's paintings are a portal that peaks into the ages past, and 
then, magically, invites us into a journey toward our future.  They transport us 
to a past beyond the fragmentation of Modernism into the enchantment and 
mysteries of medieval aesthetic: Before rationality was segregated from 
passion, and our hearts divorced from faith.  Like the stained glass windows he 
grew to have a "passionate taste" for their colors, Rouault's world is principally 
determined by colorist space and not dependent upon traditional formula of 
illusionistic space. They create in-between space within layers of paint...298 

 
Rouault’s art (stained glass and paintings influenced by his stained glass) helps 

us see two realities at once: identifying with brokenness and fragmentation yet 

infused with a glimmer of hope.  I included (Figure 63 below) an image of one of 

my favorites, Christ in the Suburbs. 

	

Figure 63: Rouault, G, 1920-24, Christ dans la banlieue, oil. 36¼” x 29”, Bridgestone Museum 
of Art, Tokyo, Japan.  Image sourced from the Georges Rouault Foundation webiste: 
http://www.rouault.org/site/ENGLISH/oeuvres/le_christ.html, last accessed 16 March 2016.   
 

																																																								
297 ibid. 
298 ibid. 
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 Marc Chagall, predominantly known as a painter, experimented with a 

wide variety of media including stone sculpture, tile mosaics, ceramic vessels, 

printmaking, and eventually stained glass.  His glass works were commissioned 

for museums in Chicago and Nice, chapels throughout Europe, the Hadassah 

Medical Center in Jerusalem and the United Nations building in NYC.  The 

Peace Window is a 15’ free standing stained glass wall gifted from UN staff and 

the artist to the United Nations in 1964 as a memorial to the second Secretary 

General, Dag Hammarskjøld, a few years after he died in a plane wreck and to 

those who have lost their lives in efforts of peace.  W.H. Auden wrote in the 

foreword to Hammarskjøld’s book Markings, that the book was a unique 

account “of the attempt by a professional man of action to unite in one life the 

via activa and the via contemplative” and quoted Hammarskjøld having said, “in 

our era, the road to holiness necessarily passes through the world of action”.299  

Chagall saw a special opportunity to recognize and honor the hope and 

sacrifices necessary for shalom, for peace by giving what he had to offer: his 

art.  The stained glass window includes images from Isaiah 9:1-7 which says, 

“The people that walked in darkness have seen a great light” (v.2) and 

prophesies: “For unto us a child is born, unto us a son is given: and the 

government shall be upon his shoulder: and his name shall be called 

Wonderful, Counselor, The mighty God, The everlasting Father, The Prince of 

Peace.  Of the increase of his government and peace there shall be no 

end…”300.  And the window includes the crucifixion of Christ in the top right 

																																																								
299 From Auden’s foreword to Dag Hammarskjøld’s Markings, Ballantine Books: Toronto, 1964, 
p.XX.  
300 I have not yet been to see this window in person, but two good websites that show the 
window and provide more information on it are provided: The United Nations link to the Peace 
Window: http://www.un.org/Depts/dhl/dag/chagallwindow.htm.  Last accessed 22 March 2016.  
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corner.  I will not attempt here to interpret this Jewish artist’s Peace Window, 

but will note that he must have received the strength to breathe a prayer of 

mourning and redemption into his work, and that he, like the man he honored, 

knew that there is a space between contemplation and action where healing 

takes place.   

 Why has stained glass, still embedded with ecclesiastical associations 

while effectively removed from cathedrals through iconoclasm and wars, shown 

in recent decades a renewal movement and migration pattern relocating to 

public spaces?  It advocates healing in hospitals, it declares peace in the 

United Nations, it displays new perspectives in museums, and it still makes 

theology visible in worship spaces. 

During this research, I visited the Musée Marc Chagall301 in Nice, the 

temporary exhibit “Chagall and the Bible” at the Jewish Museum of Art and 

History in Paris302, and All Saints’ Chapel in Tudeley outside London (the only 

church to have all windows designed by Chagall)303.  Marc Chagall saw himself 

as a seer, an angel with a message304, a zaddik, able to collapse what 

segregates and create bridges.  In his Hassidic Judaism, “The zaddik uncovers 

the divine spark in another person by taking their sin on himself: he is a 

																																																																																																																																																																		
And The Maeceans World Patrimony Foundation works to conserve the UN’s collection: 
http://worldpatrimony.org/peacewindow/window.html.  Last accessed 22 March 2016.   
301 Information for planning the visit was found on the museum’s website: http://www.musee-
chagall.fr/ and special email correspondence with contact: Martine Guichard-Kirschleger, 
Chargée du mécénat et des partenariats (patrons and partnerships) who granted me exclusive 
access to the archives. 
302 As the exhibit “Chagall and the Bible” was held in 2010, information is available in the 
archives of the museum’s website: http://www.mahj.org/en/3_expositions/expo-Chagall-et-la-
Bible.php?niv=2.  
303 As a professional note, I was able to include three mixed-media collages about stained glass 
in an Easter exhibit housed in the chapel in April 2010 called Interpretations of Good Friday.  
Two years later I was able to attend the small secluded chapel to see the Chagall windows in 
person.  The chapel website offers information and directions: 
www.tudeley.org/allsaintstudeley.htm, last accessed 26 September 2014.  
304 Mentioned in both the exhibit notes and on the exhibit’s website.  
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‘suffering servant’.”305  Chagall desired that the visual art he created be a 

common ground for humanity saying, “‘These paintings, in my thoughts, 

represent not the dream of one people, but of all humanity.  Perhaps the young 

and the old will come into this house to seek an ideal of brotherhood and love, 

just as my colours and lines have dreamt it’”.306  The temporary exhibit in Paris 

informed gallery goers: “Chagall foiled the divides of religious affiliation, whilst 

stressing his obvious roots in Judaic tradition…in addition to the monumental 

task of illustrating the Bible, he also undertook decorations and stained glass 

windows with biblical themes for Catholic, Protestant and Jewish places of 

worship.”307  While celebrating his Jewish identity and faith, "He created striking 

shortcuts between the Bible narratives and the violence of history, affirming in 

painting that the text underpinning the three monotheisms holds the keys to our 

interpretation of the present.  He used a pictorial language rooted in Judaism to 

deliver a message of peace among nations and religions"308.  Viewing his 

artworks, one must believe art is capable of gathering the fragments, blurring 

the divides, unconcealing truth, thereby enabling people to see with 

compassion that leads to action.   

 My own visit to The Marc Chagall Museum in Nice might invite the 

reader to become the viewer and experiencer.  The museum, partially designed 

by the artist himself, is small but well laid out with an open plan, angled walls, 

natural indirect lighting, and plenty of seating for optimal personal and 

interactive viewing (Figure 64).  Audio guides are provided and documentaries 

																																																								
305 Andrew Bowden writes in an essay “Chagall the Theologian” (2005), published by and 
available from All Saints’ Chapel in Tudeley, England, p.3. 
306 ibid, p.2. 
307 From the exhibit, “Chagall: Love, War, and Exile” at the Jewish Museum”, information printed 
on the exhibit walls, recorded in my field notes.  Exhibit Curator: Laurence Sigal and Exhbition 
Deputy Curator: Juliette Braillon.  
308 ibid. 
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are shown in the adjacent auditorium.  Attending on a weekday in March, I 

expected crowds to be low, but I did not anticipate the atmosphere of the 

viewers experiencing the art.   

After visiting this museum, I noted two comments from family and friends 

who recalled their own impressions of the museum.  “Even the air felt blue,” 

(Figure 65) said one.  And the other: “That museum was life-changing”.  Both 

statements trailed off as if they were momentarily there again, and words were 

not sufficient, perhaps irrelevant or even detrimental.  Having just been there 

myself, I could translate these external thought fragments through personal 

experience, and going back through my photographs I found several photos of 

museum visitors caught in that very haze of captivation, perhaps breathing blue 

air and undergoing a life change.   

	  
Figure 64 (left) and Figure 65 (right): Illustrate my described experience.  Artist’s photos. 	
	

I have visited many museums in my life as artist, art teacher, researcher, 

and daughter of an art professor; I have even taught students how to visit 

museums, but this museum is unique; as an anthropological observation, it 

houses the artwork and hospitalizes the guest.  Visitors are not edging in front 

of each other or crowding thoughts with explanations, they are not reciting art 
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history or informing each other or even entering each other’s space.  Visitors 

are gentle, seemingly considerate, at a very different pace, often seated and 

appear to have no agenda in life.  Often listening to the provided commentaries, 

and watching a documentary on Chagall while sitting in the blue light of the 

stained glass, they look entranced and forgiving, respectful of each other and 

the narratives that face them.  It is possible I did not have enough of my own 

experience with the artworks because, hyperaware of my research 

observations, too conscious and not wholly absorbed by the artworks.  I felt like 

the only person awake, in a regrettable way. 

 I cannot assume the same experience for viewers of the stained glass 

that I have created; however, it is my desire that people do view the artworks 

and that they are affected in a way that substantiates hope, generates a 

fullness of life, enables them to see things connectively, creatively, with care.  

Similar to the viewers/experiencers of Chagall’s work at the museum in Nice, 

where the air felt blue and words trail off and the guest is hospitalized, my wish 

is for the art to invite the person to pause somewhere between contemplation 

and action and allow what happens there to stir deeper.  Gerhard Richter said 

“Art is the highest form of hope”309, and I do hope, via art, that viewers consider 

the broken fragments of glass recombined in an intentional design that is 

obscured by colors to be enlivened by light, and that this becomes analogous to 

their life.  	

 If stained glass has migrated from the windows of Gothic cathedrals and 

places of worship to common public arenas with an essential quality not lost, 

these three works of art constructed during the studio-led element of research 

																																																								
309 From Richter’s text for a catalogue of documenta 7, Kassel, 1982, sourced from his own 
website: https://www.gerhard-richter.com/en/quotes/art-1, last accessed 26 September 2014.  
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demonstrate small traceable steps from the heart of theology to the people of 

the world.  The stained glass window created for Asbury Theological Seminary 

(ATS), situated on the seminary’s campus within the international center for the 

newly redesigned Doctor of Ministry program, is similar in context to the 

monastic origins of stained glass.  The large Celtic trinity knot window created 

for the Francis Asbury Society (FAS) was commissioned for the office 

headquarters of a Christian organization, representing one step removed from 

the ecclesial setting while essentially and visually communicating theological 

mystery.  The University of Stirling (UoS) commissioned and received a stained 

glass window to be housed in the Art Collection, situated in a secular academic 

environment, completely removed from the art’s original context.  Yet all three 

stained glass projects were created in the same art studio, sharing pieces cut 

from the same sheets of glass, designed and constructed in collaboration by 

the same hands.  And they share the same sense of hope, that through art we 

might see with compassion that leads to action.   
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