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ABSTRACT
Those who follow Christianity see the Word, whether spoken or read, as the dominant
communication medium typically used to inform worshippers about God and to direct
them to Him. The visual seems to be of lesser communicative consequence in the
context of worship. This perception may well derive from the Reformation during which
time visual art was judged to be idolatrous and, as a consequence, was forbidden in
Protestant worship environments; subsequently church walls became plain, white
washed sepulchres. Many contemporary Protestant churches still retain and maintain
this barrenness. However some visual artists have reacted against such a sanitized
environment arguing that the visual is parallel to the word as both have the potential to
direct the worshipper to the one the Church reveres. In this context the current study
explores the potential of the visual in the worship environment.
Beginning with both personal dialogue and a scan of art in worship environments, the
research profiles art in Christian places of worship across the centuries. The art in
these environments – albeit limited – was photographed and classified to create a
visual record. In addition parishioners in each selected church were surveyed to
determine their perception of the role of both the visual and the verbal in worship. The
visual data gleaned from the photographic evidence and the perceptual data emanating
from the parishioner surveys, together with historical research, were used to derive a
visual framework within which a series of artworks, designed to build a bridge between
the verbal and the visual, was created using text and symbolic geometric shapes.
The thesis traces the processes of artistic creation and documents the multiple false
starts, cul de sacs encountered, and self-realizations which emerged in the course of
an often frustrating but ultimately liberating journey. The resultant exhibition Imaging
viii

the Sacred Word includes a series of banners, panels, artist’s books and, finally, a
Stations of the Cross series based on text. The implications of this research for further
creative practice are discussed in the context of personal and external reflections in
relation to the exhibition alongside which subsequent artistic developments are scoped,
new directions mapped and implications for further research explored.
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CHAPTER 1
INTRODUCTION
1.1 The Spiritual Environment of Nature
Grains of sand manoeuvre their way up between my toes as I gaze across the golden
sands of Arrawara Beach1. As I peruse a panorama of headlands, cobalt blue seas
and a horizon that adjoins a seemingly endless blue sky, my gaze prompts me to
explore a part of the beach pitted with pebbles of different sizes, shapes and colours.
Leaving behind an impression of footprints in the grains of sand, I explore this
kaleidoscope of form and colour where pebbles, shaped and polished by the sea and
the sand, rest only to be further refined as the waters of the tide wash over them.
Among this cluster of pebbles I am attracted to one in the shape of an oval and quite
different from the others.
attracted my attention.

Although seemingly grey in colour, its markings have

Looking closer, as under a microscope, I forget the wider

seascape of which I am transitionally a part and become absorbed into a landscape of
colour, barren rivers and deserts set within the frame of this small pebble.
As I gaze into this miniature scene I am prompted to contemplate the creator of this
delicate and intricate design. During these times of remembrance, personal peace and
tranquility, a spiritual journey is often commenced. Based on life’s experiences (See
Chapter 4), it entices me to travel into the unknown in order to develop a greater
personal awareness of and faith in God.
The landscape becomes a place in which I am able to worship.

It becomes my

cathedral, analogous to that described in the lyrics of a spiritual song My Cathedral2.
The writer expresses the theme of a cathedral not made with bricks and mortar,
1
2

Arrawara Beach is situated north of Coffs Harbour on the New South Wales North Coast.
RCA records (1967) My Cathedral. Jim Reeves.
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processed timber and stone but a metaphorical cathedral built from pillars of trees,
ceilings of blue, candles lit by the stars and altars of flowers.

These are natural

environments within which people can experience and worship the Deity. However the
very term, My Cathedral, also references those cathedrals that are manmade
creations, built environments constructed with the skills of architects and trades-people.
1.2 Manmade Spiritual Environments
As I observe these cathedrals with spires towering and reaching into the heavens, a
spiritual journey, not dissimilar to that previously noted, begins as my gaze is directed
heavenward.

The splendour of such awesome architecture enhances the spiritual

further as I enter these structures and become enveloped in an environment created
for worship (see Plates 1.2.1-1.2.2).

Plate 1.2.1
Interior View: Saint Patrick’s Cathedral, Melbourne
Photographed: w. Gregg Nowell, 2010

2

Plate 1.2.2
Interior view: St Barnabas Church, Norfolk Island
Photographed: w. Gregg Nowell, 2003

Vaulted ceilings of monolithic grandeur, minute decorative statuettes, images of the
Christ and saints adorn the walls. Beautifully designed liturgical vessels, altars and
drapes, floral arrangements, banners and liturgical books are placed strategically
throughout these environments. Windows positioned high in the stone or concrete
walls encase me within their majestic structure. Some of these walls, however, are not
constructed of materials which prevent light from permeating through but are of
transparent materials, usually glass impregnated with colour. Light filters through these
intricately designed stained glass windows and walls, the colours of light kissing any
object in their path until they settle on the cobbled or concrete floor.
Many cathedrals boast pipe organs that resonate sound throughout the worship
environment and into the immediate external area.

Choirs in harmonious chorus

accompany this resonance by singing praises and worship to their God. I hear a lone
soloist sing or scriptures being read within these enclosed environments. The Word
3

and the verbal seem to dominate the visual. However, as one who relies on the visual
as integral to the worship process, a desire to worship the one for whom these
buildings are constructed impels me. The sound of scripture and song only enhances
this desire. In these environments I am transported into another world of colour, sound
and symbolism. These beautifully designed and built structures exude a sense of the
heavenly, intentionally transporting the worshipper into another spiritual realm.
In sharp contrast to these worship environments are others which do not exude beauty
but are sterile, stark and deliberately designed to exclude the aesthetic at the expense
of the verbal in the forms of song and written sacred text to promote worship of their
God.

Such environments are, for many worshippers, acknowledged as places of

worship. This type of church building has great personal familiarity for me. Many such
structures are devoid of significant imagery and the visual is barely, if at all, integral to
the worship process. Walls, usually of block brick or wood paneling, are commonly
painted white and a personal desire to worship is neither instinctive nor inspired as I
venture into these environments. Visually, for me, they are not conducive to worship.
They do not create in me a palpable desire to worship as do those churches that
incorporate the visual as integral to their architecture and worship processes. This
desire may follow later but much depends on those who endeavour, through the
spoken or sung word, to bring the congregation into a more insightful knowledge of and
relationship with the one they worship.
A scripture text typically adorns one of the walls of such environments. White light may
filter through plate or decorative glass windows. Skylights may be strategically placed
in the roof structure allowing ambient light to filter through. Plain coloured curtains may
adorn some of the windows or doorways; clear perspex roller doors, louvres or open
windows sometimes permit breezes to flow through. Floral arrangements of artificial
flowers and greenery may inhabit the same location in this environment for many years
4

until some observant parishioner braves the dust to clean or replace them. In such
environments musical instruments typically consist of an electronic organ, a piano and
a lay choir rather than a grand pipe organ or a trained choir and, in some
environments, instruments is non-existent. Accompanying the organ or piano, guitars,
violins, drums and other musical instruments form a background ensemble.
This stark visual contrast between two different styles of built worship environments
leads me to question: Why do some denominations incorporate the visual in the
worship environment while, in others, the visual is deemed neither integral nor
necessary?

How important are the verbal and the visual in these environments?

Ought the one to exist without the other? Might both be enhanced if the verbal and the
visual were to co-exist in equality in a place of worship?
1.3 Patronage: The Church and Art
Why is it that these two very different styles of environment exist for the same
purpose? The patronage of artists to create artwork to adorn sacred biblical places is
first noted in the Exodus 31: 1-11 (Bible) where artisans were chosen to create
elaborate artefacts for Israel’s Tabernacle. The works were impressive consisting of a
combination of large free standing columns, cooking and drinking vessels and highly
decorative liturgical clothing (Veith, 1994). This patronage continued with the building
of sacred places such as King Solomon’s Temple (1Kings: 6-7. Bible).
While it has been established that some of the earlier Christian worship spaces were
adorned with imagery, little is known about those who produced the works and whether
they were created from a personal desire of a resident artist or requested by those
within the Church. During the Middle Ages however, artists were employed to produce
works of art in the form of illuminated imagery to adorn the walls of worship
environments. The literature suggests that, prior to the Reformation, the use of visual

5

art within a worship environment was a matter of some controversy (Vos, 1994;
Webber, 1994; de Gruchy, 2001). Similar controversy still seems to exist in some
contemporary post modern worship spaces (Thistlethwaite, 1998; Brand and Chaplin
2001; de Gruchy, 2001).
However, it was not until the Renaissance that the Church and individuals became “…
significant patrons of art in western history” through artists such as Durer (1471-1528),
Holbein (1497-1543) and Michelangelo Buonarroti (1475-1564); (Veith 1991;
Erlandson, 1992). This type of patronage still continues as artists are often invited to
exhibit their work in churches as a forerunner to religious events or festivals (for
example, at Lent, Easter and Christmas) or are commissioned to create artworks
highlighting significant themes such as the birth and death of Christ; alternatively skilled
artists are commissioned to restore artefacts that have deteriorated or been damaged.
1.4 The Contribution of the Artist to Worship
Nevertheless it is in seemingly stark and non-creative environments that I, as a
practising artist, must need worship.

This is due, not to any theological belief or

acceptance, but to long periods of friendships developed while in my youth and
subsequent minor roles in leadership in such places of worship. The friendships I have
developed are important to me as I have been able to raise my family in an
environment in which there was sanctuary and communal protection as my children
grew into adulthood. However, on reflection, this has been to the detriment of my
artistic practice and, until recently, my artistic endeavors and practice have remained
relatively dormant regardless of the overarching significance of these worship
environments in my life.
I remember as a young child I had in my possession the usual colouring-in books given
to children.

In these were outline images of cartoon characters and associated

6

imagery and, when attending Sunday School, I was given sheets of paper on which
were printed outlined biblical scenes that included bible verses. I was required to
colour in the images and learn the verse for the following week and, if the colouring
was complete and the verse learned, I was awarded a mark or indeed a special sticker
(ticket) that was pasted into a personalized Ticket Book.

Later in my childhood I

remember purchasing a paint by numbers picture of horses. This gained the approval
of my father as he was a boy from the bush and relished the thought that his son also
had an interest in the animal he admired.
I reminisce on the joy of attending (with my mother) eisteddfods, where I would vie for
the top award in the piano section.

However, what I found most interesting and

obtained a great deal of pleasure from, were the dance sections. Etched into my
memory are the young dancers as their bodies, encased in an array of coloured fabric,
floated across the stage. Live stage performances at the local theatre with, at times,
actors like large human sized puppets, left an indelible mark on my past life.
Were these artistic influences on an impressionable youth the beginnings of an
empathy with the Arts? Quite possibly, but they were soon to be placed to one side as
I was encouraged to play with more male toys such as Meccano sets and cars.
Nevertheless during this mechanical stage of my life, and as a part of my art
appreciation in Grade Five at school, I submitted a coloured drawing of the latest jet
fighter for assessment.

To my surprise I received the class art award which

subsequently led to the drawing being displayed on the classroom wall.
This artistic journey stalled and took a more utilitarian direction when, at the age of 15, I
was apprenticed to a commercial printer T. Willmott and Sons Printers in Townsville
and, after a period of four years, became a tradesman gaining experience in
Letterpress and Offset printing and basic book binding. Following the apprenticeship I
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worked with a number of print businesses as a tradesman in New Zealand and
Townsville where my skills in Printing, Graphic Design, Commercial Art and
Management were further extended and refined.
I had not, however, considered further study in my field of expertise until approached
by a representative from the Townsville Technical and Further Education College
(TAFE) who suggested I would benefit from qualifications in the Commercial Arts.
During subsequent years of study I gained a thorough appreciation of the Commercial
Arts and an awareness of and passion for the Fine Arts. The broad knowledge and
skill I had acquired enabled me to teach Commercial Art and Illustration.

Basic

printmaking thus extended my passion for learning and artistic practice to my students.
These developments meant that I developed a dual role in the Arts tempering the
utilitarian with the aesthetic. In my church life, on the other hand, the utilitarian was
valued more highly than the aesthetic. However, it is a personal precept that the artist,
within this Body, has potential to use his or her gifting to enhance worship.

For

example Dürer, Holbein, and Michelangelo (see 1.3) might not have been the artists
they were had it not been for the Christian story and a sense that they responded to it
by using their creative gifts3 (Thistlethwaite, 1998). Brand and Chaplin (1999) agree
that, to be a Christian artist, life has meaning and a purpose which allow choices to be
made by the whole person – “… the body, intellect, emotions and spirit” (Brand and
Chaplin, 1999:119).
Alongside the apparent exclusion of the visual it is also noteworthy that music, for
example, does seem to be integral to most worship environments.

This may, of

course, be a choice of those who govern these environments or even of the fact that

3

During the Renaissance period some artists (e.g., Holbein and Michelangelo) were motivated toward generous
patronage of the arts, artists and the Church. At times reigning Pontiffs awarded commissions to artists for the
execution of artworks within and beyond the direct worship environment.
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there can be greater congregational participation in music than in visual art. The lack
of or limited uses of the visual arts in a worship environment may not be the overriding
responsibility of the leaders but also the artists themselves as many remain silent in
relation to their art practice and the potential uses of the arts within the church
environment.

Indeed Thistlethwaite (1998) observed that, “for many Christians, …

Christian living is imagined as if art did not exist” (Thistlethwaite, 1998:59).
1.5 Rationale for and Aims of the Study
As indicated in 1.3, there is significant documentation in the literature of the genesis
and development of church architecture and controversies about the appropriateness
of the visual in the worship environment. It remains the case that very little is known
about the way in which individual worshippers respond to the worship environment per
se or, indeed, the potential for the visual to contribute constructively within the worship
environment. To what extent do people note the presence or absence of the visual in
such environments? How do they relate to the dominance of the verbal/word?

How

and in what ways do they perceive the visual in the worship environment? To what
extent might the verbal and the visual interrelate? What are the parameters of the
verbal and the visual? What are the roles played by the visual? To what extent is the
visual merely decorative? What might be the potential for the visual in a contemporary
non-visual environment?
What are the implications for a nascent artist raised in a visually barren worship
environment? What messages might this potentially send about the worth/centrality of
artistic expression? To what extent might the pursuit of a utilitarian art directed career
path be related to such messages and to what extent might it be possible to seek
beyond the merely utilitarian, to liberate an artistic consciousness lying dormant?
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In order to be able to confront such questions, let alone answer them, there is thus a
strong need for research to provide some initial data by exploring the role played by the
visual arts within contemporary worship environments and also by probing the level of
acceptance by worshippers of the visual in traditionally non-visual environments.
Specifically the current research aims to
1. investigate the nature of the visual arts presence in formal Christian
worship environments;
2. probe perceptions of worshippers in relation to the visual/verbal
parameters of the formal worship environment;
3. use data from One and Two above as a basis for
a) the creation of a visual context conducive to contemporary worship,
and
b) a personally liberating artistic journey.
1.6 Organization of the Thesis
In order to foreground these aims both the relevant literature and the researcher’s own
religious/artistic trajectory are used to provide context. Chapter Two traverses the
evolution of church architecture and environments with a discussion on contemporary
worship and the setting in which worship is conducted. It concludes with an overview
of the researcher’s spiritual experiences in four different Protestant churches, their
influences on the researcher’s artistic practice and subsequent recognition of the need
to break away from the traditions of the past.
Chapter Three provides an environmental scan of the visual in Christian worship
environments parallel with relevant history.

It discusses the formation of the built

worship environment in the Christian era along with the role of the arts in a
contemporary worship environment. The chapter begins by identifying specific artistic

10

genres, the function of the icon and the symbol, and concludes with a profile of
religious arts since the beginning of Christianity.
Chapter Four forges methodological directions from the literature and outlines the basis
for data collection through sampling of physical environments and personal
perceptions. Subsequently Chapter Five analyses the art identified in the sampled
churches and presents data from parishioners of each church. The visual data from
the sampled churches and the perceptual data from parishioners in these churches are
interrogated as a conceptual basis for the development of art for the twenty first century
worship environment.
Chapter Six subsequently documents the journey from the conception of a creative
idea to its realization and abandonment/acceptance/reworking.

It discusses the

barriers encountered and the strategies used to break through these obstructions
resulting in the creation of a series of artworks.
Chapter Seven outlines the plan for and development of the exhibition. The artworks
are presented in the order in which they were hung in the gallery; responses to the
exhibition from three groups of viewers are presented.

Chapter Eight critically

evaluates the research journey and its outcomes especially in relation to the aims of
the study. It scopes some contextual issues in relation to the colour palette of the
exhibition, the currency of interest in worship environments, and conservation
problems.

Pertinent directions for representing the sacred are discussed and

implications of the study for further research are explored.
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CHAPTER 2
FORMAL WORSHIP ENVIRONMENTS
2.1 The Evolution of Christian Worship Environments
Contemporary Christianity is comprised of four parallel but distinct groups.

These

groups are Anglican, Eastern Orthodoxy, Protestant and Roman Catholicism. While all
four are recognized as Christian1 given that all claim to follow the teachings of Jesus
Christ, the focuses here is on those churches associated with the Anglican, Protestant
and Roman Catholic denominations in line with the dominant religious heritage of
Australia.
Historically peoples were nomadic but, "… during the stone age man turned from a
wandering existence …" and became more settled (Myers, 1967:11).

Hence the

traditions within religious practices, although specific to each group, were nonetheless
similar. Each group had its own tribal deity which was scarcely different in name from
other deities. “… They had all the superstitions, the rituals, and modes of worship
which we find in the peoples around them” (Kellett, 1962:40).
While naturally formed structures were used as primary places of worship by our
ancestors, for example, caves and rocks were used as altars on which sacrifices were
made, it does appear that religious practices have been performed in temple like
structures

since

1400

BCE

http://www.britannica.com/eb/article-66427,

(Encyclopaedia

Accessed

http://witcombe.sbc.edu/sacredplaces/caves.html,

24.02.2006;

Accessed

Britannica

0nline,

Witcombe,

14.02.2006).

1998,

There

is

archaeological evidence to support the existence of structures such as temples during

1

The issue of nomenclature is problematic with many scholars arguing that Anglican is synonymous with Protestant.
Others would say a better word for Protestant is Non-conformist. These issues are complex as is what is encompassed
by the term denomination (e.g., is the Salvation Army a denomination?). These distinctions however, are not germane
to the central purpose of this research. For the purpose of this study the nomenclature adopted is consistent with that of
the Australian Bureau of Statistics (2006).
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this period (Pedley, 1993;79-83). Two examples are the Etruscans whose temples –
dated, approximately 575 BCE – played a role in Etrusco-Roman religious ritual and in
religious worship (Boardman, 1993) and the tabernacle in the Hebrew/Biblical context
(Almog, 2001, http://www.wildernesstabernacle.com/, Accessed 24.02.06; New Advent, 2005,
http://www.newadvent.org/cathen/14424b.htm ,

Accessed 24.02.2006).

Four stages of worship environments which accord most closely with Hebrew/Christian
development are identified by Tenney (1967) with the final stage suggesting the
foundation for the contemporary Christian church.

Table 2.1.1 presents Tenney’s

(1967) four stages aligned with seven eras of Christian development and types of
worship environments (Bratcher, 2005, http://www.cresourcei.org/keydates.html, Accessed
16.02.2006; Eslinger, Date Unknown, http://www.ucalgary.ca/~eslinger/genrels/KeyDates.html,
Accessed 16.02.2006) Most dates however, are accepted as being within 100 years
either side of those presented.
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Table 2.1.1
Types and Approximate Years of Early Worship Environments2
ERA

STYLISTIC FEATURES

Abraham
2001 BCE -

 Altars built from
natural rock.

Joseph 1750 BCE

 Non-permanent.
The Jewish nations
was nomadic

SIGNATURE
PLACES

 Natural
environment

 Made from fabric,
woods and metals
Moses 1576 =BCE

King Saul
1100 BCE King David
1060 BCE

King Solomon
1016 BCE

 Tabernacle

 Prefabricated
structure capable
of disassembly.

 Natural
environment

 Natural built altars

 Tent
(Tabernacle
of David)

 Permanent

 Built structure
using stone,
precious metals
and fabrics

 Temple

 Permanent
Jesus Christ
6 BCE ?

House as
churches 40 CE
Constantine
320 CE

 Stone and wood

 Synagogue /
temple

 Permanent
 Stone and wood

 House

 Semi- permanent

 Catacombs

 Wood

 Built
structures

 Permanent

2

TENNEY’S FOUR
STAGES OF CHURCH
DEVELOPMENT
THE FIRST STAGE
is the somewhat
primitive mode
practiced [stet] until
the building of the
temple. During this
time no sharp line
was drawn between
private and public
worship.
Tabernacle built
during the time of
Moses
THE SECOND
STAGE became
highly organized in
the temple ritual,
which indeed had its
origins in the
tabernacle set up in
the wilderness.
Temple built during
the time of King
Solomon completed
825BCE
THE THIRD STAGE
was that of the
synagogue.

THE FOURTH
STAGE was that of
the early Christian
churches.

The dates given show some flexibility as research indicates consistency in identifying actual biblical dates before
Christ is lacking.
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The fourth stage of church development is most relevant to this study as “it does
appear, … [that early] … Christians met in homes for private brotherhood meetings …”
(Tenney, 1967:899).

The Christian community found it almost impossible to build

public places of worship and those that did exist such as “… churches and assembly
halls … were small and inconspicuous” and “… designed not as a house for
worshippers but were meant to house God” (Slon, 1994:553). Rooms within a system
of underground tunnels containing burial pits, commonly known as the catacombs,
(Gombrich, 1966; Masner and Thompson, 1995) (see Plate 2.1.1) were also universally
used.

Plate 2.1.1
Roman Catacombs
http://www.rotten.com/library/death/catacombs/

Accessed 22.09.2005

Hollowed out of the volcanic subterranean soils of Rome and thus with no structured
architectural design, the catacombs were used mainly for the burial of the dead but
were occasionally used for gatherings of those professing the Christian faith.
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Interestingly though, these catacombs became shrines over which, in many cases,
churches were built during the Constantine period (Myers, 1967).
The earliest known Christian church structure however, is the house church of DuraEuropos; (see Plates 2.1.2 and 2.1.3); “… it is the earliest and most apparent
archaeological evidence of a Christian building” (White 1990:110). Simple in design
and quite possibly attached to other community buildings in Dura-Europos, this house
(dated 303CE), after being buried for approximately 15 centuries, was unearthed to
reveal walls illustrated with Biblical stories (see Plate 2.1.2).

Plate 2.1.2

Plate 2.1.3

House Church of Dura-Europos

Plan of House Church of
Dura-Europos

http://www.sacred-destinations.com/syria/dura-erurpos

Accessed 04.07.2010

http://wwwhttp//www.employees.oneonta.edu/farberas/a
rth/images/ARTH212images/Early_Christian/
architecture/Dura_Europos_Christian.jpg.

Accessed 04.07.2010.

Although the Church House at Dura-Europos was used as a place for conducting
worship, it was apparently not recognized as such. Gloag (1977) comments that these
fledgling Christian communities built their churches cautiously. Simple in structure,
they used either recycled materials or met for worship in private homes (Gloag,
1977:116).
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The first officially recognized built worship environments of the Christian Church - the
Basilicas - became the prototype of many subsequent worship spaces in Europe
(Gombrich, 1966; Lowden, 1997; Myers, 1967); "… Simple in design [the basilicas’] …
flexible usage made them conceptually more acceptable for Christians to adopt"
(Boardman, 1993:308).

They were similar to Roman architecture, in that, “… the

ground-plan was usually the same [with] a central nave leading to an apse or choir, and
two or four isles at the side” (Gombrich, 1966:120; Bulley, 1926:234), (see Plate 2.1.4).

Plate 2.1.4
Roman Basilica Plan

<http://www.faculty.evansville.edu/rl29/art105/img/basillica_plan.gif>

Accessed 04.07.2010.

Hence the official worship environment for the Christian church evolved from smaller
churches into
… large churches, … [which were] a fundamental change from the earliest
meeting places of Christians … to a large basilica, and these new buildings
… mark the transition from the first sites of private Christian worship to the
second stage of early Christian architecture (Murray and Murray,
1998:150).
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The construction of the basilica enabled large congregations - approximately 5000 - to
worship collectively. These structures became the architectural foundation for future
Christian church building designs.
Lowden (1997) describes the Constantine Basilica as having a
… vast hall ... . Its broad central body had twenty-two columns on the two
longer sides, supporting upper walls pierced by windows and surmounted
by a wooden roof. To either side were two further colonnaded aisles…. At
the east end the central body was terminated by an apse, semicircular in
plan, and topped by a curving vault … (Lowden, 1997:35).
Although the fundamental basilica design remained the same for approximately seven
centuries, it was ultimately replaced by the Romanesque design (see Plate 2.1.5). This
occurred during the 10th – 12th centuries and was “… inspired [by] the search for
symbols that would lead the spirit toward God” (Rose, 2000:1). This stronger and
longer lasting grandiose design with vaulted ceilings, “…was beautiful in its way, but
the buildings were massive and overpowering” (Mann, 1993;131).

Plate 2.1.5
Romanesque Architecture

http://www.sacredarchitecture.org/images/uploads/dem-3.jpg

Accessed 04.07.2010.
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Structurally sound, the Romanesque church buildings united Europe spiritually with
… an architecture which affirmed with rapturous urgency that this was
indeed the age of living and active faith; the cathedrals and churches that
raised their towers and spires in every Christian land were the earthly
gateways to the heavenly kingdom; and to such uplifting visual reminders of
the life to come there were aural reminders, bells that called the faithful to
prayer and, day and night, gave to the cities of Europe a melodious pattern
of sound (Gloag, 1977:156).
Nonetheless the Romanesque design gave way to a more aesthetically designed
architecture.

Labeled Gothic “….sermons in stone…” (Rose, 2000:1), this style

dominated church architecture during the 13th – 15th centuries (Plate 2.1.6).

Plate 2.1.6
Gothic Architecture

Photographed: w. Gregg Nowell, 2010

Extravagant as they are, these buildings “… expressed a crystal-like quality of lightness
and aspiration to heaven that was missing in all previous architecture” (Mann,
1993:131).

The structures attempted to reach into the heavens and, while an

aesthetically beautiful internal space with colours of light filtered by the stained glass
windows shimmered on the paved/tiled floor, the building’s exterior was designed to
direct the gazer’s vision heavenward.
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These Gothic cathedrals (see Plate 2.1.7) gave
… clear expressions in stone, glass, light and colour, all integrated with
perfect proportions and dimensions, of spirituality on earth. They were also
profound teaching devices designed to make clear to the mainly ignorant
lay people the stories and mysteries of Christianity in a way that they could
not fail to understand (Mann, 1993:133).

Plate 2.1.7
Holy Rosary Cathedral, Vancouver
Photographer: w. Gregg Nowell, 2005

Nevertheless, with the advent of the Reformation3 and the birth of Protestantism, the
design of many Protestant churches changed radically from those of their predecessors
as “… architects devised new church forms and arrangements that reflected the
idiosyncratic theologies and philosophies …” of the Protestant movement (Rose,
2000:1).

3

This time of religious upheaval was paralleled by social and political change (e.g., the devastation of the Bubonic
Plague, the possibilities inherent in the invention of the printing press, The Wars of Religion (1562 – 1598)).
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2.2 Post Reformation Worship Environments
The grandiose pre-reformation places of worship were not perceived by Protestants as
a necessary environment for worship and, as if reverting to the early days of
Christianity (see 2.3), chose simple buildings or private homes in which to worship
(Storik, 1997; Acts 5:42, 1 Corinthians 16:19, Philemon 1-2. Bible). Thus a designated
room within the family home became the place/shrine set aside for worship, prayer and
thus Bible reading, defining those who met for worship in these houses as a
worshipping community (White, 1990). Hence it “… became typical for Christians to
meet in the home of an individual member who served as host and patron” (White,
1990:104).
The house church is not dissimilar to that of a small family. It is normally a collective of
like-minded individuals who meet, within the privacy of a home, to worship and share a
common spiritual predilection and who choose to worship in places “… without any
specifically ecclesiastical buildings … (Cope: 1962:ii; Lashway, 1997). Traditionally
though the Protestant Church emphasized a simple design for its worship space (Stahr,
1994), it was built around the “… nature and needs of the worshipping community”
(Daniels, 1997:563; Robinson, 2002:1-2) as well as being constructed around the
church community’s understanding of scripture” (Stahr, 1994:572-573). The simple
design was not due to an inherent need to experience worship but a design fulfilling the
community’s “… functional needs” (Lee, 1998:1, http://www.catholicliturgy.com/index.cfm
/FuseAction/ArticleText/Index/65/SubIndex/116/ArticleIndex/25. Accessed 19.06.2010).

Thus

Protestant

church

buildings

lost

their

symbolic

spiritual

significance.

Nevertheless parishioners still referred to them as Houses of God and saw the building
as serving the congregation and as a place where they met to hear a spiritual
message, to pray and to praise (Christ-Janer and Foley, 1962) and “… to facilitate
communication among worshippers and to serve as settings for evangelistic services”
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(Daniels, 1994:571). It was seen as a place where the worshipper worshiped in “…
spirit and in truth” (John: 4:23. Bible) and as an environment in which the verbal
dominated the visual (Christ-Janer and Foley, 1962).

Hence the visual became

secondary to the verbal/word and the “… simplicity and even barrenness of the …
interior décor was cherished so as to keep the focus otherworldly on worship” (Webber,
1994:19).
However, the buildings and worship environments of the contemporary Protestant
church show definite signs of revitalization and possibly a reversion to the preReformation period.

Over the last decade the church architecture literature both

celebrates

church

historic

interiors

on

the

one

hand

and

advertizes

restoration/conservation services on the other. Phillippi (2011) discusses the need for
church restoration after “time, natures ravages and severe … winters” have taken their
toll

on

the

churches’

structure

(Phillippi,

2011,

http://www.theunion.com/

article/20110701/FEATURES/110709994/1001&parentprofile=1053 Accessed 15.07.
2011).
While still maintaining the spiritual traditions and functionality of Protestantism, many
traditional buildings are being/have been replaced with larger more grandiose
structures (see Plates 2.2.1 and 2.2.2). There are thus several reasons why Protestant
churches became bare of artworks, for example;
a.

the new emphasis upon the preaching of the word with the King James
translation of the Bible ‘appointed to be read in churches …’ (The Holy
Bible, 1611) as distinct from liturgical celebrations; and

b. after the Reformation the Act of Uniformity of 1662 split worship places into
two parts, the soaring glories of the cathedrals and plain preaching barns of
the dissenters.
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Plate 2.2.1
The Crystal Cathedral
Anaheim, USA.
Photographed: w. Gregg Nowell, 2005

Plate 2.2.2
Mueller Community Church, Rothwell.
Photographed: w. Gregg Nowell, 2010
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Protestant denominations endeavour to become identifiable elements/structures in the
churched and non-churched community by maintaining “… great emphasis upon the
servant role of caring, sharing Christianity, integrating sacramental worship and study
of the word with community involvement” (Purdy, 1991:11).

“Often [though] the

building is a monument to our prosperity rather than a simple structure witnessing an
active community guided by God, …” (Scheffler, 1997:2).
The type of architectural design of worship environments, not surprisingly, seems to be
dependent on the culture and society for which and in which they are built. The design
relies heavily on the particular group of people who inhabit that environment.

A

church’s functional needs may dictate a simple structure or an elaborate one. Table
2.2.1 presents an overview of a variety of contemporary worship environments used for
collective worship. Common to most is the multifunctional use of the buildings and
environments.
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TABLE 2.2.1
Environments for Christian Worship

PLACES/SPACE

PARTICIPANTS

 Immediate family

1
DOMESTIC
ENVIRONMENT EG.,
FAMILY HOMES

 Friends

PRIMARY
FUNCTION
 The status quo is usually a
father, mother and siblings

 Persons of similar religious
persuasion/s

MAJOR
ENVIRONMENTAL
CHARACTERISTICS
AND TIMES

NATURE OF
RITUAL/S
UNDERTAKEN

 Private family home

 Devotional reading

 Space set aside for meals

 Prayer

lounge or family room

 Bible reading

 Morning and Evening

 Bible teaching
 Discussion
 Prayer – Thanksgiving,

SOCIAL POLITICAL
CLIMATE

 All socio-political climates
 Home churches become
more prominent when
participants are either
dissatisfied with their current
church or it their religion is
outlawed by government

2
NATURAL
ENVIRONMENT

 Individual or group worship

 Friends

 Family Photographs
 Art normally created by and

REFERENCE

 Bible: Acts 5:42 1 Corinthians 16:19
Philemon 1-2
 White, 1990

individual form the immediate

 Tenney, 1973

or extended family

 Webber, 1994

 Scenes with scripture text

 Lashway, 1997
 Leonard, 1997.

 Posters

 Public areas

 Devotional reading

 Daylight hours and

 Prayer

the worshipping group but

 Worship in the park, Accessed 04.07.2010

 Bible reading

with a relationship to the

 Taking Worship outside the Church,

 Bible teaching

natural environment

weekends

 Persons of similar religious

 Family interest

overlaid

intercession and worship
 Singing

 Immediate family

EXISTENCE AND
TYPES OF ART

persuasion/s

 All socio-political climates

 Some 3D works unrelated to

 Tillin, 2003

Accessed 03.07.2010.

 Plants and natural objects

 Discussion
 Prayer – Thanksgiving,
intercession and worship
 Singing
 Work Colleagues of similar

3
VOCATIONAL AND
PEDAGOGICAL
ENVIRONMENTS

religious persuasion
 Students of similar religious

 Employment
 Group or individual place
set aside for learning

 Public areas
 Normally during lunch
breaks

persuasion/s

 Devotional reading

 All socio-political climates

employer/manager

 Prayer

 Garr, 2003

 Bible teaching

to the environment and the

 Hicks, 2003

 Discussion

worship setting

 Jones, (date Unknown).

 Images overlaid with
Scripture text if the employer
is of a religious persuasion

 Singing

4
WORSHIP
ENVIRONMENTS EG.,
CHURCHES/GROTTOS

persuasion
 Invited guests
 Interested individuals or
groups

(2010)

 Possible unrelated images

intercession and worship

 Worship

 Naval Postgraduate School, California

 Bible reading

 Prayer – Thanksgiving,

 Persons of same religious

 Depends on the

 Public areas

 Devotional reading

 Usually Saturday evenings,

 Prayer

Much depends on the artistic

 White and White, 1988

 Bible reading

persuasion of the Church

 Robinson, 2002

 Singing

leadership and congregation

 Greenbaum, 2009.

Sunday morning and
evenings

 Prayer – Thanksgiving,
intercession and worship
 Communion
 Bible teaching
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 All socio-political climates

 Usually some form of art.

 See Chapter 3.

 Gloag, 1977

The church building may thus be considered testament to the community or group for
which it is created, the society in which it is built, the specific worshiping group’s
doctrine. These buildings, De Gruchy (2001) notes, are “… varied … depending on
historical context and on theological principal” (De Gruchy, 2001:44-45). Nevertheless
a “…building can be a great asset … enabling the community to worship as it desires”
(White and White, 1988:15).
2.3 Worship in a Multi-functional Space
Many churches tailor not only their style of worship but their message in an attempt to
appeal to contemporary society (Veith, 1994). Given the realization that the traditional
style of worship might not be conducive to contemporary society and that the
congregation has a natural instinct to worship and a desire to utilize its own
individualistic approach and abilities in the way worship was conducted, many
protestant churches have reformed their liturgical processes thus enabling the
congregation to worship more openly and establish responsibility for
…new texts of worship, the restoration preaching, new music and songs,
worship in a language of the people, [and] worship returned to the people
through increased participation in singing, praying, saying responses, and
a greater integration of the liturgy with contemporary culture (Webber,
1994:125).
“These buildings today are increasingly used for concert occasions…” (Cope,
1962:765) and for other functions such as outreach activities which connect the church
with the broader church and the non-church community: activities such as missionary
conferences, youth meetings, creative and performing arts presentations, and craft
activities.

However, while this may be so, when worship does occur, the space,

regardless of its uses at other times, does takes on an ambience of the sacred, albeit
more strongly in some more than others.

Mayernik (2011) suggests that church

architecture “… can be ‘affective,’ conveying general emotive or spiritual states:
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solemn, joyful, serene, and inspiring. It can also, like music, be stretched to convey
certain

figurative/anthropomorphic

impressions

(Mayernik,

2011,

http://www.

sacredarchitecture.org/articles/a_vast_immeasurable_sanctuary_iconography_for_chu
rches/ Accessed 15.07.2011.). Much still depends however on the space, structure
and type of building in which worship takes place.
2.4 Personally Significant Worship Environments
Nonetheless, as an artist and member of four distinct Brethren4 communities, I have
been significantly and negatively affected by the dissonance between the colour and
image richness of the natural environment and the comparative sterility of the
environments in which worship is intended to take place.

The following sections

anaylse the worship environments created by these four denominations in the context
of the parallel life circumstances which provide the genesis for this current study.
2.4.1 Church Environment One: 1958-1972
The exterior walls of the rectangular church building were made of tongue and groove
wood while the interior consisted of fibro with hopper windows evenly spaced along
each of the longest walls. In the traditional style of a typical Calvinistic church, the
building was painted white. It was devoid of imagery except for a scripture verse on
the inside back wall and a limited number of small scripture texts with illustrated floral
surrounds hung individually between the windows.

For many years musical

instruments were forbidden in the worship environment; thus all singing was a capella
and the creative arts were never mentioned.

4

The Australian Bureau of Statistics (2006) places the ‘Brethren’ in the category of Other Groups. However, the
Australian Commonwealth Marriage Act (1961) refers to ‘Brethren’ or ‘Christian Brethren’ as a denomination and thus
has been adopted here.
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The upper storey (see Figure 2.4.1) of the two-story building was used mainly for
worship – Breaking of the Bread (Communion) – services on Sunday mornings and
Gospel – Good News – meetings held every Sunday night.

Windows
Scripture text on

Scripture text on

back wall

side wall

Pulpit

Entrance

Figure 2.4.1
Church Environment One: Worship Space
Before Communion a Sunday School was conducted on the lower level of the church
building while, on the upper level, Bible study for adults was held.

The seating

arrangement for the Gospel and prayer meeting was in two parallel rows (see Figure
2.4.2).

Figure 2.4.2
Church Environment One: Seating Configuration for Gospel and Prayer Meetings
However, it was imperative for Communion that seats be placed around a table on
which was located the bread and the wine (see Figure 2.4.3). This again symbolized
Christ and his disciples seated around the table at the Lord’s Supper.
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B
A
Figure 2.4.3
Church Environment One: Seating Configuration for Worship/Communion

The dynamics of seating were quite specific for members of the congregation,
especially when prayer meetings or Communion were held (See 2.4.2). It was during
these meetings that the genders were separated with women on the left side of the
building and men on the right. Children usually sat with the women. Only the men
were permitted to pray aloud as women were required to be silent in the worship
environment.
The seating for Communion (Figure 2.4.3) was arranged after the Sunday morning
Adult Bible Study. During Communion families were encouraged to sit together until
children had reached the age of understanding which was normally considered to be
seven. Children and unbelievers were expected to sit on seats A (girls) or B (boys)
(see Figure 2.4.3). Only when a person became a believer and was subsequently
baptized by immersion could they be seated around the Lord’s Table and take
Communion.
The worship service was deemed open and men, who were recognized as being
followers of Christ, were encouraged to lead the congregation in song, expound
scripture from the Bible and lead the Communion service; females were neither
permitted to pray nor to teach adults in the church although they did have the function
of instructing children in the ways of scripture.

The worship service was neither

structured nor defined except for Communion where those who were deemed followers
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of Christ performed the weekly ritual of taking a pinch of bread from a broken loaf symbol of the crucified body of Christ - and one sip of wine - symbol of the Blood of
Christ - from a single communal cup. This dramatic ritual was based on scripture
where Christ, prior to his subsequent betrayal and crucifixion, ate The Lord’s Supper
(Matthew 26:26-30; Mark 14:22-26; Luke 22:14-23; 1 Corinthians 11:17-34; Bible), an
event which has been the title and subject of many paintings by artists such as Da
Vinci (1452-1519); Dali (1904-1989), Warhol (1928-1987); (see Plates 2.4.1-2.4.3).

Plate 2.4.1
Leonardo da Vinci - The Last Supper
http://www.sacred-destinations.com/italy/images/milan/last-supper3-wc-pd.jpg. Accessed 24.02.2010
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Plate 2.4.2
Salvador Dali -The Sacrament of the Last Supper - 1955 version
http://www.ellensplace.net/dali4.jpg. Accessed 24.02.2010

Plate 2.4.3
Andy Warhol -The Last Supper - 1986 version
http://www.artnet.com/magazine_pre2000/features/haden-guest/haden-guest8-3-99.asp
Accessed 24.02.2010
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2.4.2 Church Environment Two: 1972 – 1997
This environment had less wall space than the previous building as louvered windows
has been used instead of the traditional hopper windows allowing for greater ambient
light and air flow. The walls were of masonry brick and painted a light blue. Imagery in
this environment was limited to a notice board and a map of the world that was
attached to a corkboard with thumb tacks. Strategically attached to the map were
pictures of missionaries who were financially supported by the Church. A scripture text
hung on the wall behind the pulpit. Many of the doctrines and traditions were similar to
those of the first worship environment (1958-1972). Music created with instruments
such as a piano, organ, drums and, at times, a guitar, played an important role in
worship.

Drama took on a minor role and the Visual Arts were neither openly

acknowledged nor regarded as important. However they were recognized as a craft
perceived necessary when posters and/or pamphlets were required for advertising.
Figure 2.4.4 illustrates the layout of the building in which Communion and general
meetings such as Bible studies, prayer meetings, gospel services, Communion
services, senior and junior youth groups were held throughout each week.

Scripture

text

on back wall

Glass
and
doors

Pulpit

louvers

Glass panels

sliding
Missionary
board
Entrance

Figure 2.4.4
Church Environment Two: Worship Space
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Figure 2.4.5 illustrates the general seating arrangements for most services including
Gospel meetings, prayer meetings and Sunday school; however, these arrangements
were, at times, changed to accommodate more secular uses of the space (for
example, church community outreach which might include women’s craft afternoons).
Sunday school was held in the worship environment and adjacent rooms.

Figure 2.4.5
Church Environment Two: Seating Layout for Services other than Communion

Figures 2.4.6 and 2.4.7 illustrate the arrangement of pews and the Lord’s Table
strategically placed for Communion. On this table the liturgical emblems such as a loaf
of bread and a cup of wine were placed, thus becoming the focal point of the
Communion.

Figure 2.4.6
Church Environment Two:
Seating Plan One
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Figure 2.4.7
Church Environment Two:
Seating Plan Two
Gender seating for prayer meetings was not as specific as was the case in the first
worship environment (see 2.4.1). Women, children, and men were not required to be
separated during prayer and hence usually sat in family groups. Women, however,
were still expected to remain silent during prayer. At times though, those who attended
prayer meetings were divided into small non-gender specific groups, both women and
men participating in vocal prayer.
2.4.3 Church Environment Three: 1997 – 2002
While this small worship environment of wooden structure was not dissimilar to that of
the building described in 2.4.1, it had two oil paintings, one of praying hands and the
other a scroll; both had added text from scripture. These artworks hung on the rear
wall to the left and right of the pulpit. A large scenic poster on which was printed a
verse hung on the wall directly behind the pulpit (see Figure 2.4.8) while hopper
windows separated framed scripture texts which decorated the side walls.
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Figure 2.4.8
Church Environment Three: Worship Space

Music, usually accompanied by an organ, piano, percussion, and wind instruments,
played a major role in all services and drama was used extensively but, to my
knowledge, not as part of the Communion service. The visual arts played a supportive
role in dramatic production, for example, in terms of stage backdrops and in the
production of advertising flyers and posters. Pew arrangement (see Figure 2.4.9) did
not alter for Communion but remained the same for all services/meetings.

Figure 2.4.9
Church Environment Three: Seating layout for Communion and other Church Meetings
The expectations of worshippers during services were similar to those described in the
second worship environment (2.4.2).

However, Sunday School and other secular

gatherings were held in a hall adjacent to the building in which worship was held. At
times the arrangements of the pews inside the worship environment were altered to
accommodate a particular dramatic performance.

35

2.4.4 Church Environment Four: 2002 This multi-purpose building (Figure 2.4.10) is used as a place for worship at specific
times throughout the week and on Sunday, and regularly becomes a space for school
assembly, dramatic performances, women’s craft or other church community activities.

Entrance

Display
tables
and notice boards

Scripture text
on back wall
Pulpit
Glass louvers and sliding
and roller doors

Figure 2.4.10
Church Environment Four: Worship Space

Because it is fully multifunctional – and designed to be so – it is not deemed to be a
space dedicated specifically to worship. Seating arrangements are not binding and the
layout depends on the type of event being conducted (see Figures 2.4.11 and 2.4.12).

Figure 2.4.11
Church Environment Four:
Seating Layout for
Communion and other Church
Services
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Figure 2.4.12
Church Environment Four:
Seating Layout for Stage
Performances
To facilitate its multifunctional use, the environment has limited solid wall space – most
of the walls are large glass sliding or clear polyurethane roller doors with the roof
supported by piers. The building is a brick veneer construction with a plaster cement
interior.
A scripture text is strategically placed on the back wall and on a section of a nonglassed wall, photographs of school buildings hang while display tables house notices
of future events, Bibles and other printed paraphernalia. This church may not explicitly
demonstrate affinity with the arts, but is progressive in its doctrine and support of the
creative and performing arts as demonstrated by the recent building of a Performing
Arts complex catering for drama, music and the visual arts. In addition a subject
entitled The Foundations for Creative Ministries is offered through Mueller College of
Ministries, a tertiary college run by the Church.
In a pedagogical sense the Creative and Performing Arts are encouraged by this
community through the exploration and uses of music, drama and visual arts in
supporting parishioners towards a greater knowledge of the one whom they worship.
While holding similar beliefs to those of the Brethren described in earlier subsections,
the leaders of this group of worshippers apparently cater not only for the spiritual
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needs of the parishioners, but also aesthetic needs and desire to worship God through
the individual conduits of the creative and performing arts.
All but the first of the above churches are currently functional with the aforementioned
traditions unchanged, suggesting that tradition passes relatively unchanged from
generation to generation. Maintaining this tradition is quite effortless for the Brethren
as some of the youth within each Church usually become its leaders in later years.
Only recently has the Brethren denomination appointed pastors to assist in the spiritual
direction of the Church. Prior to this it was an expectation that selected male church
members would become spiritual teachers. Some of these men learned how to teach
from a young age and were therefore grounded in scripture, thus gaining a sound
knowledge of the Bible and the doctrines of the Church. This contrasts with many
other Protestant denominations which have tertiary trained Pastors or Ministers.
These, however, may not have been original members of the particular church in which
they now teach and it is possible that some were raised under the teachings of another
denomination but chose to follow the teaching of the one which they now pastor. In
this and other ways, traditions within these churches may change depending on the
Pastor/Minister who brings new concepts to an existing traditional structure from
his/her idiosyncratic spiritual/denominational background and experiences.
2.5 Becoming Creatively Aware
During my early years of spiritual journeying, topics such as redemption, salvation, the
grace of God and idolatry dominated biblical teaching whereas reference to visual arts
in Scripture was secondary and related more specifically to built objects such as the
Tabernacle, Solomon’s Temple, vestments and furniture, then their manufacture or
maybe even the artist who created them. It would seem that the doctrine of God’s
creation of all things held little importance in the Church, even though there is much
recorded about design and colour in Scripture; perhaps this was considered irrelevant
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to the framework of teaching.

However, inquisitively and secretly, I believed and

continue to believe that the visual arts have the potential to play an important role in
Scripture and in contemporary worship.
From my earliest youth I was encouraged by my parents to appreciate the simple
things in life.

My father was a slaughter-man/butcher and eventually an unpaid

evangelist – Faith Worker – with the Brethren church; my mother a fulltime housewife.
For many years we had only the bare necessities of life as my parents guided and
directed three young children into becoming productive citizens in the church and
community in which we lived and eventually worked.
Holidaying once a year did not consist of staying in motels and being waited upon; nor
did it entail world travel where one could observe different cultures, societies and the
beauty of creation. Holidays were mostly a road trip from north Queensland to visit
relatives in South East Queensland. This would require two days travelling, stopping in
the evening of the first day’s travel to sleep on the footpath under a shop awning or
camping for the night in a designated rest area. When our family did not travel south
we would camp with family and friends in a caravan park at Cardwell, North
Queensland - or at Elliot Heads, Bundaberg. On reflection it was these camping trips
which instilled in me the wonders of nature and the colours which emanated from the
surroundings during times of play and child exploration. Playing in the mud and among
the mangroves, searching under rocks in water pools at low tide for colourful shells and
crustaceans, fascinated me. I would return to these places many times throughout my
youth and was continually drawn to the beach and the sea where I would explore and
find new and exciting creatures, observing the colour changes in the mangroves and
surrounding flora.
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I do remember as a child lying, with a sibling or friend in the late afternoons, on the
footpath, facing the sky, searching for formations of clouds and endeavouring to be the
first to find some recognizable image. At night my father would discuss the stars, their
formations and their beauty, as we looked into the heavens. The colours of the rising
and setting sun captivated me.
Later in life I found myself becoming further absorbed in all that the seas and
coastlines had to offer. While others would skin dive and search for the next coral trout
or crayfish to spear, I would find myself engrossed in the array of colour that
proliferated under the surface of the ocean; corals, fish, crustaceans, sea anemone
and spanish dancers. Camouflaged fish changed colour as they passed over or hid
among the corals taking on a changed visible characteristic to deceive the hunter.
Those fish that became prey to the spear changed colour as death crept upon them.
The coral trout especially became visibly more beautiful as it was dying – vibrant
apricot pink with blue spots.
Above the surface of the sea other colours emerged although much was dependent on
the weather. Summer days were hot and muggy; the sea and shade under the oak,
gum and mangrove inviting; autumn and spring pleasant with the sky clear and blue as
winter came and passed. Plants of all varieties would blossom and fruit, shed some
leaves throughout the seasons; many lost their vibrant colours during the autumn only
to be transformed into brown or yellow ochres as they became lifeless and ultimately
decayed. Some of the fruits and leaves would be lying on the sands, floating as
flotsam at the water’s edge, unknowingly creating layers of colour. The transparent
waters of the reef produced depth of layered colours when looking through the sea’s
surface on to the reef below.
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These experiences with nature etched indelibly into my subconscious and have heavily
influenced my artwork. They also gave me a private and personal reflective base in
relation to Biblical creation as Scripture indicates that humankind has been made in the
likeness of God. If this be so – I would ponder – should we then not be able to
appreciate God’s creativity and possibly use the natural creative element within our
own lives as creative beings? This inherent appreciation of the arts, however, was
never laid bare for others to see as close friends and relatives had little interest in
these matters.

As a result I endeavoured to keep such reflections to myself and

conform to a peer group, members of which perceived art and creativity as useless
and, at times, associated with homosexuality.
2.6 Forging a Creative Pathway
This subterranean interest in the arts began to decline as I entered my teens; probably
because I did not desire to be seen as different within my peer group. However,
unknowingly and unwittingly, I began to travel a winding pathway that eventually took
me on a creatively adventurous rollercoaster. Along this pathway I gained a greater
appreciation and knowledge of the arts with little fear of my peers or those who saw the
arts as being different (see 1.4).
Commercial printing, although so grudgingly accepted by me as a trade, soon opened
up exciting avenues of colour and design. Moreover, as fortune would have it, I was
trained on a Heidelberg cylinder one colour letterpress printer. Apprentices before and
after me were trained on much smaller presses – Heidelberg platens – some presses
even requiring the paper to be fed to the platen by hand. It was during this time that I
was selected, from other apprentices and tradesmen, to be trained in the relatively new
print process of Offset Printing. With the introduction to Offset Printing, I could see
some future relevance for me in the print trade. It was at this sector of the pathway
that I became involved in the pre-press processes of offset printing. Pre-press in the
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letterpress printing process was the trade of the Compositor who set type and had a
greater influence on the layout and design of the printed page. However, in Offset
Printing, pre-press overlapped the composing and letterpress trades enabling me to
have some input into the design as well as the layout of stationery, magazines,
brochures and many other types of printed material.
One area of the trade which had been absent in my training was the four or full-colour
printing process. I was not to benefit fully from four-colour printing until I was well into
my apprenticeship. Although the process was taught to apprentices at printing school
for two weeks each year of a four year apprenticeship, it was difficult to break into the
four colour print arena in the actual print shop.
Indeed it was the envy of all printing staff if one were given the task of four colour
printing. Usually, in the establishment where I worked, this was allocated only to one
person and one printing press. Other tradesmen did not have this privilege and were
given it only when the four-colour pressman either took a vacation or resigned from the
position. However, once I had finished my apprenticeship, I became the one privileged
to take on this most prestigious role.
Printing four-colour work enabled me to appreciate further the subtleties of overlaying
the three primary transparent colours of a four colour print, yellow, magenta, cyan, and,
with the addition of black (CMYK – K being for key line black) subtle shades brought
depth to the image. With each added colour, an image of endless hues emerged from
the page. This period in the pathway to creative development further entrenched and
developed my creative thought, creative perception, knowledge and skill.
Over a period of years I gained more experience in the print trade by working at
Queensland printing establishments, as well as in New Zealand for a period of 13
months (1974-1975).

It was during this period of approximately five years that I
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progressed from printer to printer/graphic designer in the establishments in which I
worked.

The techniques and skills acquired led to an opportunity to study the

Commercial Arts; hence my creative ability was further enhanced and, as a result, I
developed greater knowledge and a deeper appreciation both of God as creator and
the creativity of other artists. I was introduced to the fine arts of printmaking, painting,
drawing, illustration and graphic design. These artistic genres, the use of different
media to create a monochromatic image or a full coloured image, whether for pleasure
or for commercial purposes, only further whetted and developed my artistic appetite.
During this period of study I was invited to become a member of the casual teaching
staff of the Townsville College of Technical and Further Education (TAFE) – now the
Barrier Reef Institute of TAFE – as there was a need for a Commercial Art instructor in
the Commercial Design, Composition, Layout and Graphic Art camera techniques.
Eventually I was successful in gaining tenure as an Instructor. However, as a condition
of employment I was required to study, part-time and by distance education, and thus I
successfully completed a Bachelor of Adult and Further Teaching through Griffith
University. In 1991, I was given the opportunity to transfer my employment to the
James Cook University of North Queensland where I become an Associate Lecturer
and, in due course, a Lecturer in Commercial Art and Illustration.

I applied

successfully to study a Master of Creative Arts (MCA) and researched The Influence of
Printing on Illustration (Nowell, 1996) exploring the
… schisms that … developed between commercial printing and illustration;
… the premise [being] that since the nineteenth century, printing and
illustration have become increasingly separate and hence less reliant on
each other in relation to printers and illustrators working towards common
goals (Nowell, 1996: iv).
Towards the completion of my MCA studies I accepted a position as a teacher with an
independent secondary college, Mueller College, which is situated on the Redcliffe
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Peninsula – South East Queensland. I had innocently contemplated that such a move
would enable me to concentrate on my artistic pursuits while teaching secondary
school children. I also had a burning desire to work with young people and to work for
the Redcliffe Christian Assembly who administered the College. After one year of
service as a teacher of Primary and Secondary studies in Visual Art, Citizenship
Education and establishing Vocational Education, I was promoted to Head of Practical
Arts of which three subject areas were arts related – Music, Drama and Visual Art
while the other six subject areas were Industrial Technology, Home Economics,
Business Studies, Information and Processing Technologies, Japanese and Vocational
Education. While the Head of Department position was demanding, I was conscious
that my artistic pathway was still being travelled and therefore the desire to explore its
nooks and crannies began to play a more major role, along with my work and family
commitments. Family commitments proved to be central and over-riding during much
of this period and beyond as life-threatening illnesses plagued two of my three
children.
However, this did not quench a burning desire to promote the spiritual in the Arts and
led me to join with a colleague in creating a series of works for an exhibition entitled
Viaticum (1998). Subsequently I joined a group of likeminded artists, Visionaries, keen
to develop and promote the Christian arts. It was during this stage of my life that I
began to question more probingly why the visual arts in many of the Protestant
denominations are so very limited in design and implementation or, in many cases,
virtually non-existent. It was these recognitions that formed the kernel for the present
research.
2.7 Silencing the Critics: Initiating a Personal Trajectory
My continued efforts to promote the visual arts within the worship domain and to gain
the acceptance of my peers who were still critical of my artistic endeavours have, in the
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main, been successful. I have found that, prior to my coming out, little respect for the
arts in general was forthcoming. However, with education, my peers, through gradual
discussion and encouragement to attend exhibitions or art lectures, have begun to
accept the visual arts. They may not agree with me on many aspects of the Arts;
nevertheless, being informed, they are willing to engage in intelligent discussion on
works of art and artists. The critics of my search for artistic development and creativity,
have, I believe, been silenced by my continuing desire to become more creative in the
arts and to pass the knowledge acquired onto others searching to become more aware
of their own creative ability. It is also this desire to further develop my knowledge and
skill in the visual arts that has brought me to explore the pathway I have now pursued.
2.8 Challenging Embedded Protestant Traditions
The fact that many different faiths exist, each claiming derivation from the Bible,
suggests that many interpretations of it co-exist.

While most denominations have

embedded traditions in their practice of worship it does appear that they do have
fundamental differences in theology.

Nevertheless it seems that all Protestant

denominations believe they have rightly understood the Bible. Each denomination,
while maintaining the central doctrine of the Christian belief that a person can have a
close relationship with God through Christ Jesus, seems to interpret some sections of
Scripture differently to others and hence maintain their unique traditions and
individuality. While there may be some disagreement as to what the Bible presents,
“… they generally do agree on how one is to interpret the Bible - on your own!”
(Whiteford, 1999, http://www.onearthasinheaven.com/sola1.html. Accessed 28.07.2010).
While it is accepted that denominations are made up of macro and micro groups but
practise under the auspices of the macros, it is also important to note that the micro
groups have their own theology and doctrine. While doctrinal views are not necessarily
consistent across the macro and micro groups, the scarcity of visual art is peculiar to
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most. From past observation and experience it is quite obvious that traditions in ritual,
doctrine and religious observance play an important role.

Some groups hold to

particular traditions and interpret Scripture to support their denominational beliefs or
use pseudo-Biblical guesswork, sloppy research methods, thus making indistinct
sensationalized assumptions (Olsen, 2002, www.geocities.com/xman1892/pdf/last_days.PDF
Accessed 05.09.2005). Consequently much Scripture is accepted at face value by
church leaders and parishioners who do not fully understand the text of Scripture.
Hence the interpretation of text without some “… knowledge of the cultural and sociopolitical milieu of the original writer and audience risk judgments of invalidity”
(Naffziger, 2002, http://www.gtu.edu/library/Gravitas/Spring2002-2.html. Accessed 05.09.2005).
As a result, scriptural interpretation is, in most cases, not supported by fact or research
but by idiosyncratic views of church leadership held by parishioners who follow a
traditional pattern of Protestant denominational observance.
Worshipping in an environment devoid of imagery has thus led to a personal desire to
break the apparent tradition of eschewing the sacred image by using it as a medium
through which worship can become more meaningful. This desire led to this search for
images which might be placed into the environment to promote worship and to develop
a meaningful visual context.
Experience inside and outside the church environment, together with an interest in the
printing vocation, have stimulated a need for greater knowledge and visual fulfilment
within worship. How might this fulfilment be met in such a static worship environment?
Past spiritual experiences in churches such as the Roman Church, the Anglican
Church and some Uniting churches have offered new insights into the visual arts. One
such experience, encountered much earlier than this research, was in St John’s
Cathedral in Anne Street, Brisbane, where the rustic and worn floors shimmered with
radiated colours from the filtered light which passed through the stained glass
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windows. Another was the colossal stained glass figurative structure in the Roman
Catholic Church St Mary’s, San Francisco. Likewise the chapel with its modernist
design titled The Creation Window by David Wright in St James’ Anglican Church,
Sydney and banners of simple design, intricately manufactured from a variety of
materials observed in the Biloela Baptist Church, the Redcliffe Uniting Church and the
Grace Lutheran Church Redcliffe.

Posters, printed, hand-painted, computer-

generated, some expertly executed, others showing naïveté, were observed in the
Salvation Army, Brethren, Uniting and Baptist churches on the Redcliffe Peninsula.
Different though these visual works are, each has become part of the worship
environment in which it has been placed and contributes integrally to its environment’s
visual enhancement.
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CHAPTER 3
THE ARTS IN THE WORSHIP ENVIRONMENT
3.1 Design and Worship
While church buildings and their architectural design may be monuments to prosperity,
bear influences of a culture and symbolize “… the social hierarchy and aspiration - or
the actual position - of the institution housed within…” (Lee, 1998:1), most embody
some form of symbolic significance. As intimated in Chapter Two, this varies with
changes in tradition and also the liturgical function of the worship environment.
In each historical period of religious architecture, spaces or environments for worship
reflect the viewpoint of a particular denomination towards the nature of the Church and
its particular “… understanding of the Kingdom of God and its revelation through Jesus
Christ” (Purdy, 1991:11). Traditionally, however, many early Christian churches were
anthropomorphic i.e., modelled “… on Christ’s body in its general form … expressing
the Church and its beliefs through iconography” (Magister, 2003:5; Stroik, 1997). They
symbolize the perceptions of a specific worshipping group which perceives its deity’s
dwelling place as “… governed more by an ordered and contained unity, subject to the
powers of human reason” (Purdy, 1991:11).

Wheeler (2003) observes that “The

building where the congregation meets shelters them, giving them bodily space
together for these purposes of worship.

It becomes a place ...

where God is

encountered, and it can be part of the continuity of worship for people through decades
and for generations through centuries” (Wheeler 2003: 280).
Traditionally in Australia, Christian cathedrals occupied the high ground.

Built on

elevated ground, their spires thrust towards the sky and their mass dominated the
landscape.
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Some cathedrals/churches reflect the body shape of the crucified Christ and are a
symbol of a spiritual community (Cope, 1962). Hence many are shaped in the form of
a cross (see Plates 3.1.1 and 3.1.2) and are otherwise symbolic of the life of Christ and
the death of Christ as Mann (1993) attests:
… the cathedral is oriented around the Incarnation and Crucifixion of Jesus
Christ …” and based on the Latin cross - Crux immissa - which is different
to other crosses, in as much “… its base is longer than the other three
arms”

(Mann,

1993:132;

Encyclopedia

Britannica,

http://www.britannica.com/EBchecked/topic/144028/cross.

2010,
Accessed

04.02.2010).

Plate 3.1.1
Latin Cross - Crux immissa
http://en.wikipedia.org/wiki/File:Meister_des_Reliquienkreuzes_von_Cosenza_002.jpg, Accessed 14.02.2010

Plate 3.1.2
St. Paul’s Picturesque England Laura Valentine 1891.
http://en.wikipedia.org/wiki/File:St_Pauls_Picturesque_England_Laura_Valentine_1891.JPG, Accessed 14.02.2010
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The height and multiple spires of many church buildings symbolize a reaching up, a
symbolic signpost directing the onlooker towards the deity’s dwelling place. Within
places of worship, the space is symbolic of the deity’s place of residence and requires
reverence when entering into it as “… the creation of sacred buildings echoes the
creation of the universe” (Mann, 1993:106). Collectively these worship environments
symbolize the full relationship of humankind with God (Wittkower, 1962).
It is the case, however, that some worship environments seem deliberately neutral in
shape and structure (perhaps dictated by their multifunctional purpose) and rely for
signification on artefacts within the environment.

Some such artefacts may be

designed to have aesthetic value in addition to function.
3.2 The Visual Construct of the Worship Environment
The worship environment is a space in which a cohesive group of visual genres and
symbolism resonates thus impacting on the visual without and the spiritual within.
These environments, in earlier times constructed of wood or stone, have walls reaching
toward vaulted ceilings that are either self supported or have strategically placed load
bearing columns (White, 1990). Some worship environments have purposefully placed
stained glass windows along the length of the building, above the entrance and the
altar, through which light streams. Such streams of light form a combination of vignette
colours that slowly morph into a variety of shapes until the invading sunlight fades and
is overcome by darkness. These environments are “... forms of worship themselves
and both inspire and reflect the prayer of the community as well as the inner life of
grace” (Committee on Divine Worship, 2000, http://usccb.org/liturgy/innews/092000
.shtml. Accessed 07.02.2010.)
Both visually and metaphorically, the worship environment simulates a cocoon. The
cocoon with its usually fragile outer layer hides a more living and moving environment
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within.

It is an insulated environment; enclosed by layers which shelter and

encompass the quiet ambience and tranquility of worship. The building’s structure is
obviously visual and is designed to embody beauty and create a space to bring forth
life from within. While a cocoon has multiple layers of thread, the worship environment
is conceptualized as having five distinct and identifiable layers as detailed in Table
3.2.1. The outer layer shows the beauty of the cocoon’s external visible structure and,
when cautiously penetrated, an environment of visual, verbal, sound and silence is
revealed as each layer is carefully navigated. Thus “… the elegance of the exterior
does not prepare the visitor for the wonders that lie within” (Sacred Destinations, 2010.
http://www.sacred-destinations.com/france/chartres-cathedral. Accessed 14.02.2010).
Table 3.2.1
The Cocooned Layers of a Worship Environment
COCOONED
LAYERS

DOMINANT FEATURES

1

Outer walls of structure

2

Windows

3

Inner walls

4

Ceilings and floors

5

Portable/Non-structural Artefacts within the Worship Space

While these are hypothesized as separate layers, they are, in reality, necessarily
interdependent.
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3.2.1 Layer One - Outer Walls of Structure
The outer walls, Layer One, form the exterior of the cocoon and are adorned with flying
buttresses which protrude from the rugged walls of a cathedral. Spires pierce the
heavens while gargoyles guard the cathedral’s extremities. Rose windows, sculptured
biblical stories and Christian saints adorn the cathedral’s exterior accompanied by
imagery of flora and fauna (see Plates 3.2.1-3.2.3).

Plate 3.2.1
Buttress: Notre Dame Cathedral
http://www.pbs.org/wgbh/buildingbig/skyscraper/gothic.html Accessed 04.07.2010

Plate 3.2.2
Grotesque: Notre Dame Cathedral
1

http://images.travelpod.com/users/travellingross/1.1254773453.notre-dame-cathedral-view-gargoyle.jpg
Accessed 14.02.2010
1

The online source incorrectly indentifies the Grotesque as a Gargoyle.
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Plate 3.2.3
Saints Martin, Jerome, and Gregory
http://www.caitloon.com/391px-Saints_Martin_Jerome_and_Gregory.JPG. Accessed 14.02.2010

All form a part of the overall design and external architecture of medieval cathedrals
(Stonecypher, 2010). The images are a visual message to the person approaching
these imposing and reverential structures and are a channel for preparation, reflection,
and repentance before entering into worship.
The image of the ever watchful gargoyle reminds the onlooker of a need for repentance
and serves “… as [a] moralistic reminder of what might happen to sinners, [and] act as
guardians against evil spirits [serving] as visual story-tellers for the church …”
(PondDoc.com, 2000, http://www.ponddoc.com/WhatsUpDoc/Statuary/Gargoyle.html.
Accessed 14.02.2010).
3.2.2 Layer Two - Windows
The second layer supports the windows which may consist of open cavities
(Romanesque Cathedrals), shutters such as those for simple church buildings, or
coloured glass/leadlight (Gothic Cathedrals). While other types of windows allow light
to penetrate into the worship environment, leadlight windows with their array of rich
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vibrant colours, when lit from an external light source, are either symbolic of the natural
or figurative in nature.

The imagery created during the early development of the

Church illustrated more the natural then the realistic and tended to be abstract in
design (Riggott, 2009).

For example, the rose window is a symbol of the “…

enlightenment and the redemption of humanity” (Mann, 1993), (see Plate 3.2.4).

Plate 3.2.4
Rose Window - Saint Barnabas Church, Norfolk Island
Photographed: w. Gregg Nowell, 2003
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All are thematic and many are intricate in design; some more recent examples
however, have a simple ambience (see Plate 3.2.5), maybe due to taste or
considerations of cost.

Plate 3.2.5
Stained Glass Window - Presbyterian Church, Redcliffe
Photographed: w. Gregg Nowell

While Layer Two might not be significant in terms of the structural design of the whole
cocooned environment, when combined with Layer Three, the alpha and omega of the
worship environment is defined. In combination they have both cohesive and dual
uses and determine the space in and upon which artefacts would be positioned and “…
be so arranged that they guide the faithful to the mysteries of the faith which [is]
celebrated...”

(Committee on Divine Worship, 2000, http://usccb.org/liturgy/innews

/092000.shtml. Accessed 07.02.2010).
3.2.3 Layer Three - Inner Walls
Layer Three, the walls of the worship environment, defines the worship space (see
Plate 3.2.6). Made of stone, wood or panels of a variety of media, they create an
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enclosure in which worship takes place. They form the sanctuary, a two or three
dimensional plane on which imagery with “... topics in a manner suited to the common
faithful ...” (Dunn, 2005,

http://www.touregypt.net/featurestories/copticpainting.htm.

Accessed 02.03.2009) are created and indeed hung or carved into. The carvings are a
monumental part of Layer Three. Illuminated by sunlight streaming through stainedglass windows, they become a kaleidoscope of colour and shape within the cocooned
environment.

Plate 3.2.6
Interior View: St Patrick’s Cathedral, Melbourne
Photographed: w. Gregg Nowell, 2010

Walls in the early churches were adorned with frescoes, mostly painted in colour
consisting either of a limited or more extensive palette. Coloured mosaics were not
uncommon. Wall images were made up of painted likenesses of figures of those who
had dedicated themselves to the church for example, the Saints, or were illustrations of
biblical themes, (Trotter, 1987) and intended to provoke thought and prayer. Usually
there is a hierarchy of imagery. The theme of the wall image is normally natural with
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earthly subjects beginning at floor level and ascending towards the heavenly and/or
spiritual.
The painting of imagery on the walls of the contemporary church, however, tends to be
very limited and, indeed, may be non-existent in most modern Christian Churches. It is
hypothesized that this change is at least partially a result of increasing literacy levels
within the contemporary church congregation. As a result the need to show biblical
anecdotes visually on walls within current worship environments is neither compelling
nor warranted. In fact the word dominates the contemporary worship environment to
such an extent that the verbal subjugates the visual.
3.2.4 Layer Four - Ceilings and Floors
Placed opposite each other, floor and ceiling unite to form another picture plane on
which the artist might either paint or execute imagery (see Plate 3.2.7). This is more
evident in the early church where floor arts were usually constructed of mosaics and
ceiling arts were normally frescoes.

The floors, with the continual traffic of

worshipper’s feet and, in the early church, devoid of seating, played a minor role in
promoting worship.

Entrances were sometimes decorated with a symbolic biblical

theme or story but on the whole invited worshippers to worship.

57

Plate 3.2.7
Interior View: Cathedral of St. Louis, New Orleans
Photographed: w. Gregg Nowell, 2005

The ceiling in the early church dominated the worship space. As worshippers lifted
their eyes towards the heavens they focused on the ceiling where, if the church was of
Romanesque architecture, they saw the beautiful rounded barrel or groin vault forms
creating height within the worship space. Shapes directed the eye across the semicircular ceiling, down the large columns to the floor and back only to be interrupted by
the worshipping juxtaposed bodies. Although in some of the vaulted chambers the
groining had sweeping outlines, the severity of ornamentation on ceilings is not of
particular note.
The self supporting vaulted ceilings of the Gothic Cathedrals were angular and their
inlaid tiles more ornate and visually delicate compared to their Romanesque
predecessors. They conferred a more majestic and glorious appearance on the interior
of the building and were a combination of elaborate paintings of floral designs, angels
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and cherubs or, in the case of the Sistine Chapel, detailed with images of the creation
and Biblical stories.
3.2.5 Layer Five - Portable/Non-structural Artefacts within the Worship Space
The space in which worship is enacted (Layer Five) constitutes the centre of the
cocoon (see Plate 3.2.8).

Plate 3.2.8
Interior View: St Barnabas Church, Norfolk Island
Photographed: w. Gregg Nowell, 2003

This is the environment in which worshippers move, seek and experience the spiritual.
Clifton (2003) and Overvoorde (2009) suggest that such spaces should be
characterized by focus, simplicity, contrast, repetition, harmony, balance, proportion,
rhythm and colour, all of which are essential elements for effective and reflective
worship; it should be designed so that the “... Christian faithful can experience worship
more fully through symbolism and imagery ...” (St Joseph Catholic Church, 2008,
http://www.saintjosephcc.com/liturgy.htm#Arts. Accessed 08.02.2010).
Thus the cocooned environment becomes part of the spiritual experience, one of many
important building blocks integral to creating effective worship (Crowley, 2008; Bauer,
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2009). Such reflections lead inevitably to questioning the types of art that might be
incorporated in a worship environment and, indeed, the issue of whether art should be
included at all. Overvoorde (2009) asks “How do we evaluate the visual aspects of our
worship space? ... [As it] has an [effect] on us when we enter; it should encourage us
to worship, to meditate, to praise? (Overvoorde, 2009, http://www.reformedworship
.org/magazine/article.cfm?article_id=405. Accessed 08.02.2010). Within the cocoon
of this holy sanctuary creative works should enhance liturgical celebrations (Kelly and
Daughterty, 2009).
What types of components within art, then, have the potential to enhance worship?
Might it be the subject matter or the whole image that encourages the worshipper to
worship? Are there specific visual attractors that should be embedded in art created for
this inner sanctum? There is one view that regards visual art in the worship
environment as existing to give glory to God, and its function as “... [leading] people
into treasuring the person of Jesus Christ ... [encouraging], and [equipping them] in the
joy of bringing sacrificial praises to God”.

(Worship Arts Ministries, 2009,

http://www.christchurchtv.org/index2.php?option=com_content&do_pdf=1&id=34&ltemid+54.

Accessed 07.02.2010). Another perspective is that it exists “... to encourage reflection
on

the

action

of

www.elca.org/~/media/.../Worship.

worship”

(Evangelical

Lutheran

Worship,

2006,

Accessed 08.02.2010).

Rushdoony’s (1993) argument in this regard is that
...every viewing of a work of art is to be a humanistic born-again experience
whereby the viewer of art surrenders his selfhood to the artist's work to be
reconstituted

or

remade

by

it

(Rushdoony,

1993,

http://www.artsreformation.com/a001/rr-great-art.html. Accessed 08.02.2010).
Within this context it is obviously possible for viewers of a work of art to be changed by
the visual experience. Therefore, what is it about an artwork that might potentially give
rise to renewal for the individual and thus change that individual’s religious experience
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and spiritual thought processes? What might we learn in this regard from analyzing
worship related art over time? Might art simply be a conduit to worship or is it an
experience in its own right? Schmit and Martin’s (2006) view is that art prompts “... in
us [an] authentic desire ... [to] … waken us to truths about ourselves and our lives ...”
(Schmit and Martin, 2006:28). Otto (1926) also refers to the role of art in a worship
environment in terms of creating the numinous. It portrays story; stories teach; the
learner/viewer gains knowledge and insight into the artist and the narrative the art
relates.
3.3 Scope of Behaviour in the Worship Environment
Just as the physical worship environment is proscribed with layers and spaces
sacrosanct from the ordinary worshipper, so is the behavioural terrain similarly
prescribed.

The most powerful prescription relates to the use of silence as a

hierarchical marker within the worship environment. Leadership is exercised through
the control of the verbal, spectators only able to participate within strict, often echoic,
responsorial limits. It is thus expected that, as an individual enters into a worship
environment, he or she will assume an aura of reverence and quietness. Within the
worship space a sense of "… awe … [and at times] …meditation, preparation, and
openness" should thus overcome the worshipper as the congregation prepares for
worship (Webber, 1994:155). It is a time when the worshipper silently converses with
God deriving spiritual encouragement and strength while relaxing in His divine
presence (Zimmerman, 2005).
As “silence is a vital element in worship…” (Evangelical Lutheran Church in America,
2003, http://www.elca.org/dcm/worship/faq/liturgy/silence.html. Accessed 14.03.2006,)
it does not only take place at the beginning of a service but intermittently throughout
the worship service because “… the silence of worship is the space in which the Christseed, rooted in our hearts, grows” (Amoss, 2010, http://www.qis.net/~daruma/messages.html.
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Accessed 18.06.2006). Normally the worship leader directs silence or, in some cases,
where open worship – a non-structured worship time - is traditional, it has become the
norm for the laity to remain silent. Hence “… corporate silence is a gift that can enrich
the life of a worshipping community … [and] deepens the experience of the words,
music, and actions the liturgy” (Evangelical Lutheran Church in America, 2003,
http://www.elca.org/dcm/worship/faq/liturgy/silence.html. Accessed 14.03.2006,).
Zimmerman (2005) notes that silence has three distinct functions in worship. Table
3.3.1 presents her hypothesized types of silence and the progression along which she
argues that total worship is enacted.
Table 3.3.1
An Overview of Zimmerman’s (2005) Types of Silence
SILENCE AND
TYPES OF
PROGRESSION

RECOLLECTION

RESPONSE

OUTCOME

 Draws the worshipper into communal prayer

 Relax in God’s presence

 Creates unity in worship

 Eliminate outer sounds

 Focuses on God

 Remember why we
gather

 Relax in God’s presence
Allows the worshipper to
MEDITATION

 absorb God’s word

 Excitement

 pause and ponder

 Enlightenment

 be attentive to God

 Energizement

 hear God speak

PRAISE

 An encounter with the divine

 Love

 Enables a desire to show emotion

 Intimacy

 Develops an irresistible desire to speak and shout

 Care

 Enables God to quietly whisper into the depths of
the worshippers heart

 Compassion
 Mercy
 Forgiveness
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True worship, according to Zimmerman (2005), commences with silence and
concludes with overt declamatory praise.

Thus silence enables the worshipper to

contemplate God and banish inappropriate thoughts; this contemplative state of being
should then progress to full meditation with God through to absolute praise.
Where silence is broken by sound, whether spoken, sung, or resonating from musical
instruments and other sources, sound dominates the worship environment and
penetrates to the external space. These sounds work directly on the emotional state
and are designed to promote a more melodic flow in our lives and relationship to others
(Cameron, 1996). Hymns, for example enable “… the worshipper to offer themselves
to [their deity] …” thus forming a closer bond with the deity (Leach, 2006,
http://www.selahpub.com/MusicInWorship/PastoralViewpointLeach.html.
17.03.2006).

Accessed

Sound of a particular nature therefore, plays a major role in formal

worship whereas other sounds such as a crying child, the movement of a chair, or the
tinkling of a cup during Communion seem discordant. Table 3.3.2 shows that, when
the verbal dominates, it can be presented via a number of forms and for a variety of
purposes. It shows that sound is not only created by worship leaders but also by the
congregation when led by the worship leader.

Likewise music, while not verbal,

requires a response by the congregation through worship and/or praise and,
occasionally, choral participation.
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Table 3.3.2
Uses of Sound in Worship
SOUND

VERBAL

FORMS
 Sermon
 Biblical readings
 Announcements
 Prayer
 Praise
 Worship

Echoic responses

MUSICAL

 Liturgy
 Praise

CREATED BY

PURPOSE

 Pastor
 Deacon
 Liturgical leader
 Worship Leader
 Soloist
 Worship singers
 Choir

 Teaching
 Instruction
 Reading
 Responding
 Worship
 Praise

Congregation

REFERENCES

 Zimmerman, 2005
 Webber, 1994
 Langmead, 2005
 Meyer, 1994
 Richmond, 2001

Following

 Musicians
 Congregation
 Worship leaders

 Worship
 Praise
 Responding

 Firth, 1998
 Adorno, 1956
 Ryken, 1989

Predominantly, however, the congregation are only spectators of worship rather than
direct participants in the sense of making a choice as to the verbal/musical forms they
might prefer. Hence responses made by the congregation are more prescribed than
voluntarily selected. The corollary of this is that, though the verbal dominates the
worship environment, it is potentially the visual about which choice might be exercised.
The verbal is transient whereas the visual remains sentry-like once silence again
reigns over the worship space.
Whether visible or invisible these sentries, the Icon and the Symbol, remain
foundational to the worship environment. They saturate the worship space via music,
drama, voice, message, “… words and art forms … [to] … encourage joy …
prayerfulness … unity and integrity …” with the assembly of believers being the most
important

liturgical

symbol

(Archdiocese of Canberra and Goulburn, 2004.

http://www.cg.catholic.org.au/_uploads/rsfil/00051.pdf. Accessed 16.02.2010).
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As with non-sacred and sacred Arts, the way the viewer sees them is akin to having a
knowledge and understanding of an artist’s style which affords insight into the work of
the artist. Information must be shared between the artist/performer and the viewer for
a full understanding of the subject matter and message embedded in the artist’s work
(Carter, 1990). Thus acquiring knowledge of icons and symbols is the "… primary
means by which the [true narrative of religious/church art is] communicated" (Hovda,
1994:505; Carter, 1990).
3.4 The Icon
An icon is a visual reminder of past sacred places, peoples, supernatural beings or
deities which create a sense of devotion and/or reverence and “… conveys its
message through images of beloved beings and loved places…" (Calas 1985:45), (see
Plate 3.4.1).

Plate 3.4.1
Christ, Mt Athos 13th Century
http://liveandmove.files.wordpress.com/2009/07/christ-mt-athos-13th-century.jpg. Accessed 04.07.2010.
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While not “… determined by the natural form of the objects, but by its sublime content,
[the icon], by its power, [serves] the ideals of the faith” (Boguslawski, 2005,
http://www.rollins.edu/Foreign_Lang/Russian/underst.html.

Accessed 21.09.2005).

Although seen as an instrument for teaching and a source of inspiration, veneration
and healing, the icon is, to some devotees, an instrument of protection from misfortune
and deemed to have magical powers (Hayes, 2005; Lowden, 1997). To 16th Century
Protestant believers icons were perceived to be “… images that contradicted the Old
Testament law, … distracted the eye, [and] symbolized the power of a corrupt
Church…” (der Bikderkriege 2002: 168).

The icon not “…only illustrates the Holy

Scriptures … [but] constitutes a confession of religious truths” (de Ruyter, 2005,
http://www.iconsexplained.com/iec/iec_idb2g_intro.htm. Accessed 21.09.2005) by
 enhancing the beauty of a church;
 instructing in matters pertaining to the Christian faith;
 reminding the worshipper of his/her faith;
 lifting the worshipper up to the prototypes which they symbolize, to a
higher level of thought and feeling;
 arousing the worshipper to imitate the virtues of the holy personages
depicted on them;
 transforming and sanctifying; and
 serving as a means of worship and veneration;
(Cavarnos,

1992,

http://www.orthodoxinfo.com/general/icon_function.aspx,

Accessed

21.09.2005; Ouspensky, 1992). Icons have been an integral part of the liturgy of the
Eastern Churches; they enhance meaning and are employed as instruments of prayer,
veneration and contemplation which are also part of the Eastern mystical tradition. The
viewer reads and understands the “… the physical properties of … [the icon and thus
has a] … relationship to the things it stands for” (Carter, 1990:68). Hence the icon is
“… a symbolic language [of] the Christian faith …” (Icon Gallery, 2010.
www.antiochian.org.au, Accessed

07.02.2010).
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3.5 The Symbol
Unlike the icon, which has a meaningful visual clear representation, the symbol "…
does not imply a representation of the [obvious]" (Olson 1980:42). Some functions of
the symbol are not dissimilar to those of the icon as both function to remind and teach
(Cavarnos, 1997; Gast, 2000).

Thus in the context of this research the following

prevails as the Church and artists have employed the symbol as a tool for pedagogy
and as “… an ancient practice and process, a language as old as the psyche and
accessible to each one of us” (Rubinov-Jacobson, 2000:93; Gast, 2000). Gast (2000)
points out that the symbol has been used by the Christian church since the earliest
ages for many reasons, such as
 a secret sign among the faithful during times of persecution.
 a means of teaching Biblical truths to those unable to read.
 a way of reminding believers of God's sovereignty over all creation; and
 a means of memorializing God's divine activity in human history.
(Gast, 2000, http://www.planetgast.net/symbols/. Accessed 07.02.2010).
Olson (1980) also defines the symbol as that
… which is expressed linguistically [but] is also different from a metaphor.
Though both have to do with double meaning, the metaphor brings together
two dimensions of the same linguistic nature, whereas the symbol brings
together a linguistic dimension and another dimension which is of a
nonlinguistic nature (Olson, 1980:42).
Thus the symbol is a universal language, seminal, evolving (Hovada, 1994). RubinovJacobson (2000) argues that
… the symbol represents something beyond its own image. Whereas it is
impossible to limit the symbol to mere meaning and definition, it is possible
to provide, or indicate, a point of departure for a voyage of exploration, a
two-way journey, or quest of spirit of inner depth and outer height, the
immanent and the transcendent (Rubinov-Jacobson, 2000:95).
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Dillenberger (1986) observes that
… humans step in and out of symbols and create them without
consciousness of their role. Symbols are, therefore, both less and more
definitive of humanity. They are the inevitable concomitant of humanity, the
air that humanity naturally breathes (Dillenberger, 1986:232).
Thus, humankind might not exist without the symbol as its use appears “ … to be a
universal human characteristic" (Carter, 1990:71; Dillenberger, 1986). Nevertheless
the viewer of symbols is in need of some interpretation and understanding for, without
understanding, the symbol is meaningless. For example, Plate 3.5.2 shows the Virgin
and Child reclining under a tree. The symbolism in this image is ambiguous without
some prior knowledge of its embedded meaning. The main visual features in this
image are the Virgin, the child and a tree with copious amounts of fruit. From the title
the viewer knows that the tree is an apple tree. On closer observation however, the
viewer is given a visual spiritual message via two objects set into the image. The Child
is holding an apple and a slice of bread, two common objects which hold a deep
spiritual/symbolic meaning. The apple symbolizes the original sin of mankind and the
bread (the body of Christ) - the symbol of redemption from sin.
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Plate 3.5.1
Lucas Cranach the Elder, 1472-1553
Virgin and Child under an Apple Tree
http://hermitagemuseum.org/html_En/03/hm3_3_1_9a.html Accessed 04.07.2010

Hence some code or prior instruction as to the meaning of such symbols is required
before understanding can be fully attained. The viewer then must be in receipt of this
code because, without it, the symbolic message cannot be fully comprehended (Carter,
1990).
Symbols are an “… eternal … expression of a higher truth which is … a means of
communicating realities which might otherwise be too complex for adequate
expression” (Rubinov-Jacobson, 2000:95).

Thus, within a worship environment,

symbols and/or icons might be deemed to be visual conduits to a more meaningful
form of worship. However, given that "… people … identify … [symbols] … in terms of
their culture …” (Olson, 1980:44), it is therefore possible to assume that the symbolic
does
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… acquire a religious meaning under certain circumstances or at least
show religious features and also that one particular religious symbol can
have different religious meanings (Olson, 1980:47)
depending on the cultural context.
3.6 The Arts in the Worship Environment
Within the worship environment and surrounding architecture a whole living
performance of dynamic choreographed ritual emerges. The interaction between a
variety of media such as music, performance, vestments (liturgical costume) and visual
art assist the worshipper to recognize, express and connect with his or her assumption
of an external invisible force which, in the Christian church is known as God, Elohim
and Yahweh (Tenney, 1967:316).
In the context of worship, White (1982) argues that churches should pursue twelve
forms of worship (see Appendix A); two of these are specifically focused on the arts.
He suggests that
1. Music must be seen in its pastoral context as fundamentally an
enabler of fuller congregational participation and must serve the text
of worship rather than function as an interruption or an interlude.
2. The space and furnishings for worship need substantial change in
most churches.

If the quality of worship celebration is to be

improved, attention must be paid to the space in which celebration
takes place.

One must acknowledge people’s visual, aural and

kinetic (White, 1982, http://www.religion-online.org/ showarticle.
asp?title+1278. Accessed 21.06.2010).
He argues that, in creating an environment conducive to worship, the Arts are not only
important in the worship process but also that
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… attention [should] be paid to church architecture … furniture… stained
glass windows, sculpture, crosses, paintings, bulletin graphics, and audio
visuals … (Wilson-Dickson, 1994:212)
While the contemporary church now often explicitly recognizes the beneficial roles of
the visual and performing arts in worship, there is little direction in the published
literature as to the type of environment in which worship might best be conducted and
what, within that environment, generates spiritual life. There is, however, a range of
views about the Arts which tend to be more divisive than directional. Consequently
each art form will be discussed in turn in the ensuring sections.
3.7 Music
Music, “… an ordered pattern of sounds” (Firth, 1998: 100) is ”the art or science of
combining vocal or instrumental sounds with the view to beauty or coherence of form
and expression of emotion" (Brown, 1993:1864) and “… is closely connected with
culture…" (Finley, 1994:201). It can be a vehicle for developing a psychological or
physical state for worship and
…is one of the most powerful and evocative [languages]. We use music in
our celebration and in our lament. We use it to express our deepest joys
and profound sorrows. Throughout human history, music also has been
one of the languages with which we express the richness of our
relationship with God (White and White, 1988:103).
It is also a means by which worshippers may allow their innermost being to show
adoration and devotion to their God (Tippit, 1990:98). Although music expresses a
spiritual richness and promotes a closer relationship with God, within some Christian
religious practices, it evokes a mixed reception and, at times, is totally rejected. Some
see its use as an adjunct to the Word, as influenced by paganism (Schaeffer, 1983)
and as having the potential to “…distract a worshipper from thoughts of God and
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[direct] them toward the self, [and has] plainly aroused controversy from very early
times" (Johnson, 1978:102).
Music is normally accompanied by singing with communicative words and emotion.
(Masner and Thomson, 1995:820). Singing therefore "… is genuinely the most popular
element in Christian worship" as words and music, being familiar to the whole
audience, unite it in song and worship and enable “… the composer’s music to do its
work and presents the text most powerfully”. There is no other comparable component
of liturgy (Martin, 1982:42).
Even so, music has an established history within the Christian church as, "the church’s
tradition of music … was very ancient, indeed pre-Christian" (Johnson, 1978: 102) and
has evolved since the early Church where the congregation sang songs in unison as
part of the oral tradition and until the third century, chanting, adopted from the Jewish
structure of singing, was used by the Church (Johnson, 1978; Schaeffer, 1983).
Nevertheless, at very much earlier stages of Biblical history, the use of music was
greatly encouraged, especially in relation to the Psalms, many if not all of which can be
sung to music and accompanied by musical instruments (Tenney, 1967; Ryken, 1989).
David, for example, was chosen by God as a youth and, prior to his accession as King
of Israel, played the harp in the presence of King Saul (1 Samuel 16:23. Bible). It was
this same David who was responsible for some of the Psalms. Many times throughout
scripture people have been led into worship by prayer, public speaking and singing
(Judges 5; 1 Samuel 2:1-10; 2 Samuel 22; Revelation 5:8-10. Bible). After being
released from 400 years of slavery, the Israelites, having passed through the Red Sea,
burst into triumphant song at the defeat of the Egyptians who had enslaved them
(Exodus 15: 1-18.

Bible; Ryken, 1989).

Music has thus a strong through line in

worship and its role is seemingly established rather than under challenge.
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3.8 Drama
While music plays a major role in the worship environment, drama’s role is much more
subservient, a handmaiden to ritual. At a different level it plays an influential role in the
worship process as “… the people [are] the players and God [is] the audience" (WilsonDickson, 1994:213). In the context of worship, drama parallels an array of actions such
as duty, task, purpose (Brown; 1993; Masner and Thomson, 1995) and is constant
throughout worship as, wherever people are, performance unfolds. Thus continual
creative expression and performance, whether spontaneous or choreographed,
becomes an act of drama. It is central to active worship and comprises formal and
informal activities such as dance, mime, speaking, singing and expression given that
worshippers/congregations bring some form of reality to worship through creative
expression. Table 3.8.1 presents three genres in which drama might be presented.
Each of the Types might be expressed through one or a number of methods for the
purpose of communication, the stirring of emotions and/or pedagogy.
Table 3.8.1
The Dramatic Process of Ritual
TYPES

EXPRESSED
THROUGH

RITUAL
PLAYS

PURPOSE/S

REFERENCES

 Oral
 Word
 Language
 Movement
 Costume

INCANTATION

NATURE

 Sermonic
 Physical

 Stimulate emotions

 Visual

 To heighten the Word

 Prayer

 Enflesh the Word

 Praise

 Communicate Spiritual
message.

 Silence

 Webber, 1994
 Wiens, 1994
 Freeberg, 1994

 Verbal

In religious ceremony drama has an established history of both ritual and pedagogy
and has also been utilized to fuel propaganda. One initial evidence of drama within a
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Christian worship environment is that conducted by Ambrose, Bishop of Milan, 373-97
CE who "… deliberately dramatized the cathedral services, …” (Johnson, 1978: 103105) by using actors who accompanied the Chorus in dance and mime. However, in
the fifth century CE, congregations became bored with the Chorus. Hence actors were
promoted to the lead role and drama became common throughout the Church
(Woodford, 1982).

Drama is played out in many ways as noted in the Column Three of Table 3.8.1.
Ultimately though, Clergy take a primary role in presenting worship through ritual and
incantation. Relying on past traditions, clergy perform the liturgy and present spiritual
nourishment for congregational worship (Brown; 1993; Masner and Thomson 1995;
Johnson, 1978) in relation to "… a particular occasion or season; (Brown,
1993:521,738; Sadie, 1980:84).

Their specific role is signalled by the wearing of

different robes for specific liturgical events throughout a calendar year. Nevertheless
wearing liturgical clothing was not encouraged by some early church leaders who
discouraged priests from wearing vestments because they differentiated them from the
congregation and could thus create a visual hierarchical structure. Pope Celestine
(428CE) admonished the clergy by suggesting they should not be distinguished by the
wearing of vestments differing from common people’s clothing (Knight, 1999).

In

Ireland for example, clergy wore the Chasuble – a long sleeveless mantle like garment
resembling a cloak which did not set them apart from the congregation (Knight 1999).
Table 3.8.2 presents the types of vestment, describes the style, presents a pictorial
example, lists the occasion for when the vestment was worn and identifies occasions
on which clergy wear the vestment.
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Table 3.8.2
Liturgical Vestments Worn by Clergy and Laity
TYPE

ALB

CHASUBLES

75
CINCTURE

COTTA

STYLE

Full-length white
linen vestment with
tapered sleeves

Free hanging fabric
placed over the
head and held by
the shoulders

Waistband or
Girdle; Rope like
cord with tasselled
ends.

Wide sleeved
garment warn over
the cassock

EXAMPLE

OCCASION

WORN BY

Mass

Laity

Mass

Priest

All liturgical
occasions

Priest

All liturgical and
other services

75

Clergy and Lay
worship leaders

REFERENCES
 http://www.newadvent.org/cathen/01251b.htm
Accessed 04.07.2010
 http://dictionary.reference.com/search?q=alb
Accessed 04.07.2010
 http://www.sisdore-yubacity.org/vstmnt-alb.jpg
Accessed 04.07.2010

 http://www.vermontchurchsupply.com/xcart/home.php?cat=33
Accessed 04.07.2010.
 http://www.newadvent.org/cathen/03639a.htm
Accessed 04.07.2010
 http://dictionary.reference.com/search?q=chasuble
Accessed 04.07.2010

 http://images.google.com.au/images?hl=en&q=
Accessed 04.07.2010
 Collins K. (2006)
 http://en.wikipedia.org/wiki/Cincture
Accessed 04.07.2010
 http://www.answers.com/topic/cincture
Accessed 04.07.2010
 http://dictionary.reference.com/search?q=cincture
Accessed 04.07.2010
 http://www.stmichaelshouston.org/glossary/vestment.html
Accessed 04.07.2010
 http://Dictionary.reference.com/browse/cotta
Accessed 04.07.2010

Table 3.8.2 (cont.)
TYPE

STYLE

Wide sleeved
garment warn
over the Alb

MITRE

A tall pointed
hat with peaks
in front and
back

STOLE

A long scarf,
usually of
embroidered
silk or linen,
worn over the
left shoulder
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DALMATIC

EXAMPLE

OCCASION

Worn at Mass
and solemn
occasions

Worn on
solemn
occasions

All liturgical
occasions,

WORN BY

 Deacon
 Cardinal
 Bishop

 Bishop

 Deacon
 Priest
 Bishop
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However, in the sixth and subsequent centuries CE, vestment fashion evidenced
marked difference to clothing worn by the laity. The changes in fashion worn by laity
subsequently influenced the priesthood who maintained the original more humble style
of clothing, thereby ultimately becoming distinctive within the community (see Plates
3.8.1 and 3.8.2).

Plate 3.8.1
Clothing worn by 6th Century clergy
http://img9.imageshack.us/img9/9476/gregorythegreatandfamil.jpg. Accessed 22.02.2010

Plate 3.8.2
th

th

6 – 8 Century Byzantine Dress
http://www.flickr.com/photos/sacheverelle/2657466765/in/set-72157606102943369/. Accessed 22.02.2010
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Although the desire of the Church was to remain aligned this decision ultimately set
them apart from the community and therefore recognizable as clergy. Subsequently,
the wearing of colourful ecclesiastical garments, (Myers, 1967) brought a new
dimension to the decorative artistic designs which adorned the liturgical costume for
religious ceremonies (Myers, 1967; Boardman, 1993). However, decorating liturgical
clothing with imagery and symbols was not a new concept as, in biblical times, liturgical
vestments played a significant role in identifying the priesthood and those set apart for
religious duties (see Plate 3.8.3).

Plate 3.8.3
Illustration of Jewish Priest making Sacrifice in the Holy of Holies
http://www.pathlights.com/theselastdays/images/ex30full.jpg. Accessed 22.02.2010

Garments worn by Jewish priests of this period were colourful and made for the
specific purpose of dignity and honour as they performed their priestly duties (Exodus
28: 1- 42. Bible; Schaeffer 1983). Hence the liturgical garment remains the traditional
costume used by most contemporary denominations. It maintains its distinctive nature
over those who are not ordained to wear it. The type of garment worn is dependent on
the society, culture and denomination in which worship is performed.
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3.9 Visual Art
Unlike music and drama which are performative, the visual creates the fabric of
worship. As acknowledged, in the early Church it was not used primarily as decoration
but as a source of information for the masses of worshippers who were illiterate at the
time. While contemporary society has much easier access to education and literacy
which, in western society, is relatively universal, the worship environment still needs to
be “... tangible, … living, [having] authentic reminders of God’s creation incorporated
into [its] worship environment” (Frise, 2007, http://www.danwilt.com/how-to-humanize-a-worshipspace/.

Accessed 07.02.2010). Hence each environment with its inbuilt art plays an

important role in a place “... where people come to encounter and to be engaged by
God” (Kapikian, 2009, http://www.gbod.org/worship/articles/standing_door/visual.html.
Accessed 02.07.2010).
Visual Art then is something that is, by nature, perceptible to the eye and able to be
seen or received through sight and vision (Brown; 1993; Manser and Thompson 1995).
The mind and skill of the artist creates visual images from imagination or imitates that
which can be seen

(Brown; 1993; Manser and Thompson 1995). Art serves "… as

an intermediary between its creator and the community” (Matejke and Titunik, 1976:3)
and is a universally used communicative medium. Gombrich (1966) argues that, if art
is
… to mean such activities as building temples and houses, making pictures
and sculptures, or weaving patterns, there is no people in all the world
without [it] (Gombrich, 1966:453-54).
Thus Visual Art requires an "… appreciation with the eyes, e.g., painting, sculpture,
film, etc, …” (Manser and Thompson 1995:68) and "… communicate[s] world-views
throughout culture" (Veith, 1994:94). Similar to music, art evokes certain moods and
feelings such as tranquility, sadness, joy or fear through the execution of the artist’s
artistic style, skill and technique (Brand and Chaplin: 1999). Much depends on the skill
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of the artist and his/her interpretation and ability to present a visual message through
image as artists have an innate gift that balances
… shapes and colours till they are 'right', and, rarer still, … [possesses] that
integrity of character which never rests content with half-solutions but is
ready to forgo all easy effects, all superficial success for the toil and agony
of sincere work (Gombrich, 1966:453-54).
In recent times artists have gained increased recognition as church congregations
become increasingly aware that "… the visual arts help the worshipper see what is
otherwise hidden; … [and] assist[s] .. [them] in praising God …" (Wilson-Dickson,
1994:211). Table 3.9.1 shows the overarching forms of visual art and their relationship
to worship thus indicating cohesiveness between the visual and worship.
Table 3.9.1
The Relationship between Visual Art and Worship

TYPE

FORMS

 Two
Dimensional
VISUAL
ART

GENRE

GENUS

 Painting
 Drawing
 Print

 Icons
 Symbols
 Figurative

 Three
Dimensional

 Bas relief
 Sculpture

 Realism

RELATIONSHIP
BETWEEN VISUAL
ARE AND
WORSHIP
 Transforms
 Expresses
 Communicates
 Directs
 Gives Insight
 Demonstrates truth
 Reminds
 Educates
 Stimulates
 Preaches
 Symbolic

REFERENCES

 Brown, 1993
 Manser and Thompson,
1995
 Carter, 1990
 Macdonald, 2004
 Lansingh, 2006
 Matejke and Titunik, 1976
 Brand and Chaplin, 1999

How constant, in fact, has been the multiple visual archetype of worship related art
over time? What constancies and, indeed, what divergences might be exhibited over
the centuries? In order to access data to explore these questions Table 3.9.2 provides
an overview of worship related art across the centuries, thus presenting an evolution of
visual imagery spanning 21 centuries with key periods straddling individual centuries.
In the case of each century a pivotal art work exemplar has been chosen as
representative of the period.

However, due to a lack of locatable documented
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evidence, the first two centuries have been combined as “... prior to 200 [CE] there is
no surviving art that can be called Christian with certainty” (Absolute Austronomy.com,
2009, http://www.absoluteastronomy.com/topics/Early_Christian_art_and_architecture.
Accessed 14.02.2010).
Internet sites of places of worship were searched for images characteristic of each
century (Appendix C). The key criteria for the choice of Signature Examples were,
firstly, the practical one of availability and, secondly, the quality of the image. The first
column of Table 3.9.2, Pivotal Timeline, notes the specific century2 from which the
artwork was selected. Moving from left to right Column Two, Signature Examples,
specifies the work/s chosen to represent the century.

Thirdly, the Key Colours of

Signature Example column extracts dominant colours from the art work. This presents
certain ambiguities because of not being able to view the actual work in its original
place of display. For example; accuracy of colour cannot be guaranteed and definition
of the imagery may be problematic as these depend on the lighting used by the
photographer and also the time of day.

Scanning the image from a book was

considered as a possibility but the printed image is again subject to variation as it is
taken through more stages to final production than the internet image, given that it is
photographed, then prepared for printing, and subsequently printed. The look of the
image when printed relies heavily on the type of printing press, paper and inks used,
and the skill of all personnel in the preparation and subsequent printing. Also the
internet offers greater choice.

Access choices were thus the printed form or the

internet.
The fourth column identifies the Typology/Form. The fifth column, Dominant Media,
provides a snapshot of the types of media with which the image has been created.
Key Imagery, the sixth column, records the subject matter found in each artwork as
2
It was decided that each art work was an example of the century only and not a complete illustration of all types of art
in that century, then to use rather than 100CE 0 – 99CE; 0 – 100CE would be appropriate.
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well as the central elements that combine to form the completed image.

Type of

Worship Environment, the final column, notes the type of sacred edifice from which the
artwork was reportedly referenced.
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TABLE 3.9.2
Profile of Worship Related Art Across the Centuries
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

Fresco

Tempera on soft
stone
(Pozzolana)

KEY IMAGERY

TYPE OF WORSHIP
ENVIRONMENT

2nd century fresco of Mary and the Child
Jesus, said to be the oldest Christian image
of
the
Madonna.
Catacomb of St Priscilla, (Rome)

-200CE

83
83

 Geometric shapes
 Human figures

Catacombs

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY IMAGERY

TYPE OF WORSHIP
ENVIRONMENT

Fresco of
Esther, from the Dura
Europos synagogue. Early 200 CE.
(SYRIA).

Fresco

200CE

Tempera on
Plaster

 Animal
 Bread
 Clothing
 Flora
 Geometric
shapes

House Church

Three Men in Fiery Furnace
200 CE
Fresco

 Human Figures
 Flames
 Stones

House Church

Pozzolano

 Animal
 Flora
 Fabric
 Human Figures
 Scrolls

Catacomb
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Tempera on
Plaster

Via Salaria Sarcophagus
Late 200 CE (Rome)
Bas relief
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TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Sarcophagus with scenes from the
Passion of Christ (probably from the
Catacomb of Domitilla),
mid-4th century A.D. (Rome)

Bas-relief

300CE

Pozzolano

 Architecture
 Fabric
 Geometric
shapes
 Human figures
 Flora

Catacomb

85

Mosaic panel on the ambulatory ceiling
Santa
Costanza 326-330 CE. (Rome)

Mosaic

85

 Glaze
 Tile

Geometric
Shapes

Church

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

Relief panel, c.420, showing Christ
crucified and Judas hanging.

Bas-relief

Wood

Frescoes

Plaster

Mosaics

 Glaze
 Tile

KEY
IMAGERY

 Animal
 Flora
 Geometric
Shapes
 Human figures
 Birds

TYPE OF
WORSHIP
ENVIRONMENT

Cathedral

86

A "Romanized" Christ is shown as the
Good Shepherd, from a catacomb in
Rome.

400CE






Animal
Birds
Flora
Fabric






Human figures
Animal
Buildings
Flora

Catacomb

Baptism of Christ, with Twelve Saints;
dome mosaic, Baptistery of the
Orthodox (Neonian Baptistery), ca.
425-450 A.D.

86

Cathedral

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

The Theotokos and Child, with saints
and angels, 6th cent. Painted wooden
panel. St Catherine's Monastery,
(Sinai).

Wood

 Animal
 Flora
 Geometric
Shapes
 Human figures
 Birds

Frescoes

Plaster






Mosaics

 Glaze
 Tile

 Human figures
 Animal
 Buildings
 Flora

Bas-relief
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500CE

Cathedral

Christ and the Theotokos and Child with
saints and angels. 6th cent. Ivory
diptych.

Sculpted pier from St Polyeuktos,
Constantinople,
524-7, reused, Piazzetta, Venice.
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Animal
Birds
Flora
Fabric

Cathedral

Cathedral

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Constantine IV (668-685) grants tax
immunity to the Archbishop of Ravenna.
(Ravenna).

Mosaic
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600CE

 Glaze
 Tile

Birds
Buildings
Flora
Fabric
Geometric
Shapes
 Human figures






Cathedral

St. Catherine's, The Sinai, St Peter 7th
Century.

P

Painting

Encaustic

 Fabric
 Geometric
Shapes

 Human figures

88

Cathedral

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Mosaic from the church of Hagios
Demetrios in Thessaloniki, late 7th or early
8th century, showing St. Demetrios with
donors.

700CE

Mosaic

89
89

 Enamel
 Glaze
 Tile

 Fabric
 Geometric
Shapes
 Human
figures

Church

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Mosaic from the Iconoclast period. Apse of
Hagia Sophia (Istanbul)
Photo © Dick Osseman.

800CE

Mosaic

90
90

 Tile
 Glaze

 Fabric
 Geometric
Shapes
 Human
figures

Cathedral

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Ivory Cross reliquary, c. 920-30.
Painted and gilded wood:
Interior with cavity for relic.
(Macedonia)

Panel






Encaustic
Gold Leaf
Paint
Wood

 Fabric
 Geometric
Shapes
 Human
figures
 Superior
Beings
 Text

Church

900CE

91
10 Century Mosaic
Hagia Sophia

Mosaic

91

 Glaze
 Tile

 Fabric
 Geometric
shapes
 Human
figures
 Text

Basilica

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

 Animals
 Fabric
 Geometric
shapes
 Human figures
 Structures
 Superior
beings

Monastery

The Nativity; mosaic from the
Katholikon, Monastery of Hosios
Loukas, ca. 1050 Phocis, (Greece).

1000CE

Mosaic

92
92

 Glaze
 Tile

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Fabric
Flora
Furniture
Geometric
Shapes
 Human figures
 Text

Cathedral

 Fabric
 Human figure
 Geometric
Shapes

Church

DOMINANT
MEDIA

Medieval stained glass panel Canterbury
Cathedral. England (1180).

Stained glass

 Glass
 Lead

Fresco

 Paint
 Wood






1100CE

93
Church of Panagia Phorbiotissa Cyprus.
(1106/6)

93

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Buildings
Fabric
Furniture
Geometric
Shapes
 Human figures

Church

DOMINANT
MEDIA

Sermon Before Honorius III. 1295-1300.
Fresco. St. Francis, Upper Church,
Assisi, Giotto (Italy).

Fresco

Tempera

Mosaic

 Glaze
 Tile






1200CE

94

Mosaics of the Hagia Sophia in
Constantinople (1261)

94

 Fabric
 Geometric
Shapes
 Human figure
 Text

Cathedral

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Adam and Eve (detail) Baptistery, Padua
(1376-78)
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95

1300CE

Fresco

Tempera

Mosaic

 Glaze
 Lead

 Geometric
Shapes
 Human figures
 Structures
 Text

Church

Fine stained glass of St Mary’s church
Deerhurst. (1300).

95

 Geometric
Shapes
 Human figures
 Structures
 Text

Church

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

The Expulsion from the Garden of Eden
Masaccio Brancacci Chapel, in the
Santa Maria del Carmine church in
Florence (1426-27)

Fresco

 Tempera
 Plaster

KEY
IMAGERY

 Fabric
 Flora
 Geometric
Shapes
 Human figures
 Landscapes
 Structures
 Superior
beings

TYPE OF
WORSHIP
ENVIRONMENT

Church

1400CE

96

Icon of the Transfiguration (15th century,
Novgorod) Russia

Icon

96

 Tempera
 Wood

 Fabric
 Geometric
Shapes
 Human figures
 Landscapes
 Structures

Church

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

The Creation of Adam. Michelangelo
1508 – 1512 (Rome).

Fresco

1500CE

 Tempera
 Plaster

 Superior
beings
 Flora
 Human figures
 Landscapes

Cathedral

St. Zaccaris La Vierge A l Efant aved l ande
musiciebn By Giovanni Bellono 1505.
(Vanice).

97

Painting

97

 Oil
 Wood

Buildings
Cupids
Flora
Geometric
Shapes
 Human figures
 Landscapes
 Text





Cathedral

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Fresco of the Holy Protection in the
Novopassky Monastery, Moscow.

Fresco

1600CE

 Tempera
 Plaster

 Fabric
 Geometric
shapes
 Human Figures
 Structures

Monastery

17th century Russian icon of Saint Mary of
Egypt, with scenes from her life.

98
Icon

98

 Tempera
 Wood

 Fabric
 Flora
 Geometric
shapes
 Human figures
 Landscapes
 Structures

Monastery

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Church of Dabra Sina,
Gorgora (north shore of Lake Tana),
Michael the Archangel, early 18th
century, interior wall painting. (Ethiopia)

1700CE
Icon

99
99

 Tempera
 Wood

 Fabric
 Human figure

Church

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

 Geometric
Shapes
 Human figures
 Structures
 Text

Church

Moses, mosaic from the Church
of St Oudoceus, LIandogo,
Wales, 1889, Imaging the Bible
Wales.
Photograph Martin Crampin

1800CE

Mosaic

100
100

 Glaze
 Tile

TABLE 3.9.2 (cont.)
PIVOTAL
TIMELINE

SIGNATURE EXAMPLES

KEY COLOURS
OF SIGNATURE
EXAMPLES

TYPOLOGY/FORM

DOMINANT
MEDIA

KEY
IMAGERY

TYPE OF
WORSHIP
ENVIRONMENT

Leadlight

Glass

Flora

Chapel

Painting

Oils

Colour

Chapel

The Venice Chapel
Henri Matisse (1950)

1900CE

101
The Rothko Chapel
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The images in the Table 3.9.2 certainly demonstrate diversity in style and it is thus
difficult to trace the trajectory of drawing/painterly styles across the centuries. Some
are quite naively drawn, possibly reflecting the cultural influences of the era and
created “...

to suit the spirituality of the religion” of the time (Encarta, 2009,

http://ca.encarta.msn.com/encyclopedia_761579100/early_christian_art_and_architecture.html.
Accessed 11.04.2009). This is evidenced by the fact that “… early Christian art [portrays]
an all-powerful, remote, and mysterious being, painted as a flat, formalized head or
figure whose stern gaze dominated the interiors of ... churches ... .” (Encyclopaedia
Britannica online, 2009) whereas in “the fifteenth century, artists learned to depict the
visual

world

in

a

naturalistic

manner…”

http://wwwnga.gov/collection/gallery/ita15.shtm.

(National

Gallery

of

Art,

Accessed 23.06.2010).

2009,

They “...

embraced ... exaggeration or distortion of natural forms in order to bring the viewer
into

an

encounter

with

the

deeper

realities

(Hibbs,

2008,

http://article.nationalreview.com/?q=ZjZkYzM5ZmZmN2VmNjI0NTc2ZThmYzc2ZjY3Mj
c1ZTA=#more. Accessed 12.04.2009).
The Signature Examples clearly show the evolutionary life of the image indicating the
progression from the realism of the middle centuries to the more abstract images of the
later centuries.

This stylistic, evolutionary change is noted by Hibbs (2008) who

observes that “... the art of the medieval Catholic world could hardly be called realistic
in any modern sense”; likewise “... modern Christian art ... [demonstrates] ... the
pedagogical power of what we might otherwise term disfigurement” (Hibbs, 2008,
http://article.nationalreview.com/?q=ZjZkYzM5ZmZmN2VmNjI0NTc2ZThmYzc2ZjY3Mj
c1ZTA=#more. Accessed 12.04.2009). This might, of course, be due to the artist being
“... suspended between the choices of realistic rendering and abstract symbolism”
(Aptostolos-Cappadonna,2009,http://books.google.com.au/books?id=C0v7jnNrpxkC&pg=
PA15&lpg=PA15&dq=realistic+rendering+in+christian+art&source=bl&ots=UkHauI
ABoO&sig=cxBoyWHhbC4pmniYvM_VLHLawE&hl=en&ei=aMfiSZTFCsiHkAWW26XaCw&sa=X&oi=b
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ook_result&ct=result&resnum=2, pp.15.

Accessed 13.04.2009).

To what extent, indeed,

might artists have learned that, “... if total abstraction is not the natural habitat of the
sacred,

neither

is

its

opposite,

photographic

realism”

(O’Brien,

1994,

http://www.catholiceducation.org/articles/arts/al0035.html. Accessed 13.04.2009)? It would
seem then that images produced for worship environments since the birth of
Christianity have evolved primarily to suit the artist and/or the society for which they
were created.
Table 3.9.2 shows that, throughout the centuries, artists have created works using a
variety of different techniques and media. Bas-relief, or low sculpture; a sculpture
usually of stone which is chipped away culminating in the raised sections forming the
image, was used extensively in early church history.

Frescoes were prominent

throughout to the 15th Century after which two dimensional paintings and stained glass
became the dominant art types.

The media with which the imagery was created

depended on the kind of art being produced and possibly the medium that best suited
individual artists. For example some of the early artists chose walls made of stone,
clay and plaster as canvases and others marble, wood and glass while some found
fabric and ceramic best suited for the purpose of producing their imagery.
Diverse imagery characterizes the art as well as the aforementioned range of styles.
Ninety-four per cent have some reference to a human form and all have supportive
subject matter such as flora, fauna and/or geometric shapes. Eleven per cent of the
included images are monochromatic with the other 89 per cent full colour, perhaps
suggesting that colour was used by the early church to stimulate worship (Dioszegi,
2008,http://www1.georgetown.edu/centers/liturgy/envisionchurch/51263.html. Accessed
14.04.2008)? Colour is certainly reported to have “... added appropriate splendour and
atmosphere ...

[having] ...

symbolic significance for worshippers” and, in

contemporary worship, it can “... be an important and powerful element in celebration”
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(Lutheran Church of Australia, 1998). The dominance of colour in these images raises
further questions in relation to the colour palette/s favoured by religious artists across
the centuries. To what extent might it be possible to chart the use of colour across the
centuries of religious art exemplified in Table 3.9.2?
Figure 3.9.1 presents an analysis of colours across the centuries derived from the
range of colours found in each individual artefact in the timeline. To maintain true
colour selection each image was separately imported into a computer photo
manipulation program and individual colours extracted for subsequent arrangement
into a tonal colour palette.
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Red lines separate each individual work of art.

Figure 3.9.1
A Collective Colour Palette: Signature Art Works 0 – 2000CE
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Figure 3.9.1 shows that, while no single colour dominates these religious works of art,
there is a tendency towards the warmer spectrum with ochres being prominent.
Lighter tones/hues are less evident than brighter colours such as blues, reds and some
greens which tend to be more noticeable than other colours because of their
luminosity. To what extent do these colours communicate? Do such colours have
significant symbolism? For example: Blue is associated with loyalty, faith, life and, in
Christianity, the Virgin Mary.

Red symbolizes desire, pleasure and vitality and, in

Liturgy, it is associated with fire. Green represents life and is the liturgical colour for
the Trinity. While the colour brown is associated with death and degradation, there is
little evidence of this in these works.

Whether or not it is either a conscious or

deliberate artistic choice, primary colours dominate in the religious art surveyed
suggesting perhaps that it is either symbolic and/or simply driven for maximum impact
in the worship environment. Nevertheless art, in worship environments, with its array
of colours, texture, media and symbols visually speaks harmoniously alongside the
verbal.
3.9.1 A Case Study: Artists’ Perceptions of the Crucifixion
Some artists who claim to follow the Christian faith also have a desire to produce
works of art which promote their spiritual beliefs and, in many instances, seek to have
their work publicly exhibited. Such ambitions are prompted not only by a desire for
recognition of individual artistic ability but also a wish to promote an individual spiritual
message visually; this extends beyond the desire to exhibit art in a secular gallery
and/or in an environment which is conducive to Christian worship.
It would appear however, that some contemporary churches do not embrace or
encourage the arts within their worship environment and consequently, while content to
have the religious artistic works exhibited externally, little thought or even support is
given to the visual within the Church. Although artists of religious themes intend to
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radiate a spiritual message via figurative, representative, symbolic or iconic imagery,
they may find that exhibiting an image specifically designed for a worship environment
is futile unless it is accepted and/or appreciated by those within this environment.
However, while this may still be the case in many contemporary worship environments,
there exists a growing group of artists and parishioners who desire to promote a more
balanced and visual approach toward the arts within a worship space as, “…the link
between art and religion goes far back in time … and touches every culture from cave
to cathedral, from pyramid to palace” (Hind, 2004: 7).

Nevertheless, as already

acknowledged, existing art within Christian worship environments differs greatly. A
number of reasons for this could be advanced, including the following:
 The group or denomination sees no compelling need for the visual in the
environment
 Parishioners’ lack of skill or ability to create art
 Within the Christian community there is an inherent desire not to offend as
the community is encouraged to “…love one another…” (John 13:34;
Romans 13:8. Bible). Poorly conceptualized and created art can thus be
placed in a worship environment which not only distracts from worship but
also demeans or destroys the aesthetics of the environment
 The artist’s own creative and conceptual ideas of what he/she desires to
portray to the viewer are likely to be idiosyncratic.
Visual evidence of artists’ works which promote the Christian ideal is contained in
Plates 3.9.1-3.9.4. The theme of the crucifixion has been chosen to show the diversity
of artists’ concepts in relation to just one of many Christian symbols and genres.
Plate 3.9.1 depicts the crucifixion scene but presents it in a way that might well be
posed. It is dramatic but it is as if time has stood still. The imagery is almost serene
and does not depict the horror of crucifixion. Raffaello (1483-1520) has taken his own
concept of the crucifixion and presented the viewer with a placid image of onlookers
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who seem to be worshipping the Christ. They do not appear to be perplexed or even
distraught as a consequence of the events which have taken place.

Plate 3.9.1
Raffaello
Crucifixion
http://www.wga.hu/frames-e.html?/html/r/raphael/1early/03citta.html. Accessed 19.02.2010
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Quite different are the works of Eanes (1957(1940 -

), Bacon (1909 -1992) and Southey

). Each has a similar concept of the visual message of agony and physical

mutilation but portrays the crucifixion using a different visual focus and/or medium.
Eanes focuses on the upper portion of the Christ’s body (see Plate 3.9.2). In this
image he depicts, almost with a drawing painterly style, the agony of the Christ.
Working outside a background frame, Eanes has chosen six symbols - the hand, the
crown of thorns, the head of Christ, the cross, the blood and a geometric shape. His
strong use of subdued but vibrant colour set on a black ground only serves to intensify
the situation in which the subject is placed. By focusing on sections of the human
figure, Eanes aptly portrays a strong message of suffering.

While the image is

contained in geometric shapes, Eanes combines a free flowing painterly style with that
of a more structured and illustrative drawing approach.

Plate 3.9.2
Gregory Eanes
Crucifixion
http://www.main.nc.us/openstudio/gregoryeanes/pages/GalleryLacrimae.htm. Accessed 19.02.2010
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Bacon, on the other hand, (see Plate 3.9.3), has substituted the human form with the
skinned carcass of a large animal and, while not directly including the cross as part of
the image, has attached the carcass to what is readily identifiable as a slab of wood.
Notably the carcass is skinned and dissected exposing the bones and entrails in a
mirroring of the brutality of Crucifixion. Vibrant colour dominates this image with raw
flesh exposed to the viewer who is thus presented with a more confronting sense of
visual suffering.

Plate 3.9.3
Francis Bacon
Study for a Crucifixion - 3
http://www.ibiblio.org/wm/paint/auth/bacon/crucifixion/. Accessed 19.02.2010
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Quite different and yet nevertheless consistent with the theme of crucifixion is the work
of Southey. Three dimensional, the work of Southey portrays the crucifixion in its
horror (see Plates 3.9.4 and 3.9.5).

Plate 3.9.4

Plate 3.9.5

Trevor Southey

Trevor Southey

Softening

Crucified

http://www.trevorsouthey.com/update619.html.

http://www.trevorsouthey.com/sculpture.htmll.
Accessed 14.06.2010

Accessed 14.06.2010

Southey has sculpted the form of Christ in a position which depicts total agony and
thus his crucifixion image was designed to
… explore the spiritual implications of what was an incredibly brutal way of
putting people to death. … [and to] empathize with excruciating immediacy
what that would be like, from the impact of the nails to the impact of
hanging

in

such

agony

until

passing

out

(Southey,

www.trevorsouthey.com/update619.html. Accessed 14.06.2010).
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2003.

The monochromatic nature of the sculptures serves to highlight the visual contortions
of the figure and the agonizing tortuous moments of the crucifixion.
It is obvious from these works that artists present an idiosyncratic perspective. While
the crucifixion is central to each of the works, each is distinctly different in imagery and
style of craftsmanship. Table 3.9.3 analyzes Plates 3.9.1 – 3.9.5 by classifying the
imagery as Figurative, Representational, Symbolic and/or Iconic and presents the
Embedded Imagery in each artwork along with Other Observations. Colour coded
shading indicates the presence of each type of image; a blank indicates its absence.
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TABLE 3.9.3
Analysis of Plates 3.9.1 – 3.9.5
PLATE
NUMBER

3.9.1

PLATE NAME

Crucifixion

MEDIA

Oil on
wood

FIGURATIVE

REPRESENATATIONAL

SYMBOLIC

ICONIC

EMBEDDED IMAGERY

 Landscape
 Sun and Moon
 Cross
 Crucified Christ
 Two Angels
 Three vials capturing blood
 Mary mother of Christ
 Mary Magdalene
 St Jerome
 John the Evangelist
 Text: I.N.I.R

Acrylic
on
canvas
mixed
media

 Juxtaposed body section of Christ
 Central Head of Christ with Crown of Thorn
 Square crown of Thorn
 Stylized Cross
 Stylised bleeding hand
 Impression of blood
 Square in background behind frontal cross
 Black background

3.9.3

Study for
Crucifixion
-3

Oil on
canvas

 Hanging Carcass
 Shadow underneath carcass
 Bone halo
 Red Background
 Image set into a rectangular frame

3.9.4

Softening

Wax

3.9.5

Crucified

Bronze

3.9.2

Crucifixion

OTHER OBSERVATIONS

 The composition derives from other panels on the same subject painted by Perugino

(1446 - 1542).
http://www.wga.hu/frames-e.html?/html/r/raphael/1early/03citta.html.
Accessed 17.04.2010
 Serene landscape (background) in contrast with foreground landscape.
 Sun and Moon possibly represent good and evil, light and day or when day turned to night
during the crucifixion ( Mark 15:33; Luke 23:44-45)
 I.N.I.R.(Iesus Nazarenus Rex Iudaeorum (Jesus of Nazareth, King of the Jews).
http://www.answers.com/topic/inri. Accessed 17.04.2010

 Image is divided into nine squares
 Five of the squares represent a cross in which images are placed.
 While Crown of Thorns appears to be circular on the central figure it is shown as a square

shape when viewed from an aerial perspective.

 Aside from his unpleasant images of corrupt and disgusting humanity, Bacon deliberately

subverted artistic conventions by using the triptych format of Renaissance altarpieces to
show
the
evils
of
man,
rather
than
the
virtues
of
Christ.
http://www.artchive.com/artchive/B/bacon.html. Accessed 17.04.2010

 This three dimensional image indicates the contortions of pain and the body relating to the
 Contorted nude male figure

 Contorted clothed male figure
 Cross on stand
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crucifixion and shows a more realistic image; quite different to the previous three images.

 Similar to 3.9.4 the sculpture is more realistic. However it is attached to a metal cross

which takes away some of the initial impact of the crucifixion until one focuses on the
figure itself.

Eanes, Bacon and Southey focus primarily on the figure of the crucified Christ by
limiting additional imagery. Raffaello however, paints a scene that, at first glance,
might be accepted as directly referencing Scripture in terms of the cross and the
crucified Christ. It could be argued that from there the faithfulness to Scripture is
questionable. The painting depicts Mary the mother of Jesus (the Virgin) and three
other persons at the foot of the cross. However, scripture does not record the Virgin,
St Jerome, Mary Magdalene, and John the Evangelist in a worshipping pose. In three
of the four Gospels (Matthew, Mark and Luke) it records that the onlookers, especially
women, stood at a distance watching the horrifying crucifixion scene.
The actual scene would have been chaotic as two thieves were being crucified at the
same time and it appears, from the biblical text that many soldiers carried out the
gruesome task. Of the four Gospels John 19:25 records that Mary, Jesus’ mother and
a disciple - possibly John, the disciple whom Jesus loved (John 19:26) - were standing
relatively close to the cross, because a conversation between Christ and the disciple is
recorded.

Mary Magdalene, featured in Raffaello’s painting, is also mentioned in

Scripture as being at the crucifixion (John 19:25). However, St Jerome (340 – 420),
who was born approximately 300 years after the crucifixion of Christ and is recognized
as one of the early translators of the Old Testament from the Hebrew Text (Knight,
2009, http://www.newadvent.org/cathen/08341a.htm.

Accessed 24.04.2010), could

obviously not have been present but must have held special significance to be included
in the work.
Table 3.9.1 also notes the sharp contrast between the background landscape and the
foreground of the image. The foreground is more faithful to Scripture whereas the
background is compatible with the artist’s own landscape as
… the literature of the Bible, as illustrated by art, was so far part and parcel
of the daily lives of the people that it was most natural for them to see it
represented through the medium of their own actual surroundings ( Antique
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Digest

1894,

http://www.oldandsold.com/articles34/renaissance-art-

14.shtml Accessed 21.04.2010).
Also to be observed are the three vials held by the angels in Raffaello’s work (Plate
3.9.1). The vials appear to serve a functional purpose in capturing the blood from
Christ’s hands and side yet there is no parallel use of vials for his foot wounds. This
discrepancy leads one to speculate whether there is perhaps an additional symbolic
reference.

Might the vials be symbolic of the vessels which contained the Gold,

Frankincense and Myrrh presented to the Christ child after his birth and therefore, in
Raffaello’s painting, the gold is a referent to Christ’s kingship, frankincense a symbol of
Christ as an offering and myrrh as a balm to anoint the dead? (Lambfold Benefice,
Date

unknown,

http://www.beneficeofbamf.f9.co.uk/epiphany.html.

21.04.2010).
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CHAPTER 4
SHAPING THE STUDY
4.1 Directions from the Literature
The art and literature examined in previous chapters have shown that, since the
beginning of the Christian church and the establishment of the formal Protestant
Church, there has been relatively little development in the utilization of the Visual Arts
as integral to worship environments1. It would seem rather that there has been much
controversy over the function of the visual in sacred environments such as the
contemporary Protestant church.

The exception however, is those groups who

retained some liturgical processes from the pre-Protestant era and who did not follow
the directives of the Reformers. Historically it also appears that the leadership of any
particular church has influenced the retention and/or replacement of the visual.
The literature has also demonstrated that there is a distinction between different
denominational groups in the types and scope of art exhibited within worship spaces
which, in turn, are distinguished by a range of architectural designs and idiosyncratic
philosophies – a spectrum from buildings simple in design to those which are elaborate
and radiate symbolic spiritual meaning.

There are also indications that some

denominations rely heavily on the verbal while others, whether consciously or not, tend
towards greater balance between the verbal and the visual.
There has been no systematic attempt in the literature either to analyze the visual
parameters of worship environments or to research perceptions of the role of the visual
in worship. As indicated in Chapter Two, the emphasis is on documentary analysis of
what exists or might be made to exist again rather than on the transactions between
these built environments and the humans who visit them for the purposes of worship.
1
In encouraging a more personal relationship with God, Protestant leaders spoke out against much of the religious art
being produced (kleiner, 2010; 510).

116

Hence the current research aims to contribute to the understanding of the worship
environment from a human worship perspective. Specifically the current research aims
to
1. investigate the nature of the visual arts presence in formal Christian
worship environments;
2. probe perceptions of worshippers in relation to the visual/verbal
parameters of the formal worship environment;
3. use data from One and Two above as a basis for
a) the creation of a visual context conducive to contemporary worship,
and
b) a personally liberating artistic journey.
4.2 From Aims to Methodology
In line with the three aims as set out in 1.5 and 4.1, the research was conceived as
having three inter-connected phases. The first phase was to document the art of
worship environments. The second phase was to sample worshippers’ perceptions of
the verbal/visual in worship environments. The plan for the third phase was to utilize
the results from Phases One and Two as the basis for creating a series of artworks
designed to support and assist in venerating the God of the Christian Church and the
associated worship environment.

Sections 4.3 and 4.4 respectively consider and

evaluate the methodological strategies in relation to Phases One and Two.

An

overarching issue here is that these phases are designed as a potential basis for the
visual research of Phase Three and, as such, play a handmaiden role in the total study.
4.3 Phase One: Documenting Worship Environments
The primary purpose of this phase was to scope the nature of the visual presence in
the current worship environment; for the purposes of this study, such an environment
was deemed to be one available to the average demographic in Australia. The visual,
in this context, references the cocooned layers (see 3.2). However, as this study is
focussing on the visual within the worship environment itself, obviously Layer One:
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Outer Walls of Structure – is not included. What characterizes the visual in these
environments? To what extent is it possible to count, identify and classify the types of
artistic works/artefacts displayed in these environments?
4.3.1 Selecting Worship Environments to Document
The logistics of selecting worship environments for analysis presented the next
decision point. Obviously it would be desirable to secure a denominational mix but the
question of how this could be achieved within the scope of a single doctoral study
remained. If the sampling frame were to be national or even state wide, the potential
for interference from extraneous variables would be increased. For example, it might
be argued that the demographics of a Roman Catholic Church in outback Charleville
versus those of the Church of England in Melbourne’s Toorak could potentially be
compounding. Hence the solution of targeting a single geographical area and the
strategy of sampling each of the denominations within that area were adopted. In
terms of accessibility to the researcher, the Redcliffe Peninsula was the most logical.
In addition, as a Queensland regional city, Redcliffe offers a relatively homogeneous
Christian oriented community. Table 4.3.1 identifies 12 denominations (Column One)
that co-exist as places of worship in Redcliffe City. Column Two names the churches.
The Third column indicates whether or not the denomination adheres to common
Christian beliefs as a primary criterion to ensure homogeneity; hence churches which
do not adhere to common Christian beliefs were not included. Where there was more
than one church from a particular denomination, the larger one was chosen. Those
churches shaded blue in Table 4.3.1 were chosen for visual documentation, thus
creating a sample of 10 churches.
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Table 4.3.1
Scan of Churches in Redcliffe City

DENOMINATION
ASSOCIATION

Anglican
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Assemblies of God

NAME OF CHURCH

EVIDENCE OF
ADHERENCE TO
CHRISTIAN
DOCTRINE

Saint Mary’s

Yes

REFERENCE

Appleby, 2004. http://www.allsaintsjakarta.org/angbel.htm#30. Accessed 20.03.2010.

Yes

Religion Facts, 2009.
http://www.religionfacts.com/christianity/charts/denominations_beliefs.htm. Accessed 20.03 2010.

Christian Harvest Centre

Yes

http://www.harvestchurch.net.au/webelieve.htm. Accessed 20.03.2010.
http://www.pastornet.net.au/harvest/quirindi/harvest.html. Accessed 20.03.2010.

Peninsula Full Gospel

Yes

http://www.peacecc.com/Beliefs.html. Accessed 20.03.2010.
http://www.lca.org.au/lutherans/beliefs.cfm. Accessed 20.03.2010.

Saint Peter the Fisherman

Peninsula Christian Outreach
Centre

Baptist

Baptist Church

Catholic

Church of the Holy Cross

Yes

Yes

Yes

http://ag.org/top/Beliefs/Statement_of_Fundamental_Truths/sft_full.cfm. Accessed 18.03.2010.
http://www.aog.org.au/LinkClick.aspx?fileticket=rWhJVmj4I2M%3D&tabid=1393&mid=4661&language=enAU. Accessed 20.03.2010.

Religion Facts, 2009.
http://www.religionfacts.com/christianity/charts/denominations_beliefs.htm. Accessed 20.03 2010.
http://www.legislation.nsw.gov.au/fullhtml/inforce/act+bui+1919+cd+0+N. Accessed 20.03 2010.

Religion Facts, 2009.
http://www.religionfacts.com/christianity/charts/denominations_beliefs.htm. Accessed 20.03 2010.
John Mark Ministries, 2000. http://jmm.aaa.net.au/articles/66.htm. Accessed 20.03.2010.
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Table 4.3.1 (cont.)
DENOMINATION
ASSOCIATION

NAME OF CHURCH

Christadelphian

Christadelphian Ecclesias

EVIDENCE OF
ADHERENCE TO
CHRISTIAN
DOCTRINE

No

REFERENCE

Rhodes, 2001 pp 28.
Seiler Date unknown http://christianlibrary.org.au/cel/documents/cults/04.html. Accessed 17.03.2010.
http://www.bible.ca/su-deity-christ.htm. Accessed 18.03.2010.

Christian Science Church

No

Rhodes, 2001 pp 27 – 31.
http://www.christiansciencechurchperth.asn.au/FCCSP7.html. Accessed 20.03.2010.
http://christianscience.com/questions/questions-christian-science-faq/#view-god. Accessed 20.03.2010

Church of Christ

Church of Christ

Yes

http://www.scc.org.au/pages/about-us.php Accessed 12.07.2010.
http://www.subiacochurch.com/. Accessed 21.03.2010.

Jehovah’s
Witness

Jehovah’s Witness

Lutheran

Lutheran

Mormon

Church of Jesus Christ of
Latter-Day Saints

Christian Science
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No

Yes

No

Martin (2003) http://www.believersweb.org/view.cfm?id=636&rc=1&list=multi. Accessed 17.03.2010.
Omasi (2010)
http://www.zimbio.com/Islam/articles/YRUlVIGOuvW/FALSE+RELIGION+JEHOVAH+WITNESESS.
Accessed 17.03.2010.
Rhodes, 2001 pp 27 – 31http://www.bible.ca/su-deity-christ.htm. Accessed 18.03.2010.
Religion Facts, 2004 – 2009.
http://www.religionfacts.com/christianity/charts/denominations_beliefs.htm. Accessed 20.03 2010.
http://www.lca.org.au/lutherans/beliefs.cfm. Accessed 20.03.2010.
Rhodes, 2001 pp 27 – 31.
Seiler, Date unknown http://christianlibrary.org.au/cel/documents/cults/07.html. Accessed 17.03.2010.
http://www.bible.ca/su-deity-christ.htm. Accessed 18.03.2010
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Table 4.3.1 (cont.)

DENOMINATION
ASSOCIATION

NAME OF
CHURCH

Brethren

Redcliffe Christian
Assembly

Presbyterian

Presbyterian
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Salvation Army

Salvation Army

Seventh Day
Adventist

Seventh Day
Adventist

EVIDENCE OF
ADHERENCE TO
CHRISTIAN
DOCTRINE

Yes

Yes

Yes

REFERENCE

http://mccqld.org/looking/beliefs.html. Accessed 20.03.2010.
http://www.brethren.org/site/PageServer?pagename=visitor_what_we_believe. Accessed 20.03.2010.
http://www.christianbrethren-nsw.org.au/beliefs.html. Accessed 20.03.2010.

http://www.fhpresbyterian.info/us/gallery/51001/other/51001_109829.pdf. Accessed 21.03.2010
http://www.presbyterian.org.au/declaratory.htm. Accessed 21.03.2010
http://christianity.about.com/od/denominations/a/Presbyterian.htm. Accessed 21.03.2010
Camp, (Unknown). http://www.helium.com/items/245479-the-salvation-army-church-first-charity-second.
20.03.2010.
http://www.lcms.org/graphics/assets/media/CTCR/The%20Salvation%20Army.pdf. Accessed 2.03.2010.
http://www.urbanministry.org/wiki/history-salvation-army

Yes

http://adventist.org.au/about_adventists/beliefs#two. Accessed 21.03.2010.
http://jmm.aaa.net.au/articles/20717.htm. Assessed 21.03.2010.
http://moree.adventist.org.au/about-us#two. Accessed 21.03.2010.

Uniting Church

Redcliffe Uniting
Church

Yes

Religion Facts, 2004 – 2009.
http://www.religionfacts.com/christianity/charts/denominations_beliefs.htm. Accessed 20.03 2010.
http://www.uca.org.au/basisofunion.htm. Accessed 21.03.2010.

Wesleyan
Methodist

Wesleyan
Methodist Church

Yes

Religion Facts, 2004 – 2009.
http://www.religionfacts.com/christianity/charts/denominations_beliefs.htm. Accessed 20.03 2010.
http://wesleychurch.org.au/nicenecreed-2.html. Accessed 20.03.2010.
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4.3.2 Potential Modes of Documentation
The choice of a method of documentation was very much a matter of how such
documentation might be most effectively and efficiently achieved?

Five possible

modes of documentation are presented in Table 4.3.2, together with their main
advantages and disadvantages.
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TABLE 4.3.2
Potential Modes of Documentation of Artworks
METHOD

1. Manual film photography

ADVANTAGES







DISADVANTAGES

Relatively cheap outlay for photographic equipment
"Hard copy" of the photographed work
High quality transparency when photograph is taken correctly
Accuracy of colour with correct lighting
A collection of transparencies could be advantages for the
developing of new artwork with easy access to transparencies
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2. Digital photography

3. Colour photocopy for
portable works

4. Illustration

5. Frottage

Unsure of quality of transparency until it is developed
Cost of developing transparency
Charged for useless transparencies
Time - Set up of photograph and developing of transparency
Storage
Necessary to use computer, scanner etc. to input transparency image
into a computer program
Image detail limited to the quality of the camera
Could destroy sensitive artwork if it is subjected to strong light
conditions
Accuracy of colour







Digital copy
Instantaneous (view results immediately)
Accuracy of colour with correct lighting
Delete image if not required
Limited time required to photograph artwork






Loss of image due to disk failure
Cost of output -require computer hardware to download image from
camera and to print out
Image detail limited to the quality of the camera
Could destroy sensitive artwork if it is subjected to strong light conditions



A collection of digital images could be advantageous for the
developing of new artwork




Accuracy of colour
Access to images depends on computer equipment at hand








Limited to scale of artwork
Could destroy sensitive artwork
Accuracy of colour



Nil
Study art works in detail on site as a support for artwork to be
produced
Studies placed in Visual Diary



Rubbings of relief or engraved plates





Time required
Too many tools required to use on site
Accuracy of colour
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While all methods of documentation in Table 4.3.2 would serve to record the
Artworks/artefacts, it was necessary also to apply the criteria of consistency and time.
These criteria almost immediately eliminate Methods Four and Five. The third method
would only be applicable to small portable works and would also be subject to the
permission of the relevant clergy. Methods One and Two, although having a number of
disadvantages as indicated in Table 4.3.2, were likely to be the most efficient in terms of
colour capture, accuracy, scale and definition. On balance, digital photography was the
preferred mode because of the immediate accessibility to documented photographed
imagery and the potential ease of duplication.

The other advantage of digital

photography is that it is not reliant on a third party as in film photography where the film
requires developing and the image has the potential to vary according to the processor,
in which case a researcher is not in a position to exercise quality control.
4.3.3 Implementation of Data Collection Strategies
An approach was made to the relevant clergy in each of the ten targeted churches to
arrange a meeting to discuss the research, its purposes and scope, and to invite
participation. Agreement to participate was given in respect of all ten churches. Prior to
documenting artworks in the ten worship environments an orientation meeting was held
at each of the participating churches to scope the nature and extent of the visual
documentation required.

Photographic sessions were arranged at times when the

relevant church was unoccupied in order to be able to access the works unhindered. All
works were digitally photographed in situ.
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4.4 Phase Two: Sampling Perceptions of Worship Environments
As a corollary to the documentary evidence of the visual in the ten selected worship
environments, the second aim related to sampling these ten churches’ parishioners’
perceptions of the visual/verbal parameters of their respective worship environments.
These perceptions were expected to provide a brief snapshot of the spectrum of
parishioners’ awareness across the ten surveyed churches. Table 4.4.1 presents four
potential Methods for gathering perceptual data, together with their advantages and
disadvantages.
Table 4.4.1
Potential Methods for Gaining Response Data
METHOD

ADVANTAGES

DISADVANTAGES

1. Surveys

 Hard copy of questionnaire
responses
 Visual access to responses
 Ease of reference
 Storage of hardcopy
 Data for future reference/research

2. Phone interviews

 Personal response
 Possible greater response than survey
If tape recorder is used a library of
interview tapes make easy access for
future reference

3. Recorded interviews

4. Focus Groups

and

 Personal response
 Interviewer and interviewee together
during interview
 Hard copy questionnaire and tape
recorder can be used during interview.
 Library of interview tapes make easy
access for future reference
 Facilitator able to shape the direction
of the discussion and follow up
 Potential for recording of the discussion
 Face to face discussion
 Capacity to establish affinity with
individuals/ group
 Able to gain contact information
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 Possible limited number of returned responses
 Cost of photocopying survey sheets
 Third party distribution of surveys
 Limited face to face questioning
 Time intensive process

 Invasion of privacy
 Cost of phone calls due to numbers of
respondents contacted
 Accuracy of recording response maybe difficult
 If a tape recorder is used - difficulty in recording
response to questions unless utilizing a hands
free phone
 Convenient time for the interview
 Time in analyze responses
 Access to a wide target group and individuals
may be difficult due to time constraints
 Time taken for setting up interview and
conducting actual interview
 Limited number of respondents
 Costs and Transcription

 Difficult to source individual results
 Danger of getting only group perceptions
dominated by the few
 Possibility that not all group members would
agree to tape recording and hence potential
problems with recording results given the need
to facilitate
 Focus group too restricted in representation
 All participants unlikely to participate equally

The inherent problems of a focus group methodology, given the aims of the research,
meant that it was the first to be eliminated. With the first three methodologies, again the
practical criteria of time and cost were important drivers of choice.

While all could

potentially have been used to gather information, the practical issues of time and cost
militated against Methods Two and Three. The snapshot potentially provided by Method
One had the advantage of maximizing the potential data yield as a survey can be
distributed to a larger group than might reasonably be interviewed either by phone or in
person.
4.4.1 Development of the Survey Instrument
The nature of the target audience – church parishioners – dictated the initial parameters
of the survey. It needed to be accessible to people of any age – which meant simplicity
in structure. It was also important to maximize the chance that people would devote the
time to completing it – hence it had to be both short and easy to complete. Table 4.4.2
presents the structure of the survey instrument, a copy of which is contained in Appendix
B. for a copy of the survey).
Table 4.4.2
Overview of Survey Structure
QUESTIONS

FOCUS

1-3

Age, Gender, Religious Affiliation

4-5

Music and Song

6-8

The Role of the Verbal

9 - 14

The Role of the Visual
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Where possible, questions were structured around a tick (√) response frame in order to
facilitate completion across the age and demographic spectra. Other questions required
only a brief written response.

The survey was trialled with parishioners from the

researcher’s church and feedback sought in relation to potential ambiguities in wording
etc. which were subsequently remediated.
4.4.2 Data Collection Strategies
Three potential ways of distributing the survey were identified. Table 4.4.3 presents
these, together with their advantages and disadvantages.
Table 4.4.3
Advantages and Disadvantages of Data Gathering Methods
DISTRIBUTION BY

ADVANTAGES

DISADVANTAGES

 Ease of collection for parishioners
 Church office to collect completed
surveys for researcher
 Potential for electronically distributed

 Typical low return rate for
voluntary surveys

2. The researcher

 The researcher can potentially
increase the response rate by follow up
of participants

 Potentially too close to the
research
 Time intensive

3. Research assistant

 Greater distance from research

 No necessary incentive to
achieve results
 Costly

1. The surveyed church

Methods Two and Three had significant cost and time disadvantages. For Method One,
although there would be efficiency in gathering data, the potential disadvantage of
insufficient responses could be problematic. This could be overcome to some extent by
collaboration between the researcher and the clergy to follow up and collect the
completed surveys.
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In terms of data collection, arrangements for distribution of the survey were made with
the appropriate authority in each of the targeted churches. In some cases permission
was granted either by the pastor or an elder of that particular denomination whereas in
others the request was taken to a board of elders and deacons who subsequently
ratified the request.
Once each request had been approved, hard copies of the survey were printed and
distributed to the parishioners or soft copies disseminated to them electronically. The
hard copies were distributed with the weekly church bulletin and an oral request made
during the announcements on the day of distribution. Surveys were to be completed in
the parishioners’ own time; e-surveys were distributed via each relevant church’s
electronic mail.
4.5 Phase Three: Towards a Visual Solution
It was expected that Phases One and Two would provide a basis for the third phase. In
the event Phase One revealed an often incoherent visual worship environment within the
churches in the sample. Phase Two demonstrated that parishioners were dominantly
aware of the verbal in the worship environment.
4.5.1 The Need to Seek a New Pathway
The imperative to establish a framework within which to create a pathway from the
verbal to the visual in an environment often not receptive to visual art works posed a
number of barriers, not the least of which included traditions, doctrines, philosophies and
expectations.

This meant confronting the question; How might a pathway be built

through the barriers that enable the worshipper to gain a more meaningful relationship
with the one being worshipped?
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4.6 Data Analyses: Phases One and Two
4.6.1 Phase One
All works were digitally photographed in situ, in some cases there was visual
interference as is evidenced by Plate 4.6.1.

Plate 4.6.1
Light Interference on Stained Glass Window
As a result, for the purposes of analysis (see Chapter Six), extraneous objects have
been digitally removed.

In the case of the images in Plate 4.6.1 for example, the

discussion of the window (see Plate 5.2.7) and the altar (see Plate 5.2.8) are analysed
separately, each without the interference of the other.
Each artwork/artefact was analysed according to the framework presented in Table
4.6.1.
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Table 4.6.1
Framework for Analysis of Sampled Artworks
Type
Media
Nature of image
Colour diversity
Symbolic referents
Evidence of tactility
Evidence of text

However, where a church had on display a series of works, only one from the series was
included in this detailed analysis. Following these micro analyses, an analysis of the
number and type of visual works in each church was conducted – for example, the
numbers and types of two/three dimensional works.
4.6.2 Phase Two
The researcher collected the completed survey approximately three weeks after they
were distributed. Where the survey required a tick the box response, data were collated
with the intention of using percentages for comparison across churches. In the event,
however, the number of responses from some churches was small which rendered
comparison unwise and led to the decision to combine data across churches as
presented in Chapter Five. Individual comments were collated and are presented as a
snapshot of perceptions in the same chapter.
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CHAPTER 5
CONTEMPORARY WORSHIP ENVIRONMENTS: A SNAPSHOT
5.1 The Churches
As planned (see 4.3) the visual artefacts1 in ten Christian denominations representing
the Christian Churches in the Redcliffe area were documented using digital imagery.
Where there is more than one church of a particular denomination in the area, the
larger congregational church has been included in the sample.

The churches are

numbered one through ten in alphabetical order. As planned (see 5.4) artefacts in the
worship spaces were photographed without a congregation present and most were
easy to access but, due to the nature of a worship space, where liturgical furniture or
decoration such as a vase of flowers obstructed a full view of the artefact, it was
nevertheless photographed in situ but subsequently removed.

Table 5.1.1 identifies

the number of artefacts found in each individual worship environment.
Table 5.1.1
Number of Artefacts Photographed in Worship Environments
DENOMINATION

CHURCH

NUMBER OF VISUAL
ARTEFACTS

1

Anglican

18

2

Baptist

3

3

Catholic

42

4

Christian Outreach Centre

5

5

Church of Christ

1

6

Lutheran

13

7

Presbyterian

10

8

Redcliffe Christian Assembly

3

9

Salvation Army

10

10

Uniting Church

25

1

While the original intention was to document the artworks in each worship environment, it rapidly became clear that a
more accurate descriptor would be artefacts; hence the term visual artefacts has been adopted.
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Table 5.1.1 shows that the number of artefacts found in the selected churches differ
considerably with the Catholic Church having the most and the Church of Christ the
least, perhaps indicating churches willing to embrace the visual arts.
Following is an analysis of representative artefacts from each church in the sense that,
where a group of similar artefacts such as the Stations of the Cross were exhibited,
only one has been recorded and analyzed (see 5.4.3).

Following each exemplar

artefact is a tabular summary of the key attributes of each in terms of type, media,
nature of image, diversity of colour, presence of symbolic referents, evidence of tactility
and textual inclusions. Following an analysis of artefacts across the ten churches,
responses from parishioners in relation to their perceptions of the roles played by
music, song, the word and the visual in a worship environment are documented.
Sections 5.2-5.11 introduce each of the ten churches and scope the artefacts within
each of their worship environments.

132

5.2 Church One: Anglican
Plate 5.2.1 presents an external view of Church One.

Plate 5.2.1
External View of Church One
Photographed: w. Gregg Nowell

Prior to entering the environment of Church One the worshipper is presented with an
historical reference to an old Queenslander and, on entering into the worship space,
nostalgia is further evoked. The space is large and open with smaller rooms set off to
one side. Within this space pews face a raised platform on which sits a wooden altar,
lecterns and assorted decorative items, some of which form part of the church’s
communion furniture. An assortment of artefacts adorn the walls in which are set
stained glass windows and wooden doors; while vases with flowers and candelabra in
a range of sizes stand in silence throughout the worship space. Plates 5.2.2-5.2.9 are
representative of the types of artefacts found in the worship space of Church One and,
following each plate, the image is categorized in accordance with Table 5.4.1 (see
Tables 5.2.1-5.2.8).
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Plate 5.2.2
Banner One: Church #1
Table 5.2.1
Analysis of Image – Banner One: Church #1
Type

Two dimensional banner

Media

 Fabric
 Wood

Nature of Image

Cross on sea horizon

Colour diversity

High

Symbolic referents

 Cross
 Fish
 Sea

Evidence of Tactility

Medium

Evidence of text

Yes
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Plate 5.2.3
Banner Two: Church #1
Table 5.2.2
Analysis of Image – Banner Two: Church #1
Type

Two dimensional banner

Media

Fabric

Nature of image

Apparently random placement of religious
symbols and text.

Colour diversity

High

Symbolic referents

 Butterfly
 Chalice and Wafer
 Cross with white line
 Dove
 Flame
 Three circles
 Triangle

Evidence of tactility

Medium

Evidence of text

Yes
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Plate 5.2.4
Banner Three: Church #1
Table 5.2.3
Analysis of Image – Banner Three: Church #1
Type

Two dimensional banner

Media

 Fabric
 Sequins

Nature of image

Grid arrangement of religious images/symbols
and text

Colour diversity

High

Symbolic referents

 Cross
 Halo
 Fish
 Rainbow
 Bible
 Candelabra

Evidence of tactility

Low

Evidence of text

Yes
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Plate 5.2.5
Banner Four: Church #1
Table 5.2.4
Analysis of Image – Banner Four: Church #1
Type

Stacked banner to create three dimensional
effect

Media

 Acrylic
 Fabric
 Cardboard
 Netting
 String.

Nature of image

Structured placement of naïve religious and
other images and text

Colour diversity

Medium

Symbolic referents

 Cross
 Crown
 Bible
 Naïve images
 Star

Evidence of tactility

Low

Evidence of text

Yes
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Plate 5.2.6
Banner Five: Church #1
Table 5.2.5
Analysis of Image – Banner Five: Church #1

2

2

Type

Two dimensional banner

Media

Tapa

Nature of image

Bordered repeating structured images and
simulated text.

Colour diversity

Low

Symbolic referents

Cultural symbols

Evidence of tactility

Low

Evidence of text

Referenced in image

No provenance for this has yet been found.
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Plate 5.2.7
Stained Glass Window: Church #1
Table 5.2.6
Analysis of Image – Stained Glass Window: Church #1
Type

Two dimensional window

Media

Stained Glass

Nature of image

Structured placement of symbolic religious
images

Colour diversity

High

Symbolic referents

 Cross
 Fish
 Nets
 Sea
 Light

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.2.8
Altar: Church #1
Table 5.2.7
Analysis of Image – Altar: Church #1

Type

Three dimensional wooden altar with lace
cloth flanked by candelabra and central floral
arrangement in front

Media

 Fabric
 Metal
 Wax
 Wood

Nature of image

Altar with lace cloth and candelabra

Colour diversity

Low

Symbolic referents

 Cross
 Lilies
 Iris

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.2.9
Banner: Church #1
Table 5.2.8
Analysis of Image – Banner: Church #1
Type

Two dimensional banner as background to
visual artefact

Media

 Fabric
 Ceramic
 Wood

Nature of image

Structured placement of banner images and
text

Colour diversity

Low

Symbolic referents

 Cross
 Circle

Evidence of tactility

Medium

Evidence of text

Yes
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5.3 Church Two: Baptist
Plate 5.3.1 presents an external view of Church Two.

Plate 5.3.1
External View of Church Two
Photographed: w. Gregg Nowell

Entering the worship space of Church Two the first view is of a pulpit. Opposite and to
the right of this hangs a curtain behind a wooden cross.

Attached to the wall directly

behind the pulpit and central to it is a large hand painted seascape with text from
scripture as part of the image. To the right of this and placed at an angle in front of the
pulpit is an engraved altar with four crocheted doilies.
Plates 5.3.2.-5.3.4 are representative of the types of artefacts found in the worship
space of Church Two and, following each plate, the image is categorized in
accordance with Table 5.4.1 (see Tables 5.3.1-5.3.3).
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Plate 5.3.2
Oil Painting: Church #2
Table 5.3.1
Analysis of Image – Oil Painting: Church #2
Type

Two dimensional painting as background to
visual artefact

Media

Oils, fabric and ceramic

Nature of image

Seascape with text

Colour diversity

High

Symbolic referents

Nil

Evidence of tactility

Low

Evidence of text

Yes
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Plate 5.3.3
Cross: Church #2
Table 5.3.2
Analysis of Image – Cross: Church #2
Type

Three dimensional cross

Media

Wood

Nature of image

Wooden cross on stand

Colour diversity

Low

Symbolic referents

Cross

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.3.4
Altar with Lace Doilies: Church #2
Table 5.3.3
Analysis of Image – Altar with Lace Doilies: Church #2
Type

Three dimensional wooden altar with lace
cloth

Media

 Wood
 Fabric
 Glass

Nature of image

Altar with lace doilies overlaid with glass

Colour diversity

Low

Symbolic referents

Nil

Evidence of tactility

Medium

Evidence of text

Yes
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5.4 Church Three: Catholic
Plate 5.4.1 presents an external view of Church Three.

Plate 5.4.1
External View of Church Three
Photographed: w. Gregg Nowell

Entering the foyer of Church Three the viewer moves into a large cube like structure in
which stands four vertical rectangular columns joined by a gathered and draped fabric
curtain.

On top of each column a basin, punctured by strategically placed holes,

precariously sits.

These watchful vessels preside over those prior to entering the

worship environment.

Works of art in many media are attached to the columns,

purposefully placed and hung on the walls.
Entering through a large arched doorway the worshipper is sheathed within a circular
structure not dissimilar to a theatre in the round. A cavernous hall way is crossed
before entering into an amphitheatre with pews in circular placement facing a raised
platform on which stand the altar and other liturgical artefacts that have been
strategically placed within view of the congregation
Plates 5.4.2-5.4.13 are representative of the types of artefacts found in the worship
space of Church Three and, following each plate, the image is categorized in
accordance with Table 5.4.1 (see Tables 5.4.1-5.4.12).
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Plate 5.4.2
Visual Artefact: Church #3
Table 5.4.1
Analysis of Image: Visual Artefact: Church #3
Type

Three dimensional hanging cloth

Media

Fabric

Nature of image

Draped fabric attached to free standing
columns

Colour diversity

Low

Symbolic referents

Nil

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.4.3
Sample Plaque: Church #3
(One of Fourteen)
Table 5.4.2
Analysis of Image – Sample Plaque: Church #3
Type
Media

Three dimensional plaque
Figure set into glass ground

Nature of image

Figure of Christ before Pilate and Centurion

Colour diversity

High

Symbolic referents

Crown of thorns

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.4.4
Sample Relief: Church #3
(One of Two)
Table 5.4.3
Analysis of Image – Sample Relief: Church #3
Type

Three dimensional wood carving

Media

Wood

Nature of image

Figure of the young Christ as a carpenter and
his father Joseph

Colour diversity

Low

Symbolic referents

Low

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.4.5
Altar with Candelabra: Church #3
Table 5.4.4
Analysis of Image – Altar with Candelabra: Church #3
Type

Three dimensional altar flanked by
candelabra

Media

 Stone
 Metal
 Wax

Nature of image

Stone altar and candelabra

Colour diversity

Medium

Symbolic referents

Cross

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.4.6
Hanging Sculpture: Church #3
Table 5.4.5
Analysis of Image – Hanging Sculpture: Church #3
Type

Three dimensional sculpture

Media

Medium unknown: work was not accessible
as it was suspended from the ceiling

Nature of image

Figure of Christ on the cross

Colour diversity

Low

Symbolic referents

 Cross
 Christ

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.4.7
Candelabra: Church #3
Table 5.4.6
Analysis of Image – Candelabra: Church #3
Type

Three dimensional candelabra

Media

 Wood
 Wax

Nature of image

Candle on wooden stand

Colour diversity

Medium

Symbolic referents

Cross

Evidence of tactility

Medium

Evidence of text

Yes
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Plate 5.4.8
Carafes with Oil: Church #3

Table 5.4.7
Analysis of Image – Carafes with Oil: Church #3
Type

Three dimensional glass carafes

Media

 Glass
 Oils

Nature of image

Glass carafes with oil encased in
glass cabinet.

Colour diversity

Medium

Symbolic referents

Oil

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.4.9
Sample Bowl on Plaster Column: Church #3
(One of Four)
Table 5.4.8
Analysis of Image – Sample Bowl on Plaster Column: Church #3
Type

Three dimensional column with punctured
metal bowl

Media

 Metal
 Plaster column

Nature of image

Bowl on freestanding column

Colour diversity

Medium

Symbolic referents

Bowl

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.4.10
Flowers and Stand: Church #3
Table 5.4.9
Analysis of Image – Flowers and Stand: church #3
Type

Three dimensional visual artefact

Media

 Fabric
 Wood

Nature of image

Artificial flowers on wooden stand
with ribbon

Colour diversity

Medium

Symbolic referents

Nil

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.4.11
Cross: Church #3
Table 5.4.10
Analysis of Image – Cross: Church #3
Type

Three dimensional wooden cross – Art built in

Media

Wood

Nature of image

Cross set into wall cavity

Colour diversity

Low

Symbolic referents

Cross

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.4.12
Sample Panel: Church # 3
(One of Eight)
Table 5.4.11
Analysis of Image – Sample Panel: Church #3
Type

Two dimensional glass plaque

Media

Glass

Nature of image

Water flowing from a spring

Colour diversity

Low

Symbolic referents

 Water
 Spring

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.4.13
Mosaic Panel: Church #3
Table 5.4.12
Analysis of Image – Mosaic Panel: Church #3
Type

Two dimensional plaque

Media

Ceramic

Nature of image

A synopsis of Christ and evangelism.

Colour diversity

Low

Symbolic referents

 Boat
 Net
 Fish
 Tree
 Cross
 Fire

Evidence of tactility

High

Evidence of text

Nil
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5.5 Church Four: Christian Outreach Centre
Plate 5.5.1 presents an external view of Church Four.

Plate 5.5.1
External View of Church Four
Photographed: w. Gregg Nowell

From outside Church Four the viewer’s gaze is directed toward a large mirrored front
wall that reflects the streetscape. Upon entering the viewer is encased within a larger
multi functional space that doubles as a function centre, a space for worship and other
extraneous activities. Rows of seats face a raised platform on which stand props,
musical instruments and installations; hanging on the wall behind the platform are a
limited number of abstract artworks. A cross hangs to the side of the entrance.
Plates 5.5.2-5.5.4 are representative of the types of artefacts found in the worship
space of Church Four and, following each plate, the image is categorized in
accordance with Table 5.4.1 (see Tables 5.5.1-5.5.3).
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Plate 5.5.2
Visual Artefact: Church #4
Table 5.5.1
Analysis of Image – Visual Artefact: Church #4
Type

Three dimensional columns with draped
fabric – two colours

Media

Fabric
Wood

Nature of image

Columns with draped fabric

Colour diversity

Low

Symbolic referents

 Fabric
 Colour

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.5.3
Cross: Church #4
Table 5.5.2
Analysis of Image – Cross: Church #4
Type

Three dimensional cross

Media

Wood

Nature of image

Cross attached to brick wall

Colour diversity

Low

Symbolic referents

Cross

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.5.4
Sample Painting: Church #4
(One of Three)
Table 5.5.3
Analysis of Image – Sample Painting: Church #4
Type

Two dimensional Painting

Media

Acrylic

Nature of image

Coloured shapes

Colour diversity

Medium

Symbolic referents

Buildings

Evidence of tactility

Medium

Evidence of text

Nil
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5.6 Church Five: Church of Christ
Plate 5.5.1 presents an external view of Church Five.

Plate 5.6.1
External View of Church Five
Photographed: w. Gregg Nowell

On entering Church Five the viewer observes an enclosed open space with little or no
visual stimulus. A raised platform on which musical instruments stand and a teal blue
curtain to the right of the platform constitutes the visual stimuli observed by the
congregation during worship. Sometimes a power point presentation is used. To the
back of the congregation a large batik wall hangs as the sole image based work which
is also categorized in accordance with Table 5.4.1 (see Table 5.6.1).
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Plate 5.6.2
Wall Hanging: Church #5
Table 5.6.1
Analysis of Image – Wall Hanging: Church #5
3

Type

Two dimensional wall hanging

Media

Fibre

Nature of image

Floral and fauna images with repeating design
in grid shapes

Colour diversity

Low

Symbolic referents

 Bird
 Flora
 Shapes

Evidence of tactility

Low

Evidence of text

Nil

3
Samoan Tapa Cloth – The pastor identified the cloth as one used as a wedding garment but was unaware of its
provenance.
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5.7 Church Six: Lutheran
Plate 5.7.1 presents an external view of Church Six.

Plate 5.7.1
External View of Church Six
Photographed: w. Gregg Nowell

Church Six was one of the more formal environments sampled in the course of this
research.

The entry which leads into the worship environment is basic in design and

devoid of all imagery except for a plaque above the actual entry point into the worship
space. Once within this space a large platform is visually dominant. Placed centrally
on the platform is an altar, to the left and right of which are lecterns.

Above the altar

on the back wall is a cross which is backlit during times of formal worship; banners
hang to the left and right of the cross.

Looking back from the altar towards the main

entrance one sees a Stained Glass window extending from the ceiling to a mezzanine
floor above the entry; the lower portion of this window is hidden by the railing supported
by the mezzanine floor.
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Plates 5.7.2-5.7.7 are representative of the types of artefacts found in the worship
space of Church Six and, following each plate, the image is categorized in accordance
with Table 5.4.1 (see Tables 5.7.1-5.7.6).
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Plate 5.7.2
Banner One: Church #6
Table 5.7.1
Analysis of Image – Banner One: Church #6
Type

Two dimensional banner

Media

Fabric

Nature of image

Cross with grapevine and stalk of wheat.

Colour diversity

Medium

Symbolic referents

 Cross
 Grapes
 Grapevine
 Wheat

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.7.3
Banner Two: Church #6
Table 5.7.2
Analysis of Image – Banner Two: Church #6
Type

Two dimensional banner

Media

Fabric

Nature of image

Dove with palm frond and text

Colour diversity

High

Symbolic referents

 Dove
 Palm frond
 Circle
 Cross
 Shepherd’s staff

Evidence of tactility

Low

Evidence of text

Yes
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Plate 5.7.4
Stained Glass Window: Church #6
Table 5.7.3
Analysis of Image – Stained Glass Window: Church: #6
Type

Two dimensional window

Media

Stained Glass

Nature of image

Cross with surround with heart
insert in a grid background.

Colour diversity

High

Symbolic referents

 Cross
 Heart
 Halo
 Star

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.7.5
Cross: Church #6
Table 5.7.4
Analysis of Image – Cross: Church #6
Type

Three dimensional back lit cross

Media

Metal

Nature of image

Cross set on a brick wall.

Colour diversity

Low

Symbolic referents

 Cross
 Light

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.7.6
Altar: Church #6

Table 5.7.5
Analysis of Image – Altar: Church #6
Type

Three dimensional wooden altar with
Candelabra, Bible, stole behind visual
artefacts

Media

 Wood
 Fabric
 Metal
 Wax
 Paper

Nature of image

Altar with lace cloth, flowers, Bible and
candelabra

Colour diversity

High

Symbolic referents

 High
 Low

Evidence of tactility

Cross

Evidence of text

Nil
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Plate 5.7.7
Print: Church #6
Table 5.7.6
Analysis of Image – Print: Church #6
Type

Two dimensional print reproduction

Media

Print

Nature of image

Background of simple graphic
shapes overlaid with cross, human
figures and text.

Colour diversity

High

Symbolic referents

 Cross
 People
 Light

Evidence of tactility

Low

Evidence of text

Yes
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5.8 Church Seven: Presbyterian
Plate 5.8.1 presents an external view of Church Seven.

Plate 5.8.1
External View of Church Seven
Photographer w. Gregg Nowell

On first impressions Church Seven’s worship environment is a formal space although
further inspection showed that it lacked the structure of Churches Five, Three and One
in terms of the design and seating layout. Looking from the entry the viewer’s gaze is
directed to the wall above the platform which displays a scripture text below a cross
both of which are lit from above. On the wall to the right, and in line with the cross, are
a series of Stained Glass windows featuring a symbolic flame and geometric shapes.
On the opposite wall is a window reflecting the same subject matter.

A pulpit stands

on the platform alongside a stand supporting a vase of flowers.
Plates 5.8.2-5.8.4 are representative of the types of artefacts found in the worship
space of Church Seven and, following each plate, the image is categorized in
accordance with Table 5.4.1 (see Tables 5.8.1-5.8.3).
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Plate 5.8.2
Stained Glass Window: Church #7
Table 5.8.1
Analysis of Image – Stained Glass Window: Church #7
Type

Two dimensional window

Media

Stained Glass

Nature of image

Burning bush set on a ground of
basic shapes.

Colour diversity

High

Symbolic referents

 Burning bush
 Light

Evidence of tactility

Low

Evidence of text

Nil
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Table 5.8.3
Cross and Text: Church #7
Table 5.8.2
Analysis of Image – Cross and Text: Church #7
Type

Three dimensional with two
dimensional banner at base

Media

 Wood
 Acrylic

Nature of image

Cross lit from above with text below

Colour diversity

Low

Symbolic referents

 Cross
 Light

Evidence of tactility

Low

Evidence of text

Yes
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Plate 5.8.4
Craft Item and Stand: Church #7
Table 5.8.3
Analysis of Image – Craft Item on Stand: Church #7
Type

Three dimensional visual artefact

Media

 Textile
 Wood
 Metal
 Fabric

Nature of image

Artificial flowers in vase on stand
and text

Colour diversity

Medium

Symbolic referents

Nil

Evidence of tactility

Medium

Evidence of text

Yes
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5.9 Church Eight: Redcliffe Christian Assembly
Plate 5.9.1 presents an external view of Church Eight.

Plate 5.9.1
External View of Church Eight
Photographer w. Gregg Nowell

Church Eight is a dual purpose building with the church hall used for school assemblies
during the week and as a centre for worship on Sundays. To the left of the entry is the
school office; to the right of the entry is the worship space.

At times of worship a

lectern with a simple banner attached to the front it stands on the platform. Above the
platform is a wooden scroll shaped banner with a painted scriptural text; attached to the
wall below the text are two shelves on which vases of flowers are placed. The school
banner hangs above the school office window facing the pulpit.
Plates 5.9.2-5.9.4 are representative of the types of artefacts found in the worship
space of Church Eight and, following each plate, the image is categorized in
accordance with Table 5.4.1 (see Tables 5.9.1-5.9.3).
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Plate 5.9.2
Banner One: Church #8
Table 5.9.1
Analysis of Image – Banner One: Church #8
Type

Two dimensional scrolled banner

Media

Acrylic on wood

Nature of image

Simulated scroll with text

Colour diversity

High

Symbolic referents

Scroll

Evidence of tactility

Low

Evidence of text

Yes
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Plate 5.9.3
Banner Two: Church #8
Table 5.9.2
Analysis of Image – Banner Two: Church #8
Type

Two dimensional banner on front of three
dimensional lectern

Media

 Fabric
 Wood

Nature of image

Fabric with text on wooden lectern

Colour diversity

Low

Symbolic referents

Nil

Evidence of tactility

Medium

Evidence of text

Yes
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Plate 5.9.4
Banner Three: Church #8
Table 5.9.3
Analysis of Image – Banner Three: Church #8
Type

Two dimensional banner

Media

Fabric

Nature of image

Crest inset with sword, Bible and text

Colour diversity

Low

Symbolic referents

 Bible
 Sword
 Scroll

Evidence of tactility

Low

Evidence of text

Yes
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5.10 Church Nine: Salvation Army
Plate 5.10.1 presents an external view of Church Nine.

Plate 5.10.1
External View of Church Nine
Photographer w. Gregg Nowell

The entry into Church Nine serves as a dual purpose waiting area and entry into the
worship environment.

To the right of the foyer is a large display of red flowers on a

cloth covered wooden stand.

Entering the worship space the viewer is visually

directed to a back lit metallic cross above the platform. Beside the cross are two flags,
one representing Australia, the other the denomination.
platform reveals a lectern with a brass insignia.
before the slightly raised platform.

Closer observation of the

A low table (the mercy seat) stands

Covering the table is a red rug on which a Bible

and a small bouquet of flowers are placed.

Looking back from the platform to the

entrance, a Stained Glass window featuring the colours and symbol of the
denomination rises from the top of the doorway to the vaulted ceiling.
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Plates 5.10.2-5.10.6 are representative of the types of artefacts found in the worship
space of Church Nine and, following each plate, the image is categorized in
accordance with Table 5.4.1 (see Tables 5.10.1-5.10.5).
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Plate 5.10.2
Stained Glass Window: Church #9
Table 5.10.1
Analysis of Image – Stained Glass Window: Church #9
Type

Two dimensional window

Media

Stained Glass

Nature of image

Coat of Arms inset with flag, crown and
geometric shapes

Colour diversity

High

Symbolic referents

 Flag
 Crown

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.10.3
Salvationist Flags and Cross: Church #9
Table 5.10.2
Analysis of Image – Salvationist Flags and Cross: Church #9
Type

Three dimensional cross and flags as
background to visual artefacts

Media

 Wood
 Fabric
 Metal

Nature of image

Flags, cross, text, flowers and stand set
on a brick ground

Colour diversity

High

Symbolic referents

 Cross
 Flags
 Text

Evidence of tactility

High

Evidence of text

Yes
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Plate 5.10.4
Flowers and Cloth on Stand: Church #9
Table 5.10.3
Analysis of Image – Flowers and Cloth on Stand: Church #9
Type

Three dimensional visual artefact

Media

 Fabric
 Glass
 Wood

Nature of image

Flowers and vase on a cloth covered wooden
stand

Colour diversity

Medium

Symbolic referents

Coloured cloth

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.10.5
Mercy Seat: Church #9
Table 5.10.4
Analysis of Image – Mercy Seat: Church #9
Type

Three dimensional seat with visual
artefacts

Media

 Wool
 Fabric
 Paper

Nature of image

Bible and floral arrangement set on a
cloth covered wooden table with text

Colour diversity

Medium

Symbolic referents

Bible

Evidence of tactility

Medium

Evidence of text

Yes
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Plate 5.10.6
Plaque: Church #9
Table 5.10.5
Analysis of Image – Plaque: Church #9
Type

Two dimensional plaque

Media

Metal

Nature of image

Crest with crown inset with crest and cross

Colour diversity

Low

Symbolic referents

 Cross
 Crown
 Scroll

Evidence of tactility

Medium

Evidence of text

Yes
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5.11 Church Ten: Uniting Church
Plate 5.11.1 presents an external view of Church Ten.

Plate 5.11.1
External View of Church Ten
Photographer w. Gregg Nowell

Entering through a foyer into the worship space of Church Ten the viewer is presented
with a primary space that is circular in design. To the left of the entry is a platform on
which a movable lectern stands.

Directly opposite the platform is a secondary

rectangular space which accommodates congregational overflow. Behind the platform
is a large Stained Glass window, abstract in design, extending from the ceiling to
approximately a quarter of the way down the wall. Lower than this window and yet still
approximately three metres in length and one metre wide are two banners which are
strategically hung to the right and left of the window.

Other banners in celebration of

liturgical seasons (for example, Lent, Easter and Christmas) replace these banners
during each year.

To the back right and left side of this section are Stained Glass
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windows with biblical stories such as the burning bush as the subject (Plate 5.11.3).
Three dimensional works, a quilted work and a metal plaque were also found in this the
primary space while, in the foyer, a small abstract triptych hangs. A cross stitch visible
in an annex attached to the main worship environment.
Plates 5.11.2-5.11.10 are representative of the types of artefacts found in the worship
space of Church Ten and, following each plate, the image is categorized in accordance
with Table 5.4.1 (see Tables 5.11.1-5.11.9).
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Plate 5.11.2
Banner: Church # 10
Table 5.11.1
Analysis of Image - Banner: Church #10
Type

Two dimensional banner

Media

Fabric

Nature of image

Trumpeter on white fabric ground

Colour diversity

Medium

Symbolic referents

Nil

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.11.3
Stained Glass Window: Church #10
Table 5.11.2
Analysis of Image – Stained Glass Window: Church #10
Type

Two dimensional window

Media

Stained Glass

Nature of image

Burning bush and text set on a ground of
geometric shapes

Colour diversity

High

Symbolic referents

 Burning bush
 Cross
 Scroll

Evidence of tactility

Medium

Evidence of text

Yes
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Plate 5.11.4
Stained Glass Window: Church #10
Table 5.11.3
Analysis of Image – Stained Glass Window: Church #10
Type

Two dimensional window

Media

Stained Glass

Nature of image

Abstract colours radiating light

Colour diversity

High

Symbolic referents

Light

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.11.5
Bible, Stole and Candelabra: Church #10
Table 5.11.4
Analysis of Image - Bible, Stole and Candelabra: Church #10
Type

Three dimensional artefact

Media

 Wood
 Fabric
 Paper
 Wax

Nature of image

Bible and stole with candelabra on wooden
bench

Colour diversity

High

Symbolic referents

 Bible
 Candelabra
 Fabric

Evidence of tactility

Medium

Evidence of text

Yes
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Plate 5.11.6
Bible, Sword and Candelabra on Fabric: Church #10
Table 5.11.5
Analysis of Image – Bible, Sword and Candelabra on Fabric: Church #10
Type

Three dimensional artefact

Media

 Fabric
 Metal
 Wax
 Paper

Nature of image

Bible, sword and candelabra on fabric

Colour diversity

High

Symbolic referents

 Sword
 Candelabra
 Colour

Evidence of tactility

Low

Evidence of text

Yes

194

Plate 5.11.7
Plaque: Church #10
Table 5.11.6
Analysis of Image – Plaque: Church #10
Type

Three dimensional plaque

Media

Metal

Nature of image

The Last Supper

Colour diversity

Low

Symbolic referents

Placement of figures

Evidence of tactility

High

Evidence of text

Nil
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Plate 5.11.8
Cross Stitch: Church #10
Table 5.11.7
Analysis of Image – Cross Stitch: Church #10
Type

Two dimensional picture

Media

Fabric

Nature of image

Cross stitched image of nativity scene

Colour diversity

High

Symbolic referents

 Cross
 Donkey
 Cow

Evidence of tactility

Low

Evidence of text

Nil
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Plate 5.11.9
Banner: Church #10
Table 5.11.8
Analysis of Image – Banner: Church #10
Type

Two dimensional circular banner

Media

Fabric

Nature of image

Quilted banner with flame and cross

Colour diversity

High

Symbolic referents

 Flame
 Cross
 Shapes

Evidence of tactility

Medium

Evidence of text

Nil
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Plate 5.11.10
Painting: Church #10
Table 5.11.9
Analysis of Image – Painting: Church #10
Type

Two dimensional painting

Media

Acrylic

Nature of image

Abstract image with text, cross, flowers and
basic shapes

Colour diversity

High

Symbolic referents

 Cross
 Flowers
 Palm frond
 Leaves
 Shapes

Evidence of tactility

Medium

Evidence of text

Yes
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5.12 An Overview of Art in the Ten Worship Environments
Table 5.12.1 lists the number of each type of visual artefact in each of the churches
and the overall distribution by type across all 10 churches. The first column identifies
the cocooned layer in which the works are found (See Table 3.2.1).
TABLE 5.12.1
Types of Artefacts Found in Worship Environments
TYPES OF

COCOONED

VISUAL

LAYER

ARTEFACTS

CHURCHES
1

2

3

4

5

6

7

8

9

10

TOTAL

%

BANNERS

5

4

12

0

1

0

1

6

1

3

2

5

31

23.85

STAINED
GLASS

2

5

3

0

0

0

0

2

5

0

1

7

18

13.85

2D

5

0

1

10

2

0

1

0

0

2

7

23

17.69

3D

5

3

2

28

3

0

4

4

0

5

6

55

42.31

18

3

42

5

1

13

10

3

10

25

130

100

TOTAL

While three dimensional images are the dominant type (42.31%), just over 50 per cent
of these occur in Church Three. Almost 40 per cent of banners occur in Church One
and over 40 per cent of two dimensional works occur in Church Three. Church 10 has
the most even spread across visual artefact types.
Within these environments however, the media used to produce works of art was broad
and not genre specific to an individual Church/Denomination. Much of the imagery is
realistic in nature rather than abstract. Diversity of colour is evident in most of the
artefacts and there are symbolic referents in the majority of the images. There is little
evidence of text; largely this is typographical with only a few an embedded and
cohesive part of the image.

4
5

Layer 5 - Portable/Non-structural Artefacts within the Worship Space
Layer 2 - Windows
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5.13 Human Perspectives – An Overview of Parishioner Responses
As indicated in 4.4, parishioners from the 10 participating churches were invited to give
their perceptions of the role of the arts, including the verbal, in creating the worship
environment. Since participation was entirely voluntary, response rates, as expected,
were variable across the churches with the number of responses from some churches
rendering it meaningless to analyze the results by church. Hence it was decided to
amalgamate the responses. Table 5.13.1 profiles the resultant total parishioner group
in terms of age and gender.
Table 5.13.1
Gender and Age of Parishioner Respondents
GENDER

AGE

Male
%

Female
%

15-20
%

21-50
%

51-100
%

44

56

41.5

15.1

42.4

While females were more dominant than males, the bimodal distribution of age in the
sample was more intriguing.

A number of possible explanations for the under

representation of the 21 - 49 age group may be advanced.

These include the

hypotheses that this is a more time-poor section of the population or potentially less
church committed. In the sections which follow, parishioners’ perceptions in relation to
each of the arts are examined.
5.14 The Perceived Role of Music
Table 5.14.1 summarizes parishioners’ perceptions of the role of music in the worship
environment.

The first two categories relate to positive comments distinguishing

between those who provided a context for their perception and those who simply
expressed a positive valence for music in relation to worship.

The third category

encompasses those who made negative or critical comments about worship related
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music while the fourth category includes those who saw music as having a neutral or
background role only.
Table 5.14.1
Perceptions of Music’s Role in Worship Environments
PRAISE AND/OR
WORSHIP

UNIDENTIFIED
WORSHIP

%

%

52

27

NEGATIVE/CRITICAL
%

BACKGROUND/NO
RESPONSE
%

5

16

Almost 80 per cent of parishioners regarded music as having a positive and facilitatory
role in relation to praising and/or worshipping the Lord. Specifically music was seen to
assist worship, to be an integral part of worship or to be necessary to accompany
singing and praise of our Lord. Less focused comments alluded to the role of music as
an accompaniment to singing or generically to the unspecified importance of its role in
our church.

Sixteen per cent perceived music to have only a background role while

the relatively few negative comments towards music or criticism of its use in a worship
environment were evidenced in phrases such as not much, not as positive as it should
be, too conservative.
5.15 The Perceived Role of Song
Responses to the role of song specifically were classified according to same categories
as for music – see Table 5.15.1.
Table 5.15.1
Perceptions of the Role of Song in the Worship Environment
PRAISE AND/OR
WORSHIP

UNIDENTIFIED
WORSHIP

%

%

59

34

NEGATIVE/CRITICAL
%
1
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BACKGROUND/NO
RESPONSE
%
6

Almost all respondents (93%) perceive song to be either facilitatory of worship or
positive in the worship environment; it is clearly perceived to be more potent than
music per se. This is consistent with the handmaiden comment in relation to music’s
primary role to accompany singing. Those who explicitly related song to praise and
worship referred to song’s role for glorifying God and commented that it has a major
role in praise and worship, assists the congregation to express worship and promotes
worship and praise that are Scripture based.
5.16 Verbal Texts Perceived to be Important
Two categories of texts were identified by respondents as specifically supporting
worship. The dominant category, consistent with the perceived important role of song
in the worship environment, was hymns (52%). The more expansive comments related
to the reality that conventional print forms have been replaced by technology:


Hymn books have been replaced with overhead projectors



Powerpoint enables us to access a variety of song book resources.

Forty-two per cent perceived the Holy Scripture, the Word of God, and the Bible to be
important. Eight per cent did not respond with only one commenting don’t know.
5.17 The Perceived Role of Reading and the Word
Table 5.17.1 classifies parishioners’ perceptions of the importance and role of reading
in the worship environment.
Table 5.17.1
The Perceived Importance and Role of Reading in the Worship Environment

READINGS/IMPORTANT
%
51

EDUCATIONAL
ROLE

VISUAL
AID

NONE/NOT
APPLICABLE

NEGATIVE/

%

%

%

%

43

1

2

3
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CRITICAL

The generic importance of Reading is acknowledged by just over 50 per cent of
respondents while another 43 per cent specifically refer to its critical educational role.
Respondents clearly see readings as important, whether in terms of an active role in
the reading or listening to a reading. The reading of Scripture is seen as integral to
listening to the sermon and any supporting messages.
In interpreting the results in relation to reading it must be acknowledged that the non
capitalization/italicization of the term word caused confusion for some respondents:


The word with a small (w) must mean any word, either in song or scripture
reading. Without any word at all the worship to me would be meaningless. God
speaks to us through His Word, we speak to him through our words



If you mean God’s Word – it is of paramount importance and preaching is from
God’s word always



If you mean reading words, not much if you mean the Word of God, heaps.

While, in hindsight, this should have been made clear in the survey, nevertheless their
clarifications served to underline the critical importance of the verbal to participants.
5.18 The Profile of Visual Art
Table 5.18.1 presents the percentages of respondents noting artwork in the worship
environment. In all 10 churches the perception …
Table 5.18.1
Perceptions of Artwork in the Worship Environment
YES

NO

UNDECIDED/DON’T KNOW

%

%

%

79

14

7

Almost 80 per cent acknowledge the presence of artwork in the worship environment
and identify various types of art as detailed in Table 5.18.2.
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Table 5.18.2
Perceptions of Types of Artworks in the Worship Environment
BANNERS
%

PAINTINGS
%

POSTERS
%

PHOTOGRAPHS
%

SCRIPTURE
%

STAINED
GLASS
%

OTHER
%

NONE
%

26

11

13

8

3

19

11

9

Respondents perceived banners to be dominant in worship environments despite the
reality that the objective count (see Table 5.12.1) shows that three dimensional works
were more numerous (42.31 per cent) than banners (23.85 per cent).

One might

speculate this could be because banners tend to dominate in size and visual
placement.
Table 5.18.3 classifies respondents’ perceptions of the purpose/s of artwork in the
worship environment.
Table 5.18.3
Perceptions of the Purpose of Artworks in the Worship Environment
DECORATION

WORSHIP

%

%

29

46

STIMULUS TO
THOUGHT/REFLECTION

OTHER
PURPOSES

%

%

6

11

NO RESPONSE
%
8

Six per cent specifically commented on art’s role as a Stimulus to Thought/Reflection:


[it] reminds the congregation of [their] involvement in missions



... contemplation



reflective thought.

Combined with the 46 per cent of respondents who identified the primary role of art as
assisting worship, this means that over 50 per cent regard art in the worship
environment as purposeful compared with the 29 per cent who saw it simply as
decoration. Eleven per cent of those who indicated art’s role was for Other Purposes
noted the following,
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use of a power point to present ... illustrations relevant to the presentation



it is best that nothing in the way of pictures [should] be revered

One respondent stated that the scripture verse on the back wall telling the preacher we
want to see Jesus eg. Sir we want to see Jesus.
Participants were requested to indicate the nature of their communicative
connectedness to the artwork in their worship environment. Table 5.18.4 classifies
their responses, indicating also whether the orientation was positive or negative.
Table 5.18.4
Communicative Valence of Artworks in the Worship Process
CLEAR STATEMENT
%

MINIMAL STATEMENT
%

NO STATEMENT
%

Positive

Negative

Positive

Negative

Positive

Negative

34

3

19

7

12

9

NO
RESPONSE
%
16

Thirty seven per cent of respondents made a direct link between the art work and their
orientation to worship; of these the overwhelming majority was positive in orientation:


… the verse shown (Psalm 46:10) reminds me that God (the Creator) is
still God, and encourages me to have faith in His power and work in and
around me



[it is] a focus point, to prepare our hearts and minds to connect with God



[it] brings your mind into preparation for worship time.

Negatively oriented comments tended to see art as communicating but to be either
lacking in quality or somehow superfluous:


… you can read it quite clearly but it is not great



Good for decoration but can be overlooked



Absence of much religious art emphasizes that worship is spiritual and
directed towards a non-corporeal (non-material) deity.

Minimal positive statements tended to damn with faint praise as distinct from reflecting
ongoing engagement:
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It is sometimes good to look at the verse ‘Be still and know that I am
God’ it is short and simple and helps you to focus on Him



… it is my belief that worship comes from the heart, so if ones heart is
not in tune with God; visual artwork cannot make one right before God.

Some negative responses included comments such as


… if I lived in Assisi in Italy, where I have seen the frescoes of Piero
della Francesca, in that church they make clear statements – very likely
more so than in [name of church] sermon



… not usually conscious of the picture.

Twenty one per cent of respondents indicated that the presence of visual art did not
impact on their worship process. Some regarded art as merely peripheral


worship [is] of the creator not objects



… it is there to decorate



… this is bordering on idolatry



… not even a cross … it incorrectly leads a worshiper to a piece of wood
instead of the risen Christ of the cross.

Participants’ perceptions of the importance of artwork in creating a context for worship
were categorized as presented in Table 5.18.5.
Table 5.18.5
Perceptions of the Importance of Artwork in Creating a Context for Worship
IMPORTANT
%

NOT PARTICULARLY
IMPORTANT
%

NOT IMPORTANT
%

NO
RESPONSE
%

25

32

43

10

Over half of respondents either did not see visual art as important in the worship
environment or made no response. Reasons were either more in the nature of a
personal justification:


… only because I was conditioned that way – a little emphasis on art as an
‘aid’ to worship
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… it was used more as a tool with children



I am more of a word stimulated person than a visual person



worship [should be] of the creator not objects



… no artwork to take away from Jesus. Only scriptural verse to guide the
worshipper to worship



I came to worship God, and believe anything intended to ‘help’ (which is not
my church’s intention, by the way) is idolatry.

Of the 25 per cent who saw artworks as important, reasons were positive and related
directly either to worship or to the ambience they create:


[It] brings your mind into preparation for worship time



… the Bible verse shown is a reminder to prepare my heart for worship by
reminding me of who and what God is



I love old churches and cathedrals – the atmosphere is reverent.

Of those who regarded artwork as Not Particularly Important (32 per cent), some
responses were positive and similar in nature to those of the Important group:


God can be worshiped in any environment if you know him personally



Sometimes seeing banners in church makes worship easier to ‘get into’



Sometimes it isn’t really important before worship begins, but more
important during worship.

Others were negative in relation to the art per se or its placement:


… having studied art I may be more critical than most, and don’t feel that
the big seascape does much to enhance



… it is mainly placed in the hallway.

Respondents were asked to indicate what they perceived the ideal role of art to be in
the worship environment.

Table 5.18.6 categorizes the roles envisaged by

respondents.
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Table 5.18.6
Perceptions of the Ideal Role of Art in the Worship Environment
WORSHIP
ENHANCEMENT
%

RELIGIOUS
SUMBOLISM
%

AESETHIC
AMBIENCE

REVERENCIAL
ATMOSPHERE
%

COMMUNICATES/
SUPPORTS
%

UNNECESSARY/NO
RESPONSE
%

36

3

13

14

12

22

Over one third of respondents explicitly see its primary purpose to be worship
enhancement:


[art] brings a concept of the Biblical principles into focus



[art]assists in worship and praise to the Lord



Some tasteful artwork can enhance the beauty of the place of worship
and help the worshiper in a more and meaningful worship

while another 17 per cent refer specifically to its potential for representing religious
symbols or creating a reverential atmosphere:


… our stained glass window depicts the burning bush and crosses,
symbolic of our Presbyterian heritage



Symbolic i.e., may be used to represent important aspects of the
Christian faith



it is very nice and gives encouragement and makes you feel good



[art is]for aesthetic purposes



[art assists] in creating a comfortable and warm surrounding in God’s
place of worship



[art’s role is] to create a worshipful atmosphere and encourage quiet
reflection and worship



[art creates] create an atmosphere of freedom and openness to praise
and worship



[art] fills the church with His presence, and focus our attention on Him.

A further 12 per cent saw art mainly as fulfilling an ancillary role in the communication
hierarchy:


we find it an important tool for communication of message rather than
atmosphere
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[it is] instructive, not drawing attention to itself so as to be revered – but
evocative



[it encourages] thoughtful appreciation of God



[it acts] as a teaching aid to convey truth.

Those who regarded art as unnecessary saw it as superfluous or as an agent of
interference:


In my view the role of art isn’t that important as it is not really for worship
during a service



a small amount of visual art – too much takes away from the religious
setting and is distracting if you have banners floating around



visual art is not necessary: the church is a place of worship, a gathering
for God’s people.

Clearly the role of the visual as a parallel communicative mode was not uppermost in
the minds of participants.
5.19 The Potential Inherent in the Visual
The evidence of the presence of the visual in the churches sampled suggests that it is
often reliant upon nested typographical text, highly variable in artistic quality and often
gratuitous in the context. Parishioners certainly do not perceive the visual as integral to
the worship environment in the way that they regard singing and scripture to be. There
is a sense in which the fundamental communicative worship mode is text based as
even music is not seen in the same way as is singing.
As a consequence it would seem that the chasm between the verbal and the visual
needs somehow to be bridged if the visual is to gain any kind of valence in the worship
environment. Subsequent chapters document the pathways and processes traversed
in the quest to create a series of works where the Word and the Visual coalesce
through image, colour and design.
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CHAPTER 6
A NEW BEGINNING: BRIDGING THE VERBAL AND THE VISUAL
6.1 The Status Quo: Barriers and Potentials
This chapter traverses the avenues and pathways travelled – and the dead ends
reached – to explore the possibilities for the visual image in a Christian worship
environment. It begins with explorations of ideas that were initially designed as works
of art but which, in the end, only provided partial foundations for future resolved works.
This chapter traces the trajectory from the early concept stage to the final stages of
image realization.
As a self-acknowledged procrastinator, I recognize now the extent to which that trait
initially impeded my progress but led ultimately to my empowerment. The first dilemma
centred on questions of what kinds of imagery, subject matter, processes, and
methodologies might be used to produce the artwork? At this stage of the research I
felt mistakenly impelled to travel down unexplored and unfamiliar avenues in terms of
different media, technologies, and methods because of an inherent fear that, to
undertake this journey using familiar methods and technologies would be a recipe for
tedium and monotony. The resultant process, coming full circle, proved to be both time
consuming and frustrating to the point that it constituted a journey which almost
destroyed the research; it was very much a lesson learned the hard way. However, in
retrospect, all was not lost; elements of ideas and design emerged from these time
costly explorations which reached only a series of cul de sacs; ultimately, when further
developed, these became integral to the final artwork designs. With the knowledge
gained from the seemingly pointless explorations I was able to return to my artistic
roots and, with new eyes, develop artwork that encapsulates unexpected subtleties of
colour, transparency and shape.
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Usually when beginning a project such as this, ideas flow quite freely. However, in this
case a mammoth task lay ahead and ideas, not fully conducive to the research, flowed
in from many corners of my mind. My greatest fear at this time was the extent to which
my peers, especially those associated with my particular denomination, would accept
the image? The dilemma was whether I should take them into account or throw caution
to the wind and develop works without any consideration to those with whom I
worship? Ultimately the decision was to remain true to myself rather than others. This
was not for the sake of being submissive to the church or even out of fear of retribution
but a direct response to the challenge of presenting another form of visual text and
dialogue - not one that this would replace the written word but needed to be one to
support and travel parallel to it. It must derive from within the individual artist and the
worship context.
Table 6.1.1 reads horizontally from left to right, provides an overview of the somewhat
convoluted journey towards the resolved series of artworks. This journey is described
in terms of Stations to Realization (Column One), so titled partly because of the
anguish involved at each station and partly because each station required a period of
reflection before moving to the next. The Concept column raises the ideational issues
that underpin the concept at each stage.

The Technical Considerations column

canvasses the range of technical decisions towards realization of the work. Process
describes the process/es undertaken in creating the study/artwork. The second last
column evaluates the resolution/outcome while the final column identifies elements
retained for further development/use.
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Table 6.1.1
From Concept to Realization

STATIONSTO
REALIZATION

CONCEPT

TECHNICAL CONSIDERATIONS




Masking the Text
6.2

A computer disk as a
metaphor for artwork
related to
Christianity?







212






Focal Points in
Scripture
6.3

How
might
focal
points in Biblical
history
be
best
represented in an
artwork?








How many disks could/should be
used?
Should the disks be monotone in
colour?
How small/large should the artwork
be?
What art media might be used?
How might text be represented in the
artwork?
What artistic skills would be required?
In what configuration should the disks
be mounted?
How could the disks be mounted and
presented?
What colour mount should be used to
surround the disks?
Should the mount have a textured or
smooth surface?
How would the focal points in
scripture be chosen?
Should the imagery be figurative or
realistic?
How small/large should the artwork
be?
What medium/media might be used to
create the artwork?
How would the media be applied?
Should the artwork have or simulate
texture?
How could text be a part of the
resolved artwork?
What type of framing should be used
to complete the work?

PROCESS













In producing a study 13 squares
were drawn in graphite penicil to
represent the 13 computer disks to
be used.
These disks were placed in a
pattern across the page.
Simulated text (from scripture) was
placed vertically under or between
the disks.
Ideas of how the resolved work
should be completed were noted on
the page.

Seven focal points were selected
from Scripture. The number Seven
deemed as God’s perfect number
and the focal points were special
events that occurred in Biblical
history and future writing.
A study of these focal points was
produced.
Seven images based on a square
were drawn using graphite pencil.
Ideas of how the resolved image
should be completed were noted on
the page.
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ELEMENTS RETAINED
FOR FURTHER
USE/DEVELOPMENT

TO WHAT EXTENT WAS THE
PROCESS RESOLVED



The concept remains a
study only because at this
stage I was unsure
whether my level of skill
was suitable for the
research.





Geometric shapes
Colour
Gold leaf





Geometric shapes
Cross
Colour

Appendix D.1



The concept remains a
study only as it was
thought that to continue
would not have achieved a
work fully relevant to the
study.
Appendix D.2

Table 6.1.1 (cont.)
STATIONSTO
REALIZATION

CONCEPT

TECHNICAL CONSIDERATIONS
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Representations
of Christ
6.4

How
might
the
crucified Christ be
represented in an
artwork?











What might be the best way to
represent the figure of Christ from a
personal point of view?
Should the figure be clothed or
unclothed?
Should the figure be drawn or
painted?
Could two quite different types of
media complement each other in an
artwork?
Should only text and geometric
shapes be used?
Could text and shapes be painted,
drawn?
What type of base media should be
used; canvas or paper?
If basic geometric shapes were to be
used,
how then
would
they
harmonize with a realistic figure?
How might transparency of colour
simulate leadlight glass?
What painting technique should be
used to apply the layers of colour?
What colours should be used to
create the artwork?
Should the geometric shapes in the
artwork have a defined key line?
Should a stylized graphic image be a
part of the artwork?
Should the resolved work be framed?

PROCESS









A number of small studies of the
male nude in various poses were
produced to understand the figure.
The canvas was stretched over a
wooden frame.
An outline of male nude and
geometric shapes was drawn on to
the canvas using charcoal.
Layers of thinned acrylic paint were
applied to the surface of the canvas
and brushed over the charcoal
image.
A key line of coloured gel medium
was applied as a key line to the
edges of the geometric shapes.
Varnish applied as a glaze on some
of the two works.







Two artworks were taken to
full completion.
Incorporated in the image
were geometric shapes,
text, the human figure and
stylized images of a lily.
The media used was
Charcoal, Acrylic paint and
moulding gel.
The base media was
canvas mounted onto a
wooden frame.
The works were unframed.
.
Appendix D.3
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ELEMENTS RETAINED
FOR FURTHER
USE/DEVELOPMENT

TO WHAT EXTENT WAS THE
PROCESS RESOLVED





Geometric shapes
Cross
Colour transparency

Table 6.1.1 (cont.)
STATIONSTO
REALIZATION

CONCEPT

TECHNICAL CONSIDERATIONS

PROCESS
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Symbols of
Christ
6.5

How might Christ be
represented
figuratively in an
artwork?









What image types should be used?
How should the image be presented;
eg. geometric shapes, text?
Should a number of subjects be
combined into the one image?
Should text be used in the image?
What type of base media should be
used paper/canvas?
What type of media should be used?
Should the media be mixed?
How could the visual statement be
best represented by using either
monochromatic or full colour?
What would be the best technique to
employ to lay down the media?
How should the resolved work be
mounted?










The subject of the work was
chosen from a series of photos
taken by the artist.
The decision was made to produce
the work in colour as working in
monotone the image could not
visual equal that of layered colours
A quick study of the chosen
subject was executed.
The decision was made that of the
three created images one would be
symbolise the crucifixion of Christ.
Using pencil the image was drawn
(freehand) on to the base medium.
A series of washes and techniques
were used to create the
background colour and texture.
The image was completed by
adding detail to the artworks.
A decision was made as to how
the artworks should be framed and
or mounted.

214

ELEMENTS RETAINED
FOR FURTHER
USE/DEVELOPMENT

TO WHAT EXTENT WAS THE
PROCESS RESOLVED







Three artworks were taken
to full completion one on
canvas and two on paper.
The canvas work was
unframed whereas the two
paper works were framed
behind glass.
The images were used as
a source of inspiration for
future works.
The influence of the
leadlight window remained
throughout the rest of the
study.
Appendix D.4



Colour transparency

Table 6.1.1 (cont.)

STATIONSTO
REALIZATION

CONCEPT

TECHNICAL CONSIDERATIONS

PROCESS





Abstract
symbols of God
6.6

What types of
abstract symbols
have the potential to
represent God?
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What geometric shape might best
represent God?
What colours might best represent
God?
What technique might best be used to
produce or reproduce a suitable image?
Should stylised images of the previous
artwork in 6.2.4 be used?
Should the work be influenced by the
leadlight window?
Must the shape of a cross be central to
the overall image design?





Studies were made of different
subject matter.
Monoprints, painting styles and
different
designs
were
investigated.
Prints using Acrylic Paints was
explored,




The concept remains a
study as at this stage size
did matter and the works
that would have been
produced
would
have
been overly small.
Colour was becoming
integral to the resolving of
imagery.
It was becoming more that
geometric shapes were an
essential component of the
image.
Appendix D.5
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ELEMENTS RETAINED
FOR FURTHER
USE/DEVELOPMENT

TO WHAT EXTENT WAS THE
PROCESS RESOLVED






Geometric shapes
Cross
Colour transparency
Paper

Table 6.1.1 (cont.)
STATIONSTO
REALIZATION

CONCEPT

TECHNICAL CONSIDERATIONS
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God: Names and
Symbols
6.7

What universal name
might represent God
and what symbols
might best represent
God?







What text should be used in the
artwork?
Should Hebrew text be a part of the
artwork?
What type of font might be used?
Should other types of subject matter be
incorporated into the image?
What type of media should image be
made from?
Should the artwork be monotone in
colour?
How might the work be displayed?

PROCESS








Deciding on whether to go back
to the roots of Christianity and
use Hebrew text.
Choosing to use Hebrew text
relating to God.
Exploring and producing studies
of imagery using Hebrew text as
a subject.
Exploring types of media cloth,
clay and plaster.
Deciding what colours to be
used.
Producing
maquettes
of
proposed works.
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ELEMENTS RETAINED
FOR FURTHER
USE/DEVELOPMENT

TO WHAT EXTENT WAS THE
PROCESS RESOLVED




The concept remains in
maquette form only.
At this stage while clay and
plaster were discarded.
Fabric became a medium
that
would
play
an
important role in the
process to resolution.
Appendix D.6







Geometric shapes
Cross
Colour transparency
Fabric
Text

Table 6.1.1 (cont.)
STATIONSTO
REALIZATION

CONCEPT

TECHNICAL CONSIDERATIONS



Communicating
with God
6.8



How might art work
be used as a tool for
communication?







What would be the best medium that
would best suit this concept?
How would image be applied to fabric?
Could printing methods be used to
reproduce the image on to the fabric?
How might the image be printed onto
the fabric
Should colour be used?
Should computer text be used?
Should the work be an artistic
installation?
What would be the best method used
for exhibiting the work?

PROCESS






217



The Word:
symbols and /or
art
6.9


How might Biblical
text be established
as an artwork?




Should a body of text or a single letter
of word be chosen for an artwork?
What might be the most suitable
method to change the text?
How might text become integral to the
image?






Producing the studies of the
perceived artwork?
Using computed technology and
programs to produce studies and
text.
Exploring ways in which to
transfer text from paper to fabric.
Producing paper and fabric
maquettes.

Choosing the text to be
embedded in the art.
Placing the letters of the text into
the existing image.
Analysing colour and balance.
Manipulating the text.
Choosing whether the text should
be partially hidden within the
existing image.
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ELEMENTS RETAINED
FOR FURTHER
USE/DEVELOPMENT

TO WHAT EXTENT WAS THE
PROCESS RESOLVED



The concept remains in
maquette and computer
printout
form
only.
However this was the
beginning of the Artist’s
Book and the realization
that computer imagery
would be a viable option for
the resolved works.
Appendix D.7






Banners
Panels
Artist’s Books
Stations of the Cross








Geometric shapes
Cross
Colour transparency
Fabric
Paper
Text

Table 6.1.1 traced the evolutionary process whereupon each idea was formed and,
through elimination, concepts were realized and subsequently developed into a series
of art works. Subsequent sections of this chapter detail the progress of each tentative
foray.
6.2 Masking the Text
As text is integral to Christian worship and has been demonstrated in the current study
to be important to worshippers across the denominations sampled (see 6.12) the
possibility of incorporating text as a bridge to the visual presented both challenges and
opportunities. While the intention was for text to become an essential element in and
pivotal to the image, this did not necessarily obvious text images but, alternatively the
subliminal placement of the text within the image itself or within the medium used.
Since this pathway was a direct and unanticipated outcome of the research (Aim 2), it
prompted a review of the uses of text as image by other artists.
6.2.1 Text as Image
In Christian religion, early scriptures were scribed on manuscript, many supported by
marginal and other illustrations.

Some included an embellished Initial text at the

beginning of a chapter. Table 6.2.1 presents a brief visual historical narrative of the
manuscript from pre-800 to the twenty first century.

Column one delineates the

approximate date of the manuscript. Set within column two is a representative image
of the manuscript, its title together with a brief description. Column three provides a
visual analysis of the dominant colours used while columns four through six summarize
the type of media used, the key imagery and the method of reproduction respectively.

218

Table 6.2.1
Biblical Imagery and Text – An Overview

DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

Canon tables, in Greek, The Golden Canon Tables,
Constantinople ?, 6th or 7th century, 200 x 160 mm.
Add. 5111, f. 11

219

-

Most likely
scribed upon
parchment
and/or Vellum
which had
been overlain
with Gold leaf

800CE

http://www.bl.uk/catalogues/illuminatedmanuscripts/TourBib1e .
Accessed 15.06.2011
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 Flora
 Medallion bust of
an apostle
 Text

Hand written and
hand coloured
usually by specialist
scribes and
Illustrators

Table 6.2.1 (cont.)

DATE

800 – 1000 CE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

1 Thessalonians, in Latin, Epistles to Revelation, Rheims,
France, 2nd half of 9th century, 290 x 185 mm.
Harley 1772, f. 75
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 Ink
 Vellum

http://www.bl.uk/catalogues/illuminatedmanuscripts/TourBib2.asp.
Accessed 15.06.2011
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 Decorative shapes
and patterns
 Stylized bird
 Text

Hand written and
coloured by
specialist scribes
and Illustrators

Table 6.2.1 (cont.)

DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

Psalm 74 (73), in Latin, Monte Cassino Psalter, Southern Italy,
middle of 12th century, 200 x 130 mm.
Add. 18859, f. 39
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1000 – 1200 CE

 Ink
 Vellum

http://www.bl.uk/catalogues/illuminatedmanuscripts/TourBib3.asp.
Accessed 15.06.2011
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 Animal heads
 Beasts
 Decorative
shapes and
patterns
 Text

Hand written and
hand coloured
usually by specialist
scribes and
Illustrators

Table 6.2.1 (cont.)
DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

David, Psalm 39 (38), in Latin, Psalter, Paris ?, last quarter of
13th century, 215 x 145 mm.
Yates Thompson 18, f. 52

1200 – 1400 CE
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 Ink
 Vellum

http://www.bl.uk/catalogues/illuminatedmanuscripts/TourBib4.asp.
Accessed 15.06.2011
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 Animals
 Breton Saints
 Decorative shapes
and patterns
 Flora
 Hybrid creatures
 Text

Hand written and
hand coloured
usually by specialist
scribes and
Illustrators

Table 6.2.1 (cont.)
DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

Tetramorph, Matthew, in English, Wycliffite Bible, North
Midlands, England, 1st quarter of 15th century, 405 x 255 mm.
Arundel 104, Vol. II, f. 251 (detail)
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1200 - 1400
 Ink
 Paper

http://www.bl.uk/catalogues/illuminatedmanuscripts/TourBib5.asp.
Accessed 15.06.2011
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 Decorative
shapes and
patterns
 Flora
 Four Apostles
Text

Hand written and
hand coloured
usually by specialist
scribes and
Illustrators

Table 6.2.1 (cont.)
DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

Johann Gutenberg's 42-line Bible. British Library C.9d3

1450
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 Printer’s Ink
 Paper

http://www.bl.uk/onlinegallery/hightours/gutenberg/large17325.html.
Accessed 15.06.2011

Table 6.2.1 (cont.)
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Coloured Initial
Flora
Fauna
Text

Platen printed and
hand coloured

DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

William Tyndale's New Testament. Worms (Germany), 1526.
British Library C.188.a.16.

1526

226

 Printer’s Ink
 Paper

http://www.bl.uk/onlinegallery/onlineex/landprint/tyndale/large17666.html.
Accessed 15.06.2011

Table 6.2.1 (cont.)
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 Coloured Initial
letters
 Landscape
scene
 Figure
 Book
 Animal
 Trees

Platen printed and
hand coloured

DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

Harpers Illuminated Bible (1846)
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Pages are either
black and white
or printed with a
one colour
decorative
surround

1846

http://www.windmillministries.org/Antique-Family-Bible-Store-231G.htm.
Accessed 15.06.2011

Table 6.2.1 (cont.)
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 Printer’s Ink
Paper

 Decorative
surrounds
 Figures
Text

Machine printing

DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

The Four Gospels of the Lord Jesus Christ According to the
Authorized Version of King James I. Decorations by Eric Gill.
Waltham Saint Lawrence, England: Golden Cockerel Press, 1931.

Pages are either
black and white
or printed with a
one colour
decorative
surround

1900’s

http://myloc.gov/Exhibitions/bibles/OtherBibles/Pages/SlObjectList.aspx.
Accessed 15.06.2011.

Table 6.2.1 (cont.)
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 Printer’s Ink
 Paper

 Figures
 Lora
 Text

Machine printing

DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

 e IMAGE
 Text

 Photographs
 Text

REPRODUCTION
METHOD

The Book: Bible Illuminated: New Testament
Online interactive book.

2000 -

228
http://bibleilluminated.com/. Accessed 15.06.2011.
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e IMAGE

Table 6.2.1 (cont.)
DATE

KEY
COLOURS OF
SIGNATURE
EXAMPLES

SIGNATURE EXAMPLES

DOMINANT
MEDIA

KEY IMAGERY

REPRODUCTION
METHOD

Donald Jackson with contributions from Chris Tomlin
Genesis Frontispiece: Creation
(Genesis 1:1-2:3) (1)
[Digital ID# itw0001]

2000 -

229

 Digital
 Text

http://www.loc.gov/exhibits/stjohnsbible/stjohns-exhibit.html.
Accessed 15.06.2011.
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Photographs
Drawings
Paintings
Text

Digital

Table 6.2.1 clearly shows Manuscript image to be an enlightening and decorative
element enhancing text.

On occasion it creates a visual narrative of text through

drawing and/or photography but, in most cases it is separate and adjacent to the text.
Although text dominated pre 20th century scriptures, the concept of text in a work of art
was not fully realized until the art movements of Constructivism (1913-1916), Dadaism
(1916-1922), and Pop Art (1950s). Within these movements artists laid a foundation
that conceived text as art. Four such artists are Jasper Johns (1930Indiana (1928- ) Mel Bochner (1940-

) and Australian Ian White (1957-

), Robert
). Each of

these artists has explored the potential of text as visual image in very different ways.
Johns’s work Figure 7 (Plate 6.2.1) shows a two dimensional image of the number
seven floating yet partially submerged within a sea of texture and tone. Although many
of Johns’s works are an array of colour, this work is monochromatic. The collage,
overlaid with encaustic creating transparency, shows depth, subtlety and delicacy of
image.

Plate 6.2.1
Jasper Johns
Figure 7
Encaustic and Collage (1955)
Jasper Johns / Licensed by VAGA, New York, NY
http://collectionsonline.lacma.org/mwebcgi/mweb.exe?req
uest=record;id=142212;type=101. Accessed 03.04.2011
Accessed 03.04.2011

Plate 6.2.2
Robert Indiana
Heliotherapy Love, 1995
Color Screen print on 4-ply rag board
http://www.josephklevenefineartltd.com/NewSite/Rob
ertIndianaLove.htm. Accessed 03.04.2011

The play of negative and positive space in this image of a single numeral with its
simplicity of form and shape is paralleled by Indiana’s work LOVE (Plate 6.2.2) which
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uses a single word and complementary spot colour to produce sharpness of imagery.
Tone becomes almost non-existent as each colour maintains individual strength. By
playing with the placement of the text, Indiana creates a visual narrative of shapes,
letters and colour.
Bochner uses multiple texts, some inverted, to create his image as seen in Plate 6.2.3.

Plate 6.2.3
Mel Bochner
Mistake/Meaningless (2005)
Oil on velvet

http://libx.bsu.edu/cdm4/document.php?CISOROOT=/MuseumBSU&CISOPTR=2296&REC=2. Accessed 10.04.2011

His layering of coloured text on a black velvet ground in this work almost confers an
almost three-dimensional effect through subtle transition from transparency to opacity
of image and colour. Initially Bochner’s juxtaposition of multifaceted text and colour
might be seen as little more than an array of letters. Closer observation, however,
yields more complex words and meanings thus underpinning a strong conceptual
message.
White’s play with text is more exploratory than conceptual. His concern is to probe “...
coloured noise…[which] form ‘rivers’ of white space [and]… discernible patterns…” of
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colour (White 1999:484).

He selected a text from Shakespeare’s Macbeth and

targeted only the vowels. He allocated each vowel a colour and overlaid a rectangle of
the appropriate colour on each of the associated vowels to create a work of coloured
noise (see Plate 6.2.4).

Plate 6.2.4
Ian White
Red Variations on Macbeth, Latent Image Data Set.
For each of these artists text became the overarching visual context of the image
although their modes of composition were very different. Yet none of these potential
models satisfied the sense that text could be infinitely more integral to image. However
text is utilized within the image, it should be possible for the work to present as image
and for the text to entice the viewer to seek within rather than to compel from without
as in, say, the Indiana work (Plate 6.2.2). The challenge for me as an artist was to
explore, expand and create art with embedded text within the potential frames of a
sheet of paper, canvas, or other contemporary media. I began to question what would
be the result if text were to be the foundation on which to build the image or the first
layer on which to build subsequent layers? Might it be that the initial text which inspired
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the work exist within the art but not be immediately visible to the viewer? Might text be
used as a bridge between the text/word and the image? To what extent might one take
the Holy text from scripture and morph it into image? Thus the word of Christianity
might become the cross, the fish, the symbol and/or the image of Christianity itself, the
ultimate union of text and image.
6.2.2 Stretching the Limits
The Computer or Floppy Disk (as it is also known) holds a fascination for me and even
today the disk (now obsolete) and how it works remains a personal mystery. The idea
that a very thin flexible plastic disk, encased within a similarly thin hard plastic casing,
is able to store text and imagery is the basis for a fascination that ultimately formed the
starting point for the initial stage of image development.
The disk’s basic geometric shape based on the square intrigued me as did its hidden
components. The black or coloured outer casing with its metallic shield covering a
delicate vinyl disk is simple in design, and yet complex in its overall purpose. The
intention was not to create an artwork from scanned and printed images of a disk but
rather to use actual disks.

As a work designed to be displayed in a worship

environment, I determined that it needed to be imbued with spiritual/symbolic meaning.
For example, a person could have turmoil within their lives (the inner disk) and yet,
seemingly to others, be at peace (the outer casing). The shape of a square and a
circle could also relate to Plato’s theory that some geometric shapes represent God.
Consequently the concept at this early stage of image development was to create an
image that had thirteen floppy disks juxtaposed on one panel; the number thirteen was
chosen because it can be placed in the category of meaning less than perfect. Three
disks were however, to be overlaid with gold leaf symbolizing God’s perfection and his
Trinity. Only a pencil study (see Plate 6.2.5) of the layout and design was produced at
this stage.
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Visual Diary #1

Pencil on Paper

Study: The Entity Within: Number One

Plate 6.2.5

Although the idea was enticing, it was just the start of a journey and was not explored
any further. While believing that a successful outcome in creating an image using the
floppy disk as a medium could eventually be successful, I was uncertain as to whether
floppy disks constituted a suitable medium for a worship environment. I was also
concerned about whether the nature of the medium could both sustain the mask effect
yet radiate a symbolic and spiritual message that would be clear to the viewing
audience.
Still using the computer disk as a visual inspiration, another concept was explored
through a series of large abstract image reductions where the components of the disk
constituted a more minimalist form. While abstract in genre and geometric in shape
(see Plate 6.2.6), these works were designed to be analogous to the earlier ones with
the intention to resolve them using the more fluid medium of oils and a painterly
technique. These works retain the concept of revealing and concealing but, instead of
the hard outer casing of the computer disk being a part of the artwork, the colour
replaced the drabness of the original computer disk.

235

Plate 6.2.6
Study: The Entity Within: Number Two
Pencil on paper
Visual Diary #2
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While the concept was feasible, technical skill in the use of oils proved to be too limited
to realize the concept and resulted in naive images that achieved awkwardness rather
than aesthetically pleasing and conceptually satisfying ones.
While the computer disk, neither in its actual nor simulated form, satisfied the search
for an appropriate visual metaphor, I resolved to retain both the square as a basic
geometric shape and the concept of hidden text but to explore a technique, medium
and subject more familiar to me. At this early stage of the research it became apparent
that basic geometric shapes were integral elements of design and were one part of a
grid used in page layout and design. However, the issue was whether a series of
works could be produced using these shapes? At this stage I could not see beyond
these simple shapes and therefore decided that I should explore different types of
imagery that might be developed more appropriately as spiritual art.
6.3 Focal Points in Scripture
Table 6.3.1 focuses on specific events that occurred in Biblical history with the
objective being to represent God symbolically across the ages through an overarching
concept of Salvation. Seven images were envisaged at this stage as this is the number
representing the perfection of God.
TABLE 6.3.1
Outline of Concept Underpinning Plate 6.3.1
IMAGE 1

IMAGE 2

Before the
Fall

Sin Enters

IMAGE 3

IMAGE 4

IMAGE 5

IMAGE 6

IMAGE 7

Covenant
with
Abraham

The Cross
of Christ

Pentecost

The Great
Tribulation

The
Heavenly
Kingdom

Seven: the number representing God
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The seven images beginning at creation in Genesis through to the Second Coming as
recorded in Revelation were created (see Plate 6.3.1). Relief printing was the chosen
method, a method of reproduction quite different to those explored in 6.2 but one that
was more familiar to me.

Plate 6.3.1
Study: Personification
Pencil on paper

Visual Diary #3
Central within the work is the cross and, although the combined image of seven prints
is quite abstract, there is an element of realism. At this juncture, however, I could not
envisage how text might be placed within the image and still retain the desired
minimalist impression; nor could I see how the image might achieve the visual dialogue
intended. In retrospect however, the design should have been explored further. The
decision to cease further exploration was erroneously made on the basis of overfamiliarity with media and technique as they are ones in which I received my original art
training but somehow I felt that this would not meet the challenges of the task.
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6.4 Representations of Christ
After thus summarily abandoning print I decided to research drawing as a potential
technique.

Painting was also revisited.

Realism replaced abstraction and

contemporary religious images were integrated into the emerging concept.
Statutes of the crucified Christ are often positioned above the entrances of churches
and the crucified Christ is a subject for artists such as Rubens (1577-1640), Velazquez
(1599-1660) and Whiteley (1939-1992) as well as those artists discussed in 5.1.
Observing Christ to be scantily clothed (a cloth draped around his loins and covering
his genitalia) I questioned the veracity of such representations because Scripture
records that Christ’s clothing was gambled for by soldiers (Matthew 27:35; Mark 15:24;
Luke, 23:34, John, 19:23: Bible). In considering whether the figure was clothed or
unclothed, I researched the biblical records of the crucified Christ as devoid of clothing
and therefore endeavoured to produce an image that would portray my perception of
the crucifixion. Of course I had to overcome the instilled religious belief that the body
should not be seen naked even though, in my previous art studies, I had drawn many
unclothed figures.
Nevertheless I was also taught that God created the human form from the dust of the
ground and He saw it was “... indeed ... very good” (Genesis 1:31 NKJV). Hence I
proceeded to create an image Orante 1 (Plates 6.4.1) in a style that would be a true
representation of my personal interpretation of this part of Scripture.
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Plate 6.4.1
Orante1
Acrylic and Charcoal on Canvas
(H) 1.17m X (W) 75cm
Artist: w Gregg Nowell
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The inspiration for Orante 1 was taken from The Orante (Plate 6.4.2), one of many
Christian images found on the walls of the ancient catacombs of Rome.

Plate 6.4.2
The Orante

http://www.jesuswalk.com/christian-symbols/images/orante_priscilla.jpg. Accessed 28.07.2011

The Orante, a praying figure with hands extended upward, usually depicts a feminine
figure but in this instance I chose to feature the masculine; the figure of the Christ with
arms outstretched and praying as recorded in Scripture (Luke, 23:34, Bible).

The

figure’s arms, in this instance (Orante 1), extend to embrace the text Orante. The
concept underlying this image was not for the figure to be the initial focus but rather the
coloured geometric designs that overlay it.

To further push the image into the

background, strong key lines edged each of the shapes. This was the first of many
occurrences where leadlight widows found in Cathedrals inspired transparency and
colour. These leadlight windows were to have a profound influence on future works.
The image was initially drawn using charcoal as the medium. The figure was laid down
first with the geometric shapes strategically placed on the canvas forming a stylized
cross. Added to the image were two symbolic flames (see Plate 6.4.3) representing
the water lily that, in turn, symbolizes purity. One was placed at the foot and the other
at the head of the figure. The text ORANTE was roughly scripted across the shoulders
of the figure.
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Plate 6.4.3
Enlargement of Symbolic Lily (Plate 6.4.1)
Once the drawing was completed, acrylic paint, thinned with water, was layered onto
the canvas over the charcoal drawing. Of course, due to the nature of charcoal, some
of it did mix with the paint. The initial layer of paint was allowed to dry before another
one was applied and hence served to fix the charcoal.

Subsequently transparent

coloured layers were applied with some being rubbed back using a cloth to enhance
translucency.
On reflection though, after creating the image, the realization dawned that the art work
could not be hung in many Christian worship environments because of potential
controversy in relation to nudity. Hence a personal decision was made to abandon this
direction in favour of a focus on more neutral imagery. Using painting, I continued to
explore commonly used imagery of the catacombs of ancient Rome in combination with
contemporary symbolic shapes.
The Chi Ro is reflective of the textural arts found in the catacombs of Rome. The
image was designed to use text as a key line to segment the canvas into sections in
which colours would become a translucent body of simulated glass.

While not

personally experiencing the confines of the Roman catacombs and not visually seeing
or feeling the texture and colours of the walls, I endeavored to reproduce my sense of
what they would be like. I took a section of these walls and produced a likeness of
them on canvas by building up coloured layers of transparent ochre and blue. Using
charcoal once again I drew and then brush painted shapes of basic geometric forms
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and text. The paint, while still moist, was rubbed back with a cloth thus producing a
translucency in the work (see Plate 6.4.4).

Plate 6.4.4
The Chi Ro
Acrylic on canvas
(H) 1.17m X (W) 75cm
Artist w. Gregg Nowell

As with the previous work, the less than professional execution resulted in what
appeared to be an image engraved in a canvas wall. The Greek symbol (XP or Chi
Ro) embedded in the image is symbolic of those used by the early Christians to identify
Christian burial places in the catacombs. The cross – representing the death of Christ
– and the stole – representing clergy who lead the congregation in worship – hold
symbolic significance in the painting along with the magenta and blue colours that
symbolize the blood of Christ and the water which flowed from the wound in Christ’s
side (see John 19:34. Bible).
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At this stage of image development it is clear that doubt and indecision drove the
artistic choice of imagery. The upside of this peripatetic journey – although it seemed
bleak at the time – was personal satisfaction with the reservoir of ideas and their
potential for further development. Still uncertain about direction, I decided to move
away from the geometric shapes, text and print and to revisit illustration.
6.5 Symbols of Christ
While illustration ultimately represented yet another diversionary move, it involved only
minor and subtle differences in further experimentation. Here, instead of the figurative
image, the flower motif was dominant. The chosen flowers are found in gardens, bush
lands and billabongs in South East Queensland and are symbolically link to the stylized
lily in Orante 1 (Plate 6.4.1). Three works were produced during this phase of the
research. One of the works was executed using canvas as a base medium while
quality art paper was used for the other two.

Other modifications included the

technique used for laying down the background colour and the painting of the subject
matter itself.
On each of the works the image was initially drawn using graphite pencil before a wash
of colour was applied. As an alternative to a wash, subtle layers of colour were applied
to the background of two of the works by dabbing the colour on with a cloth. The
colours, reduced with water, created transparent layers; hence the subterranean
colours radiated through the upper layers.
Each layer was dried before the next one was applied except, of course, where a
suggestion of colour blending was required thus creating a more dappled, semi textural
effect. Once the background was almost completed, work began on the detail of the
floral image.

The layering technique utilize to develop the background was also

employed for creating the detail. However, this continued only until a more opaque
medium was required to complete the finer detail of the image.
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The three images, the Iris (Plate 6.5.1), Lily (Plate 6.5.2) and Thistle (Plate 6.5.3), were
chosen because of their intrinsic symbolism. The Iris, for example, is a symbol of faith,
wisdom and valour created with a mixture of analogous violet and mauve hues with
contrasting yet warm complementary oranges and greens.

While the image was

partially successful in execution, the skill level was still not optimal and, as a
consequence, paper was used for the other two images.

Plate 6.5.1
Iris
Acrylic on canvas
(H) 1m X (W) 1m
Artist: w. Gregg Nowell
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Plate 6.5.2
Lily
Acrylic on paper
(H) 21cm X (W) 30cm
Artist: w. Gregg Nowell
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Plate 6.5.3
Thistle
Acrylic on paper
(H) 21cm X (W) 30cm
Artist: w. Gregg Nowell
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Working on paper proved more successful as both confidence and skill were greater.
The decision to use acrylic on paper instead of the more familiar gouache proved to be
a problematic challenge due to its greater fluidity although it was certainly a medium
more capable of achieving subtleties in transparent colours. The delicate nature of the
paper required greater attention than does canvas because of the danger of damaging
it. Exploring both the image and paper became the crossroads at which point firm
decisions were made regarding both images and media for the final works. Facing the
demons at this juncture involved critical reflection on the multiple paths trodden.
Imagery that was merely symbolic did not offer this artist the opportunity to create new
bridges to worship. While cognizant of the problems in execution that had dogged
some of the earlier experimentation, I realized that the kernel idea – that of using text
as the conduit and/or media to the visual – should not be discarded along with the
obvious failures in media and technique.
6.6 Abstract Symbols of God
Prior exploration had specifically focused on the Christ. However, as Christ is only one
part of the Godhead (the Trinity), it was decided to broaden the focus to encompass
the triune God; the Father, the Son and the Holy Spirit. The shapes representative of
the Trinity thus derived from those in earlier studies; the square, the circle and the
triangle therefore became, along with text, essential elements in subsequent artworks.
Plate 6.6.1 uses one of these shapes, the circle, which overlaps to form stylized
triangles within a rectangular frame as an initial study.
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Plate 6.6.1
Study: Untitled
Acrylic on paper
Visual Diary #4
Artist: w. Gregg Nowell
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Some of the circles are complete while others are purposely taken beyond the edge of
the frame, continuing unseen only to re-emerge elsewhere in the artwork.

The

translucent colours that fill the void left by the overlapping circles once again reference
the stained glass window.
In a similar vein Plate 6.6.2, which shows two studies both based on Plate 6.5.1 (Iris),
is a combination of circles and squares within a rectangular frame. Basic geometric
shapes created the image in one of these studies while the other has a more intricate
design constructed using a combination of stylized circles, rectangles and squares,
with the colours again reminiscent of stained glass.
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Plate 6.6.2
Study: Untitled
Acrylic on paper
Visual Diary #5
Artist: w. Gregg Nowell
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The dominance of the cross and colour in these studies was personally satisfying,
suggesting that these could be foundational for the work.

Decisions in relation to

presentation and the texts to be used were the next challenges.
6.7 God: Names and Symbols
I had an innate desire to use Hebrew text as I thought it important that, because I had
chosen to portray some of the attributes of God in the artworks, it would be most
appropriate to use text from early biblical times. However, as a Christian I then faced
the dilemma; might using Hebrew text in my art be seen as disrespectful to the Hebrew
faith? Rabbis were subsequently contacted via email to resolve my doubts; none
expressed any negativity towards the text being used (see Appendix E).

Thus

empowered I began the process of creating art using the Hebrew script. The intention
here was to metamorphose the text into a somewhat cryptic image, an image that
would not initially signal its visual message but, after a time of meditation, could be
accessed. Plate 6.7.1 illustrates Hebrew text morphing into image.
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Plate 6.7.1
Study: Untitled
Pencil on paper
Visual Diary #6

Given these key image elements, issues of display and design appropriate to the
worship environment required resolution.
Initially I contemplated the Ten Commandments where, in biblical history, it is recorded
that they were inscribed (by God) on stone. As this was the initial work where text
pertaining to God was to be used I contemplated developing an image, not on fabric or
paper, but on a substance that best simulated stone. Plate 6.7.2 shows some studies
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from the artist’s visual diary that illustrates text exploration, along with some of the
different designs and shapes created during the developmental process.

Plate 6.7.2
Study: Extended Text and Tile Designs
Pencil on paper
Visual Diary #7
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Plates 6.7.3 and 6.7.4 show further explorations of text and how it might be placed and
even modified whilst maintaining its original characteristics.

Plate 6.7.3
Study: Exploring Hebrew Text Chosen for the Word Spirit
Pencil on paper
Visual Diary #7
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Plate 6.7.4
Study: Manipulating Text
Pencil on paper
Visual Diary #9
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For these works I contemplated using a clay slab to represent the tile on which the Ten
Commandments were inscribed.

I had previously worked with clay slabs when

teaching young children to make clay tiles and pots and therefore had some knowledge
of clay’s intrinsic properties. Knowing that clay was relatively easy to work with, I
proceeded to make a maquette and inscribe Hebrew text into it while the clay slab was
still green.
Sharp tools engraved linear flowing lines of various thicknesses through the clay.
Some extended to the slab’s edge while others overlapped creating intricate stylized
shapes. The tiles were subsequently fired in a kiln and, after firing, I painted the
segmented shapes to make them more visible.

However, once this process was

completed I realized that it would have been more appropriate to have used a glaze.
This exercise of producing tiles was successful as I was able to make two maquettes
(Plate 6.7.5) using clay and two using plaster (see Plate 6.7.6).

Plate 6.7.5
Maquette: Clay tile – Coloured with Acrylic set in a Wooden Box
(H) 14cm X (W) 37cm
Artist: w Gregg Nowell
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Plate 6.7.6
Maquette: Plaster Tile – Coloured with Acrylic set in Plaster
(H) 9cm X (W) 17cm
Artist: w Gregg Nowell

One of the clay maquettes was purposely broken in an exhaustive attempt to age it and
then re-constituted in plaster (see Plate 6.7.7).

Plate 6.7.7
Maquette: Broken Clay Tile – Coloured with Acrylic set in Plaster
(H) 9cm X (W) 17cm
Artist: w Gregg Nowell
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While this, too, was successful, the final size of the tiles proved to be much larger than
the maquettes thus generating new problems. Firstly there was the issue as to how a
single tile of approximately two metres in width and approximately 50cm in height could
be fired in a kiln given that I did not have access to a kiln that could fire work of this
size.

Further I was unable to identify any kilns in the city of Redcliffe that could

accommodate such large works. The other complication in producing works of this size
was the accompanying weight creating issues in relation to how such works might be
hung or even exhibited. While I was quite proficient in making small clay objects, I had
limited experience in constructing larger ones.

Consequently I decided to explore

another medium on which or with which to develop the artworks. It was at this stage
that I decided to return once again to a softer base material and explore fabric as a
base medium. This meant I also had to decide how to colour the medium, e.g., by
dyeing or painting.
As indicated in Table 5.12.1 banners were identified as dominant in many
contemporary worship environments (e.g., Churches 1, 6 and 10). It was hypothesized
that the popularity of this genre may largely be an artefact of cost. Hence I chose to
develop banners using text and shape as the image base. However, the issue of
appropriate source colours remained troubling; for this reason I consulted my roots.
Appreciating and photographing the small things of nature, such as a butterfly, a
decaying leaf or a colorful seed that may have fallen from a tree and come to rest on a
pillow of rustic coloured leaves, has been a hobby for many years. Within these minute
and at times insignificant objects are colours that are not revealed in larger more
familiar subjects. These colours became those that I would initially use as an artistic
palette. A photo of the subject would be printed then taken to a fabric retail outlet to
match, as closely as possible, the colours in the photograph (see Plate 6.7.8).

259

Plate 6.7.8
Study: Butterfly and Fabric
Visual Diary #10
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This proved to be a most successful process as a fabric could be found to match most
of the colours in the photograph. I then proceeded to produce a maquette for a banner
to realize my concept (see Plate 6.7.9).

Plate 6.7.9
Maquette: Banner Based on the Butterfly
Fabric
Artist: w Gregg Nowell
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However, while the design and subsequent maquette were successful, I did not have
the skills of sewing and, as with clay, I faced having to produce much larger works than
might be appropriate for the planned worship context.
While not dismissing the banner idea, I then focused on fabric as a base medium with
Hebrew text and geometric shapes as subjects and endeavored to produce a series of
small flags. Using acrylic paints as the medium and with a Hebrew relief block cut from
linoleum, I coloured the fabric with acrylic and then over printed it (see Plate 6.7.10).

Plate 6.7.10
Maquette: Prayer Flag
Artist: w Gregg Nowell
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This too was successful but, since its stimulus was the prayer flag deriving from other
cultures, it was arguable whether this type of art would be universally accepted in a
Protestant worship environment. Nevertheless, this was to be the foundational concept
for later artist’s books and banner designs (see Plate 6.9.1).
6.8 Communicating with God
After exploring clay tiles, fabric banners and prayer flags as potential canvases for text,
their restricted linearity prompted an exploration of the genre of artist’s books as a
potential development. Initially the idea was to combine the materials with which I had
been working - clay and fabric – with the linearity of a book to create an installation – in
other words, a book writ large. This work, a study of which is shown in Plate 6.8.1,
would thus not be a traditional book but a three dimensional work which, in itself,
expresses the triune God - with three ribbons falling from a ceiling - and humanity’s
salvation - a clay pot inscribed with Hebrew text into which the ribbons would fall.
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Plate 6.8.1
Study: Artist’s Book Installation
Pencil on paper
Visual diary #11
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The key idea in Plate 6.8.1 was not explored further as again my skill in working with
clay proved a barrier and confidence in achieving a quality clay pot was low;
nevertheless the linearity concept underlying the installation was foundational to the
planning of future artist’s books I intended to create. However, before this could occur,
the practicality of an artist’s book required further exploration/experimentation. Fabric
was chosen, in particular linen, because of its prominence as a material in Scripture.
The white linen was painted with acrylic and subsequently overprinted by screenprinting biblical and Hebrew text. The numbers one, two and three were overprinted
onto the fabric using wooden relief printing blocks to represent the Trinity. Further to
this a subsequent and final layer of biblical text was written manually on top of the other
layers. In order to achieve the required fabric length, pieces of finished works were
sewn together with twine. Plate 6.8.2 shows a sample of an artwork produced to
gauge the types of materials and methods that might be used to produce such an
artist’s book.
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Plate 6.8.2
Sample: First Idea for Artist’s Book
Acrylic paint and ink on linen fabric.
Artist: w. Gregg Nowell
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6.9 Artist’s Book One
At this stage the realization dawned that text could be manipulated and morphed to
create an image while still maintaining its textual characteristics. In exploring the nexus
between colour and text, three potential artist’s book templates emerged (see Plates
6.9.1 to 6.9.3); each takes a different approach to text as image and its relationship to
the page.

Plate 6.9.1
Study: Linearity of Text - Rectangularity
Visual Diary #12
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Plate 6.9.2
Study: Segmentation of Image as a Block
Visual Diary #13

Plate 6.9.3
Study: Using Text and Shape
Visual Diary #14
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Although cloth is used for books for young children and stiffened to give it the
necessary substance to facilitate page turning and retention of the book shape, this
strategy did not seem appropriate for a worship context. Bond paper of 70gsm (grams
per square metre) was trialled and proved successful. This paper, while not a fabric,
has greater folding flexibility and a surface that is more accepting of print. The artistic
pathway became clearer once the decision to use paper was made as computer
technology could then be fully utilized to support any imagery required for a successful
outcome. While previous studies, ideas and explorations proved fruitful, both design
and execution of the art could more readily be accomplished using computer
technology, both for creating the imagery and printing it. It was thus logical to use the
contemporary technologies in which I had proven skill and experience.
The design of the book required considerable research and planning. While desiring to
incorporate the Trinity and endeavoring to maintain Hebrew within the image, I
explored whether it would be possible to create books based on the Menorah, a
candelabra used in Jewish religious ceremonies. Plate 6.9.4 shows the initial study for
the book.
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Plate 6.9.4
Study: Initial Study for Artist’s Book Based on the Menorah
Visual Diary #16

The intention was to simulate a series of scrolls, each representative of the individual
candleholders of the Menorah. However, as with the Menorah, the scrolls had to be
attached to each other so that the book would be a unified whole. To achieve this, it
was designed so that each section could fold into itself and then into its neighboring
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component so that, ultimately, the whole book would fold into itself as a functional unit.
It would thus comprise seven individual books (minor books) within an overarching
design concept.
In Revelation 1:20 (Bible) there is mention of a candlestick that is a combination of
seven smaller candlesticks. The central candlestick represents the Christ as Lamb of
God with the other six (three on either side of the centre) representing seven specific
churches. The intention here was not to replicate this but to utilize the design concept
to represent the character of God (see Figure 6.9.1). However, the concept for the
Artist’s Book inverts the candelabra shape (see Figure 6.9.2).

Figure 6.9.1

Figure 6.9.2

Exemplar Candelabra:
Representations of God

Design Concept for ... and among
the Lampstands ...
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While the pages are not erect, as candle holders are on a candelabrum, but hang for
the purpose of reading from top to bottom, the symbolic element of the candelabra is
evident. The imagery in each minor book was different although the image used for the
background was constant with each extracted from a single source photograph: St
Mary’s Church in Sydney (see Appendix F).
Plate 6.9.5 shows a sample of the images used for the background. The background
image, while initially in colour, was converted to greyscale so that it would simulate,
when printed, a watermark on the paper. Much depended on the lineal makeup of the
background image and how it enhanced the visual balance of the book: consequently
the type of image chosen for the background was an integral consideration in the
design.

Plate 6.9.5
Background Section for Artist’s Book … and among the Lampstands …
Text specific to each title was either used directly from scripture – across the spectrum
- without manipulation to extreme manipulation to enhance design, balance and
movement. Geometric shapes were used to portray animated movement and to assist
in each image’s symbolism (see Plate 6.9.6), thus culminating in a monogramatic
design (see Plate 6.9.7).
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Plate 6.9.6
Section of Artist’s Book Showing Text, Manipulated Text and Animated
Geometric Shapes.
Artist: w. Gregg Nowell

Plate 6.9.7
Culmination of Animated Geometric Shapes into Monogram
Artist: w. Gregg Nowell
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The concept of designing a book based on a candelabra culminated in one titled “…
and among the Lampstands …” (see Plate 6.9.8).

Plate 6.9.8
… and among the Lampstands …
Computer print on paper
Artist: w. Gregg Nowell
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The resultant book was consistent with the concept presented in Plate 6.9.4 with one
distinct difference. Instead of the leaves of the book folding into a box like structure,
the leaves of this book folded into a booklet that was both small and portable –
designed to simulate a personal prayer book (see Plate 6.9.9). A small decorative
monogram was embedded into the front cover; the idea for this deriving from the
decorative covers of the sacred manuscripts used in the early Church.

Plate 6.9.9
Cover of … and among the Lampstands …
Artist: w Gregg Nowell
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6.10 Artist’s Book Two
A second artist’s book Trinity, integral to its title, is a series of three books, each with
three image pages. These images are a facsimile of the panels (one of which is shown
in Plate 6.13.1) and placed into their specific categories, Father, Son and Spirit; Lord,
God and Saviour; Bread, Water and Light. Initially it was thought that the works might
be displayed in a star format (see Plates 6.10.1 to 6.10.2) symbolizing light.

Plate 6.10.1
Aerial View of Star Shaped Artist’s Book
Visual Diary #17
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Plate 6.10.2
View of Standing Star Shaped Artist’s Book - Concertina Fold
Visual Diary #18
However, it was desirable that the books be easily read. Consequently, and because
of the page shape, a simple concertina fold was deemed much more practicable in
terms of reader access (see Plate 6.10.3). Nevertheless, to utilize this type of fold and
as a result of display constraints, a much heavier weight of paper was used.

Plate 6.10.3
Study: Simple Concertina Fold of Artist’s Book
Visual Diary #19
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How the books should be protected and bound with the possibility of encasing them in
a single box or envelope consistent with the traditions of artist’s books was explored
(see Plates 6.10.4 and 6.10.5).

Plate 6.10.4
Study: Concept of Case for Artist’s Book
Visual diary #20

Plate 6.10.5
Study: Concept of Envelope for Artist’s Book
Visual Diary #21
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Considering that it would be prudent to protect the book’s pages, a hard clothbound
cover was chosen and a box case constructed to house them. As the books were
bound with the same cloth, identification of individual books might be difficult so a
monogram – a portion of an image copied from one of the three facsimile within the
book – was embedded in the front of each cover. Plate 6.10.6 shows the monogram
from the book Father, Son and Spirit.

Plate 6.10.6
Sample: Front Cover Monograph from Artist’s Book - Trinity
Artist: w. Gregg Nowell

Given that the audience for the book itself was conceived of as the viewer/worshipper,
the concept of encasing needed to evoke a type of performance during a time of liturgy
and/or worship. As the worshipper plays out a process of meditation, the book is
opened and the pages unfold and the process is reversed once liturgy/worship
concludes. Plate 6.10.7 shows the completed artist’s book Trinity.

Plate 6.10.7
Trinity
Photographed: Liat Chung Ham
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6.11 Artist’s Book Three
The third and final in the series of artist’s books is fear not for I am the first and the last.
Based on the menorah but similar to Trinity (Plate 6.8.17), this artist’s book takes
successful concepts from Artist’s Books One and Two and incorporates them into its
design subsequent display as shown in Table 6.11.1.
TABLE 6.11.1
Successful Concepts from Artist’s Books One and Two
SUCCESSFUL
CONCEPT

ARTIST’S
BOOK ONE

ARTIST’S
BOOK TWO

Menorah inspired
Image (Monograms)
Number of images
Light weight paper
Concertina fold
Suite of books
Cloth bound cover
Image (Text) on front of
individual books
Case
Image (Text) on Case
Display

Menorah inspired, this book takes the monogram images from Artist’s Book One and
elongates each monogram to achieve single pages of abstract colours and shapes.
For example Plate 6.11.1, the monogram for God, is elongated to achieve a Stole like
appearance (see Plate 6.11.2) similar to that identified in Plate 6.4.4 (Chi Ro) and
(Plate 6.9.8) Artist’s Book One.
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Plate 6.11.1
Monogram for God used in … and amongst the Lampstands … and fear not for I
am the first and the last.
Artist: w. Gregg Nowell

Plate 6.11.2
Elongated Monogram
Printed Page for Artist’s Book God: fear not for I am the first and the last
To achieve further synchronicity with Book One, a facsimile of the monograms in Book
One was used for the pages of Book Three. Elongated approximately one metre in
length and enlarged to cover the width of the page, a different monogram was used for
each of the books entitled Father, Son, Sprit, Lamb of God, Lord, God and Saviour with
pages radiating colour and shape. While there is no readily identifiable text, the viewer
may read sections of the image or mediate on selected portions of it. Because of the
page size it was necessary to print on a colour ink jet plan printer and to use a
concertina fold to insert them in the cover. A hard cloth cover on which text was
printed in gold leaf encased each page. To shield the seven books a case constructed
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from the same materials as the covers was made. Deliberately the case does not have
any identifiable marks or text in order to encourage engagement from the holder/viewer
(see Plate 6.11.3). Thus, as with Book Two, a type of performance is enacted as the
viewer extracts the book from the case and unfolds the page.

Plate 6.11.3
Case and Extracted Book for - fear not for I am the first and the last
6.12 The Word: Symbols and/or Art
Extending from the artist’s book concept, three banners were produced using text and
shape to create the images. However, while text was distinguishable in two of the
artist’s books, the intention was to camouflage the text in the banners.

While

maintaining the theme of the Trinity and God, the purpose was to use limited text.
Therefore individual images portraying the attributes of God; Bread (Bread of Life),
Water (Water of Life), and Light (Light of the World) were chosen as the basis for the
image. Along with the chosen text, the image was created using a series of squares,
circles and triangles. By overlaying transparent coloured shapes and text, an image of
subtle colours and shapes was created (see Plate 6.12.1).
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Plate 6.12.1
Water of Life
(H) 1.7m X (W) 70cm
Photographed: Liat Chung Ham, 2005

The colours are symbolic of the word; for example, Bread of Life – earthy ochre
colours, Water of Life – cool aqua colours and Light of the World – warm colours. To
contain the colours a border of orange symbolizing gold (royalty) was used to frame
each image.
The initial intention was to have the banners produced by a group of quilters. However,
after a meeting with a quilting group it was decided that, given the subtleties of the
colours, shapes and fabrics, the intricacies of producing such a banner would render
them both too difficult and costly to produce.
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Consequently another method of

producing the banners had to be found. Tapestry was considered but again the cost
would have been prohibitive. It was therefore decided that it was less costly to print the
banners using the same technology as that used to produce Artist Book Three (see
6.11).
The influence of the artist’s book pervaded these works except that these would not be
encased in a cover but would, in fact, simulate a scroll when rolled up for transport or
storage (see Plate 6.12.2). Simulating the opening and closing of a scroll, the ends are
either rolled to or away from the centre of the banner revealing colour and design thus
promoting a performance of worship and/or meditation.

Plate 6.12.2
Banner Rolled as a Scroll
Photographed: w. Gregg Nowell, 2009

To aid in the closing/opening of the scroll rods, ends are attached to the head and foot
enabling this to occur with ease (see 6.12.2). Taking the concept of the lily from the
Orante 1 (Plate 6.4.1) a line image was pyrographed (wood burned) into each end (see
Plate 6.12.3).

Plate 6.12.3
Wooden End Showing Burnt Image of Stylized Lily
Photographed: w. Gregg Nowell

284

6.13 The Panels
Nine panels (see Plate 6.13.1) designed using the same computer technology as for
the banners, represent the next part of this creative journey.

Plate 6.13.1
Sample: Light of the World
(H) 23.6cm X (W) 70cm
Incorporating text, geometric shapes and transparent colours, the design once again
embodied an array of abstract imagery. Manipulation of text and distorted, geometric
shapes were used separately and in combination to form overlapping squares,
triangles and circles to produce subtle patterns of transparent colour and shape.
Conventional coated (art) paper such as used in commercial printing for glossy
magazines etc, was sought as a base for the images. However, as the printing bureau
did not stock art paper, polypropolene paper (plastic paper) was used as a substitute.
This was a critical choice as, from past experience and knowledge of coated and
uncoated papers, I understood how inks printed on such papers. Inks dry by oxidation
rather than absorption on coated papers enabling the achievement of greater colour
brilliance than is the case on uncoated paper.
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6.14 The Stations of the Cross
Reflecting on what had been created and how this creative journey might end, the
Stations of the Cross became an appropriate climax for the text as image
experimentation. Table 6.14.1 summarizes the 15 Stations of the Cross. The first 14
of these are the traditional stations while station 15 (the Resurrection) is a modern
addition to complete the paschal circle. For the artwork station 15 was purposely
omitted in order to stimulate the viewer to question why the resurrection of Christ had
not been included and thus initiate a verbal/visual dialogue.
Table 6.14.1
Stations of the Cross
STATION
NUMBER

STATION TITLE

1

Jesus is condemned to death

2

Jesus takes up the cross

3

Jesus falls the first time

4

Jesus meets his mother

5

Simon of Cyrene carries the cross

6

Veronica wipes the face of Jesus

7

Jesus falls the second time

8

Jesus meets the women of Jerusalem

9

Jesus falls the third time

10

Jesus is stripped of his garments

11

Jesus is nailed to the cross

12

Jesus dies

13

Jesus is taken down from the cross

14

Jesus is buried in the tomb

15

Jesus rises from the dead
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Fourteen miniatures were created using coloured backgrounds and overlain with black
text as seen in the Plate 6.14.1.

Plate 6.14.1
Sample: Jesus Falls the Third Time
(H) 6.5cm X (W) 6.5cm
Station # 9
In this series the background colours of shapes and text were produced in a manner
similar to that of the previous panels and banners.

Some of the backgrounds

incorporated images used for the panels while others were specifically created for the
series. As the panels were large they were compressed to the appropriate size. Black
– symbolizing death – and text – symbolic of the main persona in the stations – were
placed as an overlay on the coloured background. It is this text that ultimately became
image. The letter “O” in all the Stations is symbolic of the Christ.
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Plate 6.14.2 exemplifies text becoming image. The letter ‘i’ (symbolizing a person)
supports the letter “t” (symbolizing the cross).

Plate 6.14.2
Simon of Cyrene Carries the Cross
(H) 6.5cm X (W) 6.5cm
Station # 5
To attain luminosity these works were printed on inkjet photographic paper as its
coating properties enhance the image’s brilliance of colour. The small Stations of the
Cross signal the end of a journey, a journey that began with uncertainty, trepidation,
and procrastination, not knowing which pathway should be travelled. Divergent media,
techniques and methods were trialled only to celebrate the journey using familiar
technology.
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CHAPTER 7
THE EXHIBITION: IMAGING THE SACRED WORD
7.1 Finding an Exhibition Space.
Finding an exhibition space when this study commenced seemed less of a priority than
confronting the scope of what was required.

Although I had been encouraged to

identify a place in which to exhibit the work I neglected to do so. In hindsight, this
procrastination proved to be fortuitous for, had I have chosen the exhibition space in
the early stages, it is probable that the space would not have been appropriate for the
works which were ultimately created.
The original inchoate plan was to use the formal worship environment in which I had
worshipped during the years 1997 to 2002 (see 2.4.3 and Plates 7.1.1 to 7.1.5).

Plate 7.1.1
Grovley Gospel Chapel
Photographed: w. Gregg Nowell
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Plate 7.1.2
Grovley Gospel Chapel: Interior - Pulpit/Platform
Photographed: w. Gregg Nowell

Plate 7.1.3
Grovley Gospel Chapel: Right Wall View from Pulpit
Photographed: w. Gregg Nowell
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Plate 7.1.4
Grovley Gospel Chapel: Left Wall View from Pulpit
Photographed: w. Gregg Nowell

Plate 7.1.5
Grovley Gospel Chapel: Opposite Wall to the Pulpit
Photographed: w. Gregg Nowell
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This formal space for worship was rejected as a place for exhibiting my works because,
as the experimentation unfolded, I came to the realization that the exhibition space
needed to be a liberating support for the created work rather than a space which
confined and/or constricted it.

Indeed I had moved beyond its specificity and

restrictions. An alternative location was therefore required and, furthermore, I realized
that it needed to be a space which transcended traditional worship frames.
7.2 Identifying an Exhibition Space
Such a space should be neutral in order to allow the work rather than the religious
context of church to communicate with viewers.

Given that a formal worship

environment was not conducive to exhibiting the works, the question was whether a
public space might be used to exhibit artwork of a spiritual nature and, if so, would that
space assist the viewer in worship?
I judged that the traditional white box gallery context would provide both the desired
neutrality and contemplative tranquility. Hence contact was made with the Redcliffe
City Gallery which allotted an exhibition space 18 months in advance. However, when
contact was made with the gallery some six months prior to the scheduled date, it was
discovered that there had been a change of personnel in the gallery curatorship and
that no record of the original booking existed. Even worse, the exhibition space had
been allotted to another artist.

The ensuing discussion between the new Gallery

Curator and the other artist revealed that her planned exhibition could be
accommodated in only part of the available space. Hence the gallery decided that the
two exhibitions would proceed in parallel.
The space allotted for my exhibition was approximately three quarters of the total
gallery area. Although without extensive fixed wall space, I was also able to utilize the
movable walls supplied by the gallery.

The challenge was to transform the white

gallery space into a spiritual, visually fertile arena in which a viewer could contemplate
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the works. At the same time I ensured that a clear separation of spaces would situate
the exhibition in such a way as to create maximum seamlessness between what might
have appeared to be discordant exhibitions.
7.3 Preparing the Gallery Space
The walls of the gallery space were a light grey in colour and in need of re-painting so
the curator suggested that they be painted off-white for my exhibition.

Painting

commenced on the Monday prior to the opening and was finished only on opening day.
7.4 Preparing the Artworks for Exhibition.
Prior to mounting the exhibition, the artworks needed to be prepared for hanging.
Three issues required resolution:


Should both the banners and panels be stretched onto frames? If not, what
alternative mounting strategies might be used?



How might the artist’s books be prepared for display?



How should the Stations of the Cross be mounted?

7.4.1 Preparing the Banners for Exhibition
As the images on the banners were printed almost to the edge of the canvas there was
not enough extra fabric to allow for it to be stretched onto a frame; hence each of the
edges was folded back and sewn which solved two potential problems:


The edges of the banner were thus protected from fraying



The image then extended to the edge of the fabric.

As there was ample fabric at the head and foot of the banner both these ends were
looped and then sewn leaving approximately a 20 centimetre channel to accommodate
a rod (see Plate 7.4.1).
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Plate 7.4.1
Hanging System for Banner Showing Ends and Hanging Hooks
Photographed: w. Gregg Nowell

This rod served the dual purpose of hanger and weight. I was concerned that the
weight of the rod would not hold the banner taut. However, this apprehension was unwarranted as the wooden rods proved to be sufficiently heavy. To prevent the banner
from sliding off the rod, decorative wooden ends were turned on a lathe and then
inserted into the ends of the rod. Metal rings were placed over the rod ends to assist in
the hanging of the work (see Plate 7.4.2).

Plate 7.4.2
Wooden End (Plate 6.12.3) with Metal Ring
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7.4.2 Preparing the Panels for Exhibition
From the beginning the intention was to mount the panels on to a wooden frame (see
Plate 7.4.3) in order not to create a physical barrier between the viewer and the work.
The impact of worship may have been diminished and potential intimacy dissipated if
the work had been placed behind glass.

Plate 7.4.3
Pine Frame with Stretched Paper
The polypropolene paper on which the image was printed (see 6.13) was flexible
enough to fold and stretch on to the frame. Once the work was attached with staples
mounting tape was applied as an added precaution to secure the work to the frame.
For ease of hanging, a D hook was screwed to the back ends of the frame (see Plate
7.4.4) to attach the hanging wires.

Plate 7.4.4
D Hook Attached to the Frame
7.4.3 Preparing the Stations of the Cross for Exhibition
Given that the Stations were hung on the right wall at the entrance to the exhibition
space, they were read from right to left instead of the more usual left to right. Again I
considered not enclosing them under protective glass as I did not want a barrier
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between the viewer and the artwork/print. However, as they were more delicate than
the panels, I considered it prudent to add some protection. Therefore a window was
cut into a neutral coloured mount to house each print and subsequently placed
between the wooden backing and a glass front (see Plate 7.4.5 and Figure 7.4.1).

Plate 7.4.5
Art Work and Mount Card

Mount
board
Back

Glass

board
Figure 7.4.1
Side View of Framing for Stations of the Cross
I did not necessarily want a frame as these may have disrupted the reading transition
between Stations. Hence there was no outer frame holding the glass, mount board,
artwork and the backboard but instead a special clip was used to hold them together.
A D hook was glued to the back board for ease of hanging.
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7.4.4 Preparing the Artist’s Books for Exhibition
Due to the design of Artist’s Book One (see 6.9) a purpose-designed shelf was built to
enable the book to hang freely against the wall of the exhibition space. Because the
book was a concertina fold and the ribbon like pages were to freely hang, the shelf was
constructed as shown in Plate 7.4.6.

Plate 7.4.6
Shelf Designed for Artist’s Book One
The covers of the book slotted neatly into the channels on the shelf thus allowing the
pages to hang without any obstruction (see Plate 7.4.7).

Plate 7.4.7
Artist’s Book One Hanging from the Purpose-built Shelf
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Although I would have preferred Artist’s Books Two and Three to be handled by the
viewing audience, I chose to protect the delicacy of each by displaying them in a
separate perspex covered plinth (see Plate 7.4.8). While the viewer remains separated
from the work, he/she is still able to experience the books.

Plate 7.4.8
fear not for I am the first and the last: on Protective Plinth
Photographer: Liat Chung Ham, 2005

7.4.5 Planning the Exhibition Space
Initially the plan was to develop a scale model of the exhibition space but, in the event,
this was not necessary because a two dimensional colour-coded computer-designed
plan was available and well suited to the purpose. In the event this proved beneficial
as the layout and placement of the artwork was easily adjustable on screen when
hanging the exhibition.
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The initial layout was designed to accommodate the exhibition to be shown
simultaneously with Imaging the Sacred Word and to create the appropriate separation
between the two exhibitions. Each group of artworks was colour coded on the plan to
make recognition of and reference easier not only for myself but for the group of
volunteers who assisted with hanging the exhibition (see Table 7.4.1).
Table 7.4.1
Identifying Colours for Each Work/Group of Works
Colour Code

Group of Artworks
Stations of the Cross
Panels
Banners
Artist’s Book: Fear not for I am the First and the Last
Artist’s Book: Trinity
Artist’s Book: … and among the Lampstands …
Four works from the visual Diary

The group was requested to use the computerized image – on screen – to ascertain
where the works were to hang (see Figure 7.4.2).

FIGURE 7.4.2
Layout of Exhibition Space: Version One
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The intention was to have the main part of the exhibition hidden from the viewing
audience until they had passed through a designated entrance that provided a sense of
entry into a place of worship. Given that there was at this stage some uncertainty
about the extent of exhibition space allocated to the other exhibitor and a concern that
the exhibition space might be too cluttered, the planned layout allowed for minimal
space to hang my work. This strategy proved to be unnecessary as on the day of the
exhibition hanging, it was realized that the other artist’s work would occupy only one
wall and the rest of the space would be available for Imaging the Sacred Word.
Artworks could thus be placed within their respective groups with ample space between
the groups to obviate any visual cross contamination between groupings.
Figure 7.4.3 illustrates the layout changes in Version Two to utilize the space more
effectively and to facilitate an easier flow of viewing traffic.

Figure 7.4.3
Layout of Exhibition Space: Version Two
Initially the artist’s book … and among the Lampstands … was intended to be placed
under the centre banner which hung on the back wall and identified by the number one
in Figure 7.4.4.
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2

1

Figure 7.4.4
Layout of Exhibition Space: Version Three
However, due to the fixed height of the hanging rail, this was not possible and another
space had to be found. The book was subsequently hung on the wall opposite the
banners. The book’s ultimate position is identified by the number two in Figure 7.4.4.
The wall layout for placement of the artworks was readily finalized but deciding where
to locate the plinths housing the artist’s books proved more difficult.
Plate 7.4.5 shows the final layout for hanging the works although the placement of the
plinths had still to be finalized.

Figure 7.4.5
Layout of Exhibition Space: Version Four
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The placement of the two plinths was critical to the viewing of the exhibition. Both had
a wooden base approximately one metre high, atopped by a perspex box. Since these
had the potential to act as a visual barrier between the viewer and the hung work, their
positioning in the exhibition space was crucial. Figures 7.4.2, 7.4.3, 7.4.4 and 7.4.5
show four unsuccessful positions for their placement and Figure 7.4.6 the final
successful one.

Figure 7.4.6
Layout of Exhibition Space: Version Five
The position of the plinths in this final layout succeeded because they created no visual
obstruction to the other works and thus enabled the viewer to appreciate the exhibition
as a whole.
7.5 Labeling the Exhibited Works
Initially the Information identifying the exhibited works was to be printed on to white
paper, pasted on to foam core and then attached to the wall beside each artwork. The
gallery used a clear adhesive contact material as a substitute for paper. Text was
copied on to the contact material when passed through a laser copier. The label was
then cut to size and attached to the wall beside each relevant work (see Plate 7.5.1).
The text on the labels consisted of the title of the relevant work and the verse from
Scripture that referenced the text within the artwork
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Plate 7.5.1
Contact Label Attached to Wall
7.6 The Invitation
Prior to the exhibition invitations were distributed to patrons on the gallery’s mailing list
as well as friends and family of the artist. With one of the exhibition’s image on the
front of the invitation, information about both exhibitions was presented on the reverse
side (see Plates 7.6.1 and 7.6.2).

Plate 7.6.1
Invitation: Front
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Plate 7.6.2
Invitation Verso
7.7 The Catalogue
Throughout history a personalized book such as a Bible, hymn book or prayer book
has been used by many worshippers to aid worship. The Catalogue (see Plate 7.7.1)
was purposely designed to be such a book yet small enough to sit in the palm of the
viewer’s hand. With images of the artworks and verses from scripture relating to each
image printed in it, the Catalogue presented as a meditation signpost for the viewer by
providing directions and knowledge in relation to the embedded text.

Plate 7.7.1
Front Cover Catalogue
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Folded in the form of a concertina (see Plate 7.7.2) the Catalogue may be opened to
reveal a double page spread or completely opened to reveal all images.

The

Catalogue included a forward by Mr. Ronald McBurnie, a copy of each image, together
was a brief overview of the Word in scripture and the development of the images for
the exhibition.

Plate 7.7.2
Opened Catalogue Showing Concertina Fold
7.8 The Exhibition in situ
This Section contextualizes the works in the exhibition space while Section 7.9
presents the works in their respective groups for easier viewing. Plates 7.8.1 to 7.8.4
show the focal entry points to the exhibition.
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Plate 7.8.1
Imaging the Sacred Word Exhibition – Entrance to the Gallery
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Plate 7.8.2
Wall Dividing the Two Exhibitions
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Plate 7.8.3
Didactic One

Plate 7.8.4
Didactic Two
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Plates 7.8.5 to 7.8.9 present a view of the exhibition in situ. Figure 7.8.1 provides a
colour coded guide to the exhibition. Plates 7.8.5 (red section of Figure 7.8.1) shows
the Exploratory Studies (see Plates 7.9.1-7.9.6); Plate 7.8.6 (orange section of Figure
7.8.1) shows the first three panels (see Plates 7.9.7-7.9.9) and the banners (see Plates
7.9.16-7.9.18): Plate 7.8.7 (purple section of Figure 7.8.1) shows the banners and the
second set of panels (see Plates 7.9.10-7.9.12): Plate 7.8.8 (green section of Figure
7.8.1) shows the final three panels and the artist’s book … and among the Lampstands
(see Plates 7.9.13-7.9.15 and Plate 7.9.20) and Plate 7.8.9 (blue section of Figure
7.8.1) shows the Stations of the Cross. The plinths on which the artist’s books fear not
for i am the first and the last and Trinity (see Plates 7.9.22 and 7.9.23) were encased
are pictured in Plates 7.8.5-7.8.7.

Figure 7.8.1
Layout of Exhibition Space and Colour Schema
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Plate 7.8.5
Exhibition Space: Wall One
Wall Section in Figure 7.8.1

Plate 7.8.6
Exhibition Space: Wall Two
Wall Sections in Figure 7.8.1
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Plate 7.8.7
Exhibition Space: Wall Three
Wall Sections in Figure 7.8.1

Plate 7.8.8
Exhibition Space: Wall Four
Wall Sections in Figure 7.8.1
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Plate 7.8.9
Exhibition Space: Stations of the Cross
Wall Section in Figure 7.8.1
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7.9 The Exhibition Works
In this section each series of works is presented temporally as part of the artist’s
journey so that the reader/viewer can trace the development of the imaged word.
7.9.1 Exploratory Studies
Six visual diary images were chosen to presage the Exhibition and the explorations
which underpinned the research and its development (see Plates 7.9.1-7.9.6).
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PLATE 7.9.1
Study: Orante
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PLATE 7.9.2
Study: The Hidden Within
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PLATE 7.9.3
Study: Panel Design
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PLATE 7.9.4
Study #1: Banners
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Plate 7.9.5
Study: Overlaying of Text using Lino Print and Image
Transfer
Printers ink, Acrylic and Graphite on Paper
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PLATE 7.9.6
Study #2: … and among the Lampstands …
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7.9.2 The Panels
Plates 7.9.7-7.9.15 show the panels which present the first text-based images.
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Plate 7.9.7
Lord
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.8
God
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.9
Saviour
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.10
Father
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.11
Son
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.12
Spirit
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.13
Bread
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.14
Water
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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Plate 7.9.15
Light
(H) 23.6cm x (W) 80cm
Inkjet on Polypropylene paper
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7.9.3 The Banners
Plates 7.9.16-7.9.18 present the three banners which hung in a prominent position on
the back wall in the exhibition space.
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Plate 7.9.16
Bread of Life
(H) 1.8m x (W) 80cm
Inkjet on Fabric
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Plate 7.9.17
Water of Life
(H) 1.8m x (W) 80cm
Inkjet on Fabric
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Plate 7.9.18
Light of the World
(H) 1.8m x (W) 80cm
Inkjet on Fabric
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7.9.4 The Artist’s Books
As indicated, the Artist’s Books (see Plates 7.9.19 to 7.9.24) were variously displayed
within the cocoon of the exhibition space and were read within the walls in a range of
trajectories by viewers prior to exiting the Exhibition via the final Stations of the Cross
series.
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Plate 7.9.19
Closed Artist’s Book
… and among the Lampstands …

Plate 7.9.20
… and among the Lampstands …
Open Artist’s Book
Closed: (H) 21.3cm x (W) 11.6cm x (D) 3cm
Open: (H) 141.5cm x (W) 82cm
Concertina fold
Laser copy on paper in cloth covered binding
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Plate 7.9.21
Artist’s Books and Slip Case
fear not for I am the first and the last

Plate 7.9.22
fear not for I am the first and the last
Open Artist’s Book
Seven Books in a Slip Case
Slip case: (H) 21cm x (W) 10.5cm x (D) 5cm
Individual book opened (H) 10cm x (W) 1.6m
Concertina fold
Inkjet on paper in cloth covered binding
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Plate 7.9.23
Closed Artist’s Book in Box Case
Trinity

Plate 7.9.24
Trinity and Exhibition Catalogue
Open Artist’s Books and Box Case
Case: (H) 42.5cm x (W) 18cm x (D) 4cm
Individual book: (H) 17cm x (W) 1.6m
Concertina fold
Inkjet copy on paper in cloth covered binding in a case
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7.9.5 The Stations of the Cross
Plates 7.9.25 to 7.9.38 present the Stations of the Cross which, appropriately, also
directed the viewer towards the Exhibition exit.
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Plate 7.9.25
Station of the Cross #1
Jesus Condemned to Death
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.26
Station of the Cross #2
Jesus Takes up the Cross
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.27
Station of the Cross #3
Jesus Falls the First Time
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.28
Station of the Cross #4
Jesus Meets His Mother
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.29
Station of the Cross #5
Simon of Cyrene Carries the Cross
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.30
Station of the Cross #6
Veronica Wipes the Face of Jesus
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.31
Station of the Cross #7
Jesus Falls the Second Time
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.32
Station of the Cross #8
Jesus Meets the Women of Jerusalem
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.33
Station of the Cross #8
Jesus Falls the Third Time
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.34
Station of the Cross #10
Jesus is Stripped of His Garments
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.35
Station of the Cross #11
Jesus is Nailed to the Cross
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.36
Station of the Cross #12
Jesus Dies
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.37
Station of the Cross #13
Jesus is Taken Down From the Cross
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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Plate 7.9.38
Station of the Cross #14
Jesus is Buried in the Tomb
(H) 7.5c x (W) 7.5cm
Inkjet on photographic paper
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7.10 Responses to the Exhibition
The exhibition was open for a month during which time different groups of people
viewed the work with 95 providing written comments in the gallery’s Visitor’s Book.
Additional responses were collated from groups of young children and students who
visited the gallery with their teachers. Responses show that the viewing audience’s
exposure to art varied - for example, one viewer commented It’s Friday night and
where am I? In an art gallery! while another encapsulated the experience thus: The
Word became flesh and lived with us. Each of the following three groups who attended
the exhibition offered different but illuminating perspectives.
7.10.1 The Public
Responses from the public took a number of forms. Some were simple and generically
positive:


It was great



It was very good and a happy place to be



… beautiful works.

Others reflected on the exhibition’s experiential value:


Though provoking and very meaningful



An eye opening experience



An inspiration



Inspirational



There is so much to contemplate and draw nourishment from in the Nowell
series.

Certain viewers were even more specific:


… expressing the glory of God through creativity



A new look at spirituality



The Word of life in a different presentation
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What a way to read scripture! In an abstract kind of way



The colours and words combined mak[ing] it a beautiful powerful witness



It is apparent how the Word has dominated your visual expression



Excellent symbolism – especially in the Stations of the Cross.

The consistency of such observations suggests that the objective of the research to
create a visual context conducive to contemporary worship has been achieved.
7.10.2 Early Childhood Students
After visiting the gallery as an excursion, the children from a nearby kindergarten were
asked by their teachers to draw an image in response to the Stations of the Cross
(Plate 7.10.1).

Plate 7.10.1
Drawings of the Stations of the Cross by Kindergarten Children
While many of the drawings consisted of crosses, a couple of children drew what might
interpreted to be a version of the Stations (see Plate 7.10.2) with one focusing on a
particular Station (see Plate 7.10.3)
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Plate 7.10.2
Naive Drawing of the Stations of the Cross

Plate 7.10.3
Naive Drawing of the Station #8: Jesus meets the Women of Jerusalem
The influence of the geometric shapes is clearly evident in these children’s drawings
and the majority of their images consisted of two or more colours. This evidence
suggests the pervasive power of the visual as argued by Davis (2008) in the recent
National Review of Visual Education.
355

On completion of the drawing the children were asked to comment briefly and, as most
children had not yet learned to write, the teachers acted as scribes. The children had
some clear responses to the artwork in relation to the non-verbal messages embedded
in the images exuded:


Jesus carrying the cross. A man helped him when he fell



This is when Jesus died on the cross; and that’s his head



That’s the crosses on the pictures in the Art Gallery



That’s when Jesus died on the cross



This is the one where Jesus was carrying the Cross. He fell down because it
was heavy



That’s the big cross that Jesus died on



Lots of crosses



The cross in the little pictures



The cross with the circle in the picture



Jesus’s crosses



I drew the crosses we saw on the pictures



Jesus fell down all the time because the cross was too heavy



Jesus met all the ladies but they looked like angels. He went past.

Other children gave responses that indicated their prior knowledge of the Christian
cross:


Jesus on the cross with nails in Him.



Jesus nailed to the cross



Jesus on the cross with nails in his hand and feet



Jesus on the cross at the end of the long walk



When He was out there a long time, it started to rain



God in the sky
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The crosses the robbers died on



A very long way past all the stations he had his clothes ripped off.

Only three children made verbal reference to the colour of the works even though all
but one had used a range of colours in their pictures:


The cross was in beautiful colours



This is the beautiful colours in the pictures at the Art Gallery. I like all of them



A window and some colours.

One child responded unexpectedly, albeit positively, by drawing a cross and stating
that it was a bird (see Plate 7.10.4).

Plate 7.10.4
Child’s Response to Imaging the Sacred Word Exhibition
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7.10.3 Senior Art Students
A class of Year 12 Art students viewed the work and completed a worksheet given to
them prior to entering the gallery (Appendix G). The task required students to choose
one artwork and answer seven questions in relation to it.

Table 7.10.1 lists the

questions to be answered by the student and, in the second column, provides a
representative sample of the answers given by students.
TABLE 7.10.1
Indicative Responses Given by Senior Art Students
QUESTION

ANSWERS



Abstract, Capturing, Colourful, Letters and shapes,
Like computer imaging, Entrancing, Sparkly, Stained
glass windows, Stands out, Scroll, Shapes like circles,
triangles, squares
Vibrant and bold colours creating image




Computer print
Printed onto fabric and paper




Textual, use of spoke words.
Use of symbols and with the subsequent development
of text culminating in current textual forms has thus
produced meaningful recognizable images gained and
understanding of the symbols





Father, Son, Spirit, Lamb of God, Lord, God, Saviour
Christ and his death on the cross
Trinity



Brings the image and the word together so that the two
become one.
God is speaking through the images


What does the artwork look like?

How was it made?

What idea/s is the artist exploring?

What message (story or narrative) is the
artist presenting?

What is the meaning of the artwork?



What do you think of the artwork?




I really like the colours he has thought a lot about how
to present it to get through to people.
The colours are cool and vibrant.
The artist’s books were very impressive and inspiring

What is your impression of the overall
exhibition space and design (hanging)




It is set up very well
Employs both positive and negative space



Clearly the visuacy of these art trained students is evident in their responses as in the
attunedness to the work; it speaks to them.
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CHAPTER 8
REFLECTIONS, DIRECTIONS AND IMPLICATIONS
8.1 The Research Journey and Outcomes
The discipline of academic artistic research has presented significant challenges, seemingly
insurmountable frustrations as well as, in the end, the recognition of having transcended a
void. The literature of church architecture celebrates the greatness, beauty and majesty of
iconic church and particularly cathedral spaces.

It does deal with the ordinariness of

multifarious spaces in which many people worship and this was the focus of the current
research.
Aims One and Two focused on a scan of the visual within worship environments across an
Australian city with no particular privilege or natural advantage. The scan of the visual was
deliberately and uncritically documentary.

What visual artefacts inhabited these

environments? How might they be described? To what extent did the people who
worshipped in these environments seem to be aware of the existence of these visual
artefacts? For these people how did the visual character of the worship environment
enhance worship vis à vis the verbal (texts and songs) and aural (music) with which worship
is formally conducted?
The overall poverty and austerity of the visual in this sample of worship environments was
confronting. Certainly the scan of this particular microcosm of worship environments yielded
little that was inspirational in terms of foregrounding the creative work as had been hoped.
The overwhelming fact that the parishioner worshippers claimed more responsiveness to the
verbal/aural than to the visual provided another brick wall. The barrenness of meeting the
first two aims provided many avenues for further research but no rich vein of potential for art
in a 21st century Australian worship environment. The paucity of inspiration and direction
thus yielded inevitably led the artist/researcher on a frustrating journey of cascading
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exploration and self doubt as the only seed worthy of germination was that the key lay within
the use of the verbal to bridge to the visual – a tantalizing possibility in pursuit of Aim Three
of the study:
3. To use data from Aims One and Two as a basis for
a) the creation of a visual context conducive to contemporary worship, and
b) a personally liberating artistic journey.
While the data from Aims One and Two provided more negative than positive inspiration for
the artwork, on reflection, the resultant imperative to chart a new path not only served to
create a context conducive to contemporary worship but also challenged the artist to
undertake an often threatening, always challenging and, ultimately, personally liberating
artistic journey.
The resultant conceptual and technical experimentation charted in Chapter Six which
culminated in the exhibition Imaging the Sacred Word is testament both to the research and
the artistic journey. The visual explorations of text in this exhibition of work, however, are
very different from those of other artists who have used text in their work (see 6.2) and have
moved beyond text as representation. The potential of text as metaphor, as subliminal
conduit to narrative, and as symbol has been demonstrated and further possibilities beckon.
In spite of the many and frustrating dead ends encountered in the course of the creative
journey, the exhibition not only succeeded in presenting the sacred word visually renewed
but captivated the spiritual attention of viewers in new ways (see 7.10). The juxtaposition of
text within a two-dimensional plane of colour and shape where its identifiable characteristics
simply morph to become an integral component of a larger image is evident and integral to
the union of transparent geometric shapes and graduating colours that render each image
visually powerful and cohesive. Each artwork simulates the vibrancy of stained glass (aka
Churches One, Six, Seven, Nine and Ten) yet the works are clearly more flexible and
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adaptable for a range of contemporary worship spaces.

They radiate an intentional

animation and a living, vibrant, visual, spiritual message.
Images printed on fabric and paper lend themselves readily to hanging on the walls of
contemporary church buildings, many of which have been built using gyprock surfaces and
are painted white similar to the vertical exhibition walls and panels of the gallery. The
flexible application of these works means that they are also appropriate for a church or
cathedral with walls of sandstone or brick. Each individual work forms part of and plays an
integral role in its series. However, each work has an individual and separate presence and
can be viewed alone without loss of visual and/or communicative impact. Each embodies
colours specifically selected to complement the embedded word. In each series the textual
concept, rationale and/narrative provides the underlying thread rather than an overt colour
thematic.
In hindsight, for this artist, the banners generate more visual power than the panels, possibly
because of their dominant size and their location within the gallery. The lighting was another
contributory factor in their effectiveness as it enhanced the brilliance of the colours. It is also
interesting that, from my perspective, the Artist’s Book ... and among the Lampstands...
(Plate 8.1.1) was the most successful of the artist’s books.
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Plate 8.1.1
… and among the Lampstands …

Contrary to normal gallery practice, it was the only one of the three not protected by the
conventional Perspex, this work had an immediacy which enticed viewers to move closer, to
interact with it. While the others radiated more colour, this book with its animation of text,
colour and shape, epitomized movement of imagery through its pages. In addition, the long
stole-like pages hung in the exhibition space and moved in the slight breezes caused by
viewers moving through the exhibition space thus giving another dimension to the work: the
Spirit of God was as a soft breeze moving through the exhibition space.
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The Stations of the Cross added a different and extremely powerful dimension to the
exhibition. Small in size, the viewer was required to move towards each work and view it
from a close range thus intensifying the personal involvement with each of the works. The
Stations were the most potent and effective in achieving text as image. The background for
each Station was created using shapes and text similar to those of the panels while
maintaining the same size; once completed the size was compacted to the desired shape for
each Station. Overlain text as image dominated the subliminal textual detail by generating a
visual/narrative context (see 6.14).
Hindsight and experience suggests that some minor changes could have been made to the
invitation and exhibition catalogue. The invitation (see Plates 7.6.1 and 7.6.2) had a full
image of the panel Son on the front with accompanying text on the reverse side. This was
the choice of the gallery rather than the artist and, given that the gallery was financing the
printing and advertising, it was not appropriate to demur. Two design concepts for the
invitation that might have had further consideration. 1. A smaller image of the artwork on the
front of the invitation leaving a white border, or, 2. Having full text and image on the front of
the invitation leaving one side blank. The concept for the catalogue was to produce a book
that would, on the one hand, contain the required information and, on the other, be readily
portable, fitting conveniently into the palm of one’s hand, a handbag or pocket (see 7.7).
While this was achieved, in practice it was too easily lost and, ideally, should have been
larger.
8.2 Contextual Reflections
This section reflects on three contextual issues deriving from the research. The first relates
to the extent to which the colour palette from which the exhibition was created and
influenced by the visual research analyzed in Chapter Three (see Table 3.9.2). The second
focuses on the currency of interest in/sensitivity to worship environments while the third
discusses the vexed issue of conservation.
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8.2.1 The Colour Palette
Since the exhibition I have reflected upon the works not only in terms of their success in
achieving the aims of the research (8.1) but also in the context of the colour palettes
analyzed over time (see Figure 3.9.1). It is important to question the extent to which the
work was influenced, albeit unintentionally, by the works which formed part of the
underpinning visual research.

To what extent were the colours intuitively reflective of

attempts to portray the spiritual through colour? To what extent were they, to paraphrase
Tennyson’s Ulysses, a part of all that I have met? Hence a colour analysis of the Exhibition
works was conducted. Figures 8.2.1 to 8.2.4 show the colour palette used in the Banners,
the Panels, Stations of the Cross, and … and among the Lampstands … respectively. Since
Artist’s Books Two - Trinity - and Three - fear not for I am the first and the last - consist of
imagery created for the Panels and Artist’s Book One – and among the Lampstands –
additional colour analyses were not necessary.
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Figure 8.2.1
Colour Palettes Developed From the Three Banners.

Figure 8.2.2
Colour Palettes Developed From the Nine Panels
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Figure 8.4.2
Colour pallet from the Stations of the Cross artworks representing the pallet.

Figure 8.2.3
Colour Palettes Developed From the Stations of the Cross
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Figure 9.4.2
Colour pallet from the monograms in …and among the Lampstands … .

Figure 8.2.4
Colour Palettes Developed From the Monograms in … and among the Lampstands …

Clearly the colours of in all four palettes demonstrate not only a broad spectrum of colour but
a consistent vibrancy as evidenced by the combined colour palette of Figures 8.2.1-8.2.4
(see Figure 8.2.5).
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Banners

Monograms

A Collective Colour Palette from Figures 8.2.1 – 8.2.4

Figure 8.2.5

Stations of the Cross

Panels

There is no evidence of the lighter tones and shades which dominated the palette developed
from the artwork presented in Table 3.9.2 (see Figure 3.9.1) and, for ease of reference,
shown also as Figure 8.2.6.
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Figure 3.9.1

A Collective Colour Palette: Signature Art Works 0 – 2000CE Previously Shown as

Figure 8.2.6

This analysis alone is indicative of the richness and complexity of the artistic journey
undertaken for the current research. Prior to the current exploration of Christian worship
environments and the search for an appropriate artistic genre, much of my work consisted of
either large charcoal drawings or small black and white lino prints. The shades of black
within the works represented a smooth conduit between black and white and it was in these
works that I learned to appreciate the subtleties of the monochromatic image and the
contrasts between black and white. Occasionally I added colour to accentuate a part of the
image.

However, as I researched art in worship environments, I found that few works

utilized black.

Historical and contemporary stained-glass windows with their luminous

colours and geometrical shapes entranced me.

To a lesser extent so did the colours,

symbolism and design elements of some liturgical clothes/garments. These resonances
enticed me to move from my cocoon of comfort and to experiment with a broader and more
expansive colour palette to the extent that, once I found my niche in computer art, I was able
to command the potential of colour.
8.2.2

The Currency of Interest in Worship Environments

Since the commencement of this research a move away from the more formal worship
environment has been observed in some denominations although there are still some who
seek to maintain the traditions of the past, a retrograde sentiment which somehow serves to
dampen the creative aspirations of those who seek change and renewal.

As indicated

earlier, gaining acceptance from those who are not involved in the Arts was, at the beginning
of this research, difficult; even now it is still quite arduous.

Fortunately, however, after

intense discussions on the subject of art and understanding how an artist thinks, there is
increasing evidence of respect for the work displayed in worship environments. Furthermore
there does seem to be an open acceptance by the leadership of some of the surveyed
churches that art can and does play an important role in worship.
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Since the commencement of this research two of the churches surveyed have built new
worship centres, and a third is in the process of redesigning its existing centre. While there
is still focus on the verbal, there is evidence that the visual is being embraced and
incorporated into interior decorating and design.

Both churches have accessed colour

consultants and designers, one extending its consultancy to a visual artist to create and
access works of art for the auditorium where worship is conducted.
However, it does seem that, while most of the church leaders are desirous of change in this
regard, it is the worshipping public which needs education regarding the potential of the arts.
This would probably not, however, be the case for younger, more visually aware individuals
although it is recognized that only the few participate in arts education programs.

For

example, during the period of the research, a 14 week accredited tertiary program entitled
Foundations for Creative Ministries was developed.

The program encompassed all the

creative and performing arts and was advertised throughout the surveyed churches but the
take-up response was poor. It seems that the visual arts are not yet integral to worship for
the many.
From the survey data collected in the current study it would seem that few of the worshipping
congregation desire active involvement in the creative side of worship, whether it be through
Drama, Music or the Visual Arts. The Word and verbal forms of worship remain dominant.
A subsequent online study (Blanc, 2007) which sought answers to the questions:


What are your thoughts about the visual arts in relation to the church?



Do you have a heart or a vision for a greater emergence of them? (Blanc,
2007.

http://thefightspot.com/2007/02/weekend-survey-visual-arts-in-the-

church/. Accessed 10.07.2011).
yielded 16 comments. The fact that only 16 comments were posted suggests (a) that the
level of interest in these issues remains relatively low and (b) that the current research’s
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survey results, which seemed frustratingly banal at the time of collection, are probably
broadly indicative.
Some comments from Blanc’s (2007) study, given that the authors chose to contribute their
thoughts/visions, offer interesting considerations for further research in this area:


since our culture is SO visual, this is an incredible opportunity to advance into
areas of art and culture that the church has withdrawn from in the recent
years. The church used to be the place where artwork happened hundreds of
years ago but since then, it was deemed worldly and our churches look like
architectural nightmares with bare walls and industrial carpet. I think we need
to reclaim beauty and creativity. God is creativity and if we truly want to show
the beauty of God to a society that doesn’t see true beauty very often, we
need to take back the arts;



Could you imagine driving through the concrete and trash filled jungles of our
modern day world, and entering a place that was pure beauty and creativity?
What would that do to the soul of a person to experience that?



Churches, especially “emergant” churchs are asking themselves how they
can incorporate art into their services as a part of worship. The church is
recognizing the importance of visual arts as a tool of worship but they don’t
know what it is supposed to look like.



… the recognition for visual arts in church is there but there must be a breech
between “morphing picassos’” and allowing God to use our gifts to fill his
temple with truth, beauty and redemption. Causing hearts to be moved and
healed.



These

are

issues

I

believe

many

artists

are

hungry

for.

Redefining our Identity, being rooted and grounded in the word and the
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knowledge of God (Blanc, 2007. http://thefightspot.com/2007/02/weekendsurvey-visual-arts-in-the-church/. Accessed 10.07.2011).
8.2.3 Conservation Issues
Certain conservation issues in relation to the work must be acknowledged. While in the
production process every attempt was made to ensure the longevity of the materials used,
one serious problem emerged shortly after the exhibition.

Noticeable colour changes

occurred rapidly to panels as the inks faded to the point that, after a couple of months, they
presented almost as blanks. The cause of this is unknown as none of the panel works was
subjected to the harshness of direct sunlight and most were wrapped in protective cloth.
One can only surmise that the inks dried by oxidation (see 6.13) and/or that a reaction
between the inks and the polypropylene paper may have caused this to occur. The banners
and Artist’s Book Two fear not for I am the first and the last were printed using the same
method and inks but on a different base material with neither showing evidence of rapid
fading.
More recently two banners have shown similar signs of fading but this is attributable to
exposure to direct sunlight. The fading process occurred over a period of 10 months and,
while the images retain subtlety of colour, the initial brilliance has been lost. However, the
remaining banner, Artist’s Books Two and Three, and the Stations of the Cross have
maintained colour brilliance. Artist’s Book One … and amongst the Lampstands … has also
proved less subject to fading, maybe because it was printed on a colour laser photocopier.
8.3 Directions for Imaging the Sacred
The new fusion of the verbal and the visual in this research offers a fresh dimension not only
to the artist but to worship per se. As humans we tend to encompass the broad view of what
is before us but less often observe the minute detail of objects, whether they be manmade or
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natural.

Yet, within these objects, are colours and shapes which, when combined with

biblical text, have high potential for the creation of artwork for worship spaces.
The art developed in the course of this research has created a foundation on which greater
possibilities for producing art of this kind can be built. For example, in the majority of art
works produced for this study, single manipulated letters make up the words. In ... and
among the Lampstands ...

whole body text was manipulated with quite different and

extraordinary results. The manipulation created an image resonant of visually recorded
sound waves and texture. Hence further research into the types of imagery that could be
created by manipulating text in this manner has the potential to yield an even broader range
of research possibilities.
Throughout this incredible journey I have experienced and achieved beyond comprehension
more than the fulfillment of the aims of the research per se.

My personal life has

experienced unanticipated life threatening challenges but overall the research journey has
been one of adventure and intrigue as it has interacted with my artistic passion.

The

fascination of the minutiae of grains of sand, the sea and the beauties of nature have been
augmented – although I admit to a longing once again to feel the sands beneath my feet
without the imperative of deadlines.
The desire to create art for Christian worship environments is now given new direction by
the exciting and expansive possibilities of exploring technologically driven art in tandem with
more traditional artistic styles. Given problems with the colours fading, the feasibility of
producing these types of works as tapestries is worth investigating.
8.3.1 Current Explorations in Artistic Practice
While colour, shape and symbols continue to dominate my works, the geometric shapes
integral to the images of this study have become secondary making way for more subtle and
refined subject matter (see Plates 8.3.1 and 8.3.2).
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Plate 8.3.1
Untitled
(H) 75mm X (W) 75mm
Ink Jet on Photographic paper

Plate 8.3.2
Station #13: Jesus is Taken Down From the Cross
(H) 19.5cm X (W) 14.5cm
Ink Jet on Photographic Paper
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Exploration of colour has stimulated me to develop skills using media other than computer
technologies. While the latter remain the primary areas of expertise, painting as an artistic
genre enables the creation of work through manually overlaying colours imbued with texture
to create a blend of delicate hues. The beauty of a manually drawn line further enhances
what is already a vibrant moving image. The character of the previous computer designed
images has not been rejected and serves as a firm foundation on which to further develop.
Plates 8.3.3 and 8.3.4 show radiance of colour, dexterity of line, brilliance of form and shape.
Whether art is abstract or real, the artist speaks the message portrayed.

Plate 8.3.3
A Moment in Time
(H) 50cm X (W) 50cm
Acrylic on canvas
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Plate 8.3.4
Behold the Man
(H) 1m X (W) 1m.
Acrylic on Canvas
The Artist’s Book also offers exciting possibilities as some earlier sketches (see Plate 8.3.5)
are being developed as a part of a liturgical performance/ritual.

Plate 8.3.5
Study: Aerial View of Rose Artist’s Books
Visual Diary #19
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These books will be surrounded by a circular railing and protected from being handled or
destroyed by human touch. The worshipper will be encouraged to kneel or rest and mediate
to receive a subliminal message from these pages while being influenced by their resonance
with traditional forms. I have succeeded in morphing the verbal and the visual. With each
new inquiry I can only be refreshed and yet compelled to continue my artistic explorations
along life’s challenging and yet exciting pathway.
8.4 Implications for Further Research
As demonstrated the role of the visual in worship environments has not yet been a major
area for academic research. The connection between the verbal/aural conduct of worship
and the visual ambience of the environment in which that worship is conducted presents a
fertile area for study as suggested by the Blanc (2007) survey results and those of the
current study. One of his participants validates herself and observes:
I am a member of our artists group at church, a former professional photographer,
and graphics person. I also worked in the visual arts at my church.
I think that there are appropriate places for all of this in the church. We have two side
screens for lyrics and a center screen… we hope to have the words on the side screens
and appropriate artwork, photography, etc in the center screen. We also would like to
decorate parts of the church with artwork. Our church is very “advertised” and clean
looking… considering our associate pastor used to own an ad agency it’s not
surprising… but it’s very cleanly and tastefully done… (Blanc, 2007)
Embodied here are issues of ephemerality, artwork as decoration rather than purposively
chosen to create a worship environment. Words are on side screens, artwork on centre
screen. The twain do not meet. Yet the current research suggests that, in their fusion, lies a
way forward. This warrants further investigation.
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While this looks forward, there are also possibilities in looking backwards. The present study
revealed the scant documentation of the artists and/or provenance of the works in the
surveyed churches. Why/how did these visual artefacts come to be where they are? It may
not be too late to undertake a retrospective record of the works in current worship
environments before the history of the work and its purpose is lost.
While this would clearly remedy the paucity of knowledge about art work in extant worship
environments there is the possibility of also creating a visual record through photography.
The resultant photographic record of worship environments and their artefacts could form the
basis for an ongoing digital repository. This would create an important resource both for
academic and artistic research.

One visual research possibility is that of manipulating

photographs to create abstract/enhanced images; the embryonic stage of this concept is
embodied in the artist’s book ... and among the Lampstands ... .
At a practical level there is an important issue in relation to the archival quality of the works.
Further research is needed into the light fastness of printing inks and their interaction with
the medium on which they are to be printed since any negative reaction between the
paper/canvas and the inks might cause fading.
The current study offers a microcosm of a far more generic issue. In the early years of a
century in which visuacy (Davis, 2008) is increasingly becoming as central as literacy and
numeracy, the challenge of the nature and role of the visual in specific environments is
ubiquitous; it is no less so for the worship environment and must engage further research.
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Appendix B.1
Letter Introducing the Survey
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Gregg Nowell
1 Lacewing Place
Mango Hill Qld 4509
gregg.n@optusnet.com.au
g.nowell@mueller.qld.edu.au

I am currently studying for my PhD through the College of Music, Visual Arts and Theatre at
the James Cook University. My research area of “The Visual Arts and Religion in Contemporary
Australia” focuses on Visual Art and Worship in the Protestant Church. It is important to my
research to gain an understanding of the ways in which worshipers perceive the role of visual
art in a particular church setting.

Thanking You

Gregg Nowell
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Appendix C
References Images (Table 3.9.2)
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Table C.1.1
References Images (Table 3.9.2)
TIMELINE

-200 CE

SINGATURE EXAMPLE

DESCRIPTION

2nd century fresco of Mary and the Child Jesus, said to
be the oldest Christian image of the Madonna.
Catacomb of St Priscilla, (Rome)

414

Fresco of Esther, from the Dura Europos synagogue.
Early 200 CE. (SYRIA).

REFERENCE

Http://www.bible-archaeology.info/catacombs.htm

http://historyofscience.com/G2I/timeline/index.php?category=Ar
t+

200CE
Three Men in Fiery Furnace
200 CE

Via Salaria Sarcophagus
Late 200 CE (Rome)

http://campus.belmont.edu/honors/CatPix/boysfurnace1.jpg

http://campus.belmont.edu/honors/SarcPix/RomeOvalSarcophag
us.jpg

414

Table C.1.1 (cont.)
TIMELINE

SINGATURE EXAMPLE

DESCRIPTION
Sarcophagus with scenes from the
Passion of Christ (probably from the Catacomb of
Domitilla), mid-4th century A.D. (Rome)

REFERENCE

http://www.austinmustardseed.org/images/sarcophagus.jpg

300CE

415
400CE

Mosaic panel on the ambulatory ceiling Santa
Costanza 326-330 CE. (Rome)

http://www.squinchpix.com/Trial2/Tiny/t~DSC7820.jpg

Relief panel, c.420, showing Christ crucified and
Judas hanging.

http://www.alamo.edu/sac/vat/arthistory/arts1303/Ec4.jpg

A "Romanized" Christ is shown as the Good
Shepherd, from a catacomb in Rome.

http://www.alamo.edu/sac/vat/arthistory/arts1303/Ec1.jpg

Baptism of Christ, with Twelve Saints; dome mosaic,
Baptistery of the Orthodox (Neonian Baptistery), ca.
425-450 A.D

378

http://www.arthist.umn.edu/aict/images/medieval/ec/t/212t.jpg

Table C.1.1 (cont.)
TIMELINE

500CE

SINGATURE EXAMPLE

DESCRIPTION

REFERENCE

The Theotokos and Child, with saints
and angels, 6th cent. Painted wooden
panel. St Catherine's Monastery, (Sinai).

http://www.ou.edu/class/ahi4263/byzslides/057.jpg

Christ and the Theotokos and Child with
saints and angels. 6th cent. Ivory
diptych.

http://campus.belmont.edu/honors/Ivories/6thDiptychXtMarys.jpg

416

Sculpted pier from St Polyeuktos,
Constantinople,
524-7, reused, Piazzetta, Venice.

http://www.goldenrule.name/Dionysus_ART-EarlyChristian_files/image068.jpg

Constantine IV (668-685) grants tax
immunity to the Archbishop of Ravenna.
(Ravenna)

http://www.nipissingu.ca/department/history/muhlberger/4505/taxpriv.gif

St. Catherine's, The Sinai, St Peter 7th
Century

http://campus.belmont.edu/honors/SinaiIcons/WIcons08.jpg

600CE

379

Table C.1.1 (cont.)
TIMELINE

700CE

800CE

SINGATURE EXAMPLE

DESCRIPTION

REFERENCE

Mosaic from the church of Hagios
Demetrios in Thessaloniki, late 7th
or early 8th century, showing St.
Demetrios with donors.

http://upload.wikimedia.org/wikipedia/commons/thumb/f/ff/Meister_der_DemetriusKirche_in_Saloniki_002.jpg/455px-Meister_der_Demetrius-Kirche_in_Saloniki_002.jpg

Mosaic from the Iconoclast period.
Apse of Hagia Sophia (Istanbul)
Photo © Dick Osseman.

http://www.sacred-destinations.com/turkey/istanbul-hagia-sophia-photos/slides/apsemosaic-mary2-c-osseman.jpg

417

Ivory Cross reliquary, c. 920-30.
Painted and gilded wood:
Interior with cavity for relic.
(Macedonia)

http://www.ou.edu/class/ahi4263/byzhtml/p05-04.html

900CE

1000CE

10 Century Mosaic
Hagia Sophia

http://campus.belmont.edu/honors/HagiaSophia/10thJohnChrysos.jpg

The Nativity; mosaic from the
Katholikon, Monastery of Hosios
Loukas, ca. 1050 Phocis, (Greece).

http://www.lessing-photo.com/p2/150303/15030319.jpg

380

Table C.1.1 (cont.)
TIMELINE

SINGATURE EXAMPLE

DESCRIPTION

REFERENCE

Medieval stained glass panel
Canterbury Cathedral. England (1180).

http://www.sacred-destinations.com/england/canterbury-stained-glass-photos/slides/h8222c

1100CE
Church of Panagia Phorbiotissa Cyprus.
(1106/6)

http://campus.belmont.edu/honors/Cyprus/Asinou.html

418

Sermon Before Honorius III. 12951300. Fresco. St. Francis, Upper
Church, Assisi, Giotto (Italy).

http://www.abcgallery.com/G/giotto/giotto2.JPG

Mosaics of the Hagia Sophia in
Constantinople (1261

http://www.approachguides.com/wptest/wpcontent/uploads/2010/02/christ_pantocrator.jpg

1200CE

381

Table C.1.1 (cont.)
TIMELINE

SINGATURE EXAMPLE

DESCRIPTION

REFERENCE

Adam and Eve (detail)
Baptistery, Padua (1376-78)

http://upload.wikimedia.org/wikipedia/commons/7/73/Giusto_de%27_menabuoi,_adamo_ed_eva,_137678,_battistero_di_Padova.jpg

Fine stained glass of St
Mary’s church Deerhurst.
(1300).

http://www.sacred-destinations.com/england/deerhurst-church-photos/slides/d-4612.jpg

1300CE

419
The Expulsion from the
Garden of Eden Masaccio
Brancacci Chapel, in the
Santa Maria del Carmine
church in Florence (1426-27)

http://tagdesignstudios.com/Teach/italhistfinal/gothic/gothic-Thumbnails/21.jpg

1400CE
Icon of the Transfiguration
(15th century, Novgorod)
Russia

http://www.auburn.edu/~mitrege/russian/icons/transfiguration

382

Table C.1.1 (cont.)
TIMELINE

SINGATURE EXAMPLE

DESCRIPTION

REFERENCE

The Creation of Adam.
Michelangelo
1508 – 1512 (Rome).

http://www.webexhibits.org/colorart/i/michelangelo-creation-adam-.jpg

St. Zaccaris La Vierge A l Efant
aved l ande musiciebn By
Giovanni Bellono 1505. (Vanice).

http://www.e-venise.com/pics/peinture/giovanni_bellini_san_zaccaria_venise_4.jpg

1500CE

420
Fresco of the Holy Protection in
the Novopassky Monastery,
Moscow.

http://media.lonelyplanet.com/lpimg/14462/14462-53/thumbnail.jpg

1600CE
17th century Russian icon of Saint
Mary of Egypt, with scenes from
her life.

http://image.absoluteastronomy.com/images/encyclopediaimages/m/ma/mary_of_egypt2.jpg

383

Table C.1.1 (cont.)
TIMELINE

SINGATURE EXAMPLE

DESCRIPTION

REFERENCE

421

1700CE

Church of Dabra Sina,
Gorgora (north shore of Lake Tana),
Michael the Archangel, early 18th
century, interior wall painting.
(Ethiopia)

http://www.betsyporter.com/sitebuilder/images/Archangel_Michael-187x249.jpg

1800CE

Moses, mosaic from the Church of St
Oudoceus, Llandogo, Wales, 1889,
Imaging the Bible Wales.
Photograph Martin Crampin

http:www.imageingthebible.org/wales/delweddau/moses_MG_0117_1/jpg

The Vence Chapel
Henri Matisse (1950)

http://www.post-gazette.com/images2/20030923homagchapel_230.jpg

1900CE
The Rothco Chapel

http://www.usc.edu/schools/annenberg/asc/projects/comm544/library/images/790.jpg
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Appendix D

422

Appendix D
Stages of Image Development (Table 6.1.1)

423

Appendix D.1
Stretching the Limits (see 6.2.2)
How might a computer disk be used as a metaphor for
artwork related to Christianity?

424

425
Visual Diary #1

Graphite pencil on paper

Study: The Entity Within:
Number One

Plate D.1.1

Plate D.1.2
Study: The Entity Within: Number Two
Pencil on paper
Visual Diary #2

426

Appendix D.2
Focal Points in Scripture (see 6.3)
How might focal points in Biblical history be best
represented in an artwork?

427

Plate D.2.1
Study: Personification
Pencil on paper

Visual Diary #3

428

Appendix D.3
Representations of Christ (see 6.4)
How might the crucified Christ be represented in an
artwork?

429

Plate D.3.1
Orante1
Acrylic and Charcoal on Canvas
(H)1.17m X (W)75cm
Artist: w Gregg Nowell

430

Plate D.3.2
The Chi Ro
Acrylic on canvas
(H)1.17m X (W)75cm
Artist w.Gregg Nowell

431

Appendix D.4
Symbols of Christ (see 6.5)
How might Christ be represented figuratively in an artwork?

432

Plate D.4.1
Iris
Acrylic on canvas
(H)1m X (W)1m
Artist: w. Gregg Nowell

433

Plate D.4.2
Lily
Acrylic on paper
(H)21cm X (W)30cm
Artist: w. Gregg Nowell

434

Plate D.4.3
Thistle
Acrylic on paper
(H)21cm X (W)30cm
Artist: w. Gregg Nowell

435

Appendix D.5
Abstract Symbols of God (see 6.6)
What types of abstract symbols have the potential to
represent God?

436

Plate D.5.1
Study: Untitled
Acrylic on paper
Visual Diary #4
Artist: w. Gregg Nowell

437

Appendix D.6
God: Names and Symbols (see 6.7)
What universal name might represent God?
What symbols might best represent God?

438

Plate D.6.1
Maquette: Broken Clay Tile
Coloured with Acrylic set in a Plaster.
(H)9cm X (W)17cm
Artist: w Gregg Nowell

439

Colour Study
Plate D.6.2
Study: Untitled
Gouache and Pencil on Paper

440

Appendix D.7
Communicating with God (see 6.8)
How might art work be used as a tool for communication?

441

Plate D.7.1
Maquette: Prayer Flag
Acrylic and Ink on Fabric
Artist: w Gregg Nowell

442

Plate D.7.2
Ideas for an Artist’s Book
Acrylic Paint and Ink on Linen.
Artist: w. Gregg Nowell
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Appendix E
Request to Jewish Rabbis and Their Responses

444

Appendix E.1
Request to use/manipulate Hebrew Text.
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ADMINISTRATIVE DOCUMENTATION HAS BEEN REMOVED
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Appendix E.2
Responses to Request
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Appendix E.2

ADMINISTRATIVE DOCUMENTATION HAS BEEN REMOVED
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Appendix E.2 (cont.)

ADMINISTRATIVE DOCUMENTATION HAS BEEN REMOVED
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Appendix E.2 (cont.)

ADMINISTRATIVE DOCUMENTATION HAS BEEN REMOVED

450

Appendix F
Source Image for Artist’s Book
... and among the Lampstands...

451

Plate: F.1.1
St. Mary’s Church, Sydney
Source Photograph
http://www.image18.webshots.com/18/1/33/78/199213378/uCros_fs.upg. Accessed 28/06/2010
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Appendix G
Sample: Senior Art Students Survey
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