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CHAPTER I

INTRODUCTION

When working in the sacred realm, the artist must

contend with guidelines established by church fathers, the

liturgical perceptions of priests and consultants, the

requirements of art and building committees, the confines of

architecture and architects, and the subjective opinions of

congregations. Specific topics and a symbolic language

traditionally associated with Christian art impose further

limitations.

Placing restrictions on the individual creativity of an

artist often creates tension, even dissension, between the

artist and the patron. Long before the patron has fully

communicated his specifications, the artist frequently feels

his originality threatened. With Christian art, this

dilemma is amplified. The creator of contemporary Christian

art has the difficult and often ambiguous task of attempting

to merge the theological doctrines of today's churches and

the spiritual identities of their congregations with

individual creative expression. Many artists choose not to

work in the sacred realm. The artists, critics, and

historians who include this type of art in their

professional endeavors struggle with major issues. Does
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sacred art constitute fine art? What is the purpose of

sacred art in churches today? Is abstraction acceptable in

art for a worshipping community? How are the roles of the

artist and the church defined?

Reforms of the Council of Vatican II encouraged the

Roman Catholic Church to address these issues. Furthermore,

these questions affect individual artists attempting to

complete commissions for Christian art. During the 1980s,

tangible attempts are being made to bring the artist and the

church back into a working relationship. Conferences on

subjects such as sacred art, liturgy and visual arts, and

how to include artwork in building and renovation projects

are being held in various areas of the country. These

questions were at the heart of a conference entitled The

Church and the Artist which took place in August, 1987, at

St. Martin's Abbey near Seattle.1  The same questions were

considered by members and artists of the Diocese of Chicago

by two separate conferences held in 1984 at Visual Art and

Worship and at Artists Day.2 Improvements in the

relationship of artists and churches are being made

primarily on local levels and result largely from the work

of individuals and separate diocesan committees.

1David Ramsey, "Hidden Treasure," Modern Liturgy 14

(December 1987/January 1988): 42.

2 "This Fall in Chicago: The Visual Arts and Worship,"

Liturgyj'80, July 1984, 2-3; Joseph Cardinal Bernardin,
"Artists Day", Liturgy '80, October 1984, 7-9.
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Isolated efforts seen around the country in the 1980s

testify to an increasing awareness and re-emergence of fine

sacred art. Periodicals, such as Modern Liturgy and Faith

and Form, regularly publish articles on sacred art and

architecture, news of exhibitions on sacred art, and reports

on conferences for artists and churches. In 1981, a

depository for visual resources on sacred art, the Archives

of Modern Christian Art, was established at the College of

Notre Dame, Belmont, California. Modern Liturgy has

sponsored annual competitions in liturgical art for the past

six years. Moreover, competitions and exhibitions on a

national scale are increasing. For instance, in 1985,

Loyola Law School in Los Angeles began an arts program that

includes a gallery which opened with an exhibit entitled The

Spiritual Eye; the school has also commissioned several

religious artworks.,3

A few churches and congregations, in varying degrees,

are attempting the commissioning of contemporary artists for

Christian art. One such religious institution is St. Rita's

Catholic Church in Dallas, which in 1987, completed a new

sanctuary that included commissioned artworks. This parish

has attempted to revive the important role of the visual

arts which is evident in the Early Christian, Romanesque,

Gothic, and Counter-Reformation churches. The artworks have

3 Stace Aspey, "'Loyola Inaugurates an Art Program,"
Artweek 16 (27 April 1985): 3.
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been conceived as sources of instruction and inspiration as

well as adornment. The liturgical consultant, art and

building committee members, the artists, and architects

diligently worked together to create a building and art that

utilize Biblical sources and preserve historical tradition

as well as the heritage of the Catholic church.

St. Rita's sanctuary was designed by Charles Tapley, a

Houston architect with Tapley-Lunow Architects. The

building--its plan, the placement of its parts, and their

relationship to one another--is steeped in Biblical and

traditional symbolism. The plan includes the historical

elements of the octagon, the Greek cross, and a tent-shaped

roof. The placement of the baptismal font, for example, is

rooted in historical origins but expresses contemporary

theology.

The artworks, designed by different artists, include

four types of media: (1) eight stained-glass windows by Lyle

Novinski, Chairman of the Art Department at the University

of Dallas; (2) the Marian Shrine by Claire Wing of Wing

Glass Works; (3) Stations of the Cross cast in bronze by

Heri Bartscht, Professor of Sculpture at the University of

Dallas; and (4) carved medallions representing St. Francis

of Assisi and St. Ignatius of Loyola by Don Schol, Professor

and Coordinator of the Sculpture Program at the University

of North Texas. All of the artists have created pieces that

incorporate traditional church symbolism expressed in modern
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terms. Each artist had to consider many variables: the

restrictions of church doctrines, placement and installation

of the work, and the active worship practices of the

congregation. In the case of St. Rita's, many artists

invited to submit ideas chose either not to respond or to

cease participation at various stages of the selection

process. For the artists who persevered and completed

pieces for the sanctuary, the balance between creative

expression and the requirements of the parish seems to have

become a challenge, rather than a threat, to their

individualism.

By several traits, St. Rita's Catholic Church and its

art are identified as being unique. From an historical

viewpoint, much of the artwork of the new sanctuary can be

traced to the aesthetics and symbolism of previous eras.

The modern expression of this Christian art is not limited

to any one style or technique; yet the art is contemporary

in ways that set it squarely in the realm of the eighties.

Portraying the originality of each artist, the works of art

are expressionistic, site-specific, and very

individualistic. It is hoped that the study of this

sanctuary project, in which the visual arts have been merged

with theological considerations and liturgical practices

while still allowing contemporary creative expression, will

provide a fuller understanding of this aspect of today's

Christian art.
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Statement of Problem

This thesis investigates how the visual arts philosophy

promulgated in the 1960s by the Second Vatican Council of

Roman Catholic Churches is manifested through four artists'

works commissioned for the 1987 sanctuary of St. Rita's

Catholic Church.

Methodology

The primary data for this study were the artwork and

the new sanctuary of St. Rita's Catholic Church located at

12521 Inwood Road, Dallas, Texas. The artwork and sanctuary

were viewed and photographed. The four artists who

completed commissioned pieces for the sanctuary were

interviewed at various parish functions and at their

individual studios or offices. Members of the art and

liturgical committee for St. Rita's, as well as the

ecclesiastical administrators, were also interviewed. The

latter generously provided copies of unpublished papers and

speeches presented to church committee members and the

congregation at various times since the inception of the

building program in 1983. Video recordings made of several

services, instructions for liturgists participating in

services that included special uses of the art or

architecture, agendas and notes generated for meetings to

select contractors, and various other documents about the

building project were reviewed.
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Lyle Novinski, who serves as Liturgical and Art

Consultant for the Roman Catholic Diocese of Dallas as well

as for St. Rita's, offered valuable knowledge and insight

into the parallels between art and worship and the actions

of the diocesan committee. Individuals from the Office of

Worship and Liturgy for the Catholic Diocese of Dallas also

provided information about the efforts of this diocese in

the area of visual arts. For comparative purposes, the

clergy from a number of Catholic churches that have

completed building programs in the last five years were

interviewed by telephone. Those interviews confirmed that

the degree of interest and participation in visual arts

programs within this diocese is diverse.

For additional viewpoints, artists who were invited to

participate, but declined, were surveyed by correspondence.

Moreover, articles featuring individual artists and church

commissions were reviewed. A search for literature

concerning the relationship of artists and the church, or

the church as a patron of the arts, was conducted. Although

a wealth of literature exists on the subject of Christian

art, few authors directly address the issue of religious

institutions and the patronage of sacred art.

Since the doctrines of the Roman Catholic Church set

specific constraints, those affecting the visual arts are

discussed in chapter 2. St. Rita's planning process and the

selection of artists are reviewed in chapter 3. Following
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those two chapters, the sanctuary and works of art are

individually described, their iconography explained, and the

style of the artists and their pieces examined.

Contemporary sacred art issues are discussed in the chapters

as appropriate to the work of specific artists. Compendiums

of educational and professional information for the

commissioned artists are included in the appendix. Chapters

5, 6, 7, and 8, concerning the artwork, are arranged in an

order based on typical church use: first, the stained glass,

because it is the most widely accepted art medium for

churches; second, the Marian Shrine, since the image of the

Virgin Mary is most commonly found in Catholic parishes

after the image of Christ; third, the Stations of the Cross,

frequently found in worshipping communities; and fourth, the

shrines of the saints, which are probably the most

distinctive. The final chapter includes conclusions drawn

regarding the perspectives of the artists and the church,

with comparative comments from various articles, books, and

essays that have addressed the subject of sacred art and the

relationship of artists to the church.

Review of Literature

A review was conducted of currently published

literature on the documents that resulted from the Second

Vatican Council of the Roman Catholic Churches, on art

patronage by Christian institutions, and on St. Rita's
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Catholic Church. Pertinent literature published by the

Roman Catholic Church which affects the artwork that is

placed in parishes is found in the documents distributed

from Vatican II held in Rome between 1962 and 1965. The

Latin texts of these papers include edited versions

distributed by the Council for the last vote, complete

manuscripts published singly by the Vatican newspaper, L'

Osservatiore Romano, and, finally, the editions circulated

in the official Vatican periodical, Acta Apostolicae Sedis.4

There are also several English translations. The Roman

Catholic Diocese of Dallas uses The Documents of Vatican II,

which includes commentaries and notes and was edited by

Walter M. Abbott.

Since the decrees of Vatican II were issued to regulate

such diverse areas of Roman Catholicism as its policies on

missionary activities and the duties of bishops, resources

regarding single areas have developed. The section of the

Vatican II documents that pertains to worship practices,

"Constitution on the Sacred Liturgy," is such an area. The

Liturgy Documents, A Parish Resource, issued by the

Publications Office of the United States Catholic

Conference, contains an English translation of that

constitution along with six interpretive, instructional

essays. This book, which is the reference most commonly

4 Walter M. Abbott, The Documents of Vatican II (New
York: Herder and Herder, 1966), ix.
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used by churches and diocesan offices, includes most of the

official decrees that pertain to the liturgy and visual arts

as well as comments by respected liturgists. Although a

discussion of these books and their impact on art and

architecture is included in chapter 2, it should be noted

that various interpretive resources have been published

about the liturgical reforms of Vatican II. Just one

example is the periodical, Liturgy 80, which is published by

the Office of Divine Worship of the Archdiocese of Chicago.

The publication contains numerous articles and essays on how

the reforms are being affected in that diocese and around

the country. Over a period of several years, the serial has

included a section, entitled "Environment and Art," which

has covered topics from use and design of sacred space to

the selection and use of quality ceramic vessels in services

such as baptism or the Eucharist.

Literature specifically reviewing current trends in

ecclesiastical art patronage is not only limited but usually

highlights particular construction projects that includes

sacred art such as the renovation of St. Joseph's Cathedral,

San Jose, California.5 Or available literature may feature

individual artworks commissioned for specific parishes, such

as Resurrection, a set of Stations of the Cross by Paul

Peter Piech, and Conceived by the Holy Spirit, an

5 Kenneth Guentert, "Geometry of the Sacred," Modern
Liturgy 15 (May 1988): 12.
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installation by Nancy Chinn, as found in periodicals such as

The Christian Century, Modern Liturgy, Faith and Form, and

Liturgical Arts.6 Some books on architecture for the

worshipping community, particularly those referencing the

Catholic Church and the changes brought about by Vatican II,

include recommendations for commissioning artwork or

collaborating with architects to obtain site-specific

pieces. An example of that type of book is Church

Architecture by James White and Susan White, which includes

a list of resources including periodicals, books, and

references to denominational publications and committees.

Atypical churches or cathedrals with abundant sacred art,

such as Assy in France, Coventry in England, or St. John the

Divine in New York, are the subjects of books which include

chronicles of their patronage.

The most complete treatment of sacred art and the

church as patron is found in John Dillenberger's The Visual

Arts and Christianity in America. While the book was first

published in 1985, the 1989 edition has been expanded to

include information on the 1980s. In his book, which is

primarily a historical review and an assessment of art that

concerns the spiritual, Dillenberger places the blame for

the separation of the church and visual arts in America on

6 Martin Muller, "Resurrection," Modern Liturgy 14
(April 1987): 6-8; Kenneth Guentert, Modern Liturgy 15
(September 1988): 1-2.



12

the Protestant's ban on art and the Catholic's use of

"plaster" images and banal art, noting that

...the sidetracking of art within the major
sections of Protestantism, the use of plaster
saints in Catholicism as reminders rather than
objects that express the power of art, and the
pronounced neglect of the visual arts on the part
of most scholars of religion...have obliterated
too much of what belongs to the world's humanity.7

In an essay, specifically on William S. Rubin's book

about the French church at Assy, Dillenberger makes general

comments on church art patronage between 1940 and 1979. He

concludes that the religious institution has divorced itself

from the arena of patronage; for the twentieth century, he

adds the increasing independence of artists and conservatism

of churches as further reasons for the separation.8 From

Dillenberger's viewpoint, the outlook for a renewed alliance

between artists and the ecclesiastical community is

pessimistic. He cites that although various institutions

may be expressing new interest in the visual arts, the

churches are not returning to, or advancing toward, the

significant inclusion of the visual arts in church structure

and liturgical life.9  Although this statement may be

7John Dillenberger, Visual Arts and Christianity i
America, 2d ed. (New York: Crossroad Publishing, 1989), 201.

8 John Dillenberger, "Artists and Church Commissions:
Rubin's The Church at Assy Revisited," in Art, Creativity,
and the Sacred: An Anthology in Religion and Art, ed. Diane
Apostolos-Cappandona (New York: Crossroad Publishing, 1987),
202.

9 Ibid., 195.
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considered true for 1979 when the article was written, local

parish and diocesan programs, such as St. Rita's building

project, are evidence of changes that are taking place in

the 1980s.

The literature currently published on the new sanctuary

and art of St. Rita's Catholic Church is limited. The

following newspaper articles were located: (1) an

architecture review by David Dillon, Architecture Critic,

entitled "A Quiet Corner" in the Dallas Morning News on 11

January 198810 and (2) an article entitled "Professor's

Windows Inspire" written by a staff writer for the

University-News, a newspaper published by the University of

Dallas.1 1

Three churches from the religious portfolio of Charles

Tapley, the architect for St. Rita's, were featured in an

article entitled "In a Right Spirit," which appeared in the

February 1989 issue of Architectural Record.1 2 The article

reviews Tapley's design approach to sacred architecture and

features the churches of St. Rita in Dallas, Bethany in

1 0David Dillon, "A Quiet Corner," Dallas Morning News,
11 January 1988.

1 1 "Professor 's Windows Inspire," University News
(Dallas: University of Dallas).

1 2 Margaret Gaskie, "In a Right Spirit.," Architectural
Record, February 1989, 101.
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Denver, and Covenant in Houston. The commissioned artwork

is not discussed in the article.

Published on 21 November 1987, the dedication issue of

the parish newsletter, St. Rita Dimensions, was comprised

entirely of short essays written on the new sanctuary and

its artwork.1 3 The articles were contributed by the editor

and various members of the liturgy and arts committees. In

addition to his contributions to the newsletter, Lyle

Novinski, Liturgical and Art Consultant, wrote several

unpublished papers for presentation to the congregation, the

art committee, the building committee, and for educational

purposes to be used by the church as needed.

1 3Catherine Wilson, ed., "Dedication Issue", St. Rita
Dimensions, 21 November 1987.

off-Plam kvilunkm"



CHAPTER II

ROMAN CATHOLIC DOCTRINES AND RITUALS AFFECTING

THE SELECTION OF ART AND ARCHITECTURE

FOR SANCTUARIES

The Second Vatican Council, 1962-1965, promulgated

sixteen official texts that govern every aspect of the

contemporary Roman Catholic Church. These documents

established principles and provided a vision for the church

which incorporated significant changes of ritual. The Latin

texts, exclusive of footnotes and messages delivered by

individuals, comprised 103,014 words.1 The section entitled

the "Constitution on the Sacred Liturgy," which addresses

the ongoing practices of the rites, has had the greatest

effect on the environment for worship because it includes

guidelines for the architectural space as well as for

permissible art forms.

Recognizing the eminence of the liturgy is vital to

understanding the philosophy that has affected the art and

architecture of this Church. The "Constitution on the

Sacred Liturgy" emphasizes its importance with the following

statements:

'Walter M. Abbott, ed., The Documents of Vatican II
(New York: Herder and Herder, 1966), ix.

15
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The renewal in the Eucharist of the covenant
between the Lord and man draws the faithful into
the compelling love of Christ and sets them afire.
From tke liturgy, therefore, and especially from
the Eucharist, as from a fountain, grace is
channeled into us; and the sanctification of men
in Christ and the glorification of God, which all
other activities of the Church are directed as
toward their goal, are most powerfully achieved.2

Reforms in the liturgical practices are intended to promote

renewal of the Christian faith and active participation of

believers in worship and spiritual growth. The Council

directed that practices and books should be revised, within

the guidelines of established liturgical norms, to reflect

the customs and needs of various cultures. Additionally,

the Council expanded that directive to include the "revision

of ecclesiastical statutes which govern the disposition of

material things involved in sacred worship," including the

construction of sacred buildings and the "proper use of

sacred images." 3

As a result, numerous essays have been written

discussing the liturgical reforms of the Second Vatican

Council. In 1980, a compilation of seven important

documents dealing with the practical ramifications of these

reforms was published in the United States under the title

of The Liturgy Documents, A Parish Resource. This

publication contains an English translation of the

2 Ibid., 142-3.

3 Ibid., 176.
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"Constitution on the Sacred Liturgy" and instructive

material regarding eucharistic worship, the liturgical year,

and the appropriate use of sacred art and music. Two

important essays in this book, "Environment and Art in

Catholic Worship" and "Music in Catholic Worship," enumerate

specific guidelines for creating, renovating, and using

sacred space and art in light of the reforms. These two

documents played an important role in the construction of

the new sanctuary for the parish of St. Rita's. Currently,

doctrinal reforms influence renovation and construction of

liturgical architecture. Although these doctrines will be

reviewed and references made to their application at St.

Rita's in this chapter, elaboration on the applicable

elements such as architectural features and the artworks,

along with their topics, locations, and styles, will be

considered in the discussion of the sanctuary and individual

works.

Vatican II reaffirmed the concept of the church as

being the assembly of believers, the earthly Body of Christ.

In "Environment and Art in Catholic Worship," the building

is defined as a skin for liturgical action. The area within

this shelter must contain sacred space that provides for the

assemblage of the congregation, the enactment of the

sacraments central to the faith, and the unification of the

assembly with the sacraments. In addition, specific

guidelines that relate sacred architecture to liturgical
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doctrines and reforms are provided for consideration prior

to construction or renovation. Parishes are encouraged to

create spaces that facilitate the active participation of

the assembly, that provide visibility and audibility of the

rites as well as between parishioners, and that are scaled

to the worshipping community.

For many Roman Catholic parishes, including St. Rita's,

creating such spaces translates into abandonment of

traditional standards--the basilica-type and Latin cross

plans. Central plans incorporating the octagon, circle, or

oval are replacing the Western civilization norm which was

established with Old St. Peter's, which was built about 325.

A centrally placed altar with the congregation assembled on

several sides or completely around solicits more

participation from the laity than the placement of the altar

in an apse or cross-arm separated from the congregation by a

transept.

Although the liturgy is considered the summit of

corporate worship, Vatican II recognized that it is not the

only form of Christian activity which promotes renewal and

spiritual growth. The Council reinforced the significance

and authority of Holy Scripture and the importance of such

practices as prayer, testimony, and private devotion. Such

pronouncements affect the location of the pulpit in churches

and can result in the inclusion of shrines that provide an

area for private devotion and meditation. At St. Rita's, a
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eucharistic chapel and three shrines were' designed to meet

these criteria; all three shrines include sacred art.

The Second Vatican Council addressed the use of sacred

art in the liturgical life of the parish. In "Constitution

on the Sacred Liturgy," the establishment of commissions to

direct and encourage the appropriate use of ritual practices

in liturgical celebrations, of sacred music, and of sacred

art is recommended. Furthermore, such commissions are to be

assisted by experts in the field.4 Accordingly, Lyle

Novinski, Chairman of the Art Department at the University

of Dallas, serves as an art consultant for such a committee

in the Roman Catholic Diocese of Dallas. In that capacity,

he served as the Liturgical and Art Consultant to St. Rita's

throughout the building program.

The doctrines of Vatican II formalized the Roman

Catholic Church's encouragement of the arts:

Very rightly the fine arts are considered to rank
among the noblest expressions of human
genius....Holy Mother Church has therefore always
been the friend of the fine arts and has
continuously sought their noble ministry....The
practice of placing sacred images in churches so
that they may be venerated by the faithful is to
be firmly maintained."

Although the Council advocated the solicitation of fine

artworks, it admonished that such works cannot be "mediocre"

or "repugnant to faith, morals, and Christian piety," and

41bid., 153.

5Ibid., 174.
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further cautioned that such works are to be used in moderate

number and in appropriate locations as to not detract from

the central element of the sacraments.6 At St. Rita's, the

appropriateness of the artworks and their locations were

major considerations.

On the issue of style, the Council carefully avoided

adopting any official position; instead, it stated that art

of each culture, locale, and "natural talent" should be

considered.7  This allows for various media and styles of

art as well as the individual creativity of contemporary

artists. Today, often abstracted and even non-

representational art forms are considered congruous with

sacred or Christian art. Acceptance of contemporary art

styles, however, varies from parish to parish. Some

institutions welcome abstract and non-representational

artwork, while others prefer representational or slightly

stylized images. The artists who completed works for St.

Rita's sanctuary chose clear, simple representations of

their subject matter. Nevertheless, some of these same

artists have used non-representational and abstract art in

the production of sacred pieces for other churches or

alternative spaces.

6 Ibid., 175.

71bid., 175.
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Subject matter is another important factor when

considering the appropriateness of sacred art. Some of the

doctrines of the Roman Catholic Church are particularly

suited to the creation and use of images. The liturgical

year, for example, which is based on scripturally recorded

events in the life of Christ, focuses the worship of the

church on these events. Several such episodes are

illustrated in the eight stained-glass windows that portray

the salvation history of the people of God. Visible in

pairs from various locations in the nave, the windows are

strategically placed to emphasize each topic and its

relationship to the rest of the sanctuary. Placement,

therefore, is another consideration of the appropriateness

of art for the church.

The liturgical year also allows for the celebration of

saints' days to honor the deeds of mortals that have

contributed to the faith. Throughout history, statues and

pictorial images of saints have been included in Roman

Catholic Churches. Large wooden medallions representing St.

Francis of Assisi and St. Ignatius of Loyola are included in

the sanctuary at St. Rita's to recall the spiritual orders

of priests and nuns present in that community. These hand-

carved sculptures are the focal points of two of the shrine

areas provided for private devotion.

The third shrine contains an etched-glass, sculptural

relief of the Virgin Mary. An artist was commissioned by
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the church to provide a sacred image for this area that

would assist the meditations of the faithful. The subject

of the Virgin has been considered appropriate in Roman

Catholic Churches since 431 when the Council of Ephesus,

responding to the issue of Nestorianism that questioned the

divine and human natures of Jesus Christ, declared the

Virgin Mary to be the Mother of God. More than 1500 years

later, the ecclesiastical authorities at Vatican II

confirmed the Church's position by stating,

Mary was involved in the mysteries of Christ. As
the most holy Mother of God, she was, after her
son, exalted by divine grace above all angels and
men. Hence the Church appropriately honors her
with special reverence.8

Thus, private devotions to the Virgin Mary are a viable act

of worship in the life of the Roman Catholic believer.

Another directive in the documents of the Vatican II

Council stressed the importance of instruction and education

of both laity and clergy concerning the liturgy and its

relationship to parish life. Specifically noted in that

relationship were the topics of worship and sacred

environment including recommendations for the study of the

history and development of sacred art. This directive also

provided for the establishment of diocesan commissions on

art.9 Although encouraged to seek the help of experts, the

8 Ibid., 94.

9 Ibid., 153, 175-176.
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final responsibility for the inclusion or exclusion of

sacred art rests on the clergy and bishops of any given

diocese or worship center.10 Since most clerics and the

episcopacy are theologians, not artists, education for them

in the field of art, including its styles and its history,

becomes extremely important. Surveys of Catholic and

protestant seminaries, conducted in 1968 by Jane

Dillenberger and in 1988 by Wilson Yates, indicate an

increase in the inclusion of educational programs on the

visual arts in theological institutions in the last twenty

years; but the practice is not widespread. 1 The Roman

Catholic Diocese of Dallas has a commission responsible for

assisting parishes and other religious institutions with

questions about sacred art, including its selection. The

Dallas diocesan committee consists of an artist and art

historian, an architect, and clergy who have received some

visual arts education.12 From talking with priests from

several parishes that have recently completed building

projects, it is apparent that the degree of participation of

the diocesan commission varies from project to project

10 Ibid., 174-176.

1 1 John Dillenberger, The Visual Arts and Christianity
in America (New York: Crossroads, 1988), 173-4.

12 Sally Graham, Office of Worship and Liturgy,
Catholic Diocese of Dallas, interview with author 7 February
1988.
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according to the needs of the worshipping communities and

the desires of their priests. At St. Rita's, Novinski was

the only active diocesan consultant, but his formidable

efforts coordinated with those of David Lawrence, a priest

from the parish who had training in the arts, were crucial

to the success of the artistic and liturgical

accomplishments.

In "Environment and Art in Catholic Worship," these

educational directives for laity and clergy were expanded by

the issuance of specific guidelines for commissions,

congregations, clergy, consultants, architects, and artists

that described the teamwork required to complete the

construction or renovation of worship centers.1 3  Such

guidelines played an important role in St. Rita's building

program, the planning of the sanctuary, and the selecting of

sacred art. Efforts were made to include the congregation

in decisions about the new church and to instruct

parishioners about the iconography of the artwork and the

symbolism of the building. Through its consultant, the

diocese worked closely with the priests and committees of

the church to accomplish their established goals.

At the close of the Second Vatican Council, seven

cardinals read messages addressed to various groups of

1 3 Gabe Huck, ed., The Liturgy Documents, A Parish
Resource (Chicago: Liturgy Training Program, Archdiocese of
Chicago, 1980), 227-228.
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people including one directed to artists.1 4 The Council

advocated an alliance with artists saying "You have built

and adorned her temples, celebrated her dogmas, enriched her

liturgy. You have aided her in translating her divine

message in the language of forms and figures, making the

invisible world palpable." 1 5  The text of this message,

along with the decrees which advocated an upgraded art in

the churches and improved cooperation between institutions

and artists, could result in greater creation of quality

Christian art and could encourage Catholic institutions to

become active patrons. Still, the implementation of these

concepts remain in the hands of individuals. The concerted

efforts of individuals on the St. Rita project prove that

ecclesiastical guidelines can be merged with artistic

creativity to produce art and space that enhances not only

the worship of a community, but also the lives of its

communicants.

1 4 Abbott, 728.

1 5 Ibid., 732.



CHAPTER III

PLANNING PROCEDURES AND SELECTION

OF ARCHITECT AND ARTISTS

Although the planning of the new sanctuary was largely

administrative, because decisions made in the process, such

as the selections of artists and artworks, were crucial to

this investigation, a cursory review of the procedures for

St. Rita's building project is included here. Furthermore,

many of the processes were directly influenced by the

doctrines discussed in chapter 2 and often demonstrated the

results of following the ecclesiastical guidelines.

Pursuant to the requirements of the Mother Church, the

Roman Catholic Diocese of Dallas provided instructional

programs to assist St. Rita's newly established Building

Committee in the necessary deliberation between renovation of

its existing facilities or construction of a new worship

space. The consultants from the diocese were available to

assist the building committee from the inception of the

program. Upon the decision for construction, financial and

procedural proposals were formulated and submitted to the

diocesan office for approval.

From the beginning, St. Rita's congregation was given

the opportunity to be actively involved as a primary

26
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component of the building project team. Parishioner

participation was encouraged at a town-hall type meeting held

in April 1984 to discuss the project and expectations and to

solicit questions and ideas. The congregation also had the

benefit of regular reports in the parish periodical,

Dimensions. Providing a vehicle for instruction and

communication, editors of this parish paper periodically

answered questions about the new sanctuary, profiled

consultants, the architect, and artists, and used quotations

from "Environment and Art in Catholic Worship" to inform the

congregation on various elements of form and ritual.

Selection of an architect was the responsibility of the

building committee, which included priests, parishioners and

consultants. Based on submitted plans, architectural

presentations, resumes, and interviews, Charles Tapley, of

Tapley-Lunow Architects of Houston, was chosen and actively

entered the process in 1984. Tapley worked with the Liturgy

Director of the church, David Lawrence, the Art and

Liturgical Consultant of the Diocese of Dallas, Lyle

Novinski, and the building committee to merge the theology

and symbolism of the liturgy with the practical needs of the

parish. In September 1984, all interested parishioners were

invited to Ministry Night for the presentation of a program,

entitled "Imagining our Church," which was prepared and

presented by the head of the liturgy committee and the

Liturgical Consultant for the Diocese. Ministry leaders
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discussed and submitted the specific space needs of the

various segments of the parish lite to the building committee

and Tapley. Two months later, the architect presented

building plans to the committee. Speakers for a parish

meeting held in April 1985, included the heads of the

building and liturgy committees and the architect, who

presented the plans for the new sanctuary to the

congregation. In addition, fund raising events and a ground-

breaking service took place in 1985; actual construction

commenced in 1986.

The selection process for artists also began in 1986.

In November, a letter was mailed to a group of artists

inviting them to attend a meeting outlining the building

programs and the needs for artwork and liturgical

furnishings. The artists who received invitations were

professionals known to the priest, architects, liturgical

consultant or members of the art committee. Additionally, a

few recipients of the letter were encouraged to invite other

artists to this initial meeting. Although the faith or

denominational choice of artists has historically been a

factor in the Roman Catholic Church's selection process, no

such restrictions were placed on the artists invited to the

meeting at St. Rita's. The only expectations were that the

artists be aware that the pieces was to be liturgical in

nature, that the ecclesiastical guidelines were to be
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respected, and that proposals with drawings or models were to

be submitted to the art committee for selection.

The agenda for the November 25th meeting included a

review of the building process and proposed works already

contracted, a list of artworks remaining to be commissioned,

and a brief explanation of the criteria for selection. No

indication was made that artists would be selected or

rejected on the basis of their faiths or denominational

beliefs; yet, the spiritual nature and function of the

desired work were outlined. The expectations and limitations

placed on sacred art by the Roman Catholic Church were

explained, and pertinent portions of "Environment and Art in

Catholic Worship," which would be referenced by the art

committee in evaluating the proposals, were discussed. Those

attending were then asked to submit proposals, drawings, and

models for the artwork they would be interested in creating.

A record of the names of all artists attending the

initial meeting does not exist. Only the names of the

artists who at least submitted proposals were registered at

St. Rita's parish. It should be noted that several artists

attending the November meeting left the gathering at a break

following the introduction of the process and review of

previously commissioned works. Their reason for leaving

cannot be ascertained. A total of sixteen professionals were

on St. Rita's list. In order to discover their evaluation of

the selection process, a letter and list of questions were
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sent to the ten individuals who had not been contracted to

complete artwork or furnishings. Two letters were returned

with no forwarding address; six responded, one declined to

respond on the basis of time requirement, and one who did not

respond could not be contacted by phone either. In the

conclusion of this thesis, the comments of the responding

artists are included as applicable to this investigation.

Respecting their requests for privacy, the names of all

artists not commissioned have been excluded.

Each of the chosen artists submitted drawings,

watercolors, or models of their proposed designs. Members of

the art committee selected the four artists being reviewed

herein. The process consisted of dialogs between the

artists, the architect, and the art committee, which included

the diocesan consultant. For some artists the process proved

to be lengthy; not all the artwork was contracted until the

summer of 1987.

Bringing samples, drawings, or models of their artwork,

the selected artists were asked to participate in a day-long

seminar on liturgy and parish ministry held in September,

1987. Parishioners had the opportunity to meet with the

artists and talk about the commissioned pieces and their

relation to the sanctuary.1  Finally, on the evening before

1 Ministry Day, 17 September 1987, interviews were
conducted by the author with each of the artists, the
diocesan consultant, and members of various committees.
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the consecration of the new sanctuary, a dedication service

and open house were held. Parishioners were treated to

guided tours of the new sanctuary which included extensive

instruction on the historical and symbolic elements of the

building and its artwork. Additionally, a slide presentation

was shown reviewing the building process, the sanctuary, and

the artwork. Unfortunately, the slide presentation has not

remained intact, and the informative script is not available.

During a reception that evening, the parish honored the

artists and members of the various committees who had

participated in the completion of the building project.2 On

21 November 1987, St. Rita's new sanctuary was consecrated in

a two-hour service officiated by the Bishop of Dallas, with

most of the artists, consultants, the architect, and over one

thousand parishioners in attendance.

The priests of this church believe that education is an

on-going process and that comprehension of the message of the

sacred art and architecture enhances the lives of the

worshipping community. Consequently, on different feast

days, the artwork is referenced often with an explanation of

its symbolism and illustrative relationship to the designated

scripture for that day. The stained-glass window cncerning

Acts, for example, was reviewed on Pentecost Sunday. The art

2 Dedication, 20 November 1987, interviews were conducted
by the author with each of the artists and the priest, David
Lawrence.
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and architecture are becoming an integral part of the worship

and parish life of St. Ritans. An illustration of the

sculptural medallion of St. Ignatius of Loyola appeared on

the cover of an issue of Dimensions which was dedicated to

the anniversary of the Jesuit order.3 The author of the

parish paper related a brief biography of the saint's life,

including references to several events that are depicted by

symbols in the sculpture.

At the anniversary of the consecration of St. Rita's new

sanctuary on 21 November 1988, an explanatory homily, given

by the priest who was the Director of Liturgy and also headed

the art committee, reiterated the liturgical and theological

conception of the sacred art and architecture. The priest

referred to the artwork and building as transmissions of

faith,

The faith must be transmitted, and that happens not
only by word of mouth and by our deeds but by the
concrete manifestations of faith in brick, mortar,
stone, wood, steel, bronze, copper, and glass which
have been fashioned into this place of worship.4

3 Dorothy Good, "The Jesuit Identity: A View from the
Past," St. Rita Dimensions., March 1988, 1,3.

4Homily of David Lawrence, 21 November 1988.
Transcription in possession of priest, St. Rita's Catholic
Church, Dallas.
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Figure 1 St. Rita's Catholic Church, Dallas,
a) exterior from courtyard
b) plot plan/elevation
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Figure 2 St. Rita's Catholic Church
a) interior from Narthex
b) detail, altar platform
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CHAPTER IV

SANCTUARY OF ST. RITA'S CATHOLIC CHURCH

MERGES THEOLOGY AND ART

Brick, stone, wood, steel, and concrete fabricate the

shell forming the sacred space for the new sanctuary at St.

Rita's Catholic Church. The parishioners and leaders set

lofty goals for the new sanctuary that spanned ten years

from conception through the planning and building processes.

How does a building act as "shelter for the Church to gather

under and to worship", and how does it reinforce "the

recently understood, and continuing evolution of, the

interpretation of post-Vatican II Council documents that the

focus of worship should be on action of sacrifice and of the

meal?"1 The plan and structure of the new building, which

encompasses 34,587 square feet of space, stand as the

solution by St. Ritans.

The primary building structure, the sanctuary, is in

the shape of an octagon, a shape which historically dates to

the sixth-century San Vitale in Ravenna, Italy. Although

throughout the centuries Western Catholic civilization

1 Catherine Wilson, ed., "New Sanctuary unites
Traditions, History and Community under a Single Roof," St.
Rita Dimensions, 21 November 1987, 2-3.
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preferred variations of the Latin or Tau-cross plan, the

octagonal shape has been widely used for chapter houses or

chapels as well as for pulpits and baptismal fonts. This

eight-sided form is repeated in St. Rita's plan for the

sanctuary, the Eucharistic Chapel, and the baptismal font.

Considering the Vatican II guidelines and the identity of

this particular parish, Tapley, the architect, reinterpreted

this historic symbol when he stated, "The octagon symbolizes

the notion that the word of Christ will be dispersed to all

corners of the world; be evangelized to all corners of the

world. We each have Christ within us and we are each a link

of the living world."2  In addition to the octagonal form,

the symbolic eight is repeated in the number of dormer

windows in the roof and in the number of stained-glass

windows. Various meanings are conveyed by the use of this

number, which is a symbol for eternal life--seven days of

creation plus one to indicate a continuing cycle, a new

beginning, or new birth.

The roof over the sanctuary forms a Greek cross made up

of five tent-like wooden sections that are superimposed on

the octagonal shape. While the cross represents redemption

by the death and resurrection of Jesus, the image of the

tent recalls the tabernacles of Leviticus that covered the

Hebrew Arc of the Covenant and the nomadic life of the

2 Ibid., 2.
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people of God in the Exodus--a theme which is repeated in

the art of the stained glass. This image also alludes to

the concept of the church structure being a skin to shelter

the assembly. Giving the same ambiance as the heights of a

Gothic roof, the soaring ceiling contains large spans of

windows to allow light to penetrate all areas of the

sanctuary conveying a sense of ascending to the heights.

Light, which penetrates through the eight stained-glass

windows that project into the ceiling area, reflects off

walls, shrines, and furnishings enlivening the nave area

with an aura of movement. The placement of the windows, the

artwork, and selected liturgical furnishings is visible in

the plan of figure 2 and interior photographs of figure 3.

On the building's exterior, the copper-sheathed roof

soars over the surrounding neighborhood, yet the pitches and

dormers blend with housetops of the residential community.

A lantern tops the largest, center-roof section, opening the

roof to allow light to fall directly onto the altar below.

As a symbol, the lantern has traditionally been used to

denote the Word of God, truth, or divine inspiration--all

words that could be applied also to acts of the liturgy

which take place on the altar platform. The lamp or lantern

also represents the scriptural description of Christ as the

"light of the world" and symbolizes the Lord's commission of
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the faithful to be a light, as witnesses of Christ "to bring

salvation to the uttermost parts of the earth." 3

Fronting the sanctuary structure is a large courtyard

which includes a bell tower. Although not truly an atrium

as found in Early Christian churches, the buildings and

covered walkways that enclose the courtyard create an area

reminiscent of those plans. The use is symbolically the

same as in the ancient sacred structures. A gathering

place, the courtyard is used as a liturgical setting for

events such as Palm Sunday and the lighting of the fire in

the Easter Vigil. Uniting it aesthetically to the building,

the shape of the bell tower emulates that of the lantern on

the roof. The pavement stones laid in the courtyard are

continued into the narthex of the church. Another gathering

place for people as well as for clergy and processional

parties, the large narthex area has been used for receptions

which appropriately follow certain small celebrations of

liturgies.

The area between the narthex and the nave, which

resembles an inner narthex similar to the one found in Hagia

Sophia in Constantinople, contains the baptismal font.

Situated appropriately at the entrance to the sanctuary, the

font is the setting for baptisms, the sacrament of

initiation into the Christian faith. The font's octagonal

3John 8:12 RS; Acts 13:47 RS.
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shape symbolizes re-birth or regeneration, visualizing the

concept of new birth in the spirit of Christ.4 The water in

the font is on a continuous-flow system, similar to a

fountain, symbolizing the water of salvation or living water

which is a metaphor of the Lord as referenced in Jeremiah

17:13, "0 Lord, the hope of Israel, all who forsake thee

shall be put to shame; those who turn away from thee shall

be written in the earth for they have forsaken the Lord, the

fountain of living water."5

As the sole source of Holy Water in the sanctuary, the

font is used in services of baptism and funerals as well as

for blessings. Upon entering the church, parishioners use

this water--with a sign of the cross--as a symbol of the

continuing cleansing power of the Lord in the liturgy as

well as in baptism. After a year in the new church,

Lawrence, one of St. Rita's priests, refers to the font and

its placement as one of the most successful symbols present;

predictably the running water is fascinating to the

children.6 More importantly, the visibility of the font

encourages greater participation in these ceremonies and

illumines the mystical parallel between the initiation rites

4 John 3:3-7 RS.

5 Jere. 17:13 RS.

6 David Lawrence, priest at St. Rita's Catholic Church,
Dallas, interview by author, 22 February 1989.
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into the Christian faith and the funeral rites, which act as

the Christian's initiation into eternal life.

Built with funds raised by children attending St.

Rita's elementary school, the font is two-feet high and

seven-feet wide with a pool depth of about eighteen inches.

These dimensions provide ample room for the immersion of

babies, if desired, or the entry of adult catechumens to

stand for aspersion. Ceremonially, St. Rita's parish has

resurrected a portion of this ancient rite to restore the

symbolism of death and rebirth. Historically, aspersion may

be the oldest form of baptism. Early church fonts, often

located outside in the atrium area, were large but probably

less than two-feet deep. The candidates for baptism,

following confession and absolution, removed their robes and

entered the font. After a priest poured water over their

heads in the rite, they were presented with a new white robe

as they exited the font and entered the church as a new

member of the body of Christ.7

Continuing into the sanctuary, the immediate focal

point is the altar area which lies on a direct axis from the

font. The pews are arranged around three sides of the

raised oval altar platform with riser seating provided for

musicians and participants behind. With visibility having

been carefully considered, the nave is delightfully bright

IMilburn, Robert, Early Christian Art and Architecture
(Berkeley: University of California Press, 1988), 204-5.
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and open. The assembly effortlessly views all activities of

the worship from any stance or seat. The aisles gently

slope, nine inches from outside wall to center point, to

increase visibility of the action of the Eucharist on the

altar and the reading of the word at the ambo. Movement too

is an important part of worship: processions from font to

altar, from altar to the Eucharist Chapel, or around the

ambulatory are easily visible. Moreover, prayers or

readings offered from within the congregation as well as

performances by musicians or dramatists can be viewed with

little or no obstruction. Celebrations of feast days have

included liturgical dance and drama that correspond to the

scripture lectionary of the liturgical year, such as the

play, The Prodical Son. The nave's design encourages human

interaction and participation. The experience of coming

together to become the earthly body of Christ has been

considered and provided for effectively in the plan of the

nave. James White describes this experience in his recent

book on church architecture: "The vertical God-human

encounter occurs in the midst of a horizontal, human-human

encounter.",8

Another consideration of the assembly is hospitality.

Do visitors feel welcome, do they become a part of the

worshipping community? Often, the church building

8James White and Susan White, Church Architecture
(Nashville: Abingdon Press, 1988), 22.
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formulates the initial reaction of outsiders. When a

building is dark, hauntingly quiet, and filled with

monumental, imposing forms, if visitors venture in at all,

they usually become reserved spectators. The brightness and

openess of St. Rita's sanctuary invites entrance.

Furthermore, the gathered assembly actively participating in

liturgical practices within an in-the-round nave entreats

human interaction between parishioners and visitors.

The predominant focus for the congregation remains the

sacrament of the Eucharist. As ecclesiastical guidelines

require, the altar is the center point of the church, making

the actions of preparing, blessing, and serving the

sacrament visible to the assembly. Christian tradition has

associated the Eucharist with the human action of a meal

since the inception of the mandate issued at the Passover

meal celebrated by Jesus with his disciples in Jerusalem

prior to his crucifixion. The Gospel of Mark records the

episode in the fourteenth chapter:

And as they were eating, he took bread, and
blessed, and broke it, and gave it to them, and
said "Take; this is my body." And he took a cup,
and when he had given thanks he gave it to them,
"This is my blood of the covenant, which is poured
out for many. Truly, I say to you, I shall not
drink again of the fruit of the vine until that
day when I drink it new in the kingdom of God." 9

The dining table for the preparing and serving has been

replaced by the altar or holy table, the location of which

9 Mark 14:22-25 RS.
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has been discussed repeatedly by Catholic Church councils.

The recent guidelines of Vatican II provide that the altar

is "the common table of the assembly...a symbol of the Lord"

which must be placed to be the central focus, stand free to

be encircled, and be "constructed of solid and beautiful

materials, in pure and simple proportions."1 0  The altar of

St. Rita's, positioned at the center axis of the octagon on

an elevated oval platform, is visible from any position in

the nave. As seen in the interior photograph, figure 3, the

altar is a simple form, hewn from Indiana limestone, that

provides adequate space for the preparation of the

sacrament. The beauty of the altar lies in its simplicity

while its shape and size firmly define its presence and

function. The limestone aesthetically unites the table with

other stone furnishings such as the ambo, font, and

tabernacle; yet the altar's uncarved surfaces do not compete

visually with the presence of the sacrament.

The ambo, also on the raised oval platform, is situated

to one side and slightly behind the altar. Symbolically

hewn from the same piece of limestone as the altar, the ambo

emphasizes the importance of the scriptures. Although

discreetly scaled so as not to conflict with the focus of

the holy table, the placement of the ambo on the same

1 0 Gabe Huck, ed., The Liturgy Documents, A Parish
Resource (Chicago: Liturgy Training Program, Archdiocese of
Chicago, 1980), 234-5.
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platform and the fact that it is cut from the same material

as the altar signifies a parallel between the incarnation of

God in the sacrament of the Eucharist and the embodiment of

God in the scripture:

In the beginning was the Word, and the Word was
with God, and the Word was God....And the Word
became flesh and dwelt among us, full of grace and
truth; we have beheld h. glory, glory as of the
only Son of the Father.

Being cut from the same stone, set on the same platform, and

being of similar form as the altar, the ambo visually

illustrates the authority the Catholic Church places in the

scripture as the divinely inspired word of God12 and the

unity of the liturgies of the word and the Eucharist which

combine to form the singular act of worship.1 3

The ambo is used both for the reading of the lessons

and for the preaching of sermons, eliminating the use of a

separate pulpit and lectern. This multi-purpose furnishing

demonstrates a theological concept while responding to

several issues that have historically surrounded preaching

since the Reformation. Most obviously, the simplicity of

the style and the appropriate scale of the ambo prevents the

perception that preaching dominates over the scripture or

1 1 John 1:1-2,14 RS.

1 2 Walter M. Abbott, The Documents of Vatican II (New
York: Herder and Herder, 1966), 118-9.

1 3Huck, 17.
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the sacrament of the Eucharist. Further, the dual function

and placement of the ambo avert elevating the speaker to a

position above the congregation as often seen in the raised,

monumental pulpits of American colonial churches. In his

book, Church Architecture, James White addresses both these

issues: scale and placement and dual function. Concerning

scale and placement, he writes that the present trend

precludes the idea that preaching is primary and above

reproach--"six feet above contradiction."1 4  He asserts that

the duality of function makes "the unity of God's Word found

in the Scripture and [in] preaching more obvious. The

separate lectern and pulpit proclaim a distinction we are

trying to avoid rather than underscore." 1 5

Surrounding the nave is the ambulatory, within which

the fourteen bronze reliefs representing the stations of the

cross are imbedded in the floor. The ambulatory allows for

grand processions during the celebrations of feast days,

private or congregational ceremonial walking of the

stations, and flexible, effortless movement around the

sanctuary. The multiple aisles can be used in conjunction

with the ambulatory to accommodate split-processions or

provide entrances and alternate sets for dramatic

presentations. Support piers set the boundaries of the

1 4 White, 45.

1 5 Ibid. 44.

amw
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ambulatory but do not separate this walk-way from the

assembly area thereby retaining visibility and desirable

proximity for those assembled. The ambulatory, however,

does separate the nave from the quadrants that are

constructed on four walls of the sanctuary to house support

facilities for the church. In figure 2, a floor plan of the

church illustrates the locations of the ambulatory and

quadrants.

These necessary support facilities are referred to as

the sacramental, sacristy, music, and hospitality quadrants.

Making up the sacramental quadrant is the Eucharistic Chapel

and two Reconciliation Rooms. The Eucharistic Chapel

appropriately repeats the octagonal plan of the sanctuary

and contains the tabernacle for the reserved sacrament. The

chapel provides an area for private devotion and meditation

yet still meets its liturgical function of housing the

tabernacle. Vatican II authorities require that this

Eucharistic Chapel be separate from the nave and altar areas

to prevent confusion that may "take place between the

celebration of the Eucharist and reservation [of the

Eucharist]," saying, "Active and static aspects of the same

reality cannot claim the same human attention at the same

time." 1 6 Traditionally, the reserving of the blessed

sacrament has been, and remains, for communion to the sick

1 6 Huck, 236.



48

and for private devotion. The tabernacle, which was cut

from a solid block of limestone, is a rectangular form

measuring six feet in height by three feet in both width and

depth and weighing approximately 8,500 pounds. It is the

focal point of the room that also contains chairs and

kneelers for private devotion. The placement of the

chapel, and the tabernacle within, allows for direct

visibility and procession from altar to tabernacle and

symbolically unites the use of each as a receptacle for the

sacrament.

As can be seen in the plan, the locations of the three

remaining quadrants were a consideration in the placement of

three commissioned artworks. The front walls of the

sacristy and music quadrants hold the shrines of the saints

Ignatius of Loyola and Francis of Assisi, respectively.

The Jesuit priests, whose heritage is symbolized by St.

Ignatius' medallion, use the sacristy for storage of

eucharistic vessels and vestments and for preparation for

services. The music quadrant is used by the choirs,

musicians, and directors at various times including for

practice prior to services. The medallion of St. Francis

fronts this support area because of the saint's musical

interests and ability. The wall between the sanctuary and

the fourth section, called the hospitality quadrant, houses

the Marian Shrine. Appropriately, the support facilities
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contained in this area include dressing rooms for brides and

rest areas for parishioners and for mothers with babies.

Charles Tapley, the architect, worked closely with the

Liturgy Director of the church, David Lawrence, the Art and

Liturgical Consultant of the diocese, Lyle Novinski, and St.

Rita's building committee to merge the theology and

symbolism of the liturgy with the practical needs of the

parish. Tapley, who frequently designs sacred space,

recently completed the chapel for St. Mark's of Texas, an

Episcopal school in Dallas. Although the two sacred areas

are of considerably different scale, similarities exist in

the styles and choices of materials. Both buildings are

topped with soaring wooden roofs that are opened with

dormers to produce light. Exposed beams and rafters create

lofty ceilings of interesting patterns and complement the

other uses of exposed wood in the churches. Materials

common to both, the brick, stone, wood, and copper fashion

unadorned, geometric architectural forms. The red brick

facades of both buildings are broken by contrasting bands

that encircle the exteriors unifying their parts and

tightening the overall designs.

Tapley's enthusiasm for designing sacred spaces partly

stems from his own faith. Having studied the Vatican II

Council directives and the resulting interpretive documents,

he is interested in promoting the relationship between

architect, artist, and liturgical consultants to accomplish
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the regenerated interest in art expressed by the Council.

His experience, including directorship of a contemporary art

museum in Houston, provides a familiarity with current art

trends and artists, which he translates into the designing

of liturgical furnishings. In collaboration with Novinski,

he designed the font, altar, and ambo for St. Rita's. At

the consecration of the new sanctuary, Tapley, addressing

the parishioners, spoke of the building process and compared

the resulting sacred space to his, and their, faiths. His

hope for the sanctuary is "that it will shelter and nurture,

and that it will stand as a symbol of our great faith that

leads us always to new life." 1 7

.7 Charles Tapley, St. Rita's Catholic Church:
Dedication, produced by Jack Pape, 120 min., 1987,
Videocassette.
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Figure 4 Stained-glass Windows by Lyle Novinski, 1987
a) Genesis b) Exodus c) Prophets
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Figure 5 Staifed-glass Windows by Lyle Novinski, 1987

a) Incarnation b) Public Life c) Resurrection
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Figure 6 Stained-glass Windows by Lyle Novinski, 1987
a) Acts or Pentecost b) Paradise
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CHAPTER V

STAINED-GLASS WINDOWS

The tent-like roof of St. Rita's sanctuary provides

eight triangular spaces for windows. The windows, which are

sixteen feet tall and twenty-eight feet wide at the base,

are not placed in the side walls of the octagon that shapes

the sanctuary; rather, they project into the area imposing

the form of a Greek cross over the nave. The placement of

the windows is illustrated in the interior photographs of

the sanctuary (figure 3). This arrangement of the windows

makes two or more windows visible from any point in the

nave. Each window projection forms a ninety degree angle

with another, called its corner pair. Each window faces

another, referred to as its opposite; and each window

appears on the same visual plane as another, referred to as

its planer pair.

The stained-glass windows for St. Rita's new sanctuary

were designed by Lyle Novinski, Chairman of the Art

Department at the University of Dallas. While Novinski

provided extensive drawings and watercolor cartoons,

selected glass colors, and oversaw the fabrication, the

actual construction of the windows was completed by Smith

Studio in Fort Worth, a commercial leaded-glass

54
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manufacturer. As a member of the art and architecture sub-

committee of the Diocesan Liturgical Commission, Novinski

has collaborated in the construction or renovation of

several churches in the Roman Catholic Diocese of Dallas,

including the award-winning design for the Chapel of the

Incarnation at the University of Dallas in 1985. Although a

painter, Novinski also has executed designs that have been

completed in collaboration with other artists in sculptural

media, such as metals, stone, and wood. As noted, he was

instrumental in the design of St. Rita's altar, tabernacle,

ambo and baptismal font. Although the processional crosses

for both St. Rita's and the Incarnation Chapel were executed

by metal artists, the style of Novinski is recognizable in

both.

The style of Novinski is figural, representational, but

not realistic. He freely incorporates symbolic images

producing layers of meaning and challenging the viewer to

look beyond the obvious pictorial representation. In his

paintings, the brushstroke is quite spontaneous and dynamic,

creating impressions that appeal to senses other than sight.

The figural style and composition of a painting done for St.

Catherine of Siena, Carrolton, Texas, illustrates not only

the spiritual content, but also the celestial aura of

Novinski's work. In the painting, stylized, weightless

figures surround the Christ in an ambiguous spatial

arrangement that expresses such intangibles as freedom, joy,
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reverence, and awe. Done in the 1970's, another painting,

entitled Crucifixion, portrays Christ's death. But the

figure is represented with such strength and in such bright

colors that it conveys the message that Christ withstands

death, thereby expressing resurrection glory from the

cross. In the stained-glass windows, Novinski uses the same

figural style, symbols, and intense colors as in his

painting to relate the salvation history from the Bible.

Changing abstract forms in varied-colored glass replace the

spontaneous brushstrokes but retain the quality of

liveliness.

More than eleven-thousand pieces of glass create the

images of Novinski's designs. Using figural representations

and events from scripture, eight subjects review the

salvation history: Genesis, Exodus, Prophets, Incarnation,

Public Life, Redemption, Acts or Pentecost, and Paradise.

The cycle begins to the left and sightly in front of the

altar area with the Genesis window. The figures of Adam and

Eve are placed in an Eden setting which includes stylized

vegetation, water, and sky as well as symbolic images of

stars, the sun, and the moon. Rather than the traditional

representation of the fall with the serpent and tree of

knowledge, this Genesis window portrays the time period

prior to the fall; a "cloud crossing the scene suggests the
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difference between dark and light as the metaphor for the

journey through salvation history. "l

Several other symbols add to the meaning of the

window. The sun, moon, and stars were created on the fourth

day of the creation story. Used together, these images also

represent Jacob and his family, which includes twelve sons

from whose lineage the Twelve Tribes of Israel were derived.

The salvation history often is told by relating Hebrew

history, but, in these windows, the salvation journey of the

believer is also referenced. Additionally, the twelve

stars, with moon and sun, represent the twelve months of the

year or the passage of time alluding to the salvation

pilgrimage of a Christian from becoming man to becoming

eternal--Genesis to Paradise. Additionally, the crescent

moon is used in this window, recalling the typology of Eve

with the Virgin Mary.2

The Exodus window uses Old Testament events to parallel

God's intervention in the lives of the Hebrews for their

release from bondage in Egypt with his intervention in the

lives of Christians for release from the bondage of sin.

The scene of the parting of the Red Sea, a span of sky with

figures walking through swirling water toward the bright

tLyle Novinski, "The Windows of St. Rita's", April
1987, paper by artist, on file at St. Rita's Catholic
Church, Dallas, 1.

2 Rev. 12:1, RS.
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heavenly light, represents Moses leading God's chosen people

through the waters into the desert. This tableau is a

typological symbol for Christ's baptism in the River Jordan

and wilderness experience prior to beginning his ministry.

The corner pair of this window is suitably the Prophets

window, which includes imagery of the baptism of Christ.

The Prophets window emphasizes the parallel between

God's covenant to the Hebrews in the Old Testament and his

covenant to all believers in the New Testament. The imagery

of the window depicts John the Baptist, the New Testament

prophet who foretold the gift of God's Son, baptizing

Christ. An assembly of figures watches as water swirls

around and pours over the figure of Christ. Light, again

symbolizing the presence of God, encircles Christ. Visible

as one enters the sanctuary from the area of the baptismal

font, the window recalls the sacrament of baptism as the

initiation rite into the Christian faith.

Representing a different person of the Trinity in the

Incarnation window, light radiates from the Christ Child

held in the lap of the Virgin. Seeking the ministry of the

Son of God, a multitude of people turns to the light. The

window, which faces north, is enhanced by winter light.

From the nave, it is seen with its planer pair representing

Acts. Thus, the two windows denote the two comings of the

Godhead Trinity: the Son who became man dwelling on earth,
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and the Spirit who was sent to empower believers for

spiritual life.

The Incarnation window is the third window in which a

multitude of people is gathered. Novinski commented on the

use of this repeated image, "The events of salvation history

are always in tension between the communal aspect and the

individual search for salvation. We are saved as a people,

as a community, which is present on the floor of the church

in the assembly of the People of God."3 These images of the

assembly visualize the belief that the body of believers is

the church, the earthly body of Christ.

The corner pair of the Incarnation is the Public Life

window. Three images in this window represent not only

public events from the ministry of Christ but also recall

events in the salvation journey of individual Christians.

A penitent harlot whose sins were forgiven by Christ, Mary

Magdalene's life was changed by the encounter described in

the Gospel of Luke 7:36-50. Kneeling with her head bent

forward and her hair loose, the stylized figure depicts her

actions which met with dismay and disapproval from the

witnesses in the scriptural account. Important to the

assembly, the implication here is recalling that Christians

are called to the attitude of forgiveness toward brother and

enemy alike. The penitent Mary Magdalene, especially

3Novinski, 1.
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popular since Counter-Reformation Baroque art, also reminds

the viewer of the sacrament of reconciliation or penance,

the practice of confession of sin to receive forgiveness of

the Lord.

The figure of a woman distributing loaves of bread

reminds the viewer of the feedings of the multitudes by

Christ4 and the many acts of service that dominated his

public life. The image portrays the act of serving, calling

the Christians to individual service in the ministry of the

Lord.

The final image in the Public Life window illustrates

the scriptural report, found in the Gospel of John 11:1-44,

of Jesus calling Lazarus forth from the tomb.5 Encircled by

loosening bandages, the energetic figure symbolically

corresponds to the rebirth of sinners to a new life in

Christ. This window is seen opposite the Resurrection

window, which depicts Jesus' resurrection as the vehicle of

sinners to the new life.6

The Resurrection window faces east receiving full

morning sun to enhance its brightness and the artist's use

of light. As in the other windows, light symbolizes

divinity as it bathes the large figure of Christ. Artistic

4 Matt. 14:14-21, RS; Matt. 15:32-39, RS.

5 John 11:1-44, RS.

6 Luke 24:1-7, 46-7, RS.
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representations of Jesus' resurrection have varied

throughout the centuries since there are no eyewitness

accounts of the actual event. To illustrate this event,

Novinski adopts a stylized pose of the crucifixion--frontal

with out-streached arms and lifted head, but the physique

gives no sense of death or the passion. Instead,

proclaiming the resurrection, the illumined figure is freed

from earthly bondage and lifted in glorious majesty. Bands

of color, including blue recalling the water and red

recalling the blood, enfold the body and "culminate in the

Theta letter, standing for [the] Father. Theta, which

begins Theos, is an ancient symbol of the surrounding of the

Christ. "7  With the dual imagery of the Father and the Son

and the positioning of the body, which appears to be drawn

up to the Father, the window could visually represent two

episodes in the life of Christ: the Resurrection and the

subsequent Ascension.8

A striking view of the window can be seen from the rear

of the nave as one walks toward the Eucharistic Chapel. In

a small alcove that fronts the chapel and Reconciliation

Rooms stands a more traditional representation of the

Crucifix, a wooden statue brought from the old sanctuary.

The startling contrast between the suffering Christ of the

7 Novinski, 3.

8 Acts 1:6-11, RS.
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statue and the Christ of glory in the window renders a

powerful tableau of the story of salvation. It also

visually intimates the revitalization of the church through

the seeking of renewal by the hope and joy of the Lord.

The corner pair of the Resurrection window is the Acts

or Pentecost window which represents the coming of the Holy

Spirit to the apostles. Again the placement of the window

is as significant symbolically as its pictorial images. In

this location, the two windows denote the intangible

doctrine of the Trinity.

The red and blue forms of the Pentecost window

represent wind and fire as the symbolic images of the Holy

Spirit that descends on the disciples as accounted in the

second chapter of the Acts of the Apostles:

When the day of Pentecost had come, they were all
together in one place. And suddenly a sound came
from heaven like the rush of a mighty wind, and it
filled all the house where they were sitting. And
there appeared to them tongues as of fire,
distributed and resting on each one of them. And
they were all filled with the Holy Spirit and
began to speak in other tongues, as the Spirit
gave them utterance.

Prophesied by Joel in the Old Testament," 0 the event

of Pentecost is often marked as the birth of the Christian

church, that time when Christ, as promised, sent the Holy

Spirit to empower his disciples for service and as witnesses

9 Acts 2:1-4, RS.

1 0Joel 2:28-32, RS.
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to the world. The fluid abstract forms of the window

activate a sense of movement and life in the illustration of

this event. The pictorial form of the group, which is

assembled in awe and anticipation, delineates a symbolic

image. "The shape indicates that of a bud, an organic form

within which the figures appear as the center seeds of a

seed bud." 1 The use of the bud as a symbol for this event

corresponds with an image traditionally used for the

Resurrection of Christ, the church and immortality: the

pomegranate. The orchard of pomegranates is the symbol of

the Virgin, who gave birth to Christ, who by His life and

Resurrection gave birth to the Church, and immortality to

believers. As planer pairs, both the Pentecost and

Incarnation windows are visible as one leaves the sanctuary

reminding parishioners that as Christ became man to manifest

God's covenant of eternal life, the Holy Spirit empowers the

body of Christ to be witnesses, manifesting that promise to

the world.

The window completing the cycle of the salvation

history is Paradise, the promised land of the New Testament.

The artist repeats the elements of figures and light to

convey the intangible covenant. A graceful angel enfolds

and draws the figure of a man toward a great light as heaven

opens to receive humanity. "The figure is elderly,

11Novinski, 3.
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indicating that the natural concourse of time is to live out

the life to its ending."12 The reference to time augments

and completes the reference to time found in the Creation

window, which is the corner pair to Paradise. The purples

of the night, the yellows and golds of the day, and the

blues of the water match the same colors used in the

Creation window that represents Genesis before the fall.

Viewed as a whole, the cycle represents the pilgrimage

of the individual to eternal life. In addition to the

scriptural events portrayed, symbolic references are made to

the sacraments--Eucharist and reconciliation in the Public

Life window, baptism in the Prophets window, marriage in the

Genesis and Incarnation windows, confirmation and ordination

in the Pentecost window. Novinski explains the spiritual

and physical relationship along with its intended use in the

windows:

Human activities, crowds, community, and the
sacraments are all indicated in the windows. The
connection of the events with the sacraments gives
meaning to the cycle and relationship to acts
practiced in the church itself, i.e., this
symbolic cycle of salvation history has a real
cycle in our lives. The intention with the
windows is to allow the form of the building,
which is eight sided, to have its meaning revealed
in the actions and teaching of its use.

The artist created a visual message in his own unique,

contemporary style. Working with stained-glass craftsmen,

1 2 Ibid.

13Ibid.
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Novinski translated the freedom of brushstrokes visible on

his canvases to the illuminated medium. This transference

is particularly noticeable in the faces of the figures,

which the artist painted--using lead paint and an easel lit

from behind--on glass pieces that were fired before

inclusion within the figural forms. The message can be

admired not only as sacred art, but also as fine art, and as

a representation of history and tradition as well as a

instrument for spiritual enrichment. While his study of art

history and theology certainly permeates the iconography of

his work, Novinski feels there is a need for contemporary

expression of the mystery, stating "I do not simply

replicate older iconographies; always there is something

done that is of today, insofar as I can make that happen

within the work." 1 4 Definitively, in the windows of this

sanctuary, Novinski successfully relates the spiritual

ministries to the lives of St. Rita's parishioners merging

historical iconography with contemporary form and

interpretation.

14Lyle Novinski, letter to author, February, 1989.



Figure 7 Marian Shrine by Claire Wing, 1987
a) shrine area, Marian Shrine
b,c) details, carved glass relief
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CHAPTER VI

MARIAN SHRINE

Although stained glass may be the most acceptable art

form found in ecclesiastical structures today, historically,

pictorial images and statues of the Virgin Mary number second

only to representations of Christ in Roman Catholic parishes.

Understanding the church's position, it is not surprising

that for centuries cathedrals, sanctuaries, chapels, and apse

areas have been dedicated to the Mother of God. St. Rita's

Marian Shrine is a space set aside for prayer and meditation.

The focal point of the area is a glass sculpture of the

Virgin Mary designed by Claire Wing, a sculptor whose primary

medium is glass. The representational image depicts Mary at

the moment of conception in a pose of submission with her

bowed head slightly tilted and her hands brought to her chest

in a position of prayer. Although she is presented

frontally, her pose is natural, not stiff, portraying

delicacy and grace.

The sculpture is composed of three glass pieces. Two

three-quarter-inch panels are deeply carved, etched, and

layered together with polished edges. The arched shape of

the glass panels, which are eighty-six inches in height,

simulates the form of Mary's position. The third piece of
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glass, a circle forty inches in diameter, is suspended behind

Mary's head, creating an aura. Etched rays, which radiate

from a clear circular center, have been painted in gold leaf

juxtaposed with blue-painted sections of the glass.

Representing the Holy Spirit and the moment of

conception, a dove hovers slightly above and to the left of

Mary's head. As she was planning the designs, Wing studied

the meanings of words that represent various elements found

in the sculpture. Words such as Spirit, whose root origins

and iconographical representations are wind and breath. With

those meanings in mind, the artist used long flowing lines to

represent Mary, thereby creating a sense of rushing movement

that is repeated in the depiction of the dove. Created of

superimposed images which aesthetically unite it to the fluid

movement of Mary, the dove symbolizes divine intervention in

this narrative.

The arched relief denotes the human aspect of Mary.

Etched lines define blades of grass and a water jar beside

the figure. Contrasting with the physical delineation, the

circular piece, which acts as Mary's halo, denotes her

spiritual qualities. The application of blue and gold hues,

as used on the halo, has traditionally represented the

heavenly realm in mosaics or frescos for centuries as found

in the sixth-century church of Sant' Apollinare in Classe or

any number of Byzantine churches. In this piece, the artist

creates a union between the two natures by including
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spiritual elements in the arched relief: the dove and the

implication of the Spirit depicted in the flowing lines of

the garment of Mary.

The artist also planned the furnishings and setting for

the shrine area. The glass sculpture sits on a limestone

base within a dark-blue painted niche. The limestone

material of the base is repeated in the Greek Orthodox-style

candle-boxes and bench that complete the furnishings.

Ascending in height from the outside wall to direct viewers'

attention to the sculpture piece, the shapes of the long,

slender candle-boxes replicate the circular shape of the

niche. Likewise designing the fabric which covers the

bench, Wing worked with a needlepoint artist to achieve the

desired effect of shaded blues and purples. The colors were

chosen to represent the sky and are interlaced with gold

thread to denote stars. The hues of the needlepoint

accentuate the colors in the halo. The fluid line pattern of

the fabric and the placement of the bench create a feeling of

movement that draws the attention of the viewer back into the

niche. Viewed from a distance, the unity of the shrine with

the sanctuary is particularly discernable. The materials of

the shrine duplicate those of the sanctuary: the limestone

used in the niche repeats that material found in the altar,

ambo, and other liturgical furnishings; the shapes and colors

of the bench imitate the colors and abstract forms found in

the Incarnation window overhead; and the gold leaf on the

omm,
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halo mirrors the golden hue of the bronze stations in the

floor of the ambulatory.

Even though glass is the primary medium used by Wing,

the processes of etching and carving are only two of many

incorporated to create her artwork. The artist often

combines processes that are more common to wood and metal

than to glass, including carving, etching, fusing, and

laminating, to form sculptural pieces such as an abstracted

cross designed for Prestonwood Baptist Church in Dallas.

Wing also designs and fabricates leaded glass.

Although Wing enjoys executing and competently completes

representational pictorials such as the Marian Shrine for St.

Rita's, her artwork often includes non-representational

images or a combination of representational and abstracted

forms. At the Catholic Community of St. Luke in Irving,

Texas, the artist created leaded-glass designs based on the

Gospel of Luke for the sanctuary area. Avoiding the normal

narrative approach, Wing selected ten intangible themes from

the Gospel, such as prayer, forgiveness, and salvation.

Using non-representational, abstracted, and some

representational images, the artist presented the concepts in

windows along the sides of an altar area. The span of

windows culminated over and behind the Holy Table with scenes

which depicted the spiritual conclusion of St. Luke's Gospel.

In his book, The VisualArts and Christianity in

America, John Dillenberger stated that non-representational
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or abstracted images frequently encounter major objections

from churches and those responsible for selecting or

commissioning art.1 Wing, however, successfully incorporated

non-representational imagery for the entire fabrication of

leaded glass created for Montserrat Jesuit Retreat House at

Lake Dallas, Texas. Aware that the color designs would grace

a chapel used for meditation on the Spiritual Exercises of

St. Ignatius of Loyola, she avoided pictorial portrayals of

the exercises saying, "stories are not enough" and that she

hoped that her art would lead the viewer "beyond the stories

onto a spiritual view. "2 In a statement defending the use of

abstraction or non-representationalism in sacred art for

religious institutions, John Dillenberger confirmed this

concept, "...gone is the day when the visual arts are needed

for didactic teaching purposes. Now the visual arts can

serve in their special way,..."-3  The issue of the

appropriateness of non-representationalism and abstraction

for churches has been hotly debated for several decades and

remains a critical consideration for artists who choose to

work: in the sacred realm.

1 John Dillenberger, TheVisual Arts and Christianity inAmerica, 2d ed. (New York: Crossroad Publishing Company,
1989), 201-3.

2 Claire Wing, interview with author, 5 January 1989.

3 Dillenberger, 167.
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Figure 9 Fourteen Stations of the Cross by Heri Bartscht,
Stations 6-10, 1987

73

f



74

Figure 10 Fourteen Stations of the Cross by Heri Bartscht,
Stations 11-14, 1987
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CHAPTER VII

FOURTEEN STATIONS OF THE CROSS

The morning sun reflects off the highly polished

surfaces of bronze crosses embedded in the ambulatory floor,

momentarily capturing the attention of people entering the

sanctuary. Delineating the traditional pilgrimage of Via

Crucis, the crosses are used for meditation and the

liturgical procession of the Way of the Cross. Duplicating

the Greek-cross motif of the roof, each sculpture measures

approximately fifteen inches across the arms. The cast-

bronze reliefs, which begin with stations one and two as

approached from the baptismal font area, encircle the

sanctuary, and end before the Eucharist Chapel with the

fourteenth station, which represents the tomb. To enhance

the strong lines that create the pictorials, a patina was

applied to the polished-bronze reliefs, the placement of

which is indicated by numbers on the floor plan of St.

Rita's in figure 2.

The simple iconography of the stations, each including

an image and a word, was designed and executed by Heri

Bartscht, Professor of Sculpture at the University of

Dallas. Stations of the Cross are not an unfamiliar subject

to Bartscht. He created sets for the Jesuit High School in
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Dallas and the Incarnation Chapel at the University of

Dallas. Surrounding the nave, the stations at Incarnation

Chapel, which were completed in 1985, bear a slight

resemblance to the ones at St. Rita's in that they are

bronze reliefs, have cross shapes, and are embedded in the

ambulatory floor. However, the symbolic images and words

are different, and the cross-shapes are somewhat irregularly

set within the pattern of the brick floor at Incarnation

Chapel. In the set of stations for the high school, steel

rods are shaped, hammered, and welded into three-dimensional

illustrations of the fourteen images. The same style,

demonstrating a sure draftsmanship and economy of line, is

evident in all three sets. As if drawing with confident,

energetic strokes, Bartscht creates compelling tableaus in

either reliefs or three-dimensional forms.

In the stations at St. Rita's, repeating the Greek-

cross motif of the roof provides a symmetrical plane for the

images on the bronze reliefs. As can be seen in figures 8,

9, and 10, Bartscht expands the center section of the cross

by shortening the arms, allowing for the inclusion of two

concentric circles. The large circular center of each

relief contains an image, and the area between the inner and

outer circles, a word. The descriptive words and drawings

represent interruptions which Christ supposedly experienced

on the road to Calvary. In the Catholic faith, each station

serves as a stop in a devotional worship procession which
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includes prayers and meditations on the sufferings of

Christ. The custom originated from pilgrimage journeys to

Jerusalem by Christians who visited places sanctified as

traditional locations of the events of the Lord's life and

passion. The stops in the exercises derived from the

tradition that the Virgin Mary visited these places after

Christ's Ascension and then related them to St. Bridgid in a

vision, and the Franciscans were credited with the promotion

of the observance throughout Europe as an expression of

devotion.1  While the practice probably dates back to the

fifth century, the Roman Catholic Church sanctioned the

popular custom in 1731 and stabilized the devotional

procedures and the number of stations, which had varied from

eleven to approximately thirty.2

Nine of the fourteen stations represent actual events

recorded in scripture concerning the condemnation and

crucifixion of Christ; stations three, four, six, seven, and

nine are traditional observances. The first station, Christ

condemned to death, is reported in all four Gospels.3

Bartscht chose the imagery of Pilate's hands and water and

1New Catholic Encyclopedia (New York: McGraw-Hill
Company, 1967), s.v. "Way of the Cross," by B. Brown.

2 Ibid.

3 Matt. 27:11-26, Mark 15:1-15, Luke 23:24, John 19:1-
16, RS.
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the strength of the verb, condemned, to vividly illustrate

the episode recorded in scripture:

...he took water and washed his hands before the
crowd, saying, "I am innocent of this man's blood;
see to it yourselves." And all the people
answered, "His blood be on us and on our
children!" Then he released for them Barabbas,
and having scourged Jesus, delivered him to be
crucified.4

The placement of this first station, at the entrance to the

ambulatory from the narthex, is symbolically appropriate.

The station is situated just beyond the baptismal font,

recalling the traditional purification qualities and rites

associated with water.

The second station, Jesus receives the cross, is

portrayed by the representation of Jesus hands and a portion

of the cross. John's Gospel is the one that testifies that

Christ carried his own cross.5

Three falls are depicted in the third, seventh and

ninth stations. The word that appears on the outer circular

bands of each of the cross-shaped reliefs is fall. The

images delineating the falls are crosses, turned at

different angles in each of the three stations, and crowns

of thorns. None of the falls is recorded in scripture.

The subject of the fourth station also does not appear

in the Gospel accounts of the road to Calvary. Jesus

4 Matt. 27:24-26, RS.

5 John 19:17, RS.
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meeting his Mother is visualized with two stylized profiles.

Bartscht requires only six lines to convey the face of Mary.

With the explanatory word, Mother, the station is placed in

the ambulatory floor in front of the Marian Shrine and under

the Incarnation window.

Four footprints on pavement stones and the name, Simon,

represent an event related in three of the four Gospels.6

The simple tableau on the fifth station illustrates the

scripture accounts that indicate a man by the name of Simon

from Cyrene was compelled to carry the cross.

The sixth station depicts the legend of Veronica, a

woman customarily believed to have wiped the sweat and blood

from the face of Jesus on the road to Calvary. The legend

states that the image of Christ's face was miraculously

implanted on the linen cloth. The name Veronica, or vera

icon, means true image.7 This scene is portrayed by two

hands holding a cloth, which shows an image, with Christ's

profile facing the cloth, as if looking into a mirror. The

stylized image implies no likeness. The name, Veronica,

appears in the outer circle.

The Gospel of Luke reports that a group of women

followed Jesus on his pilgrimage to Golgotha, mourning the

death they would witness; Jesus speaks to them calling them

6 Matt 27:32, Mark 15:21, Luke 23:26, RS.

7James Hall, Dictionary of Subjects and Symbols in Art
(New York: Harper & Row, Publishers, 1979), 321.
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the Daughters of Jerusalem.8 Bartscht represents the faces

of three ladies with the word, women, to portray this event.

Roman soldiers stripped Christ before placing him on

the cross, crucified him, and cast lots to divide his

garments among them. 9 Bartscht's relief for the tenth

station includes the robe and three dice. The word,

stripped, appears in the outer circle. The Gospel of John

relates that the soldiers cast lots for the tunic because it

was without seam, fulfilling the Old Testament prophecy

stated in Psalm 22.10

The eleventh station pictures three nails and a mallet

to signify the event of Christ being nailed to the cross.

Despite the fact that all four Gospels relate that Jesus was

crucified, none of the accounts specify that he was nailed

to the cross. Although facts concerning Roman execution of

that century vary, most historians relate that nailing of

the hands and feet was a universal practice. 1 Traditions

in art often delineate the use of three nails, implying the

feet were nailed in a crossed position. However, historical

evidence indicates that bodies were often nailed to the

cross with their feet to the side of the beam, which would

8 Luke 23:27-31, RS.

9 John 19:23, RS.

10Psalm 22:18, RS.

1 1 Hall, 81.
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require four nails.1 2 Despite the lack of specific details

concerning the method of crucifixion, in John 20:25,

reference is made to the nail wounds of Christ by Thomas,

the apostle, who states that he will not believe the

disciples' declaration of the Resurrection until he places

his finger in the imprint.1 3

In the next bronze relief, a stylized portrayal of

Christ on the cross illustrates the death of Jesus. The

pictorial image of this twelfth station is strong even

without its descriptive word, death. Images of the sun and

moon, which flank the crucified Christ, historically have

conveyed various interpretations. Because Augustine

assigned the sun and the moon as the prefigurative symbols

for the Old and New Testaments, medieval crucifixions often

contained these symbols as representations of the victory of

the church over the synagogue or of the new Christian law

over the old Judean law. The symbols also may be used to

depict the period of darkness from midday until three in the

afternoon as referred to in the synoptic gospels14 and

between the sixth and ninth hours as reported in the Gospel

of Matthew.1 5

1 2 Victor H. Matthews, Manners and Customs in the Bible
(Peabody: Hendrickson Publishers, 1988), 202.

1 3 John 20:25, RS.

14 Hall, 85-86.

1 5 Matt. 27:45, RS.
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All four Gospels relate accounts of Jesus' body being

removed from the cross and placed in a tomb, events

represented by stations thirteen and fourteen. Bartscht

uses the word, body, and stylized profiles of Mary and Jesus

in a pose implicative of the pieta for the thirteenth

station. The fourteenth station is symbolically placed in

the floor before the Eucharistic Chapel, the place of the

tabernacle. This station represents burial and the time

period Christ was in the tomb. Bartscht again uses a

profile to depict Jesus' burial in the hewn-rock sepulcher.

A stone rolled away from the circular opening, etched to

indicate darkness against the face of Christ, along with the

word, tomb, complete the iconography. Although the stone is

rolled to one side to allow a view of the tomb's interior,

that imagery also envisions the Resurrection, which is first

described in the Gospel of Matthew by reports that women

found the stone rolled away from the grave.16

While Bartscht frequently uses bronze, other media are

common to his sculptural style, including steel, copper and

wood. He sometimes mixes the media as found in a statue of

the Archangel Michael in the narthex of the Incarnation

Chapel at the University of Dallas. The three-dimensional

figure is carved wood with wings of copper. St. Michael is

portrayed in a figural style, again with a minimum of

1 6Matt. 28:2, RS.
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detail. In other works by this sculptor, similar stylized

representations and mixed media are found, as in the

depiction of Life, Death and Resurrection, in which copper

sculptures of the cross, a passion flower and a risen

Christ-figure are presented against a mosaic altar wall at

First United Methodist Church in Alexandria, Louisiana.

Bartscht's sculptures are frequently located in, or are

a part of, churches and public buildings. Since his first

commissions of the 1950s in various parts of Germany,

Bartscht has enjoyed the collaboration between artist and

architect, asserting that "the sculptor's endeavor enhances

the architect's intentions, and both become involved in a

creative struggle."1 7 Considering the reforms of Vatican

II, sacred space is particularly suited to site-specific art

and the collaboration between artist and an architect or a

patron church. Additionally, confirming the renewed

interest in site-specific liturgical art of the 1980s,

examples of sacred space and art achieved by the coalition

of artist and architect were featured in an exhibit at the

American Craft Museum in New York.1 8

17Heri Bartscht, Twenty Years of my Sculpture (Dallas:Taylor Publishing, 1969), 4.

1 8 "Architectural Art: Affirming the Design
Relationship," Faith & Form 22 (Fall, 1988),, 29-30.
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Bartscht has long advocated this collaboration and the

placement of art in alternate spaces away from museums and

galleries, by maintaining that

Sculpture in a private home, or in proper
conjunction with a public building or a church,
will be exposed to a broad audience. Here the
artist has the scope to challenge and genuinely
educate his public.1 9

Such a concept supports the interpretations of Vatican II

documents that call for a team approach to the design of an

environment that includes art within sacred spaces.

Further, while not restricting the creativity of the artist,

this concept emphasizes the artist's responsibility to

consider the viewer.

19 Bartscht, 4.
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a

Figure 11 St. Ignatius of Loyola by Don Schol, 1987
a) shrine area, St. Ignatius of Loyola
b) detail, St. Ignatius of Loyola
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Figure 12 St. Francis of Assisi by Don Schol, 1987
a) shrine area, St. Francis of Assisi
b) detail, St. Francis of Assisi



CHAPTER VIII

SHRINES OF SAINTS

Two medallions of Honduras mahogany, forty-eight inches

in diameter, create memory shrines of saints Ignatius of

Loyola and Francis of Assisi. The rich wooden tones of the

medallions are striking against the white walls of the

niches set in the ambulatory between the sanctuary and the

sacristy and the music quadrants (figures 11 and 12). Each

of Don Schol's carvings includes images that represent

places and events or legends in the saints' lives.

Don Schol is a Professor of Art at the University of

North Texas. With teaching experience which includes art

appreciation and presentations for art history classes,

Schol's work illustrates his conviction in the correlation

of art history and the importance of research to a studio

artist and his work. Schol works concurrently in styles

using figures and representational images presented in

unusual juxtapositioning to evoke new concepts from familiar

symbols. As can be seen in the Risen Christ at Immaculate

Conception Catholic Church in Denton, Texas, his figural

style is powerful, including only enough detail to be

representational without destroying a balance between the

aesthetical appearance and the conceptual content of the

87
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work. Exhibiting last year in both sculptural and

liturgical art competitions and invitational shows, Schol's

recent artwork attempts to cross between the boundaries of

sacred and gallery spaces. In his pieces, this artist

addresses traditional values and issues of life, including

spiritual issues, which he feels should not be limited to

the church. For example, a painted, white-pine sculpture,

entitled After Eden, embodies a contemporary presentation of

the familiar symbols of the apple and the serpent in a

thought-provoking rendition. This sculpture has been shown

in both an invitational gallery show and in a sacred art

competition. Although acknowledging that the concept of

working in both sacred and contemporary realms with equal

acceptance is scarcely a reality, Schol believes that the

ideal is to create contemporary art that deals with issues

of humanity, morality, and spirituality and that is

synonymously approved for display in the gallery and in the

church. Understanding that the artist can affect the

imagination and emotion of viewers, Schol is interested in

representing recognizable images in new contexts that exhort

the observers' consideration and application of artistic

content to their daily lives. Moving to alternative spaces

such as public and liturgical buildings, Schol believes that

an art gallery provides a limited audience by comparison to
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the number of people who will see art installed in the

sacred setting of St. Rita's.1

The sculptor combined his interest in symbols and

history with his strong figural representations to create

the memory shrines for St. Rita's Catholic Church. St.

Ignatius of Loyola was naturally selected for

representation, because he was the founder of the Society of

Jesus, forefather of the order of Jesuit priests who serve

at St. Rita's parish. Consequently, the St. Ignatius shrine

fronts the sacristy quadrant. Carved in deep relief, a

full-figure likeness of the saint projects from the low-

relief medallion that surrounds the portrait with symbols

representing events in St. Ignatius' life. Hours of

research are evidenced by the details delineated in the

portrait and by accurate replications of the churches

depicted on each side of the standing figure.

The saint stands frontally, with his head turned in

profile, facing the relief images that represent his life

after his conversion to Christianity. While the direction

of Ignatius' right-facing profile signifies the priority of

his life's accomplishments after his commitment to Christ,

the pose of the figure with hands reaching out to both

sides, emphasizes the significance of his conversion

experience which is represented in the left portion of the

medallion.

1 Don Schol, interview with author, 15 February 1989.
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The church shown on the left side is Montserrat, where

St. Ignatius placed his sword and dagger in a grate before

the altar upon his conversion from his life as a Spanish

nobleman, fighting in the War of Religion between Spain and

France, to a life totally devoted to Christ.2 The grate

with sword and dagger are depicted below the likeness of the

church. His conversion experience of 1521 was followed by

months of solitary retreat in intense prayer and meditation;

the hills behind the Montserrat illustrate the surrounding

area of Manresa, the location of the cave where Ignatius

stayed during the period of his retreat. In 1534, after

several years of study in Spain and France, Ignatius and a

band of followers took vows of poverty, chastity, and

obedience, including strict submission to the Pope.

Ignatius and his followers went to Rome where Pope Paul

III approved establishment of their Order in 1540. Seven

birds, carved to the right of the saint, represent the

followers that joined Ignatius in his vows and followed him

to Rome to establish the Order of the Society of Jesus. The

birds are placed around a globe which symbolizes the

missionary character of the Order, whose crusades in the

sixteenth century alone extended to Europe, India, the East

2 Bonnell Spencer, Ye are the Body (New York: Holy CrossPublications, 1965), 224-26; unless other wise noted,
biographical references to St. Ignatius of Loyola are from
this source.
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Indies, and Japan. Since that time, this order of priests

has been active as worldwide missionaries.

The full-length, sculptural portrait shows the saint

dressed in the cassock with censure and cape of the Jesuit

Order. His right hand is raised in the blessing gesture of

a priest signifying the status of the order as clergy and

the role they serve at St. Rita's.

Because of permanent physical disabilities suffered in

the war, Ignatuis lived the remainder of his life in Rome in

service to the Pope. On the medallion, the church that the

saint faces is a likeness of St. Peter's in the Vatican.

The saint's service included the writing of Spiritual

Exercises and the Rules and Constitution of the Jesuit

Order. The Spiritual Exercises present the format for a

month-long retreat that is still required of all priests

joining the Order today.3 The saint's extended left arm and

open palm direct the viewers' gaze to the pen and ink well

resting on sheets of paper carved below the image of St.

Peter's. While the pen, ink well, and paper represent the

written works of Ignatius, informed observers will also be

reminded of the dedication of this Order to study and

education. Another objective of the original Order was to

educate, thereby raising the intellectual standards of

sixteenth century and future clergy through the

3 Barbara Stanley and Ann Sentilles, "The SpiritualExercises," st. Rita Dimensions, March 1988, 6.
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establishment of seminaries, as well as educating the

converts by the organization of school systems.

While St. Ignatius of Loyola characterizes the Jesuit

Order of priests, St. Francis of Assisi represents the

spiritual order of nuns serving at St. Rita's since its

founding in 1961. Like Ignatius, this saint, also, is

represented in a frontal-standing position with his profiled

face turned toward the side of the medallion that depicts

his life after his total commitment to Christ. The right

side of the relief, from which St. Francis turns away,

includes pictorial images relating to his conversion.

The church on the right side is St. Damiano where,

while in prayer, Francis, the son of a wealthy wool merchant

and a devotee of the French troubadours, received the call

to "repair my church4 ". Without permission, Francis sold

his father's woolen goods to provide money for the needed

repairs to the small church. In a court action, Francis'

merchant father demanded the return of the funds, to which

Francis responded by returning not only the money but also

his clothes; thereby, he renounced the lifestyle of his

wealthy family. Begging for materials and provisions,

Francis repaired the dilapidated structure with his own

hands. St. Damiano was also the church home for St. Clare

4 Spencer, 170; unless other wise noted, biographical
references to St. Francis of Assisi are from this source,
170-76.
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and a group of nuns who composed the feminine order of the

Franciscans. The hills and buildings behind St. Damiano

depict the city and landscape of Assisi.

The figure of St. Francis faces trees representing the

woods, located outside of Assisi, that the friars called

home. The church that the saint faces in the medallion is a

replica of St. Mary of Angelus, the tiny home parish of the

men that made up the original order of the Franciscans. The

forest is not the only reference to the kinship Francis felt

with nature; a wolf-dog and dove flank the saint. The dove

symbolizes the stories of his sermons to the birds which

responded to him by singing or forming the cross in flying

formation. The wolf-dog recalls the legend of St. Francis

taming the animal, a wolf or wild dog, that terrorized a

village called Gubbio. However, this legend, additionally,

may be an allegory to brigands, who regularly molested the

townspeople, until the bandits were converted to

Christianity by St. Francis.5

Other representations of nature include the sun and the

moon. These two images remind the viewers that Francis

wrote the "Canticle of the Sun" in which he addressed the

sun and the moon as brother and sister. St. Francis and his

followers, the- Order of Friars Minor, known for their

singing, were proclaimed by some to be the Troubadours of

5 James Hall, Dictionary of Subjects and Symbols in Art(New York: Harper & Row, Publishers, 1979), 132.
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God. The portrait of St. Francis is represented with his

head lifted and his mouth open as if singing praises to the

Lord. Properly, the location of this shrine fronts the

musical support quadrant.

Schol found the portrait of St. Francis more difficult

to depict accurately since no true likeness exists.6

Despite being done shortly after the saint's death, no

evidence indicates that Berlinghieri's panel painting of St.

Francis done in 1235 is a portrait likeness, and Giotto's

stylized images are idealized to depict the saint's striving

to imitate Christ.7 Schol's figure is represented in the

humble robe, tied with a common rope at the waist, which is

typically worn by the Franciscan Order.

Perhaps the most recognizable attribute of St. Francis

is the stigmata which the saint, traditionally, received

while contemplating the wounds of Christ on a retreat at Mt.

Alverna in 1224.8 In this medallion relief, the wounds are

visible on the saint's hands and feet. The artist

emphasizes the event of Christ's crucifixion with the

additional image of the passion flower to the far left of

the saint. These, as do all the symbols, provide observers

6Don Schol, interview with author, 15 February 1989.
7 New Catholic Encyclopedia (New York: McGraw HillCompany, 1967), s.v. "St. Francis" by L. Hardwick.

8Hall, 133.
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with channels for introspection by recalling not only the

deeds of the saint, but also the life of Christ.

In the initial artists' meeting, while reviewing

expectations of the artwork that would be commissioned, the

liturgical consultant expressed the desire that the hand of

the artists be visible in the completed art forms.9

Although the hand of the artists is visible in all the

pieces by the presence of their unique styles, these two

relief sculptures surpass that criteria and are enhanced by

observable signs of the creative process. The variety of

finish and texture completed by this sculptor adds depth,

richness, clarity, and life to the medallions. The

smoothness and polish of the saints' figures contrast with a

variety of discernable chisel marks in the architecture,

landscape, and symbolic images. Novinski's statements

conceptualized the perceptibility of the artistic process as

descriptive of the journey of the soul:

Our humanity is better served with a recall to themaking possibilities within us as presented by thework of artists and craftsmen. Creation is an
ongoing process, as is the transformation of our
soul condition. When all memory of change,
making, transformation of material to finished
form is removed, we remove a great metaphor from
our lives.lV

9 Lyle Novinski, speech to artists, 25 November 1986,transcript at St. Rita's Catholic Church, Dallas.

1 0 Ibid.
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These pieces of sculpture, set in separate alcoves off

the ambulatory, help create an inviting atmosphere for

meditation. Schol placed the sculptures against the white

walls of the niches to establish a striking contrast between

the warm tones of the reliefs and the reflective quality of

the walls. The backs of the medallions are carved to

conform to the convex shapes of the alcoves. Honduras

mahogany benches, built by the artist, are the only

furniture for the niches. The combination of straight and

curved sections in the benches enhances the shapes of the

medallions and the architectural motifs while providing

continuity between the niches and the sanctuary which is

surrounded by a wooden accent stringcourse. These two

sculptures meet the expectations of both fine and liturgical

art; unfortunately, the niches do not provide the best

presentation of the artwork. The lighting, chosen by the

architect against the recommendation of the artist, and its

placement in relation to the sculptures flatten the three-

dimensionality of the pieces robbing the reliefs of

essential light and shadow interaction.



CHAPTER IX

CONCLUSIONS

The stated problem of this thesis was to investigate

whether sacred art could be created within the

ecclesiastical guidelines of the Roman Catholic church,

manifesting the church's visual arts and theological

philosophies, while still allowing freedom of

individualistic expression of contemporary artists. St.

Rita's Catholic Church and works of the four artists whom

they commissioned served as the primary data for

investigation. The review of the doctrines and rituals of

the church which are successfully manifested in the art, the

evaluation of the commissioned pieces within the sacred

works of the artists, and the quality of the completed

artwork dictate a positive conclusion. Through the efforts

of individuals such as the priests, the diocesan liturgical

consultant, the architect, and artists, fine art and

theology were merged for St. Rita's within the confines of

ecclesiastical doctrines and restrictions, without

sacrificing the creativity or individual expression of the

contemporary artists. There is no question that the four

artists met the challenge of retaining personal creativity

and standards while, in addition, evoking inspiration and

97
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expressing concepts of faith that go beyond tangible

realities.

However, from research of articles, anthologies and

books, as well as the investigation of St. Rita's project,

at least two other conclusions can be drawn. First, that

certain issues regarding the relationship of artists to

ecclesiastical institutions are commonly experienced,

discussed, and debated; and second, that successes such as

found at St. Rita's are primarily the result of the

collaborative efforts of interested and informed individuals

and vary from project to project. The common issues

represented in the readings and study fall into two

categories. The first is the role of art, which includes

questions such as whether art enhances or distracts from

worship and whether abstraction is appropriate or

acceptable. The second category concerns the relationship

of churches and artists in such practical areas as

personalities, selection processes, finances, time

considerations, and the communications necessary for

collaboration.

In "Environment and Art in Catholic Worship," art forms

or images are specified as unsuitable if they distract from

or compete with the liturgy or action of the assembly.1 In

1 Gabe Huck, ed., The Liturgy Documents, A Parish
Resource (Chicago: Liturgy Training Program, Archdiocese of
Chicago, 1980), 240-1.
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St. Rita's process, one artist, whose proposal was not

selected, felt that her designs were too artistic, too all-

encompassing, to be accepted by the committee. If this is

true, was the artwork deemed inappropriate because it

distracted from worship? No explanation was given for non-

acceptance of her proposal.

The issue of abstraction was identified in reference to

the style of Wing who has completed liturgical commissions

with both abstract and non-representational images. James

White includes a section on liturgical art in his book,

Church Architecture, in which he defends the use of non-

representational or abstract art by saying that, like music,

it "can speak eloquently about unseen realities, qualities

such as awe, reverence, transcendence, and generosity."2

Although many historians, artists and writers defend the use

of contemporary art forms, artists often meet with

resistance to their abstract works from building or art

committees or parishioners, who consider such works

inappropriate. Two artists who submitted proposals to St.

Rita's Art Committee felt that their concepts were not

commissioned because their artwork was too abstract. Both

artists indicated that their work was not selected, but that

no explanation for non-selection was given.

2 James White and Susan White, Church Architecture
(Nashville: Abington Press), 1988, 160.
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Selection processes, personalities, finances, time

considerations, and communications are practical issues that

are intertwined and difficult to separate for discussion

since each affects the other. If artists know diocesan

consultants, architects, or church members involved in a

building project, such acquaintances often lead to the

commission of work simply because those are the artists

invited to submit proposals. Such instances do not belittle

the artworks or the artists, but they perpetuate the

perception of exclusive practices and limited competition.

Even though St. Rita's committees did not restrict the

competition to artists they knew personally, all the artists

selected did have prior association with either the parish

or the consultant. There appears to be a natural tendency

to commission art professionals that the architects,

consultants, or parishioners have worked with in the past.

Knowing the artists and their work provides some assurance

to the religious institutions that the outcome of specified

proposals predictably will be quality artwork, completed

within reasonable deadlines without cost overruns.

Additionally, even though there are no ecclesiastical

doctrines that require parishes to commission artists who

are Roman Catholic, a review of articles and books indicate

that most contemporary art completed for churches is done by

artists of the Roman Catholic faith or another sacramental

tradition, as is the case at St. Rita's. The question of
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whether to employ only believers of the faith who may or may

not produce the quality of work desired, or to use non-

believers of proven ability is an issue that has been

debated for the entire century.3 In an article for

Liturgical Arts, Salvador Dali stated that the "ideal is,

undisputable, that religious art...be executed by geniuses

who, at the same time, will be animated by faith."4 Perhaps

one can conclude that the worshipping institutions do not

exclude non-believers or artists of other faiths, but

rather, that artists of a sacramental faith have a better

understanding of the concepts that are being manifested in

art forms. Artists who are familiar with or believe the

doctrines of a specific faith are more readily equipped to

create pieces that express or compliment those doctrines.

From churches' viewpoints, artists who already understand

and respect the liturgy require less clarification or

instruction. Even the vocabulary concerning liturgical art

and practices may be unfamiliar to professionals of other

faiths or to non-believers, making execution of artworks

that relate to specific rites or theologies difficult.

The understanding of a given faith may be an advantage

to certain artists who complete designs for sacred art

3 John Dillenberger, TheVisual Arts and Christiaijtyin
America, 2d ed. (New York: Crossroads, 1989), 166-67.

4 Salvador Dali, "Credo," Liturgical Arts 20 (1951-52):
75.
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competitions. To some artists' perception, St. Rita's art

committee members were unclear in their expression of the

type of art to be commissioned. In an attempt to allow the

greatest amount of freedom for creativity, St. Ritans, who

were responsible for the selection of art, offered few

guidelines except those required by the rubrics of the Roman

Catholic Church. This approach actually set the stage for

the artists to have complete design responsibility for any

areas on which they chose to work. Some artists felt that

this was too open, since no indication was given of the art

committee members' exact expectations. The situation placed

the challenge of creating, articulating, and selling art

concepts on the artists. If St. Rita's authorities had

preconceived ideas of what they wanted, then definitely,

those ideas should have been conveyed. But, if churches are

honestly seeking artistic solutions from artists, the

professionals should rejoice at the freedom and accept the

creative responsibility as well as the possibility that

their solution may not be selected. Providing an

explanation to the artists whose works are not accepted or

commissioned would give valuable information to the artists,

who might benefit from its use on future proposals, while

also allowing selection committees to appear less

subjective.

Communications become even more important with the

submission of proposals. For example, if committee members
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like artists' works or styles, but not a specific proposed

piece, careful articulation of ideas and perceptions on the

part of both can still lead to a successful commission.

This very type of dialog proved beneficial to St. Rita's

building project. One artist, whose style the selectors

admired, submitted three proposals prior to the

commissioning of specific artwork; and two artists made

adjustments to their designs during the execution of the

pieces in collaboration with the art committee or liturgical

consultant. In all three cases, the completed pieces are

very successful, artistically and liturgically. Possibly,

the works were even more successful because their creation

and execution were stretched beyond the initial expectations

of either the artists or the art committee members.

At St. Rita's, a unified environment of liturgy, art,

and architecture was achieved primarily through the efforts

of the consultant and the priest. The type of creative

interchange that took place between individual artists and

church officials may have been more beneficial with the

inclusion of all selected artists. Two of the artists

expressed the desire to have worked more closely with other

artists on the project, since their pieces were to fit

within an overall scheme. Encouraging interaction between

the artists themselves along with consultants, architects,

and priests could provide a greater sense of unity and
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cooperation, alleviate some areas of misunderstanding, and

promote creative, artistic solutions.

Other frustrations voiced by the artists and church

leaders could be eliminated with better communication and

understanding. Working just with the various personalities

involved is often a source of friction. Persons selected to

chair building committees are typically chosen or appointed

because of their experience or ability to handle financial

obligations and time restrictions. Such business-oriented

people working with facts, figures, and tangibles usually

have little in common with artists whose primary tools are

imagination and intangible concepts. As reported in the

periodicals and other literature researched, the challenge

of personalities appears often on the agenda of seminars or

conferences such as Artist's Day held in Chicago in the

summer of 1984. In that forum, Joseph Cardinal Bernardin

referred to artists as people with the imagination to grasp

the mysteries of the spiritual aspect of life and the talent

to make those concepts tangible to the rest of the human

race. But he also admitted that the creation and acceptance

of the tangible product is a challenging and frustrating

journey.5  Lawrence, the priest at St. Rita's, stressed the

importance of having committee members that not only have

the knowledge to recognize artistic quality, but also an

SJoseph Cardinal Bernardin, "Artists Day," Liturgy 80,
October 1984, 7-9.
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awareness of the artistic personality and an appreciation of

the creative processes and execution.6

In building projects, the factors of time, change, and

finances often cause frustration to committee members,

parishioners, and artists. The restrictions of time and

finances need to be considered from the onset. Before

contracts are signed or works are begun, institutions must

be willing to state anticipated costs, and artists must

present clear financial expectations. St. Ritans and the

commissioned artists experienced some frustration in these

areas; delays in the selection and execution of artwork

prevented the placement of all of the commissioned pieces in

the sanctuary before its dedication. From building

committee members' viewpoints, communication is vital when

deadlines cannot be met by artists or when changes in design

delay completion. From the artists' stance, long intervals

between proposal and selection or between selection and

contractual arrangements foster discouragement and numb the

creative process begun in design and proposal.

Additionally, building committees should recognize that

artists may be entitled to compensation for requested

designs and proposal time required after initial conceptual

presentations or competitions.

6David Lawrence, interview with author 27 February
1989.
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In the 1980s, solutions to such practical frustrations

have been sought through various avenues that have been

discussed: articles in serial publications; conferences and

workshops for dialog; and the efforts of individual

dioceses, art consultants, and theologians. St. Rita's

Catholic Church, through the efforts of the noted

individuals, negotiated workable solutions to merge fine art

with sacred space and theology. Admittedly, these are

efforts of individuals returning to the conclusion that

successful incidents of collaboration are just that: the

efforts of interested and informed individuals. With the

final decisions about art remaining in the jurisdiction of

priests and bishops, such efforts vary from parish to parish

and diocese to diocese. Even with the encouragement of the

arts by the Vatican II reforms, the continuation of

educational processes, and the cooperation of experts from

the field of art, the church, as a whole, still may become

an art patron only through the perseverance of individuals.

Regardless, as the contemporary artists commissioned by St.

Rita's Catholic Church have proven, a renewed market for

visual arts exists in the sacred realm.
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LYLE NOVINSKI

Painter: primary medium--acrylic on canvass, leather
Educator: Professor of Art History, University of Dallas

Professor of Painting, University of Dallas
Chairman, Department of Art, University of Dallas

Consultant: Art and Liturgical Consultant, Roman Catholic
Diocese of Dallas

Education:

1956 Wisconsin State University, B.S., English and
Industrial Art

1958 University of Wisconsin, M.A., Art Education
1958-9 Marquette University, Philosophy and Theology
1963 University of Wisconsin, M.F.A., Painting

Selected Major Installations of Sacred Art:

Chapel for convent home for Sisters of St. Mary of Namur,
Ft. Worth: Consultant and Artist, designed altar,
lectern and stained glass, 1987

Our Lady of Victory, Paris, Texas: Consultant and Artist,
designed altar, lectern, baptistry, and furnishings,
directed other artists on commissions, 1986

Our Lady of Guadalaupe Chancery Cahpel, Lubbock: Paintings-
Our Lady of Guadalaupe and Christ Pantocrator, designed
chapel environment including altar, screens, lighting
and architectural details, 1985.

Chancery Chapel, The Catholic Center, Ft. Worth: Paintings-
Four Evangelists and Celtic Cross and Christ as Alpha
and Omega, 1985.

Chapel of Incarnation, University of Dallas, Irving:
Liturgical Counsultant, Design Award, 1985.

Holy Spirit Minor Seminary, Dallas: designed liturgical
furnishings, stained glass; Painting-Pantocrator
(now in Ft. Worth), 1962.

Published articles in magazines including: Liturgical Arts,
Ct r ArWt , Faith and Form, Texas Painting and Scupture.

Listed in Who's Who in American Art, 1973 and following.
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CLAIRE WING

Artist: Principal, Wing Glassworks, primary medium--glass.

Education:

1972-3 L'University Catholique de l'Quest, Angers, France1975 St. Mary's College, Notre Dame, Indiana B.F.A.1976 Hope Ecumenical Seminar, Jerusalem, Israel1976-7 L'Ecole Nationale Superieure des Beaux Arts, Paris,
France.

1982-83 University of Texas at Arlington, Design

Selected Major Installations of Sacred Art:

Catholic Community of Saint Luke, Irving: leaded glass forbaptistry, sanctuary, Eucharistic Chapel and mainchapel, 1988.
Saint Mark's School, Dallas: leaded glass for lower schoollibrary, 1988.
Religious of Mary Immaculate, Chapel of "Villa Maria",

San Antonio: leaded glass for chapel, 1986.Prestonwood Baptist Church, Dallas: leaded glass forsanctuary and carved/fused/laminated sculptural
panel for pulpit, 1983.

Montserrat Jesuit Retreat House, Lake Dallas: leaded glassfor the St. Ignatius Chapel, 1982.
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HERI BARTSCHT

Sculptor: media--bronze, steel, copper, wood, mosaicEducator: Professor of Sculpture, University of Dallas

Education:

1952 Munich, Germany, Academy of Fine Arts

Selected Major Installations of Sacred Art:

Chapel of Incarnation, University of Dallas, Irving:
Stations of the cross, bronze reliefs, Crucifix andArchangel Michael, wood and copper sculpture, 1985.First United Methodist Church, Alexandria, Louisiana:
Life, Death, and Resurrection, altar wall and
sculpture, mosaic and cooper, 1967.

St. Paul's Lutheran Church, Brenham: Apostles Creed,bronze plaques for portal, and Crucifix, bronze
and wood, 1966.

St. John of Beverly Chapel for the Deaf, Dallas, Texas:
Hands of Christ, bronze sculpture, 1966.

International Red Cross, Headquarters, Washington, D.C.:Four Horsemen of the Apocalypse, steel sculpture, 1963.

Articles featuring his sculpture work in:
Art n Aeric, Mtive, Te sArtist, Liturgical Arts,

Kerygma, and L.if e.

Published book:
TwentyYears otmy Sculpture, Taylor Publishing, 1969.

Listed in Who's.Who, 1974 and following.
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DON SCHOL

Sculptor: primary medium--wood.
Educator: Professor of Sculpture, University of North Texas

Professor of Drawing, University of North Texas

Education:

1961 Assumption Seminary, affiliate of St. Mary's
University

1963 University of Dallas, B.A., Philosophy and Theology1966 University of Texas-Austin, M.F.A., Sculpture and
Drawing.

1974 University of Texas-Austin, Photography

Selected Major Installations of Sacred Art:

St. Peter's Episcopal Church, McKinney: Fisher of Man,
wood sculpture, 1985.

St. Peter's Episcopal Church, McKinney: Christ,
wood sculpture, 1983.

Immaculate Conception Catholic Church, Denton:
Risen Christ and Immaculate Conception of Mary,
wood sculptures, 1981-2.

Exhibitions of Sacred Art:

Sacred Arts Ten, award, 1989
Contemporary Spritual Art, 1988

Published article in:

FACETS..a.ornal of the Fine Arts Society ofTexas
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CHARLES TAPLEY

Architect: Principal, Tapley-Lunow Architects
Lecturer: Schools of Architecture for the University ofTexas, Rice University, and Texas A&M University

Education:
1954 Rice University, B.A., Architecture
1955 Rice University, B.S., Architecture

Selected Sacred Architecture:

St. Cecilia Catholic Church, Houston, award, 1982.Christ the King Luthern, Houston, award, 1985.St. Mark's School of Texas, Dallas, 1987.
Bethany Church, Denver, Colorado, 1988.
Covenant Church, Houston, 1988.

Architecture featured in:

Architectural_ Record, Dialog, Fai.th and Form

Art Related Experience:
Contemporary Arts Museum, Houston, Director 1972-4.Contemporary Arts Museum, Houston, Advisor 1977.
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