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INTRODUCTION :

My thesis will discuss the work of James Scanlon and
Maud Cotter in the context of the evolution of glass art
in Ireland. They will be discussed and compared to glass
which has been produced in Ireland since the Arts and
Crafts movement. I will discuss Harry Clarke and "An Tur
Gloine" artists who were the revivalists of the medieval
principles of stained glass design in Ireland, and the
influence of post-war stained glass in Germany and
France.

I will discuss how internationally the influence of the
"studio Glass" movement which began in the 60's in
America has changed peoples attitude to glass as a
creative sculptural medium.

The question of whether it is a viable art-form rather
than a decorative craft throw-back or a functional part
of church fabric is being answered by the introduction
of the autonomous panel, the one-off sculptural piece
and the use of glass as an environmental medium. Yet the
Fine-arts versus Crafts argument persists. Glass in this
century has echoed the painting and sculpture of
contemporaries, yet it is a medium in itself. The glass
produced now in Ireland is still specifically Irish; the
contemporary glass of Cotter and Scanlon is definitely
art but it is specifically based in a craft tradition.
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By the end of the 1900's in Britain, a generation of
designers had .found refuge and inspiration in
Medievalism and the decorative arts of the Middle and
Far East. The great instigator of the Arts and Crafts
movement and part of the Pre-Raphaelite Brotherhood was
William Morris along with John Ruskin, he had very
precise theories about glass, identifying the two chief
characteristics of Glass as

"ITts Ductility when heated and its transparency when
cold, both nearly perfect...All work in glass is bad
which does not, with loud voices proclaim one or other
of these great qualities." John Ruskin (5, p217)

The Arts and Crafts Movement believed in honesty of
design and manufacture and a move towards hand-worked
craftsmanship. Where glass was concerned. it meant the
skill of the blower could be seen in the final piece or
in stained glass that care and consideration was taken
in choosing and utilizatiing each section of glass to

create the desired results.(FIG. 1 and 2)

There was an Irish Arts and Crafts Movement. The stained
glass produced in the first 60 years of the twentieth
century had a quality i.e.” "small scale, jewel like
colour, traditional technique" (38) which was
characteristic of the ideology of the Arts and Crafts

Movement.

Edward Martyn was a revivalist and patron of Irish
stained glass. His employment of Christopher Whall,
(1849-1924) "a distinguished follower of wWilliam Morris"
(10, p5), on a commission for the first 3 windows for
the new Cathedral at Loughrea with the conditions that
it should be executed in Ireland in such a way that
Irish assistants could learn his craft was the first

practical part in the revival of stained glass technique
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Jesse window in St Stephen's, St Peter Port,
Guernsey. William Morris and Philip Web, 1864.

Venetian Style manufactured in the late
nineteenth century by Whitefriars. Glass
Works, a London factory. The ductile quality
of these pieces satisfied John Ruskin and
William Morris.
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A.E. Child by Kathleen Fox, a pencil sketch,
drawn 1in stained glass studios at Dublin
School of Art, 1906.






in Ireland and led to the foundation of stained-glass
classes in the School of Art (1900) run by Alfred Child.
Child arrived from Christopher Whall's "acclaimed Art
and Crafts stained glass workshop in London". (10, p5)
(FIG. 3)

Edward Martyn also advised Sarah Purser to set up an
independent studio because of her great business
capacity. This studio "An Tur Gloine" (The Tower of
Glass) was set up as a co-operative where equipment and
studios were provided for artists.

The Irish stained glass movement began to develop as the
first generation of Irish artists trained at the School
began to understand their medium and shed the influences
of their teachers. These artists developed in individual
environments, on independent projects and produced work
which had unique characteristics.

The An Tur Gloine artists as well as Harry Clarke (1889-
1931), were the main revivalists of the medieval
principles of stained glass design in Ireland. They also
left a foundation of the indigenous qualities to inspire
the Irish artists who have followed them to continue
working in glass including the contemporary James
Scanlon and Maud Cotter.

The three most notable artists of the celtic revival
period were Wilhelmina Geddes (1887-1955), Harry Clarke
(1889-1931) and Evie Hone (1849-1955). All three
realised the technical capabilities of glass, took
account of the relationship of the glass to the
architectural setting, and relearnt the value of lead as
an independent pattern within stained glass design.

Wilhelmina Geddes' designs were based on the stylisation
of figures, an interest in graphic work and the use of
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The Virgin Mary,

Chapel, Cork, 1917.

Mother of Sorrows,
Harry Clarke.
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FIG. 5 The fate of the Children of Lir, ,Ulster
Museum, Belfast, 1930. 33cm X 22.9cm.
Wilhelmina Geddes.
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illustration of Coleridges the Rime of the

Ancient Mariner, Pen and Ink, 1913. Harry
Clarke.






strong black line. (FIG. 5) Her work became increasingly
expressive as it matured and lead lines and brushwork
became simpler and looser, comparable to her
contemporaries like the Cubist painters.

Unlike Geddes or Hone, Clarke had a fundamental
understanding of his material before his full-time art
school training. (FIG. 4) He began working in his
father's stained glass and ecclesiastical decorating
business when he was fourteen. He won a scholarship to
study full time at the Dublin School of Art between
1911-1913, and in France in 1914. He won the National
Competition Gold Medal three years running with panels
made during this time. Clarke was an outstanding
illustrator as well as a successful stained-glass
artist. His use of rich colour is distinctive, often
mixing blues, purples, pinks and bright greens. He
developed acid etching and treated glass as a conductor
of coloured light. He was somewhat of a perfectionist,
sometimes firing a single piece of glass several times
over until he was satisfied. There is a certain lyrical
quality about his work, and his use of colour and line
show an influence of Beardsley's illustration and an
interest in the bizarre and the exquisite. (FIG. 7)
Clarke was interested in secular glass based on Irish
literary themes as well as church art.

Evie Hone had been deeply involved in abstract art in
Paris before she turned to stained glass in the 1930's,
when she rejected abstract art and developed "methods of
figurative composition". (10, p36) Hone was not
particularly interested in acid-etching glass; she was
more concerned with applying pigment and rubbing it off
rhythmically with her fingers to control the light and
depth of colour. (FIG. 6) Her colours were used
appropriately to the mood of the piece. The overall
effect was a simple and unsentimental representation.



She was influenced by medieval Irish carving and
Byzantine Mosaics as well as Modern European stained
glass and an expressionist treatment of glass.

During this period in Ireland a distinctively 1Irish
style developed. There was a fusion of nationalistic
ideals and artistic expression, founded on an interest
in the vernacular and native traditions and materials as
a basis for style. Because of Ireland's geographical
position on the edge of Europe and as an island, our
painting and sculpture developed parallel to European
painting but with idiosyncrasies influenced by our
unspoilt rural landscape, rich folklore and visual, oral
and musical traditions. The quality of light in cloudy
Irish skies was caught by the rich reds and blues used
within the stained glass of the time. There was a strong
constructive relationship between stained glass and
painting and the work of Clarke, Geddes and Hone was
exhibited along with the paintings, prints and sculpture
of their contemporaries. This fact gave Irish glass a
legitimacy within the fine arts even at this early stage
and a public awareness and acceptance of glass within
the fine arts in Ireland. This legacy has been left by
Hone, Clarke and Geddes for artists 1like Cotter and
Scanlon who have chosen to work within the medium. By
1955 and the death of many of the predominant stained
glass artists of this generation, stained glass in
Ireland had reached its peak, it was 30 years till the
next generation had emerged.

By the 1960's in France and Germany a revival of stained
glass had been established. After the second World War
German architects rebuilt the churches that had been
destroyed. The new architecture incorporated walls of
stained glass and their designs dominated the buildings.
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Commission for William Skinner House,
York, 1905. Louis Comfort Tiffany.

New






Many were influenced by Anton Welding who was one of a
number of pre-war 1960's German artists. In 1941 he
engaged a young artist called Ludwig Scraffrach who was
one of the greatest post-war stained glass artists in
Europe.

The French artists Matisse, Braque and Leger created
church windows at the same time. Theirs was not
traditional ecclesiastical designs. The "Abstract and
semi-abstract designed with a smattering of symbolism
replaced the figurative approach" and the windows became
recognised as art in their own right. (8, pl58)

Alfred Manesser, who was called the greatest religious
painter within abstractionism, designed stained glass
for many modern concepts of stained glass in
architecture, rather than as isolated windows.

The new methods of construction since the war and new
materials available (eg. cement, glass and steel) meant
the architecture of the 1950's onwards had a
distinctively "modern" feel to it. Churches were no
longer built to a traditional format and a slab-glass
and concrete technique <called dalle-de-verre was

experimented with in France, England and Germany as well
as America.

In America there had been little exciting development in
stained glass since Louis Comfort Tiffany (1848-1933)
and John La Farge (1835-1910). (FIG. 9) Both Tiffany and
La Farge were working with the medium of stained glass
and experimenting with making opalescent glass. Tiffany
is usually given credit for developing a glass formula
which produced iridescent glass. Together with master
craftsman Arthur Nash, Tiffany produced highly
decorative, richly coloured, functional glass. Although
the use of opalescent glass was as much a negation of
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stained glass as enamel painting, it laid a foundation
for a wider interest in stained glass on which to build
in the twentieth century. Tiffany owned his own factory
which specialised in high quality, expensive, functional
and sculptural objects of glass. These traits were not
unique to America; at the time other notable artists
were producing designs to be made at their factories in
different areas of glass. German glass of this period is
best known for its imaginative use of enamelled
decoration; Daum of France, refined the process of pate-
de-verre. Rene Lalique (1860-1940) was a highly
versatile artist who designed everything from jewellery
to sculptural and functional glassware, and Emile Galle
produced his famous cameo glass and rich multiple-
layered glass which was carved and engraved.

The combination of new techniques and a new decorative
language brought about fresh attitudes towards glass.
These artists had expressed the natural beauty of glass
not only in a decorative and sculptural sense but also
in a decorative and sculptural manner. Their work had
been important in the foundations of the new aesthetics
by which glass had been judged.

But by the 1960's in America the need and fashion for
highly decorative factory produced work had waned and
the interest in glass as a medium to be used on a studio
basis for a single artist had been explored.

The most important event which marked the advent of the
International studio movement was the 1962 Toledo

Workshops in Wisconsin.

The first workshop's objective was to gain additional
experience in glassforming.

In 1966 the Toledo Museum had their "1st National
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Invitational Glass Exhibition". The work included mosaic
and flat glass and essentially blown work by the
pioneers of the movement: Harvey Littleton (b.1922),
Marvin Liposky (b.1938) and Dominick Labino (1910-1987).

Two years later in Europe an exhibition Four British

School of Designs in Glass was organised by the Corning

Museum in New York state. Participating colleges were
the Royal College of Art in London, and the Art and
Design Colleges of Birmingham, Stourbridge and
Edinburgh.

This development of group exhibitions helped to inform
and educate the public of the new developments in glass.
It also contributed to a rift between crafted work and
art which had not previously been encountered by artists
who worked in glass. Artists like Harry Clark, Evie Hone
and Wilhelmina Geddes had been exhibiting glass early in
the century along with paintings and prints and their
work had ©been accepted within these boundaries.
Possibly, the statement that the Studio Movement made,
of being a new form of art, made critics and public wary
and prejudiced towards the new aesthetic they were asked
to accept, and this made glass artists paranoid and
defensive about their craft background. These facts
contributed to a wearisome debate about whether or not
glass can be art.

After this initial period of elation in the early 1960's
followed a period of more reasoned artistry and
technology in the 1970's and 1980's. The technological
and artistic discoveries made meant new possibilities
were opened in all types of glass with preference for
warm and cold techniques. This rich technical vocabulary
was used to make more artistic and personal statements
and the art of contemporary glass became established.
This was confirmed through glass education and gallery
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Light Red over Black, 1957. Rothko.

The light and so much else. Watercolour and
0il lacquer on canvas. Paul Klee.






interest.

This thesis so far has traced the emergence of glass art
concepts this century. The relationship between Irish
glass and European has converged and diverged throughout
the twentieth century.

The development of Irish glass has been independent and
in some ways different from American and European Glass.

The Arts and Crafts Society of Ireland had exhibitions
between 1895 and 1925 which featured the work of
artists/craftsmen and women who represented Irish
expressionism. The legacy left by these early Irish
artists was followed through by Patrick Pye (b.1929),
Patrick Pollen (b.1928) and Helen Moloney (b.1926).
Barry Moloney, the past principle of the Cork School of
Art, supported Cotter and Scanlon allowing them to use
a kiln for glass while still in college.

Both of these artists have developed their work from
traditional stained glass into "imaginative works that
are undeniably contemporary and forceful". (21, p44)
They are conscious of the influence of Harry Clarke and
Evie Hone within their work but also acknowledge
Kandinsky, Klee, Rothko and Miro. (FIG. 10 and 11) They
worked together at a preliminary stage. Then, having
both gone through training in silver-smithing, glazing
and a 4 year apprenticeship in the principles of glass
technique, they no longer work together and have each
developed their own methods of technically working with
the material as well as the way which they have used
glass environmentally. Scanlon has received a number of
large and small commissions in Ireland and has received
a great deal of support from the Arts Council. Cotter
has been working towards three dimensional glass as well
as working on architectural commissions and has received

13



FIG. 12 Tensile Miriads, 1982. Stained glass. Maud
Cotter.







patronage from the Arts Council, the AIB and Local
Authorities.

The first three-dimensional piece of Maud Cotter's that
the AIB brought was Tensile Miriads (1982) which is now
displayed in AIB's Bankcentre in Ballsbridge. (FIG. 12)
Frances Ruane purchased it on the company's behalf

because the piece was in a stand which allowed it to be
viewed from both sides and it did not need a specific
light source. The only reluctance that the Bank had in
buying a piece of glass was that it needed a specific
environment to be viewed in and it was for this reason
that James Scanlon's work was not considered as
appropriate.

Continued patronage within Ireland has allowed these
artists' work to continue to mature and develop.

I will now discuss the work of Maud Cotter and then
James Scanlon within their individual ways of working
and compare and contrast their work with what is taking
place in Europe and America.

The first fifty years of the twentieth century were
years in which great changes occurred in glass and were
formative years in the development of an Irish style.
This was expressed not only in attitudes towards the
material but also in the actual work executed. These
years were to lay a solid foundation for a new form
which has developed in contemporary Irish work.

14



CHAPTER 2



James Scanlon sees what he does as "Painting with light"
(40) and in the technical sense he is correct. Without
refracted light passing through the glass, the colours
of glass are deadened and when darkness falls stained
glass windows die, unless they are artificially 1lit and
viewed from the opposite side.

Because of this relationship with 1light the glass is
affected and changes subtly or dramatically according to
the time of day, seasons and weather, making this medium
an ancient form of kinetic art. It also makes the medium
itself difficult to work with and probably for this
reason few artists have sought expression in glass, less
still making their glass for an integrated architectural
setting.

Scanlon has been quoted in the past as saying "the only
valid criterion of success in relationship to his work
is emotional". (30, p.14) The most recent work he has
made has been site specific and in this way contextual.

His passionate interest in architecture and his
awareness of the spiritual and seansual qualities of
this atmospheric art have led him to try to create
magical, self-contained worlds with glass through a
series of commissions and a unique vision and approach
to each specific site in which he will work.

Scanlon has been involved with glass as a medium since
1978. He trained in sculpture and film in the Cork
School of Art after studying ballet and mime. After
finishing college he set himself an apprenticeship to
learn traditional glass technique and silversmithing for
three years and then set up his own studio, in Cork.

The work that he produced for the Cork Glass Art
exhibition (1986) with Maud Cotter was a series of

15
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Study No.2 for Miro, 52X27cm,

Arts Society; Cork Glass Art Exhib
James Scanlon.

e

Contemporary
ition, 1986.

Growth Cycle, 42cmX3d¢m, Collection of %khe
Arts Council; Cork Glass Art Exhibition, 1986.

James Scanlon.
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Installation of the side chapel, 1990.
Consisting of a 40ft high mobile of 10 blown
glass and neon pendants 6-10' high, suspended
above 25 blown glass and iron sculptures 6-15"'
high; Glass does not grow in the forest
exhibition, 1990. Steve Tobin.

Hommage a Picasso, group of 10, blé@ngbaiﬁfga,
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Bone, 1990. Blown glass and iron, 5'__high:
Glass does not grow in the forest exhibition,
1990. Densaburo Oku.







"prayer book size" (22, p.28), intricately worked
panels. (FIG. 13 and 14). "They have densely
concentrated areas of ruby, blue and yellow that,
although heavily worked are unpainted, unstained and
unleaded". (31, p.14) His earlier use of mime to affect
peoples moods was transferred to glass because of the
unique qualities and intimate relationship with 1light
that glass offered him. These panels verge on
abstraction with suggestions of figuration and symbols
of musical and organic activity. The colours, dominated
by blues and reds, are cloudy and soft but held within
a tight formal geometric framework. The forms and images
although difficult to define have a very strong presence
and are highly charged and emotional. They are best
equated to music or dance and it is easy to relate them
to his earlier work with mime.

In 1986 he expressed an interest in making kinetic
pieces "that transmit sounds as you approached them"
(30, p.17) but, as yet, he hasn't developed this idea.
He has not been alone in the idea of using glass in a
kinetic way; glass in the 1990's has been developed in
installations, performances and as an environmental
medium. In the summer of 1990 in the Church of St
Augustine in Antwerp in Belgium, the international
exhibition Glass does not grow in the Forest was held
(FIG. 15, 16, 17)

The focus of the exhibition was glass, but it was
unusual in location and format. Located in a
deconsecrated Baroque church on a quiet side-street of
Antwerp, the work of eleven artists from Belgium,
France, Germany, Czechoslovakia, the United States and
Japan was presented in a striking "site responsive"
collaborative installation." (19, p.32)

There was a high degree of abstraction in the exhibition
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and the relationship between vessels, bodies and houses
as containers reflected the symbolic use of the figure
and its associations, among the European artists. The
pieces on exhibit were diverse, ranging from sandblasted
panels dealing with sociopolitical subjects to blown
vessels-based sculpture. This exhibition was of
significance to the work of Scanlon because it
questioned the current relationship that artists have
with glass and highlighted the use of this unique
material in a symbolic way by these European artists.

The Americans are also experimenting with glass
installation exhibitions. At the Renwick Gallery of the
Smithsonian Institute, seven artists exhibited work from
November 9th to April 14th 1991. (FIG. 18, 19, 20) The
artists in this project felt they had made a fundamental
departure from the studio glass movement and reject the
conventional craft orientation of concern with the
material properties of glass 1itself and are more
concerned with the ideas expressed by their works.

To a large extent the attitude to glass expressed in
these peoples work is more about creating sculpture in
a medium which they have been trained to understand
rather than allowing themselves to be reduced to just
exploring the beauty of their medium. The aim of the
glass within the work is to serve the artist as a
material within the sculpture they create. (11)

They work of both Maud Cotter and James Scanlon has been
accepted within Irish fine-art circles and their use of
craft/technique based materials had not affected their
status or limited the commissions or praise they have
received. Within an international context perception of
glass as a medium "graduating" from craft to fine art
has been raised by critics and artists alike. The first
Toledo Workshops (1962), showed a split in viewpoints
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between the artists and craftsmen. Artists "in search of
form... content to push glass in new directions rather
than master technique, and that of the craftsman, who
strove to create a perfectly executed functional object
from the least glass possible". (6, p.11l)

The introduction of other materials used with glass
since the 1970's by artists like Clifford Rainey has
meant that work is veering towards a formalised use of
glass as sculpture. (FIG. 20)

Rainey has been making and teaching glass in Britain
since the 1970's. He has combined cast glass, with
painted sheet glass and metal to create strong images
that deal with tensions and evoke a reaction that is not
always pleasant. His use of glass as a means to an end
to create a reaction relates well to Cotter's use of
glass which she has found "directly attacks your nervous
system" (36) and "the only criterion of success James
Scanlon thinks valid in relation to his work is
emotional. (21, p.l14) Rainey's work has used glass in a
very sculptural way and his career success has helped a
"formalisation of glass as a fine art medium". (4,
p.156)

In 1977 a group of British artists set wup an
association. British Artist in Glass (BAG) which served
as a common institution to which all artists interested
in glass could participate and exchange techniques.

The formalisation of glass has also been helped by
public awareness through exhibitions and expansion of
Associations, Organisations (British Artists in Glass -
BAG) and Publications (Neus Glass).

The first opportunity for artists, educators, curators,
collectors, art dealers and the general public to see
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the most up-to-date assortment of glass was in 1979,
when the Corning Museum of Glass presented New Glass a

Worldwide Survey. This was an open competition to any

glass-worker or company making any kind of glass
anywhere to exhibit in an exhibition which travelled in
the USA, Europe and Japan for three years.

This exhibition showed some interesting changes from
previous surveys. There was a departure from factories
to established designers working independently and a
growing number of artists attracted to glass as a studio
medium.

This exhibition was important in the break from
traditional industrially based glass, and it gave rise
to other international exhibitions with more specific
briefs. Sculptural Glass was held in 1983 in Tucsom

Museum of Art. This exhibition showed a jump from small
tablesize objects to environmental sculptures. Other
exhibitions centred in themes such as the figure,
functional design and architectural collaborations.

The role of glass in the context of decorative objects
was overshadowed by its exciting role as a major

" ingredient within the International Modernist Style.

Modernism crystallised in the 1920's, inspiring a new
spirit in architecture and design appropriate to the
machine age. Glass and steel were the key ingredients in
design which ranked function without abandoning
stylishness and rejecting decoration. Glass for the
first time was used dramatically in architecture, in
interior design and design of furniture and 1light-
fittings. Modernism was first established in Germany and
France, in the Bauhaus and in a loosley-knit group which
included Le Corbusier and which in the 1930's was to
form the Union des Artistes Modernes. To the Modernists
glass meant light, space and optimism. The style found
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international popularity, especially, in the USA where
steel reinforced buildings were tentatively being pushed
skywards.

The enormous destruction wrought in Germany by the war
meant a massive rebuilding programme whose scale and
speed encouraged experiments in architecture and
decoration.

Scanlon has been developing an interest in essentially
the atmospheric qualities of the art. These priorities
are ones which Scanlon has worked when he designed the
small icon chapel at Glenstal Abbey, Limerick (1987)
with the architect Jeremy Williams. (FIG. 21 to 24)
Along with the small stained glass panels representing
the four Gospel writers, he designed the floor, the
lighting and the mood of the chapel to reflect the theme
of the Passion.

Scanlon admires the way Chagall worked with the
Jerusalem windows. (FIG. 25) In 1962, Chagall produced
12 windows for the Hadassah Medical Centre in Jerusalem.
He avoided portraying the human figure because it is
forbidden in Judaic art. He used symbols and animals
with human characteristics. Scanlon admires this rich
symbolism and the fact that he has retained the natural
luminosity and brilliance of handmade glass. "When one
takes a sheet of handmade glass off the racks, it has
innate qualities. Then you go through the processes of
putting a message on the piece of glass, it is extremely
uppermost not to sacrifice the glass to the idea. This
is when Chagall comes out on top." (42, p.1l)

Scanlon says he has been influenced by Miro's "honesty"
in his symbolic painting. (FIG. 26) The "ease and
simplicity" through which Poliakoffs "compositions" seem
to slip into place. The "musicality" of Kandinisky's
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later painting, which give him encouragement to carry on
with his own symbolic language in glass and Rothko whom
he believed has "redefined a century of painting: if
Monet began painting as we know it today; he feels
Rothko brought that area of painting to an end.

In 1989 Scanlon was given a £10,000 commission for the
windows in the Share Complex in Grattan Street, Cork. In
1989 it was awarded the Plan Building of the year Award.
The architect Neil Hegarty allocated a specific amount
of money to be integrated for art within the building,
in the initial plans of the building. The buildings are
flats and homes for homeless old people and 1local
authority houses, separated and laid out around two
courtyards. The windows are placed on two walls of a
corner that is to become a major roadway and will be a
main focus as your pass through the city. (FIG. 28 to
30)

Scanlon made five windows for this project, three
stretch two stories in height, measuring 18ft X 4ft. One
window in a room directly above the glass door to the
street is 8ft square and a fifth window on the opposite
wall of this room is 8ft X 4ft. The windows are 3 basic

colours, green, blue and red.

The succession of colours from green, back to green
creates a unity among the five windows, and it is
possible to view at least part of them from the small
meeting room. They must be viewed from inside by day-
light and from outside by night (because the ESB lights
them free of charge to the City).

The project gave Scanlon the chance to use the glass
itself to define a space; from the upper room you are
surrounded by nothing but the glass as a light source.
This place that he has created is a very quiet,
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contemplative controlled environment.

The first panel is the stairs. This panel is continued
from the ground floor up two flights of stairs. Because
there is very little working of the glass with paint and
quite a lot of etching, it allows a lot of light in and
the stairs are not darkened. The predominantly green,
heavily etched flashed-glass makes use of vivid,
energetic brush-strokes but the corner is held in
strong, formal, geometic frames and the greenness is
framed by blue, interspersed with yellow and red. The
yellow is used sparingly as it allows light in and
focuses attention on itself. The 1leading takes a
secondary role in the sense that it has a purely
functional form rather than an aesthetic one,
contributing to the all over affect.

The next panel is basically ultramarine blue. The
purpose of this panel is as a shrine. The design follows
an axial format consisting of basic geometic shapes. The
simple linear structure in contradicted by the intense
painting, intelligent use of colour and the apparently
erratic interspersion of red. This window pulsates with
life and energy. It is supposed to signify the religious
Christian theme behind the share projects to people who
pass by the buildings without using the representation
of the cross as a symbol.

The large window above the door has different dimensions
than the aforementioned windows. Scanlon has used lead
within the window in the decorative style of Johannes
Schreiter as well as purely structurally. The inside
section is the same dimensions as the other windows,
mainly blue it is heavily etched and there are small
inclusions of pink and yellow pieces of glass. The
majority of the window and the other perimeter is a
white semi-transparent wispy glass, which permits a
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great deal of light.

Scanlon thinks that Schriether brought a simplicity back
to the work of stained glass. He put stained glass into
a modern architectural setting and he also rescued the
lead line from centuries of disguise and insignificance
making it an equal partner in the art of stained glass
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