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PREFACE

The aim of this study has been twofold: Tfirst, to secure
& background of information concerning stained glass, a medium
entirely new to the writer; second, to develop designs for
stained glass which were true to the limitations of colored
glass, lead and enamel, as acted upon by light, and which were
appropriate to the building of which they were to be a part.

Sincere appreciation is felt for the co-operation and
assistance received from numerous members of the faculty and
student body of the Texas State College for Women, particularly:
members of the staff of Hygeia, the college hospital, who posed
for drawings and who gave valuable gsuggestions concerning the
Nurse Window; lMiss lMamie Walker, who suggested the quotation
for the inseription in the Nurse Window; Miss Anne Schley
luggan, Miss Mary Katharine Boone, and other members of the
faculty of the Physical Education Department who pointed out
the most authoritative books on the subject of the dance and
who gave helpful criticism concerning the iconography for the
Lance Window; liiss Jeanette Schlottman, President of the lModern
Dance Club, and other members of the club who posed for drawings
of both the historical and the modern figures orf the Dance
Window; and the students who have spent many hours assisting in
the mechanical work of drafting patterns, waxing up and clean-

ing glass, preparing the kiln for firing, and doing other tasks
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related %o the execution of & stalned glass window,

r. Emil Trei, Jr. of St. Louls, lMissourl has given
advice and ocriticism without which the mccomplishment of this
work would have Leen immeasurably more difficult, His co-
operation in making avallavle to us the services of the Twmil
¥rel Company is deeply appreciated,

Tor constant presentation of alms higher than the
writer of this thesis could conceive from her own limlted ex-
perience, and for unfailling guidence and helpful eriticism
at all tiuwes, deep gratitude is felt toward liiss Dorothy A.
lafelle, director of this thesis.
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PART ONE

HISTOKICAL DEVELOPMENT OF THE STAINED GLASS “INL QYW



CHAPTIER I
ORIGIN, TECHNI(UE, AND EARLY THRORY

The history of the stalned glase window has its beginning,
according to earliest records, sometime during the ninth century

A. DL

However, man's experience with the materials of which
the stained glass window is composed-—glass, enamel, and lead—
extends far beyond that time; and in a measure, the stained
glase window is the loglcal outgrowth of this experience.

The most essentlal of these materials, glass, was known
to the Egyptlan in ancient times and was moulded by him into
beads, amulets, and vessels., JA4According to some sources, the
Egyptian also originated the art of blowlng glass, and reference
15 given to certain representations of this activity in tomb

paintings;z

however, this 1s contradicted by others according
to whom the art of glass-blowing was not discovered until the
Tirst century #. C. in the Phoenleclan city of S-idon.3 As early
a8 the second century n. L. glass works were operating in Italy,
Spain, France, and in various places in the Rhineland; nearly

all technicsl processes of any value were by this time known—

li1frea Werck, Stained Class (New York: Adelphi
Company, 1926), p. 57.

®Hugh Arnold and Tawrence B. Saint, Stained Glass of
the liiddle Ages in England and France (london: A. & O.
aok, Ltd., 1928), p. 17. "GClass," Encyclopaedie Britannica,
l4th ed., XII, 688.

3"01&33," Encyclopaedia Britannica, l4th ed., X, 401.
1
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freenand bvlowing, blowing into the mould, working of glass
while plastic with tongs and with other instruments, produc-
‘tion of imitation jJewels and of cameos, as well as the making
of small window panes.l

Enamel, the second materis)l mentioned above, made its
appearance In history &t a time as remote as that of glass,
for its application to tile had been known by the Tgyptian
from prehistoriec timas.a its use on metal and on tile was
practiced by numerous peoples in antiquity. Byzantine de~
velopments brought cloissonne to & highly finished stage;
eﬁamaling was also praoticed in the monasteries in Europe
elmost from the time of thelr introduction from the East in
526, Just when enamel was first applied to glass 1s apparently
uniknown, 88 no references to the matter could be found; 1t
probably was used first on glass vessels and is one of the
processes mentioned as vLeing practiced by the glassworkers of
the 2nd century A, D.

The third material, lead, is of as ancient a tradition
as the other two. It ls mentioned no less than seven times in
the 0ld Testament alone and was a meterial common to nearly
. all peoples from prehistoric times. 'hen the soldering of lead

was rirst arrived at is not known, but an alloy of lead and

l"Glass," Encyelopaedis Britanniea, 1l4th ed., X, 401,

2ir : .
Helen Gardner, Art through the Ages (New York:
Harcourt Lrace and Co., 1036), p. 67.
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tin was used for tinils purpose by the Romans in Joining lead
water plpes as early as the second century k. C.l

Consldering this background of experience with the three
materials, 1t is somewhat surprising that stained and painted
glass windows did not appear long before they did. However, in
the warm countries bordering the iediterranean there was little
or no need for closing window openings, while civilization in
the colder northern countries did not arrive at a sufficiently
settled stage for the development of such an art until after
tine period of the barbarian invasions.
| Probably the first use in window openings of glass in
any forum ccocurred in pierced stone screens whose openings were
filled with cubes of colored glass paste. These sre found in
various Fastern countries and seem to be the expression of an
anclent tradition, the home of which was in all probability
Persia. The Romans made some use of glass In window orenings
but only as a luxury. Callgula (12-41 A, D.) had his palace
windows glazed and 3eneca mentlons it in nis writings. Ke-
sisins at Pompeii show swall panes of glsss set in wooden or in
bronze lattices, or sometimes directly in plaster.g

The use of leaé¢ to hold glass in windows wes introduced

sometiue before the sixth century 4, D. It was a development to

bs expected, for use of stone or wood was rather clumsy due to

l“Lead," Lneyclopuedia Dritannica, l4th ed., XIII, 817.

25aint and Arnold, Jtained Glass of the iiddle Apes in
sngland and France, . 17.
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the difficulty of shaping the glass to fit the rigidé lattioce
work. Craftemen who understood the nature of lead would readily
concelve the idea of substituting for the rigid frame-work a
flexible materisl whiloh couléd be made to follow the irregular
edges of the glass; this also gave a wmuch lighter window con-
struction.

Lven with this new developuent, however, glazed windows
Gid not becowe common in Italy. 7The chlef use of such windows
appears in ecclesiastical bulldings, narticularly those in the
nore nortnern countries of France and ZIngland. 1t is recorded
that £t. Cregory of Tours placed colored windows in the church
of 3t, Martin in that city in the sixth oantury.l Likewise,
bede writes that 1In 88C lienedict Biscop, the Abbot, sent to
Gaul for workers in glase to glaze the windows of the monastery

at ﬁeurmouth.z

These were not stained glass windows, however,
but were merely examples of "plain glazing," that is, glass
leaded together, usually without definite pattern and without
any painted parts,

Tue earliest reference to an actuslly stuined and painted
glass window 1s founéd in the writings of Benigne de D1 jon, monase

tic chroniecler, who recorded that in his monastery was a window

1llustrating the martyrdom of “t. Prascasia, adding that this

” 13aint and Arnold, Itained Glass of the lliddle Ages in
snpland and France, p. 20.

®Ross william Collins, 4 History of l{edievul Civiliza-
tion in Furope (Boston: Ginn and Company, 19406), DpP. 470~
488, Bgs-571.
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window hac¢ been transferred from an older church restored by
Charles the Bald about 820 A. D., shortly «fter the death of
Charlemagne. There is also & reference to & later palinted
window, circa 990, in the monastery at Tegernsee, Bavaria.t
wnether enamel was employed for the peinting in either of these
windows 1s not certain. One writer would infer that the
earliest flgure subjects were nainted in unfired pisment, with
tae painted areas covered by additional pleces of glass for
protection;g this wss such a cumbersome method, and so con=-
plicated the leading of the window, that it led to the use of
enémel for painting, fused to tue glass and thus needing no
nrotection. This was a loglecal step and was suslly accon-
plished by craftsmwen among the monks, who were accustoned to
working with enamel on metal and on glass vessels,

“e know that enamel waus ln general use for painting by
the middle of the eleventh century, for it is found on extant
windows éating from approximately 1065 in the Augsburg Cathe-
dral. ‘his is also true of tne "Ascension" window at le lians,
waich 1s glven the date of 1090.

The first designer in stained glass was the artist monk;
this might be expected since the monastery was almost the only
place curing the ninth and tenth centuries which offered suffi-

clent stability to permit the practice and development of any

1;1fred Werck, Stuined Glass, p. 57.

2

_ aryl Coleman, "Stained Glass,” Cathollc Engyclopedis,
A1V, 241,
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art. Formulas for the muking of glass as well as other tech-
nical information had been cherished in the monasterles durling
the confusion of the barbarien invasions; this information was
put to use by monks who, in the making of stained glass windows,
followed the Benedictine r=commendation thet they devote them-
selves to the practice of the arts. Those nonks who had been
the illuminators of manuscripts made the first drawings for
the windows; a series of such drawings, the Cuthlac Roll, is

preserved even now in the British Museum.l

The windows were
provably executed and designed by the iionks, although this is
ndt certailn, as there nmay have vesen lay brothers to perform the
manual lator. However, ussociatlion of lay members with the
nonastery was a feature neculiar to the Clstercisn order, who
did not follow the craft of stained glass.z From this it is
assumed that the monk was both artist sand eraftsman, for the
early windows.

The German monk, who called himeelf Theophilus, gives
us information concerning surly techniocsl methods. In thne
manuscript, "Schedula diversurum antlum,” which was written
soretime near the close of the eleventh century, he gives spe-

cific directions concerning preparation of brushes, makine of

¢lass, tending the kiln, casting of lead-cames, soldering, ete,d

lvgtained Glass,™ Encyclopaedia Britannios, XXI, 291.

®Ross Williaw Collins, A History of lledieval Civiliza-
tion in Zurope, p. 485.

S:1fred werck, Stailned Glass, p. 69.
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Kecipes were known for the production of different colors of
glags, but the production of any glven color was difficult
since the hue was greatly influenced by the degree of heat of
the furnace, a faoctor hard to regulate. Yellow was one of the
most difficult of colors, and largely sccured by chance, for,
Theopiailus, in speakling of colorless glass, remarks:
If you notice a pot of melted glass turning

yellow, let it boil for three hours anéd you will

have a clear yellow. If you wish, let it boil for

six hours and you will have a red yellow. If you

notice, however, that & pot is turning reddish, so

that it resembles flesn, take from 1t and use it

for flesh color. Zoll the rest for two hours and

you will have a bright purple, anéd another three
hours, a real red purple.

Blue was produced by adding oxide of cobalt und copper, violet
oy use of unpurifled ore of manganese.a Red could have been
procduced by copper in & state of colloidal suspension or by
8°1d-3 The very uncertuinty in the production of color meant
that the oruftsmian wag supplied with a wide and varied
palette.

Iin the actual process of building the window, the car-
toon, vccording to Theonhilus, wes drawn on one end of a white-

washed boerd, the vecant end of which was used for laying out

liifred Werck, Gtained Gless, v. 75.

2ibid,, p. 24.

SE. Y. Twining, The art and Craft of Ctalned Class
(London: Sir Isaae Pitman &nd Sons, LtG., 1928), De B
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glass and the general business of glazing. Class was roughly
snaped to fit the cartoon by means of a hot iron; edges were

hen trimmed somewhat rore accurately by means of a "grozing"
iron,wnich was merely a piece of iron with a notch in one end
siidilar to the notches appearing on a present céay glass-cutting
tool. Details of drawing were then painted with the enamel
nentlioned above, the glass fired, refired if necessary, and
finally the various pieces jolned by means of H-shaped leads.
Churles Connick points out that Theophilus makes no mention of
any type of easel arrangement wnereby the craftsman might study
tae effect of lignt tarough the various colors of glass which

he nad chosen to use together.l iir. Connick sugegests that per-
naps the worker in glass used the cathedral 1itself as uis

studio and experiment station. However, even though this is
provably true, without large pileces of glass sgainst which to
fasten the smaller colored pleces, the effect of light through
tne »nieces selected could not be studied until after they hsad
veen leaded together. If at this point the craftsmen wished to
chinge certain colors, it would ve difficult indeed for it
would mean tearing into part of the lead work as well as shaping
of new glass to fit the place of that discarded—no mean task in
view of the inaccurate glass-cutting nethods. It would seem
then that any experiments winich the craftsmen may have found nec-

essary to make must have been vacked by a thorough knowledge of

loharles 7. Connick, Adventures in Light and Color (WNew
York: kandom House, 1937), p. 406.
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the qualities of glass available and of its sctlion in light.
That twelfth century understanding of the sction of
various colors in light was sufficlently keen to have evolved
into a falrly definite theory, is an idea oresented by the
French srohitect and restorer, Viollet-le-luc, in his discussion

of stained glass as nresented Iln the lictlonnnire Huisonne de

1'irchitecture, 1876.1 By studying sné analyzing early winéows,

Viollet-le~luc found that certain Lasic principles seem to have
been widely followed. All of these, he says, are based unon
the fact that different colors of gless have different radiat-
ing gualities. Certain blues, for example, spread the light
rays to such sun extent that they appear to cast a bluish film

e

over surrounding areas, Yed, on the other hand, converges the
rays so thet at a distance the color appears more intense but
sialler in ares; this is true, hovever, only of a stresky red,
“or an even red loses almost all color at & distance, beoon
ing, according to Viollet-le~luec, 2 1livid brown. VYellow neither
spreads nor converges the light rays, remalning of about the
sume comparative area and intensity at a distance, Hadilation

of secondary colors varies witn the proportions of the primary

colors present in them, approaching the characteristics of the

lviollet-le-Duc (1814-1879) was a contemporary of
Chevreul (1786-1889), the French chemist who experimented with
light and color. Le-Luc refers to "studies reocently nade on
light" in the erticle "Vitrail, a Treatise on the Theory and
Practice of Ztained Glass Window lesign in Trance during the
«ilddle Ages," translated by lelcester I, Holland from the
Dictionnaire halsonne de l'Arcnitecture Francaise and reprinted

In Stained Glass bulletin, April, 19sl-august, 1932.
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dominant primary as set forth above,

Viollet-le~Duc finds that the twelfth century craftsman,
tarougn his observation of gualities inhsrent in glass, developed
certain traditlons whioh were aslmost Invapriably followed in early
work. ¥For example, to keep blue grounds from radiating beyond
thaeir own perimeters, & red fillet was first placed around the
ground, then & white ome., The white, hauving a rediation almost
equal that of the blue, kept the red from being turned violet
by the blue and thus appeared to limit the extent of the bvlue.
Whiite and yellow were used to frame in and to give sharp bounéd-
afias to the principal divisions of & window, and espscially
for narrow borders around tne whole to separate the glass
panels frox the wall surfaces or wmulllons of mesonry. Backe-
ground areas are ordinarily of either blue or red, the only
colors which, sccording to lLe-Luc, can be used without painting
4nd not appear eumpty; yellow is too brillisnt for this use, and
seconcéary colors, without painting, ¢o not make themsalves felt.
furthermore, the blue, especislly that called "limpld” blue,
has such powerful radiation that it would have caused painted
lines to almost ¢isappear so was never used for draperies or
other nalnted parts; however, & lighter blue was frequently
used in this respect. Psinting on blue, white, and yellow is
larger end firmer than on red, yet no matter how heavy the net
work of shading, bits of pure color are allowed to plerce
through, for painting which completely covers & colored glass

#ives at a distance sn opaque tone whioch does not neartake of
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tiae real color of the gless. TFor inseriptions appearing on
£lass, vluck letters on a light ground are rarely used, for at
& Cistance the letters would bve swellowed up by the encroach-
ing raclation of the light; accordéingly, the letters are
seratched out light against dark palnted grounds, & combination
whlch can be read at s falirly great distance., According to
le=-Due, in the early period treatment of cach pert of the win-
dow was gulded by the radiating qualities of the various colors
of glasso employed.

because of both the technical achievements and the
sp;ritual content of early windows, one historian characterizes
the period of the eleventh, twelfth, and thirteenth centuries
ag an "Age of Heason."l He points out that these achievements
in Cothic art are paralleled by St. Thonmeg Aquinas' achleve-
ment in medleval philosophy with hils attempt to reconcille
¢ivine revelation with reason-"an extraordinarily intellec-

tual effort.”a

"o further clarify this similarity he points
out that achievements in Gothic art are the result of reconcil-
ing "two distinct tendenciss-——toward abstraction and toward

nasturalism. . . . . Gothlo art is definite Iin form; mystioal,

l‘Ierbert Read, "3talned Cless,™ Lnecyclopuedia Britannica,
XLI, 291-2687. (Mr. ead is Assistant Keepar at the victoria
and Albert liuseum, London.)

25 ¥, Colton, "Heview of inglish ! »tained Glass by H.

Read," Architectural Recoxd, iiarch, 1938, D.
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spiritual, or symbollc in meaning; and it hes a powerful in-

tellectusl content,wl
The windows produced by the Cothlc craftsmen are dis-

cussed in the followlng chapter.

o 1. W, Colton, "Heview of Lngllsh Stained Gluss by H,.
read,” Lrohitectursl kecord, isrch, 1548, pP. 280.




CHAPTER II
STYLE OF THE ELEVENTH, TWEL¥TH, AMND THIRTEENTH CENTURIES

The window most generally referred to as the oldest
extant stalned glass window is the "Ascension™ window (Plate I)
at Le Mans,l the probable date of whioh 1s given as 1080; how-
ever, by several authorities.z it 1s olalmed that certain fig-
ures of prophets in the south clerestory of iAugsburg Cathedral
(Plate I1) are of an older date, girca 1065. Both of these
are built of surprisingly large pleces of glass and are
treated in a simple and dignified way. The window at Le !'ans
shdws the twelve Apostles and the Virgin looking upward, while
the filgure of the uscending Christ has either been left to the
lwaginatlon, or, more likely, was destroyed during one of the
two Tfires which devastated the church in 1154 and in 1136.3
The figures in white and colored draperies appear agalnst a

ground of plain color in alternate panels of red anéd blue. The

wiiole is treated as definitely flat pattern and, according to

lReferencea made by Sidney ¥, Tden, iZncilent Stelined
and Painted Glass (Cambridge: The University Yress, 1%s0),
Pe 45; Cuaurles :itencock Sherrill, Stalned Class Tours in
France (New York: J. Lane Company, 1908), p. 24.

dalrred Werock, Stained (Glass, p. ¢1; Franz L, Muller,
"World's Cldest Stuined Olass Vindows," 4rt snd Archaeology,
January, 1929, p. 44; Herbert kead, "Stalned Glass,” Ln-
8yclopaedia britannica, l4th ed., XXI, R91.

étden, Ancient Stalned and Puinted Glass, p. 44.
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srnolat and Eden.z Byzantine traditions are followed more
closely in the drawing of figures and drapery than in any sub-
sequent work. As Arnold points out, the sapproach followed in
the bullding of these two eleventh century winéows is precisely
that which prevalled for nearly three hundred years., That s,
in so far as possible, the effect desired was ovbtained in the
cutting and leading of the glass, with the leads defining the
oouncaries of forms rather than cutting through hephazardly.
Letalls of drawing, such ag features and drapsries, were
painted in with strong sweeplng lines of enanel.

411 windows, before the appearance of stone tracery,
consist of separate leaded panels inserted into & msssive
wetal framework. /At first this framework was formed of only
uoright and horizontal bars of a T-shaped section, the head
of thne "T" belng outward, with the glass held in place by
ligit iron bars thrust through steples on the inner rib.

Yince the frameworkx was gulte neavy 1t could not be dis-
regarded in the design of the window; consequently, in figure-
sub jects, craftsuen treated it in one of two ways: either the
figures were made large enough to be lndependent of the frame-
work, or else they were made small enough to fit into one
opening of the framework as at Le ians. Jometimes the bars

were manipulated so as to fit the deslgn but more usually the

1:rnold ané Lawrence, Stained Class of the lliddle iges
in England and France, p. 27.

axden, inclent Stained gnd Painted Glass, p. 45.
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sub ject was fitted to the regularly spaced b&rs.l

Looording to Herbert head, most of the early windows
were of the single figure, monumental type.a About the middle
of the twelfth century, however, the potentialities of the win-
éow as a didactic instrument came to be strongly felt.o Sculp=-
ture played this role also, but it couléd not rival the subtle-
ties of a highly detailed window. Feeling the necescslity, then,
of telling a story in each window, the craftsman vegen to divide
tie window into a series of medallions into each of which he
might place one incident of his narrative. In the first
nedallion windows, the iron framework became a seriegs of
regular squares, each of which alternately was filled with =
sqguare and a circular figure subject; spaces between the
inedallions were Tilled with a leafy scroll work. Turing the
first part of the thirteenth contury, the iron work itself vwas
bent into slaborate armatures showing skillful interplzy of
circles, squares, lozenges, and quatrefolls, into which areas
the mecallions were fitted. By the seconé half of the century,
tuere was & return to tne straight frauework, partly fronm
motives of economy, aud »nartly tecause stone tracery had by

this time evolved into such elaborate patterns that there was

lirnold and Saint, Stained Gluss of the liddle Ages in
kngland and France, p. 36.

€n3teined Glass,” Encyclopaedis Eritannica, l4th ed.,
LXI, 2ge.

\ Si. W. Colton, "keview of English Stained Glass by H.
Read," Arcnitectural Kecord, March, 1928, D. 28B6.
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less need of u nassive supporting framework of metal; howsver,
the medallions in their shapes still showsed the influence of
the elaborate lattices, although they were no longer outllined
by the iron-work.l The development of stone tracery is pre-
sented in a later paragraph. YFor diasgrams indicating succes-
sive changes in both iron-work and stone tracery, see Plats III.

A the narrative troetmeut of subjlects onused the windows
to ve executed in greater detail, 1t became necessary to use
sraller and smaller pieces of glags. In the twelfth century
window from the north cholr aisle of Canterbury over fifty
piebee of plass form the figures of Monh and the Are in an
area of less than one sguare foot. In general, during this
time, pleces vary in size from those of less than an inch in
length to pleces almost as large as the palm of the hand. The
use of such small areas of color resulted in 2 Jjewel-like glow
wiloh reached its olimax irn the esrly thirteenth centur:,

As hes been mentloned, the earliest extant windows
olosely followed Byzantine traditione of drawing. According
to Viollet-le-liuo, & breakinz away from the Byzantine was in-
evituble when tie art of stezined glass was taken up by the

2

secular gscnools. That the first important seculer school of

stained gluss workers arose during the first half of the twelfth

| lirnoid ané S=int, Stalned Glass of the liddle iges in

zogland and “rance, p. S7.

Sviollst-le-Due, "Vitrall," Stained Glass Bulletin,
XIVI, 386.
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century and is responsible for the twelfth and early thirteenth
century windows of Chartres, 5t., Lenils, Canterbury, and Cens,
is a theory supported by Hugh Arnolé.t e points out that the
windows of tue churches named bear such close ressemblance to
gaci other that there is little doubt of their cormmon origin.
s these windows cover a period of approximately secventy years,
all were protably executed by a group of men working together
under a nmaster who had been trained by nls predecessor and who
ir turn was succeedsd by the most able of the group under hin.
Lvidently they settled in whatever city their work happened to
oe for the time being, remained until the work vams finished,
and then moved on to the next unéertaking. The first impor-
tent extant work of this school conslists of windows glazed ant
Chartres for the western facade and at ©t, lenis between 1145
and 1155. FPragments in York Minster may Indlcate the scene of
their next work, then the earliest windows in Canterbury, and
four windows at Sens. Then the group was culled back to
Chnartres wnere & fire in 1194 had destroyed all save the west
windows.,

The three western windows of Chartres which eggaped
testruction were those mentioned above zg having been glazed
during the middle of the twelfth century; they are the larpest
ané nost perfect windows of that century whieh remsin today,

They are typlozl of the psriod with regard to their subject

l:tained Glass of the liiddle iges in Englend and
France, p. 44.
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matier which was selected with but a single purpose-——to set
forth Christlian dogtrine. Two windows, of which the largest
is ten feet wide snd thirty feet high, depict scenes from the
life of Christ, while the third i s ™'ree of Jesse,” {(Plate
iV, Figure 1) setting forth the humsn descent of Christ, an
essentisl feature to the medieval mind. In drawing they sive
only the beginning of the change from the Byzantline which wns
to be accomplished by later members of the same group of
oraftsmen., There is here still a restraining dignity and a
monumental character lacking to later work.

The remaining Churtres windows are of the thirteenth
century apnd later, with the sexception of the central portion
of the window known as "La Belle Verriere" (Plate VI) whioh is
twelfth century work hastily rescued from the conflagration of
1164, These later windows offer interesting contrasts to the
garlier work and reveal olearly the developments which had
taken nluce during the half century, 1150-1200. Cestures have
lost thelr archaic turn.l figures are less tall, and dranery is
no longer stralght and severs but agltated and rlowing.g There
is the first echo of the return to observation of nature. A
more outstanding change, however, is in the new attitude of the

artist toward subject matter. Tue twelfth century windows are

lViollet-le-Duo. "Yitrall,” Stained Class Bulletin,
LXVI, 386,

2:rnold and Saint, Stained Glass of the lildéle /Ages in

ingland anéd France, p. 69.




19

impersonal and didactie in nature; no human agency, nothing of
gonteuporary life is preseut.l The thirteenth century windows,
howsver, reflect the very splrit which mede the rebullding of
the cathedral possible, and in them can be read the enthusiasm
and devotlon of nobles, merchants, craftsmen, and peasants,
The craftsmun seems to feel less awe of the dilvine in selecting
his subject; in addition to setting forth the Christiasn doo-
trines, he must expreas the pert that the community has played
in the reconstruction of the chureh., For the first time does
the craftsman feel the munificence of the donors to such an ex-
tent that he must glve account of them in the glaas.z The only
reference found of the portrayal of the donor in glass previous
to this 18 of the twelfth century windows at Zt. Zenls where
two flgures of Abbe Suger appear, both guite smell and unassun-
Ing-~one prostrate at the Virgin's feet, the other holding the
model of & Jesse window,® However, among the thlrteenth century
windows of Chartres, few are without references to the donor.

Forty~seven windows bear medallions showing them to
have Deen given by the Guilds of Chartres—'ine-merchants,

Snoemakers, Water-carriers, Groocers, Duokers, Pastry Cooks,

lHenry Adams, Mont St. lMichel ané Chartres (Boston:
Hougnton ifflin Company, 1983), Pe. lob.

Z5aint and Arnold, Jtained Class of the iiiddle iges in
Angland and France, p. 98.

3Artnur de Bles, "Pictorial Element in Stained Glass,"

Art and Archaeology, November, 1925, p. 2863.
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lurners, “eavers, Curriers, lioney-chungers, lrapers, Butchers,
Dankers, Teamsters, etc., Each Guild is identified, not by
portraits as In the caze of ,bbe Suger, but by litile flgures
engaged In the activities typloul of the particular Culild. The
Guild medasllions are not pretentious, but neither are ithey un-
assuning; the mlddle clesses here represented were well or-
ganized, comparatively wealthy, and proué of the services they
performed for the oommunity. 4As Cherrill saptly comuents, since
the cathedral was the work of society, the occupations of the
soclal groups are "in place because they are of the place."l
If Chartres is the work of the middle classes it is slso the
work of uishops, nobles, and kingeg, and they too are nresent.
dany of the novle donors are ropresented by portralts of thenm-
selves either kuneeling at ihe foot of the window, or else armed
and on norseback ag are those in the rose lights of the tracery
in the choir clerestory. However, the technique cf glacs
palnting at that time made it almost ilwmpossible to secure a
faltliful likeness; accordingly the individual was further identi-
fied Ly inclusion of his coat of T

This portrayal of the donor is not the only change in
sub ject matter to bve found in the thirteenth century; there is

& corresponding chsnge in the main themes chosen. o longer are

sub Jects strictly biblical, but sainte, prophets, and nmartyrs

lotuined Glass Tours in france, p. 70.

g

end, "Stalned Class," Encyclopasedia Iritannica, XXI,

294,
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of all ages and all countries appear. 7he story of a local
saint, Lublin, Dishop of Chartres, appears next to that of
Moah, while the legend of 3t. bustace is pluced next the story
of Joseph, Even Charlemagne (Plate IV, Figure Z2) and the
legendary holand form the theme of the window given by the
Fur lerchents,t Iz the religious themes elexents of humor
appear egpecially In deteils such as the droll 1ittle devils
wilch harress the Prodigal Son or in the gayly colored pigs
which he Tfeeds. Rosgsiter Howard, Educational [irector of the
Tennsylvania irt Kuseum, even refers to certain portions of
windows as "the comic strip of tite times," and as an outstand-
ing example he gives the "monkey funeral” from & York Minster

window.a

Thne same changes of attitude which have been traced at
caartres as opening the thlrteenth century became prevalent
wiaerever the mailnctream of Gothlic flowed. As fead points out,
distincetions of nationaliiy can scarcely at this time be nmade

with regard to stained glass.3

48 has been inferred a single
vand of craftsmen operating at Chartres, Canterbury, Sens,
ete,, may even have been responsivle for nearly all the stuined

glass produced in Lkngland and in Franoe during the twelfth and

. dams, Hont St. Michel and Chartres, p. 168.

BQuoted in editorial, Stalned Class Bulletin, April,
1031, p. 131.

Snstained Glass," fneyclopaedia Britannica, X{I, 2904.




22

early thirteenth centuries, After this time, however, the in-
creased cdemand for glazing ocauses certain far reaching changes.

About the year 1200 had begun the gradusl evolution of
window tracery. TFilrst, two lancets had teen grouped under a
rose light above; gracdually each lancet was divided again into
a palr of lights and a rose, the spandrils were plerced, and
vefore the end of the century windows were divided by slender
mullions into a row of narrow lancets above which wms an
glavtorate nmass of troacery contalning roses, quatrefolls,
trefolls, and sualler openings of all shapes und sizes (Plate
IIi).l The stone mullions broke up the large flelds of glzss,
Laxing the iron lattice no longer needed; all that was necesw-
sary now Tor tha support of the gluass was a series of horiczon-
tul bars connecting the mullions. This made 1t possible for
windows to Le constructed as largs as desired. ith this de-
valopment, the Gothle bullder congseived ithe idea of converting
the cathedral lnto & structure of translucent glass wersly
supported und held together Ly & stone framework.s

A a result, the areas to ve glazed became 80 extoensive
that the glass craftsman found himsell faced with an enormous
demand., Decause of this demand o great many bands of crafig-

wen arose, all derliving from the school of Chartres, St, Tenis,

,. lirnold and saint, Stained Glass of the :iiddle iges in
sngland and France, p. 129.

e . .
Arthur Kingsley Porter, sedleval Architecture (MNew
Haven: vYale University Press, 1%1%), 1i, 267.
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and Canterbury.l s#ethods of produotion had to Le speeded up
as well as made more economica)l when possible, “coordingly,
the twelfth century method of applying enansl in darks and
ualf-tones with two separate firings wus abandoned for a more
slmple painting requiring but a single rlring.a Crounds of
"uosaic diaper,” wihleh could be produced by en sapprentice in
great volume ané kept in stook, soon supercedsed ths elaborate
grounds of scroll work, Leading of this perlod 1s often clumsy
and shows signs of haste; bent iron work ils altogether abandoned.

slthough the window areas nad now become nroportionztely
much laprger, nevertheless, the colors and the lzrge amount of
loading rendered interiors very dark; espacially was this
notlceable in Sngland wherea the sunllight was not brillient.
The first attesupts to introducs more light appear in the
clersstory windows; by using single flgures of great size to
£ill each window, larger pleces of glase could be useé with a
conseguont redustion in the amount of leading needed as well as
in the areas covered by deta11.3 Thue o brighter light was
ssoured from above to oompensate for the dim lisht of the lower
windows. In many instancea, however, the mnonks found even this

light insufficient, particularly in the choir, and removed

lirnold and Salnt, Stuined Glass of tue :lddle Ages in
sngland and france, p. 1lll.

3V10113t-le-bu0, "Vitrall," Stulned Glass Hulletin,
4XVI, 386.

3&den, ancient Ztalned and r‘uinted Glass, p. 563
Sherrill, Stained Clags lours in Frence, DP. oo.
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colored panels for whioh they substituted white glass; often
only 8sc much steined glass was removed as to leave a large
wiiite crosg upon the window.l The worker in glass, then, to
prevent such treatment of hls windows, had to develop & type
of window wanlenh would solve the problem of lighting. The
result was the window deseribed by tihe term "grisaille®
(literally, "gray stuff”) in which the bulk of the glass is
wnite.

The Uistercians, who in 1134 had adopted & rule pro-
nioiting use of color in thelir mnnusterles,z had already
gnown what could ve done with patterns of white glass and lesad
alone (Plate VII, Figure 1). It was an obvious step then for
the craftsmaen to ceombine color with large areas of white.
Arnold points out that the earliest gricsille seemns to have
besn concelived s & wihilte pattern on a ¢olored ground with the
nattern, as 1t were, almost entirely hiding the ground; later

this conception 1s reversed.3

In one type of griassille narrow
"strups" of white glesgs seem to interlace, while in others the
leads form a flat geometrical pattern. 7he painted parts con-
slst of delicate line work forming cdesigns of follage; fre-

quently purts are covered wita fine cross-hatching glving at

1Eden, ~noient Stained and Painted Class, p. 35.

Zirnold and Saint, Stained Glass of the [liddle Ages in
nelané end france, p. 117.

é%arck, Stulned Glass, p. %4.
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& dlstance a pearly gray sgainst whieh the scroll work stands
out in waite.} Ilotlves of economy led the craftsman in soume
instances to P11l large areas of grisallle windows wita
salnted “quarries™ or small dlamond shaped panes wulch could

be guickly turned out in great numbers.a

Toward the end of
the thirteentih csutury tuaere 1ls occaslonally foundé the con-
bination of oolored figures with a ground of grisaille (Plate
¥II, Figure 3); tbis 1s not fully developed, however, until
tae fourteenth csntury.

It can ve seen from the sauove that there is a broad
unity characterlistlic of stained glass of the eleventh, twelflth,
and thirteentn csniuries. ‘nere ars, it is trus, distlinctioans
veatwesn the siyles of the thres centurles; the eleventih century
belng marked Ly use of large plecss of glass and strongly
Byzantine drawing; the twelfih Ly smmaller pleces of glass, Ly

ne initial breaking away from the Byzantine, as viell s by
inpersonal treatment of subject matter; and the thirteenth by
tie introduction of tue parsonal element in subject matier,
by the growing effort to secure more light, and by certuin
tecnniocal innovations due to the inecreased deuwand for glazing.

48 8 whole, nowever, the three centurles are euslly oclassified

lhrnold and Saint, Stalned Class of the 1iiddle Lges 1n
ingland anéd France, p. 117.

1v1d., p. 120.
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tegetner us the "Flrst Verlod" in tae development of stained

1 arked vy rleh and Jewelelike color, and by flat

gluss.
trextiuent of pattern growlng out of famlliarity with Lyzantine
traditions, tals period is felt by mﬁnyz to exhibit not only
creat syumpatlly and understandlang of themes portruyed but also
tae wost perfect understanding of the limitations of the

icaterials.

‘ lirnold and Saint, Ztalned Glass of the liddle fLges in
snglend and Srance, p. ol.

20pinions expressed by Arnold and Saint, Ctalned Class
of the Middle Age in Lnzland and France, p. 40; viollet-le-
;uo, "witrall, ‘""‘”" ass pulletin, XiVI, 147, 154, 190;
Connick, .GVentures In light and Color, »p. 35, 4l; R. A.
Cram, "2tzined Olass,” APt and Lecoration, Fabruary, 1924,
p' llo




CHAPTER III
TRADEITIONAL STYLE OF THE FOURTEENTH AND FIFTEENTH CENTURIES

Fourteenth century stained glass 1s marked by a definlte
breaking away from ideals which had motivated earlier work.
Various causes brought about far-reaching changes which affected
traditions of siyle as well as of technique.

To begin with, there was a definite change in the atti-
tude of soclety. The religlous enthusiasm which had reached a
climax in the thirteenth century was overshadowed in the four-
teenth century by the movement toward humanism begun in the

previous century with St. Francis of Aaaiai.l

People no longer
felt 1life to be mere preparation for the life to come, but
began to look about taem, to find an interest in nature, and
in men himself. Never sagain did a whole ocommunity enthusiacs-
tically neglect personal affalrs in order to build and deco-
rate a great place of worship.z ¥ot only was the layman un-
interested, but the olergy was becoming apathetlic,

No longer did the oraftsman fesl zest for telling a
story in order to teach a Christien principle sinee he would

have only an indifferent audience; consequently, narrative

sub jects are much more rare. Instead, there 1s an endless

1Head, "Stained CGlass," Encoyclopsedia BEritannica, l4th
ed., XXI, R93.

Zirnold and saint, Stalned Glass of the iiddle Ages in

wogland and France, p. 126,
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train of large single figures of saints. Since he had now be-
core interested in the world about him, the craftsman looked to
nature for plant forms to use in ornament .1 flong with the
artists in other media, he abandoned the more or less fixed
types of early Gothic art for the living models before him.3
The late thirteenth century artist hed already mnde an effort
to capture sometning of vigorous and naturalistic movement and
in that effort had neglected grace of gesture. The fourteenth
century designer, then, in an attempt to secure grace adopted
an S-like pose for figures, and although he made a direct study
of actual drapery, he exaggerated long and sweepling folds.”
Figures now appeared in contemporary costumes in contrast to
the twelfth and thirteenth century garments which had been of
classiocal derivation except when ecclesiastical or military.4
The dress of saints was still depicted, however, in ldeallzed
form.”

with religion no longer nis ochief Interest, the artist

vecame absorbed in practiocsl and in technical problems. The

lirnold and Suint, Stained Glass of the iiiddle siges in
England and France, p. 127.

2Read, nstained Glass,™ :noyclopaedis Britasmnica, l4th
ed., XXVI, 203.

Sarnold and Saint, Stalped Glass of the lilddle iges in
sngland and France, p. 149,

4Read, nStained Glass,” p. 293,

5Arnold and Saint, Stalpned Glass

f the liddle Apes in
ingland and France, p. 143.

R
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problem of lighting, which had been at least partly solved in
the preceding century, was constantly in his mind. is & result,
fourteenth century windows, partioularly in France, reveal an
abrupt change from the rich thirteenth century color to what one
writer refers to as "the ecarly fourteenth century glare."l That
tals shift 1s not so abrupt in IZngland is due to the fact that
from the beginning the Xnglish glazier had strugeled with the
problem of light, since he lived in & country of little sunshine;
consequently he had not allowed his enthusiasm for color to per-
mit nim to exclude light to the extent that French glezing of the
first period did. The English had maintained a certain talance
of light as compared to the French lack of illumination which
was responsible for the new emnhasis on light at any cost.2

In addition to desire for 1light, the fact that windows
were growing ever wider and higher mede thne artist feel that
hls glazing must not be too heavy for the wide expunse to be
f11led.% 7Thus the fourteenth century came to be mirked by the
full exploitetion of white glass; nearly every window of any
size contained a large proportion of grisaille., /it first fig-
ure work ané grisaille were combined in such a way as to give

vertical bands of alternate white and c¢olor; however, the later

lsnerrill, Steined Glass Tours in inglerd, p. 68.

zlbid., p. 69,

3Read, "~“talned Glass,” Encyclovaedis Britannica, 1l4th
ed., XXI, 293.
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anéd more ususl method was for the colored parts to form one
or wore horizontal bands across all of the lower lights of
the window.l

One of the most 1lmportant technicsl advances 2t this
time was tae discovery of silver stain. Probably bty scceldent
it was found that elther oxlde or chloride of silver might be
applied to g#lass and would produce when fired s yellow varying
Trom a light lemon to s deep orange, depending upon the amount
used snd upon the comnposition of the glass. QCne story would
ascribe thils discovery to Elessed James of Ulm, a lominican
brother who later became the patron salnt of stained glass
workers. However, one of the first appearances of silver
staln is to be found in York iiinster in windows dated approxi-
mately 1508, more than 100 years before the birth of James of
Ulm.2 Exactly when and where it wes discovered, ls unknown.
It appears with certainty in Trance by 1310 but may have been
used there at an earlier déate in exunmples no longer sxtant.
its first use was limited to detsils such as hair or corowns,
but rapidly spread untll by the middle of the century it was
freely used in all parts of the window.

Another technical innovation of the fourteenth century

appears in the developments pertaining to "flashed glass."

lirnola and Saint, Stained Glass of the lLilddle iAges in
“ngland and France, p. 133.

2

Stained Glass Bulletin, June, 1932, p. 171.
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Ruby glass had been of this type from almost the beginning;
that 1s, a thin layer of red had been coated on colorless
glass, since red the full thickness of the gloss would have
been too dark to permit passage of sufficlent light to reveal
the color. At this time, however, the craftsman greatly in-
creased the range of hils palette by flashing togetner two hues
wilch when placed in light produced & third. Various reds and
blues comblned to produce a wide range of purples; blues and
yellows gave greens, ete., Nor did the craftsman stop with com-
binations of two ocolors, but in his eagerness for new hues
fused together sometimes five or six layers of different colors.1
This last practice, however, was more widespread during the
fifteenth century than during the fourteenth ocentury.

The craftsman early in the fourteenth century learned
that by grinding away parts of one coat of flashing he could
secure two colors on one plece of glass, depenéing, of course,
upon the hues composing lts layers. This, in combinetion with
silver stain, meant that at least three changes of color could
be secured, if desired, without having leads surrouné each area

of different color.8

This wag the beginning of a new attitude
toward leading-—the artist was no longer forced to draw with

lead, a fact wnich helped create finally an absolute disregard

liden, Anclent Stalned and Puinted Class, p. 95.

2‘.«?erok, Stalned Glass, p. 84.
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of leading in the sixteenth oentury.l

As has been pointed out, these various technical develop-
ments appeared largely becuause the artist had no other absorbing
interests. 7This same want of an unéerlying ané unifylng motive
produced & certain distortion in the artist's outlook.® To this
cause may be partly attributed at least the development of the
canopy to such proportions that it became more important than
the figure under it. The canopy hed originated in the twelfth
century as a simple architectural unit, frequently an arch, used
to indicate an interior soene.3 In the thirteenth century
single figures had canopies similaer in design to the niches on
the outside of the bullding in which sculptured figures were
placed. In the fourteenth century the artist haé become

"eanopy mad" as it were .4

There was perhaps some Jjustification
for use of the tall canopy as a means of elongatling a deslign,
since the hnuman figure waus very short and broad in proportion
to the tall narrow shape of the lights; however, as Arnold says,
the oraftsman "developed it . . . out of all reason, filling it
with fantastic detall--angels looking out of windows, birds

percihing on the pinnmcles, and miniature figures standing like

lirnold and Saint, Stalned Glass of the Middle fges in
ngland ané France, n. 219,

2Ibid., p. 126.

Skead, "Stained Class," Encyclopaedia Britannios, 1l4th
ed., XXI, 263,

4\rnold and Saint, Stained Glass of the Middle iges in
tneglend and France, p. 1l37.
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statues in the niches of it—till it quite reduced the figures

nl At Pirst it was rendered in one

velow 1t to insignificance.
dimension bhut by the beginning of the fifteenth century there
wus a definite use of perspective.a The canopy continued in
use throughout the fifteenth century, becoming ever more in-
volved with gables, mullioned windows, rosettes, crockets, and
pinnaoles.3 It 1s always lergely white or yellow asgalnst a
colored ground, thus fitting sdmirsbly with the designer's pur-
pose of admitting light, which may be one explunation of its
extended use.

lildway in the fourteenth century came two forces which
spelled disorganization for coraftsmen all over Turope-——the
worst plague of history, and the beglnning of the Hundred
Years' VWar. As & result, signs of poverty appeared; among
other evidences of this, zluss had a thinner and less stresky
quality. In additlon there was more ané more dilvergence among
local schools and after the end of the century the styles of

England and France beocacme markedly different.?

Luring the first helf of the fifteenth century, Faglish

lirnold and Saint, Stained Glass of the lilddle Ages in
ingland and France, p. 138.

aﬁead, "Stained Glass,™ Encyclopaedia Erlitannice, 1l4th
ed., XL{I, 293.

Sviollet-le-Due, "Vitrail," Stained Glass Bulletin,
iXVI, 84.

¢.rnold and Saint, Stained Glass of the iiiddle Ages in
ingland and France, p. 215.
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glass was, according to some authcrities.lat ite height., At
this szme time in France, where war had lald waste the country,
very little glass was being prouced; when the art was finally
revived in the sixteenth century, it was with very different
idesls. In England, the fifteenth century is lergely the con-
tinuction and elasboration of the fourteenth century style.
Matural plant forms were ebandoned in ornament, however, and
were replaced by stylized diupers and by the "geaweed puttern,”
& rather shapelessly indented leaf palnted usuzlly on & blue or
ruby gless in great guantities so ag to be on hand when needed.a
More than ever 1s white used in both figures and canoples, mak-
ing unnecessary the fourteenth century divislon of the window
into panels of alternate grisaille and color, In addition
pieces of glass used were graduaslly made larger anéd larger until
by the end of the century the Jjewel-like gquallty of early glass
was entirely gone.3 Also, the attempt of the glass palnter to
secure the effeats of modelling by his trsatment of forms can
ve traced., Hy the veglnning of the sixteenth century “ngland
wag experiencing an influx of artists from the Contlnent where

new ideals had grown up.

lr. . Y - » [ 3%
Arnold ané Saint, Stalned Glass of the lMiddle ‘ges in
Englanc and France, D. ais; Sherrill, Gtalned Glass lours in

Eugland,” p. 140.

ziead, "Stained Glass,™ Enoyclopaedia Britannisa, l4th
ed., AXI, 293.

. S.irnold and Saint, Stained Glass of the Llddle Ages in
Lngland and France, p. 2ig.




CHAPTER IV
THE PICTOKIAL IDEAL FROM THE SIXTEENTH TO NINETEINTH CENTURY
%ith the henalissance, and shifting of the
dozilnant emphasie of artistic effort from architec-
ture to painting, the gless-painter founé hiuself
in a dilemmsa. He had to adapt his art to the new
conditions, or suffer from the genersl neglect of
arte subordinate to architecture. He attempted to
save himsilf by adopting the aesthetlcs of painting.

Thus it is that we find steined glauss after the fifteenth
century exhiviting ideals entirely at varience with those of
preceding periods. True, there had been hints in the fifteenth
century of the developmentis to come, for there had been defi-
nite use of perspective as well as attempts st modeling. Also,
classical detalls indicative of the infiltration of Henaissance
ldeas had begun to eppear in architectural ocsnoples. ¥Finally,
as Las been pointed out, the craftsmsn had begur to ilgnors lead
lines and to depend more upon cCevices such as silver stain,
abrasion of flashed gluseg, and paint; in other words, the
eraftsmun had already given evidences of becoming less in-
terested in glass ltself than in what he put on tae glass.

The sixteenth century brought two forces to bear upon
the stalned-glass worker which mede it inevitable that he should

follow the pioctorial ideal—the lnventlon of colored enamels for

gluss, and the influence of Itallan Yenalssance painting.

lRead, "Stained CGlaas,” Eneyclopaecia Britannica, 1l4th
ed, XXI, 295.

ob
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The opening of the century saw the Italian oumpaigns of
Louis XI1 and of Francis I; French soldiers on returning home
naturally brought Italian ideas, while ¥rancls I actually in-
duced Itallun artists to come to France and execute commissions
for him. Architecture was the flrst art to reflect the Itullan
t&ste;l ant the stalined glass ceraftsmen, in searching for a style
of glazing which he felt suitable for Renalspgance buildings,
turned for ilnspiration to the Iltalian Renaissance school of
painting.

As long, however, as he worked with lead, pot-metul, yel-
low stain, and brown enamel only, he could not produce the results
for which he was striving. lLildway in the sgixteenth ¢=ntury his
problem was solved by the coming into gensral use of enumal

colors for glass.2

This freed him from the limitations of pot-

metal; no longer was it necessary to cut sach color from a sepa-
rate pieoe of glass and laboriously lead the wnole together.

The whole wlndow, if small, might be painted upon a single piece
of white glass., In lurge windows the glass-puinter attempted to
make the leads interfere with the design as little as posesibvle;

consequently, large pleces of glass of shapes varying according
to the painter's convenience were used, or, ln some oases, the

window was made up of large squures of glass of almost uniform

slze.9 Jullions, s well as leads, were lignored, and the whole

lsherrill, Stained Glass Tours in France, p. 198,

25den, Anclent Stained and Painted Glass, p. 135.

®ivid., p. 138.



37
window regarded se one huge canvas., Knowledge of perspective
was put to elaborate use as well as subtle transitions fromn
llght to dark in order to obtain a three dimensionul effect.
(For an example of this type of window see Plate IX.)

Changes in subject matter at this time consist of the
gradual replacemsnt of the canopy by forms derived from clessi-
cal archltecture with distant landscapes seen between the
columns, or else by stretches of sky with painted cloud forms.
another outstanding feature of the century lies in the impor-
tance given to the donor, who usually quite overshadowed the
theme of the wlndow.l

In Switzerland, Holland, and Flanders, enamel painting
of aNdomestie charsoter was developed. Small window penels of
minute detall, but intended for nesrness and intimacy, were pro-
duced, which, according to Kead, represent the only eppropriate
technigue and use of enanel painting.a It was from this school
of enamel painting rather than from the Italian-influenced
French that the new style was introduced into England.s In
England, however, there was little demand for painted glass for
domestic use; nevertheless, the glass painters attempted to

apply this type of glass to the needs of eccleslastical build-

inga, with recults which are termed by Read as "generally

lEden, Apclent Stalned and Painted Class, p. l44.

Znotained Glass,® rneyclopaedia Britannica, l4tih ed.,
LXI, 298,

) Sirnold and Saint, Stalned Glass of the !liddle Ages in
songlend and France, p. 257.
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ludlorous and always inappropriate,”l and by Crem as "pre-

nd

poaterous. As the orowning example of this type of window

voth writers refer to the window designed for New College
Chapel, Oxford, by 31lr Joshua Heynolds, which was actually
gexecuted by a ehnina painter.

Very little painted glass was produced during the seven-
teenth and elighteenth centuries except by isoluted groups or
individuals who aohieved little of significance. Heraldic
glase for secular use was produced regularly, however, through-
out this period in Zngland.

The Gothic revivel in the late eighteenth and sarly
nineteenth centuries caused a reoonstruction of styles and
iwethods of the early Cothic perliod; however, these were soon
reduced to sterile formulas and easlly commercialized., Purtice
ularly in Germany, factories sprang up for the manufacture of
wincdows of "any size, any auoject, and colors to tuste."s
against this situation the Pre-Raphaelites, and especially
william jorris and Purne-sones, made an atiempt to evolve a
style and technique approporiate to thelr own age. Concerning
the style of llorrls, the following has been written:

e « o there wag a certain freshness of sttitude and
a revolt agalnst the dead conventions of the times,

legtainea Glass," hnoyclopuedla bBritannica, l4th ed.,
AXI, 295,

8v5talned Glass: an Art Restored," Arts and Decoration,

AX, 11,

3&9&6, "Stained Glass," p. 3896,
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« o o His selection and disposition of colours 1s
admirable, and he was not afreid of using new
colours to achleve effects unknown to previous
ages. In the use of leads to emphasize design he
is mastarly, and we nust go back to_the l4th
century for an adecquale oomparison.l

Morris and Burne-Jones »roduced windows not only for use in
churches but also for domestioc or seoular use., For the
latter, they confined themselves in subject natter to the
romuntic and literary choices of the Pre-Kaphmelite circle.2
nead aoknowledges that "they made a feeling for design once
again a vitul force in the soolal life of Pngland -~ and,
indeed eventually of I:uropo;"3 yet in & following paragraph
ne says of thelir stained gless that "it lacked the imnediacy
and the reality which we are entitled to expect from any con-

4

temporary expression of ideals."” The bulk of Unglish glass

since the time-of Liorris, until recent years, apparently re-

lapsed into "period work"--mere imitation of past styles.s

lﬁead, "tained Glass,” Encyolopaedla Dritannlos, ldth
ed,, AXI, 2656

21bid., p. 297.
®1vid., p. 296.

%1v1d., p. 297.

S1pid.



CHAPTER V
STAINED OLASS IN AMERICA

The first windows used in America were either imported
or else made by the few craftsmen who haé come, nost of them
from ingland, to establish small shOps.l The first stained
glass craftsman In America of whom there 1s record was Dvert
Duyekingh, who caume to New Amsterdam from Borken in Westphalia,
as carly as 1l640. He glazed windows for the Church at New
Amsterdam, demanding two and one-half beavers in payment for

2

each window,. scecording to Connick, Duyekingh's windows were

prouably sinple patterns of oblongs and diamonds with possible

5 tecordés of

aocents of painted ornement or aeraldic devices,
Duyeckingh's work are scattered as are records of other early
glass crafismen., 7These sarly workers apoarently "econfined them-
selves principally to reproductions of grisallle with an oocca-
sionul figure sowewhat raw in color under a canopy, the whole
wade with an inferior type of glasa, often backed with a ooat-
ing of white to modify its tmnsparenoy."4

Of the imported windows, the largest number were brought

lonarles J. Connick, "Modern Glass—-A Heview,"” Interna-
tional Studlo, IXXX, 46.

) g"motes, Correspondence, and Comments,” Stained Class
sullotin, Novembsr, 1951, p. 401.

3Ccnnick, AGventures In lLight and Color, p. 403,

4Connick, "Modern Glass~-i Review,” p. 46,

40
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from France, Cermany, England, and Belgium.l However, the ime-
ported glase seemed thin and transparent since 1t ha¢ been
designed and assembled by forelgn craftsrmen who haé no knows
ledze of the intense light common to most nerts of America as
coumpured with that of Europe.a

Thus mutters stood until the second half of the nine-
teenth century when, in smerioca, the craft of stained glass
entered upon a period of change and development., John La Farge,
Amgrican painter an¢ designer, who had spent much time in
furope and who greatly admired the windows of Chartres, cdesired
to produce windows ad justed to the brilllent light of this con-
tinent. !e had worked with gless from foreisn markets but
could finé none of as great density as he desired. After almost
abandoning designs for gless, he finally arrived at the ldes
of huving glass made to meet his own specific desires.” with
the aid of a master glass-maker of Philadelphis he worked out
tae following innovations. Varylng degrees of opacity were
produced within a single shset of glass by adding to the molten
#lass a substance similar to porcelain which produced a refruac-

%

tlon of the light and an "opalesocent™ quality. Furtheimore,

lCOnnicx, vilodern Glass=——4i Review," Internationul
otudlio, LaXX, 46.

21vid.

%y, . Wright, "lLetter from Hokomo Opalescent Glass
Company,” Steined Glass Bulletin, July, 1932, p. 219.

4cnurles . Dorr, "Art of Making & Stained Glass %indow
and the “ork of Clara i, Burd,”" Architectural Record, XV, 163.
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variations of color within a single sheet were secured by
wirling together different hues of glass while still in a
molten state. ‘‘hese sheets of pglass st first represented
simple coublnations such &8s red and yellow, blue and yellow,
violet and green, or else were gradations of a single hue;
luter, the combinations grew into "ralnbow splushes."l

La Farge, whose trailning had been that of a painter,
saw his new glass not only as & means of subduing light, but
also as a means of securing plctorlal effects of modelling
through the changes of dark and light in the glass ltself
rataer than tarough palnting on the glass. He arrived at still
anotner method of bullding desired changes of tone through
plating or superimposing one plece of colored glass upon
apotner, a praotice sowetimes carried to the extreme of aix or

elgat layers of glass.a

These new methods, aoccording to
Connlck, led La 7apge "into frank duplicatlons of the effects
he obtalned on canvas, and resulted in transparent plotures
rather than windows a&s architectural units."3 (Cee Plate X,
FPlgure 1.)

The discoveries of La Farge were further developed by

1Cunnlok, Adventures in Light and Color, p. 119.

2Dorr. "srt of lisking & Stalned Glass VWindow," fArchitec-
tural kecord, XIXV, 1l62.

) 3Connick. "Modern Glasg—A Heview," International
Studio, LIXX, 46.
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Louls Tiffany (Plate X, Figure 2) and by others. WNew effects
were secured with glass drawn into fold-like ridges in imite=
tion of érancry.l Ponular derand for "plcture windows® in-
creased untll "art glass" production was wicespread, and inex-
pensive and quick effects were sought for in glass. "Glass
for ground, for foliage, for skies, for the backs of sheep,
for flesh,” was devised "so that inexpensive experiments could
be eliminated and art made safe for moneymukars."z ATt glass
enporiums trought forth the landscape winfow with realistic
leaves anéd shisadows, flowers, rocks, and reflecting pools all
procuced in the manipuluation of molten glasss and coloring

3

matter. Furthermore, well-known paintings by both o0léd mes-

ters anéd contemporary palinters were often reproduced in glass.4
S0 popular was the plotorial window and so great was the de-
nand taat, for a time, America "led the world in reaulistic
plcture window&."s

In contrast to the popular approval of opalescent win-

dows was the dislike msny archltects had for them. Iven those

Ly, m, Thomag, "Coloured Glass TWindows-the Suprermcy
of the llodern School,” Internetional Stiudio, XWIX, 40.

2connick, Adventures in Light and Color, p. 121.

d1ibid., p. 124.

4Cram, "Steined Glass——an irt Restored,™ Arts and
Lecoration, XX, 13.

5Connich, nfo¢ern Glass-—A Heview,”" International
Studlo, LX¥X, 40.
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architects who did not objeot to the interior affect were Alse-
pleased by the outward graye-white appearansce of opalescent
glass.l Hany churches being srected at the tine were mdapted
from the Gothic style and the opalescent window waus “elt to
ve lnoonsistent with the spirit of these buildings. Turther-
more, ilhe opalescent window was frequently so designed that
tragery plannad by the archlitect would huve to be ramoved if
Lha window were to heve a clear Tield for its picture.z The
yrotesting architects turned to Turope for glass, narticularly
to Ingland, where, as a result of the Pre-Ruphuelite movewent,
there had been & return to the Gothlo technique and style.3
Thils cnused at first a great influx of windows from fnzlish
craftsmen, namely, Kemp, Hardman, Powell, Heaton, Iuller and
Payne, Clayton end Eell, snd Christopher ﬁ‘nall;4 however, it
led eventually to the development of different standards for
suerican glassmen,

Partly because the imported windowe reveeled to ‘meri-
ean eraftsmen the inactivity in light of their own semi-

opague windows, and partly because of deslre to nmest the

lConniok, adventures in lLight and Color, p. li4.

. 2Or&m, "Stained Glass-——an Art liestored," irts and
Lecoration, XX, 12,

3Connick, "iodern Glass—i Heview,"” Internstional
~tudio, LXK, 41, 46.

4Cpam, "Stuined Glass—an Art Hestored," p. 12.
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demands of the architect, many American glassmen gradually
followasd the Engllish return to the medieval style and tech-
nique. CJowe craftsmen only partly adopted the new standard,
as in the case of Clara i, Burd, who combined opalescent with
antiqgue slasa.l Others continued in the opalescent style, and
particulaerly did small shops removed from Fastern centers
continue to cater to popular demunds, so that Cram could write
in l¢24:
Pretty gardens of Raster lilies, with birds

and butterfliss floating against cumulous clouds or

forest scenes and sunset effects done in opalescent

glass . . o 8t1l)l hold . . . in Gopher Prairie and

zenith City, but not elsewhere. Instesd you find

only the sound tradition of medieval art but adapted

in muny ways to ohenged sonditions.2

According to both Cram and Connick, Otto Heliniecke, or

fleinigke (1850-~1915), was one of the first to urge a return to
the "ideals, the zpirit and the craft of glassmaking as it was
frou the twelfth to the sixteenth centuries." other glassmen,
wsny of whom are producing windows today and all of whom adapt
both style and technigue from medleval windows are mentioned

in the following paragraphs.
Harry Eldridge Goodhue of Cambridge, brother of the

1Dorr. *"Art of Making a Stained Class “indow,"
Architectural Record, XXV, 1l64.

acram, nctained Class-—an Art Kestored,” Arts and
Lecoration, XX, 15.

Sibid., p. 12.
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architeot, Dertram Goodhue, is referred to as another pioneer
agalnst the pictorial influence.l Henry “ynd Young, who was
born in Scotland, worked for some time in the Goodhue studio;
he later established his own shop in Mew York. lention is
made by Connick of Young's "use of line, color, and especially
of whites, his appreciation of surfaces and tsxtures ané of
the varying, sudbtle qualities of transparency and onacity re-
vealed by light playing through paint and glass together."a
Connick further states that Young "recresated with sensitive-
ness and oharm the forms familiar to students of fifteenth

S Some of his best known windows are

century glass in Englandy
in the following bulldings: &t. Bartholomew's Church, New York
City; Newark Cathedral, Newark, Wew Jersey; Emanuel Church,
lewport, Rhode Island; House of Hope rresbyterian Church, 5t.
Paul, llipnesots. Following his death, Young wag succeeded in
his studio by J. Jordan Guthrie.

william ¥illet of Philadelphia did much to encourage
younger craftsmen in thelr revolt agalnst opalescent glass,4

among these being Connick who worked under him for a short time.®

lconnick, ™iodern Glass—hA Heview," Internctional Studlo,
LXX¥L, 53.

£1bid., p. 52.

SConnick, Adventures in Light and Color, p. 176.

4Conniok:, "lodern Clags--A [eview," p. 53.

Sconnick, adventures in Light and Color, p. 404.
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/.1though he hal been a student of La Farge, Willet "followed
prececents in a manner of his own &nd corbined traditions of
etrly work in France and Tnglané with an exquisite etell in
vainted figures and faces that showed the influence of later

schoels."l

Since his death, his wife, %nne lee ¥illet, and
son, Henry lee ¥Villet, have carried on the style of his work.
Cherles J. Connick was, according to Cram, one of the
first to "take up the reform initiated by Ntto Yelnecke,
. + o Zrilliancy, radiance, the Jewelled gleam of preclous
cews are rather his forte, though his later work has broadened
out into more cof the calmness and serenity of Bources and
Lelans. Perhaps he now and then uses more cocmplicated oolor
sohemes than are absolutely neoesaary."a Hr. Connieck, who has
for soue yeurs been Tresident of the Stained Glass /Association
of imeriea, is generally recognized as tne liean of Amerioan
glassmen., He 1s probably the most widely known of the group

3

of craftsmen who today follow the medieval style. (fee Tlate

1Connick, Adventures in Light and Color, p. 404.

ZCram, rStained Glass--an Art Hestored,"” Arts and
Lecoration, XX, 15. ir, Cram's view concerning color in
stained glass 1s presented in the following quotation from the
sume sourece: "Aafter all, ocoumparatively few are imperative,
with blue, red, tawny and white predominant, the yellows,
greens and purples much subordinated, with graye and half-tones
used not at all.”

3For a list of bulldinge in which Connick windows have
been placed see Connick, icdventures in Light and Color, pp.
S48=-377, T




%I, Figure 1l.)

Xicola D'Ascenzo, who was born in Italy and is now of
“hiladelphia, "has brought to his work in glass a poet's
fancy, & thorough artistic training, an exuberant love for
color and & sturdy sense of form."l Provably his best known
windows are in the Washington llemorial Chapel, Valley Forge,
Pennsylvenia (Plate XI, Figure 2). Cram remarks:

There is a certain kinship between his Valley
Forge glass and that of the chevet chapels at Amiens,
though the tone is deeper; too deep, psrhaps, on ac-
count of the presoribed subjlects which were much too
crowded with small figures, . . . The general ef-
feet of this Valley Forge glass is enormously impres-
sive in its thundering blues ané violets,.?

Asmong other outstanding craftsmen who are working to-
day in the medieval style are: Vilbur Herbert Burnham of
Boston; G, Owen Bonawit of New York who has added to hils
larger comuissions interesting work for residences, publle
bulldings, and business hcuses;3 Reynolds, Francis, and

Hohnstook of Boston, a&ll of whom were trained in Connick's

lConnick. "odern Glass--iA Review," International
Studio. Lm’ 350

2Cram, "Stained Glass-——an Art Kestored," Arts and
Decoration, XX, 13.

3890u1ar use of stained glaes is apparently more highly
developed 1n Burope than in America. According to Read,
"Gtuined Class," Encyclopaedla Britannica, XXI, 297, a railway
station at Hagen has modern glass by Jan 1horn-Prikker, while
in paris the offices of a large newspaper concern have modern
deslgns in leaded glass. Also, according to Connick, "kodern
Glass-—i Heview," p. 528, an export house in Hamburg has wine-
dows designed by John Nickelson, now of MNew York.
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studlo or served apoprenticesnlp there;l acé others.a

Among craftsmen who have recognized and adopted medieval
tecanique as belng true to the limitations of the medium, but
who have attempted to evolve q_atyle belonglng to thelir own
century, are Harold Rambusch of New York, ané Fmil Frei of Zt.
Louis (Plate XII).

Tiie periods in the development of stained glass in
tmuerica have been: fTirst, a2 perlod of comparatively little
activity which extended from approximately 16%0 to the second
aalf of the nineteenth century, during which time Furopean
styles were copied with msterials of rather posor cuality;
seconc, the period of tae opelescent window, bLeginning in 1888
and continuing to the present in some reglons, a development
whioh begag ug an interesting experimsnt by ajpaintar but whioh
degenerated into the stylistic forme of ™"art glass"; third, the
period of return to medievel style ané technlque, & movement
walch began to teke form in the opening yeors of the twentieth
century and waich continues at present.

Classmen of the third period have adopted nmedieval

loram, "Stained Class—an Art Hestored,” Arts and
Lecoration, XX, 13.

2For a rore detailed list of craftsmen, and for illus-
trations of windows by craftsmen here mentioned, see: Cran,
"Stained Glass-—an Art fiestored,™ Arts and Lecoration, XX,
11-13; Connick, m™iodern Class—-A Review,” International
Studio, LiXX, 40-53; "Stained Glass has U. §. ltenalssance,"Life,
PTil 5, 198%%, pp. 30-38.
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technique as velng a direct and appropriate use of the mate-
rials of glass, enomel, and lead. They admlred the Gothie

raftsman for this direct use of materials and also for hils
interpretation of the religlous and philosophicsl themes of
hils day in terms of hls own experience. In this admiration,
the craftsmen of today turned to medieval themes and styles
for inspiration, although they were not motivated by medieval
concepts and ldeals; in imitating a style from the past they
failed to achleve an expression of thelr own age.

Levelopuents ocan be traced at present indlcating the

ceginning of a fourth period of stained glass In ‘merica, as
well as in Zurope,-a period marked by themes derived from
rresent~-day concepts ané interpreted in forms derived from
nresent-day life, a perlod which, if reaching the nost de-
sirable expression, would be marked by the complete integra-

tion of theme, style, and material,



PART TVWO

T%0 STAIMED OLASS WINDOWS FOR THE

LITTLE CHAPEL IN THE wWOODS



CHAPTER VI
APPROACH, PROBLENS OF LDESIGNING, ANL TECIDILUE
? ’

The first step in preparing stained glass window deslgns
for the Chapel was a study of past developments of style and
techinique in stuined glass as reveuled in available books and
articles by craftsmen, critics, and historians. The results of
tnis survey comprise Part I of this thesis.

ext, observations were made of stained glass in Denton
and neighboring cities, narticularly Lallas, by visits to the
shurches in which it nad been placed., Very 1little of the glass
seen could be termed true mosalc style stained glass, most of

nat observed being of tne opalescent or "art glass" variety.

Following this study of the history, technicue, and
present use locally of stained glase, another tyce of investi-
cotion was carried out in experimentation with the actual
materials for a stained glass window. Ceveral hundred samples
of colored glass were secured and studied in relation to their
action in lignht. The technigue of cutting glass was acquired
by making a geometric nettern of antique glass in red, blue,
and "wnite" or gray. The shaped pieces of glass were attached
with 4 mixture of beeswax and resin to a sheet of clear glass
and tie whole placed on an esasel against light to observe the
interaction of one color on another. T¥ollowing this, ex-~

veriments were mucde to study the effects of shutting out verying
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amounts of light with patterns of opaque paint (Plate XIIX
and further to note the comparative radiating qualities of
he various hues of glass.

After these experlinents had been made, work was begun
on the actual desligns for the windows. In the preparation of
the cartoons, édrawings and sketches were made from subjects in
real life; from these studies patterns were stylized for glass,
Plate XIV represents studies made for this purpose.

Just as the deslgns for the windows were evolved frouw
studies in real 1ife, so0 the colors sslscted for the windows
are those sesn in the reality of the Texas landscape--hazy
blues, slate blue, sage greens, strong blue-greens, warm grays,
and tawny reds and yellows. Furthsrmore, the values and in-
tensities of the hues selected were determined Ly 2 considera-
tion of the very real problem of admitting sufficient light to
tie nave of the Chapel, The exneriments discussed in detail
in the followilng paragraph were made with antique glass of in-
tense blue, red, amber, und green, with the addition of neutral
grays. The experiments indicated that the use of these colors
would not only renfer the nave dark, but would also produce so
strong a vivr as to b&wunsuited to the staggersd geometric
style of the window designs with their comparatively large
pleces of glass. The glass chosen for the windows was selected
with the following aims in nmind: to countersct dbrilliant sun-

<§§Eht wlthout caug&ﬂg the nave to be too dark; and to produce

a4 sensation of soft, glowing ocalor.
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When the first cartoon had reacheé an alnost completed
stage, the axperiments mentioned asbove ware nade as follows:
Templets (patterns of stiff paper for each nlece of ;lass to be
cut allowing approximately 1/8" for the heart of the H-shaped
leads Letween pleces of gluss) were prepared for more than half
of the cartoon. Glass was cut accoréing to these shapes and
was waxed up agalnst light in an easel arrenrement permitting
elgnt feet of glass to be seen at once. The sections composing
the eagel were swall enough to bve 1lifted by one person; in
this way the disadventage of not having = larce eagel and a
group of workmen to lift it up or down was partly overcons.
tparel composed of ground glass and pigment was then applled
to the glass socording to the palnted details suggested in
the cartoon. It was found through numerous trizals that the
best results could be obbtalned both in applloation of the
enamel and in firing if the enamel were mixed to a thlck
paste with glyocerin, then thinned enough to be munipulated
with a brush with a two and one-half per cent solution of
acetio noid. A pottery kxiln was mede practlical for firing of
glass by the stuocking of cast ilron trays in a framework
placed within the kiln, each tray being covered with asbestos
and filled with a layer of glass., (¥or 1llustratlons of these
various teohnical stops, see Plates XV and XVI.) The above
experiments guve evidence that the greatest part of the
execution of the windows could be carried out on the Texas

State College for Women campus by students.
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The first certoon to Le completed was that of the
window portrayling woman as she wministers to human needs thiough
the art of nursing. Thie cartoon was taken to & stained glass
plantl for eriticlism and advice from a deslgner experienced in

2 Certain revisions were then made in the cartoon

the craft.
for the window and in the color palette. Templets for the
window were prepared, samples of glass representing the color
palette were selected, and tne glass for the window was cut by

a professional worker .o The glass for the entire window was
thien waxed up and studied as a whole against light for the

first time, The parts composivg the upper sections of the
window were felt to be satisfactory in their relationships;
nowsver, tais was pot felt to be true of tihe glass pleces nuking
up the lower sectlons. 4ocordingly, nearly all of the light
vlues and blue-greens in the lower sectlions were re-cut in
darker values., The glass was ihen shipped to the Texas State
College for Vomen cumpue where 1t was waxed up, painted, and
flred according to the procedure explained above, Following
this, un experienced workman wae brought to the campus to Jjoin

the glass by He-shaped leads (Plate XVI, Figures & and 4) and

lEmil Frei Incorporated, &t, Louls, Missouri.

Zur. Emil ¥rei, Jr.

33 nember of the Freil Company, who cut all of the glass

for the Nurse window with the exception of a few pleces which
were re-cut by the writer.
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to install the flve sections of the window into the openinge

of the lron framewerk in the window apcrbure.l

IA workman from the United Plate Glass and Mirror
Cowpany, Lallas, Texas.



CHAPTER VII
EXPLANATION 0OF THE SUBJECT HMATTER OF THE DETIGHNS

The general theme of the windows for the Chapel is that
of woman minlstering to the needs of humenity., 7his wus sug-
gested by Lr. L. H., Hubbard, President of the Texas Staute Col-
leve for %omen. The selectlon of the specific activities of
womien to complete the theme in deteil was carried out as par-
tisl fulfillment of the requirements of this thesis.

| ifter consildering the fields in which the services of
women have been of unique value, and also those fields for
which women are being prepared at this College, the following
were chosen as subjects for the eight nave windows: for the
west windows, the more practical services of nursing, teaching,
sclence, and soclal service; for the east windows, the more
intangivle ministrations to assthetic needs through the arts
of literature, speech, dance, and music. Texas flower forms
were selected as the subject for the rose window, while for
the chancel window was reserved the theme of woman's devotion
ag8 wife and mother.

Two complete window designs were prepared as a part of
this thesis-——the patterns for the windows dedicated to Nursing
and to the Lance., Tne selection of suopject watter to be in-
cluded in these windows was made after an investigation of

books and articles presenting womsan's achievements and ideals
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in the two flelds, andé after intervliews with persons on this
campus who were associated with these acotivities. 7The ico-
nograpnies for the two windows are presented in the following

pages.

THE KURSE WINDOW

The first window to the left as one enters the Chapel
is dedicated to woman as she serves humanity through the art
of nursing (Plate XVII). This pattern, the first to be de-
signed, established for all of the nave windows the genersal
plan of incorporating a large central figure with smaller fig-
ures and symbols below and above. In the nurse window, the
large figure represents an effort to express the essential
qualities of the universal nurse, while the smaller symbols
are based upon figures from our own campus and upon historicsal
Tlgures whose achievemnents were a part of the development of
the work and ldeals of the present-day nurse., %The women of
nistory whose life work finally succeeded in establishing the
humanitarian service of nursing are presented in the design
ciironolcgliocally beocause their work was cumulative, the earlier
services laying the foundation for the later developments.,

The first historical figure 1s that of a Sister of &t.
Jolin who represente the military nursing orders of the middle
ages. GChe appears in the lowsr rlght corner of the window,
The Order of Zt, John wes originally organized for the care
of two hospitals, one for men, one for women, which had been

founded at Jerusalem sbout 105C A. D. by wealthy Itslian
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merchants and dedicated respeotively to St. John the Almoner
anc lary Magdalene, both Znights and Sisters of 5t. John wore
a black hablit on whlecn eppeared & white elght-polinted cross
symbolizlﬁg thae elght virtues professed by the order; later
thhe white cross was set upon a red ground., (At this time a red
cross was worn by the order of inights Templars who were not
a nursicg order.) 7The cross appears in a pointed device near
tie nuree, Lue to their excellent nursing service, gifts were
showered upon the order, maklng them guite wezlthy and enabling
then to found branch hospitels in many countries. Their ser-
vices remained of comparatively excellent guality until the end
of the thlrteenth century, &after which time thelr efficlency
graduslly woened. Hospital reguletions worked out by this order
during the highest period of theilr service were udopted by
practicully 2ll city hospitals or Nalsons-Lieu in EurOpe.l

A minor figure appearing near the Slster of ©t, John is
that of Hildegarde, oalled "Sybil of tne Rhine," who trained
wouen to carpry on hospital nursing. One of the first to recog-
nize the importance of sclentific training, she hersell carried
on disseotions of animul and poesivly of human bodles. How-
ever, s0 great was the objectlion of the Churoh to dissection
&8 an outrage to the body which was looked upon 28 the temple
of the Holy Spirit, and so great was pooular aversion because

of velief in the doctrine of bodlly resurrection, that she was

1y avinia L. Dock and Isabel i. Ctewart, A Short History
of Hursing (New York: G. P. Putnam's Sons, 19285}, p. GE.
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conpelled to conceal her work and to ¢laim divine revelation
as tas source of her knowledge. After her death she was re-
fused cunonization Leocsuse of her scientific learning. In
tae window this conflict is symbolized in the figure of
‘11ldegarde who continuses her sclentific investigation wnille
in the background tne tiara of the Pope obscures the nimbus of
sainthood which might have been hers.l

i second ninor figure appearing just above Hildegarde
is Zlizabeth, Gueen of I'ortugal during the early fourteenth
cantury, who endowed & hosplital and later entered it to spend

her life in service there.z

She 1s portrayed as holding a
simll model of the building which housed the hospitel,

In 1038, ille de Gres, one of 3t. Vincent de Paul's co-
workers in the hospitals of Yarls, organized the Lanmes de
Charite, In tae window the {igure representing the “Sister of
Charity" is sccoumpanled by a amall figure of &i., Vincent,
sezted on the millstone with which he was murtyred. It was
frew uim that the wlse regulations adopted by tue Sisters
smanated. Decause of his rules, the nurses were not to take
vows or binding promises but remained secular, for, as he

said, "Nuns must need have 2 clolster, but the Sister of

Charity must needs go everywhere."s Other advances in this

lbook and Stewart, 4 Short History of Nursing, pp. 50,

56.
21p18., p. 79.

SIbid., p. 100.
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professlon for women came about through his insistence that
nurses glve impliclit obedience to physicians in regard to
meélecal matters rather than to priests, as had been true of
the strictly religious nursing orders, and also that they be
nrofessionally instructed by physiclans and form classes among
toneuselves to question one another on the lectures which they
heard., Symbolizing this new cooperation with the medical »ro-
fession is the caducous, symbol of the phyeiclian, which appears
at the side of the lame de Charite. The Sisters of Charity
brought & new spirit into the field of nursing, and so excellent
was thelir service that they were in time adopted by the French
army. “hey served during the Napoleonic wars as well as
others; at the Crimea their services were pointed out by war
correspondents desceribing the deplorable conditions of the
“nglish regiments., The order was introduced into the United
3tates in 1808 at Emmittsburg, lMaryland. At present they have
many training schoole both in this eountry and in Ireland.l
The next historical figure is that of Florence Hightin-
gale who wasg called upon during the Crimean var as the only
woman in Lngland fitted to take & stuff of nurses to the war
district. Just Leneath her figure is represented the bullding
wihich served as hospital in the Crimea. In her period of ser-
vice here she not only succeeded in systematizing a nursing

service for the army, but also, with her intelligent and

ook and Stewart, A Short History of Nursing, p. 101,
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unsparing oriticlsm, practically overthrew the whole method of
managing the British army. She estublished besides nursing
service, launderies, diet kitchens, sanitary engineering works,
a post office and a savings funé for soldiers, rest and recrea-
tion rooums, convalescent camps, as wall as systemnatic care for
the familles of soldiers. Hursing to her was a wore far-reaching
thing than Just caring feor the 111, anéd was c¢efinitely linked
with life 1in all of its aspects., VYerhaps her most outstanding
characteristics were those of graclousness toward snd sympathy
for those under her care, for it was gualities such as these
which were nost frequently praised by the soldiers who remem-
vered "the lady with the lamp."l With regard to nursing methods
she might in her youth have been called revolutlonary; in later
life, however, she opposed all of the nore progressive novenents
inaugurated by younger nurses, nor did she ever accept the
"germ theory" as proved by the work of Pasteur and others. Howe
ever, this reactiomary element of her nature does not render
her achlevement any the less gignificent, and she is Jjustly
called the "Founder of lofern Hursing."z As such she 1s one of
the most sigrifiocant filgures in the window. Her attitude toward
nursing is expressed in her own words, "Nursing 1s an art; andé
if it is to ve made an ert requires as exclusive devolion as any

painter's or sculptor's work; for what is the having to do with

lAnnstte Fiske, "Florence Tightingale,-here is her
dodern Counterpart," Hygela, May, 1936, ». 394.

“poek apd Stewart, A Short History of Mursing, p. 117.




63

dead ocunves or cold marble compared with having to do with the

living body, the temple of God's spirit! Nursing is one of

the fine arts; 1 had almost said the finest of the fine arta."l
The underscored words are painted near her figure as an ine
scription in the window.
The spirit of Florence Nightineule's work wus carried
on by the energy of Clara Barton who appears on the right side
of the window Jjust bensath the central figure. Her contribu-
tion to the development of nuraing consists of her work for
tihe lied Cross Service. She succeeded in having the plan of a
Swiss Humanitarian® for an Internationsl Red Cross Commission
finally ratified by a hecitant Unlted 3tates Congress who had
feared international complications. She wae made president of
the American rRed Cross Commission, that position being de-
clined by President Artaur. 4t the Genoa Conference, 1884,
she supported the view thet relief should not be restricted to
war service but should aleo include service in pestilence,
fauine, fire, flood, and other disasters., Her influence aided
areatly in securing the acceptance of thesge principles in what
have sometimes been culled the "imerican amandmante."s
Avove the large central figure and in the uppermost

seoction of the window appears Hygeis, the College hospital,

lginer C, Adams and Warren Lurham Foster, Heroines of
ikodern Progress (New York: Sturgis and ¥Walton Co., 1013), p.
46,

24enri Dunant.
Spook and Stewart, A Short History of Nursing, p. 138.




64

the symbol of medical care and nursing on our own campus. At
the right, approachling the bullding, are three students repre-
senting those who need aid. The suoccess of health care vith
emphusis on sreventive measures as followed by the college is
attested by the four beds appearing at the left, three of which
are empty.l

Growing oul of small historioal symbols below and serve
ang the synbols above related to our own oampus, the central
flgure represents the ldeal nurse, As such, she must reveal
her llking for people, for, as one nurse herself points out,
thie whole reason for her existence is people.2 ¥ith her love
of humenity she must have an admixture of the impersonal
guallty of one who carries routine through oromptly and
regularly and who gives needeé care with skill. In other
words, she must represent a balsnce of the gualities bringing
& response to human suffering and those gualities which make
it posaivle for heur to minister to thaet suffering with scien-
tific exactness. In an eoffort to express something of these
qualities, the central figure has been drawn with a certain
clgnity siznifying tae impersonal quality of the nurse. Her
carriage sugzests alartness and readiness, while her gesture

is one of offering needed service. Her costume 1s generalized,

lOn the day the writer visited Hygeia to make sketches
of hospital beds, only one patient was to be found.

. 2atnarine R. N, Faville, "So Zhe wants to be a Nurse,”
survey, april, 1932, p. 45.
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g0 that she does not represent any one specific type of nurse

but may stand for the entire profession.

THE DANCE WINDOW

The design of the dance window presents: historical
figures responsible for developments in modern dance; filzures
representling modern dance on our own campus; and a central
figure wnich symobolizes present-day iceals of the dance (Plate
XVIIiI).

Tae first of the historical figures is that of Isadora
Luncan, slnce, according to John Martin, "the technique of the
modern dance., . ., in all ite manifestations is still essen-
tially Isacdora's technique rationalized, stripned of its Vie-
torian romanticism and mysticism, and broadened by contacts

with tne advancing times."l

a8 representative of the beginning
of wodern c¢ance she 18 surrounded by smaller figures which
oresent tue development of the ballet—the force against which
she revbelled. Tne first of these minor figures represents the
court dance with the dancer assuming a "deferential frontal

position" before tae king;2

and out of court dancing grows the
vallet, wihich, in the cartoon, is represented by two figures

or a figure depending on final revision of dance cartoon in

lJohn dartin, America Lancing (New York: Dodge Pub-
lishing Company, 1936), p. l4l.

2ﬂlizabeth Seldon, The Lancer's (uest (Berkeley: The
University of California Press, 19o5), P-. .
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fornul ballet nositions. In the midst of these small flgures
Isadora Duncan appears in informal éancing position character-
istic of her return to the natural movemente of the body it-

aell 2 the vasis for the dﬂnoe.1

Her costuize 1lg the simple
Creek tunic adopted because of ner own enthusiasm Tor the Creek
approach to the dance, und suggestlive of her influence in the
attitude towaré costuwming wilch prevalls today-—"that the
duncer is essentially & nufe figure upon which is pluced the
ainimum of costume required to obtaln s desired theatrical ef-
fect."® Because she dunced barefoot, and as it were, "took
tiie slippers off the dance," in the window, ballet slippers
oy ce found discarded at her feet.

The secondé of the larger figures is that of Ruth &¢t,
Lenis, selected because of her work in the Lenishawn school
wileh le referred to by Hartin ss "the parent organization of
the ‘mesriecen dunce, if such ocan ve sald ever to have existed."3
fne felt the spirit of Oriental psace and polse to be her
gulding force, and thile 1lnfluence is symbollized in the window
by her Oriental costume.

Above the large oentral dancer, 1s a figure symbolizing

outstancing contemporsary women in the field of dance-such as

sartha Granam, lLoris Humphrey, sné others. They have not been

1Martin, Amerioa lancing, p. 79.

21v1d., p. 134.

®1vid., p. 150.
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presented ag inclividuals, for, their contritutions, though
definitely recognized, are still in u state of active develop-
ment,

“he cenlrul figure is an attempt to symbolize the ideals
of modern dance. [er position, with one &rm raiced and head
to one side, iIs uced rather than a formel bi-symmetric posi-
tion as expressive of the flexibllity of modern dance which
aas no forwal sel of movements., A8 representative of one who
frankly accepts the human body as her medium, che 1ls dressed
in a simple costume which would in no way distort or concesal
Ler movezents,

“riefly, the danoce window presents woman as she has
followed her desire to find an expression of teauty through
noveuent. The emotions she expresses through dance are closely
axin to religious fesling. 7The guulity which we have tried to
present as the epltome of uer srt is that which has caused one
aistoriun to refer to the dance as a "living expression" of
"the victory over gravity, over all that welghs down ané op-
presses, the cnange of body into spirit, the elevation of
creature into creator, the merging with the Infinite, the
¢ivine,nl

Six small figures in contenporary dznce costume, posed
by studente in the modern dance group on thls campus apvear

tiree at the fool of the window and three at the top. Thelir

o Youre fachs, World History of the Dance (Mew York:
¥. V. Norton and Company, Incorporated, 1947), p. 448.
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gestures are tihose of reverence, exultation and pralee which
mirnt well interpret the snirit of the words from the 14¢th
*salm wolch are used as an inscription in the window: "Praise

ye the Loréd. . . Let them praise his name in the dance.”



ILLUSTRATIONS
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PLATE I. AGCENSION WINLOW, LB MAMNE CATHELRAL®

This window is one of the oldest examples of
stained glase and is glven a probable date of 10€0
A. D. It represents the application of Byzantine

enamel traditions to stained glass,

*Photograph from color reproduction of Paul Claudel,
itraux des Cuthedrales de Frange, Paris, Llibrairie
Plon, 1947.
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PLATE II. THE PROPHETS LANIEL AND MOSES, AUCSEURG
CATHELRAL®

This window ie clsimed by some suthorities to
be even older than the Ascenslon Window-—-girca 1065.
he geometric quallty of Lhe pattern and the clarity
of the palnted detail causes Connlck to remark that

these windows "may be cualled modern or anclent with

equal foros,"*

*Connick, Adventures in Light and Color, Collotype
XXXIX.
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PLATE I1I. DEVELOPMENT OF IRON FRAMEWORK AND OF STONE
TRACERY

Figure 1. The first iron framework consisted of
verticael and horizontal bars to support the glass,

Figure 2. About the middle of the twelfth century
the c¢raftsmen begen to bend the iron framework into
elaborate geometrical openings.

Figure 4. The development of stone tracery began
with the g&rouping of two lancets under a rose light.
With stone-work to help support the glass the craftsman
returned to the less involved straight iron framework.

Figure 4. Tracery evolved into an elaborate sup-
porting stone framework making the iron framework un-
necessary except for a serles of horizontal bars connect-
ing the mullions.
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PLATE IV, WINDOWS OF THE TWELFTH AND THIRTEENTH
CENTUERIES

Figure l. Tree of Jesse Window, Chartres Cathedral*

This window is an example of twelfth century glazing.
Typical of this century is the strictly religious theme of
the window-—the human descent of Christ—which is treated
in an impersonal and didactic manner. Also characteristic
is the Byzantine character of the pettern and the use of
the straight iron fremework.

Figure 2. Window Lonated by the Fur lerchants,
Chartres Cathedral**

This thirteentn century window shows the beginning
of a return to observation of nature and a breaking away
from Byzantine traditlions. In subject matter it repre-
sents the introduction of ithemes which are not biblical—
Charlemagne and the legendary Roland,

*Drawing from Connick.

**Dpawing from hHale.,



e D VRN LD

S SEAT AT

v‘-- s

LR A
o a8 ¢

. SN e

PLATE 1V,

- os <
-van

.o
. 4
N

t
X e
S

2Py
[>%

>
e 7
o

o
=D

-

\:"l/
C 2edt
Bt =

an
2 2%

-
&0

ot
& 0
- S

I R G

Ne

=,

N

=

AR s

AN

AN O A

2
YR AN
W .\l,\

|

I}
|

WV B3

N\ |
Y/ \7/
e

S

-}_—;F‘\
roamin
N
Ave

4

ot B8 Aend R
RTYGRa



78

PLATE V. DETAILE OF PLATE IV

Figure 1. UDetail of Tree of Jesse, Chartres*
Plate IV, Figure 1 1s from a drawlng representing

the ocartoon for the window, while this reproduction is
from a photograph of the actual glass in the window.

Figure 2. Detail of Fur lierchant's Vindow,
Chartres**
The medallion representing the signaturé of the

Fur lLierchants may be seen in the lower section of the
photograph.,

*Photograph from Houvet, Pl. III.

**Photograph frow Houvet, Pl. CVI.
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PLATE VI. HNOTREL DAME DE L& BeLLE VeRRIERE, CHARIRES

CATHEDRAL*

This photograph represents the upper portion of
"La Delle Verriere.®™ The central panel is twelfth cen-

tury e¢lass while the surrounding panels are of the

thirteenth century.

*From color plate by Claudel.
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PLATE VII. GRISAILLE

Figure 1. Cisterclan Panel, French, Twelfth
Century*

This window represents a grisallle pattern of
wiite glass and lead. The Clstercians d4ic¢ not use
color or painted detull because of thelr regulations
forbidding sumptuous decoration in thelr monasteriles.

Figure <. Grisaille fanel, French, Thirteenth
Century*

In this panel use is race of both color and
painted detail.

Figure 3. "Grisaille ornsmentule; L'Annonclation,”
Chartresg**

This panel represents the use of grisallle as a
ground for colored figures.

*Phnotographs from Liturgicel arts, Vol. III, lo. 1,
1924, p. 48.

**Pnotograpa from louvet, Pl1. LIII.
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PLATE VIII. FOURTEENTH CENTURY WINDOW, CHARIRES

Aw L

CATHEDRAL*

The use of elaborate canoplies over the flgures
in this window is typical of the fourteenth century.
There can 21s0 be seen the beginning of characteris-
tics which became »ronounced in the fifteenth century,
namely: the edontion of an S-like pose for figures;
long ané sweenling folcés of arapery; the attempt to
secure a three-dimensional effect in the modelling of
the forms; and use of perspsctlve, especially in

canopies,

*Photograpn from idouvet, Pl. XXVII.
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PLATE IX. FIGURES FROM THE "CHUCIFIXION,®™ 3T. MARGARETSE,

WESTIILISTER®

19ad 4

This sixteenth century window represents the imita-
tion of the effects of Itullian kenalssance easel painting.
Leads are reduced to a minimun and are made as inconspicu-
ous as possivle. A three dimensional effect is secured
tarough the modelling of the forms in colored enamels.,
Figures are crowded together and often placed one behind
another. The canopy has been replaced by distant landéd-

scaps and stretches of sky.

*Photograph from Christopher Woodforde, "Stained and
Painted Glass in ZIngland,” London, Soclety for Promoting
Christian Knowledge, 1937.
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PLATE X, AMERICAN OPALZSCERT WINLOWS

Figure 1. 0Oakes Ames Hemorial Window, Unity
Churech, North Easton, lassachusetts*

This window represents the innovations of Tohn
LaParge, American designer and painter, who created
"opalescent™ glass and used it to secure effects
similar to those he ocoulé secure in ecasel painting.

Figure 2. Benjamin Harrison ifemorial %Window,
First Presbyterian Church, Indianapolis, Indisna*¥*

This opalescent window was designed by Frederick
Wilson and executed by the Tiffany Studios, New York.

It represents the continuation of ideas and 1desls begun
by LaFarge.

*Photograph from Connick, Collotype XIII.

**Photograph from Thoues,
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PLATE XI. AMERICAN WINIOWS BY CONNICK ANL BY L'ASCENZO

Figure 1. Central Portion of Cartoon for the Great
East Window, Princeton University Chapel*

This curtoon by Connick represents the adaptetion
¢f the medieval style and technique.

s

Filgure 2. Central Panels from the "Washlngton
Winéow," Washington llemorizl Chapel, Valley Forge,
Pennsylvania**

Thils window by Nicola D'Ascenzo is also an adapta-
tion of medleval style. The numerous figures included in
the medallions are part of the prescribed historical
theuie as planned by kev. .. Herbert Surk, Rector of the
Chapel.

*Photograph of cartoon from Connick, Collotype XXX.

**From photograph taken LY D'Ascenzo.



PLATE ¥I.

:\',:’lh -'7“‘,

Ot A e B 7_
|7 \'_—; ”/\’JI'.“
UENY S B

AN i




PLATE XII. AMBERICAN WINDOWE BY FRAMBUSCH AND BY WREI

Figure 1. Window, Church of Salnt Bernadette,
Brooklyn; New YTork, designed and execuied by kambusch,
New York

Flgure 2. Window for Church of Saint Charles
Borromeo, Newark, New Jersey, by Frei, St. Louls**

These two windows represent attempts tc create
designs suitable to the medium of stained glass and
expresslve of the pressnt dey.

*Photographs from Litursicsl Arts, Vol. VI, Wo. 3, 1938.
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PLATE XIII. EXPLRILENTS WITH PAINT OW GLASS

These figures represent two swall pleces from
the first geometrical pattern cut in glass by the
writer. The painted patterns on the pleces represent
two of the variations made in order to observe the

effects of snutting out varying amounts of light,
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PLATE X1V. STUDIES FROM LIFE MODELS

These figures by the writer represent two from

numerous studlies made of subjects in real life. Trom

such studies stylized patterns for the chapel windows

were derivsd.
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PLATES XV AND XVI. STEPS IN THE EXECUTION OF A STAINED
GLASS % INDOW

LATE XV

Figure 1. After the cartoon is prepared, templets
are cut the size and shape of sach plece of glass in the
window.

Pigure 2. Glass of the various colors selected is
cut according to the templets,

Figure 3. The pieces of glass are then attached
with a mixture of beeswax and resin to s sheet of clear
glass.

Figure 4., The glass is then placed against light,
elther on a tracing table, as pletured here, or else in
an upright easel arrangement. Detalls are then painted
with enamel.

PLATE XVI

Figure 5. The painted pleces of glass are then
placed on asbestos which is set into cast iron trays.

Figure 6. The trays holding the glass are slipped
into an iron framework within the kiln, the kiln is closed,
and the painted pieces fired.

Figure 7. The pleces of glass composing the window
are then fitted together with H-shaped leads between each
of the pieces.

Figure 8. The Jjoints or points of contact of the
various pleces of lead are then soldered. Cement 1s
foreed into the spaces between the overlapping edges of
the lead and the glass, and the finished panel is then
ready to be inserted into the window opening.
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PLATE XVI.,
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PLATE XVII. THE NURSE WINDOW, CHAPEL-IN-THE-WOODS,
TEXAS STATE COLLEGE FOR WOMEN,
DENTON, TEXAS
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PLATE XVIII. PHOTOGRAPH OF THE CARITOON FOR THE
DANCE WINDO%

PLATE XIX. 9THE DANCE WIBLOW, CHAPEL IN THE woODS,
TEXAS STATE COLLEGE FOR WOMEN,
DBITTON, TEXLS
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