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The building is meant to be overwhelming, bright, and a truly awe-inspiring house for 

relics. The flying buttresses allow for an incredible amount of the stone wall to be 

replaced with stained glass. The glass is full of vivid color, with modular parts working 

together to accomplish a greater work of art. The color from the windows radiates into 

the space, filling the church with more effect than merely a wall decoration, but 

encompassing the entire room (page 10).

Additionally, the pictures and words within the glass are not solely decoration, but 

used as an educational tool. Each window, keeping with the tradition of pilgrimage 

churches in the Gothic era, has a message for the viewer. Sainte-Chapelle’s stained glass 

is a reminder of who the building is built for, and all His glory and radiance. The glass 

takes over the space, addressing it as a fully encompassing work of art on an architectural 

scale. Further, the work is a synergy of glass pieces. Each minute piece by itself is a 

mere chunk of colored glass. Yet, when combined in a specific order, the small pieces 

are given a greater meaning. The synergy of the small pieces of glass is the major 

influence for breaking the tiles in my thesis work. Each piece on its own can be 

beautiful, yet when combined or altered to show a specific orientation with other similar 

parts, the work deepens.

The many individual pieces of Frida Kahlo’s body of work show how her 

expression portrays a depth and meaning not completely attainable by viewing one work 

alone. While the window of Siante-Chapelle show the reality accepted by the Christian 

faith, Kahlo’s work has her experience and reality. Kahlo painted what she knew to be 

her perception of reality. Kahlo was affected by dreams, which came out in her artwork 

as subject matter. She painted the anger, physical pain, miscarriages, and thoughts of
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death surrounding her every day. She painted her own reality, which was expressed and 

escaped through her dreams.

“I must have been six years old when I experienced an imaginary friendship with 

a little girl more or less the same age as me. I breathed on the window of my room 

and with a finger I drew a door. Full of great joy and urgency, I went out in my 

imagination through this door until I came to a dairy with the name of "Pinzon." I 

entered the "O" of Pinzon and I went down in great haste into the interior o f the 

earth, where my imaginary friend was always waiting for me.”^

Kahlo put her whole being into painting. Her biography and her artwork were 

one entity. She had the capability to portray exceptionally painful and personal issues in 

her work without squeamishness or shame.^ Her work is to the point, direct, and without 

need to soften the blow. By putting her pain into a metaphor or symbol, she placed them 

outside her body in a place where she could privately work through, or ignore the 

existence of, the issues within her life.^

This separate personality diverted pain from the public Kahlo to the painted 

Kahlo. The separation of personality in her work appeared to be Surrealist. In fact, she 

was freely accepted into the Surrealist art world. Yet, Kahlo denied her work to be 

Surrealist, pointing once again to statements that she was merely painting her own reality. 

"I paint my own reality. The only thing I know is that I paint because I need to, 

and I paint whatever passes through my head without any other

’’  David Dalton, “Let It Bleed. Frida Kahlo: Mexican Visionary,” <https://www.gadfly.org/1999- 
06/kahlo.htm>, (17 April 2001).

 ̂Judy Chicago and Edward Lucie-Smith, Woman and Art: Contested Territory. New  
York: Watson-Guptill Publications, 1999. p 53.

 ̂Edward Lucie-Smith, Latin American Art o f  the 20* Century. London, Thames and Hudson, 1993, p 98.
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consideration.. .My painting carries with it the message of pain...Painting 

completed my life...I believe that work is the best thing."’®

Kahlo was not painting for sympathy, but painting because she had aspects of her life she 

needed to express. Her dreams were important, and gave her the inspiration for her 

compositions as well as an opportunity to show us her reality, what she knew to be true in 

her life.

Similar to Kahlo, I am sculpting my own reality. As I tackle issues involving my 

Christianity, I know there are skeptics and people who will not take the work at the level 

and meaning I wish them to view. Yet, as Kahlo, I cannot do anything different. I am 

also being lead, whether it is through dreams, discussion, life’s experiences, or the simple 

reading of scripture to sculpt my reality.

Philosophy:

Francis Schaffer, a Christian philosopher, commented on the necessity of the arts 

in all aspects of faith. Today is seems there is a tragic separation between Christianity 

and the art world. Yet, Schaffer had the insight to address the issue and educate those 

who were furthest from the middle. Commenting with a language that spoke to the 

conservative, he was gentle, yet convincing in an argument that none could argue. The 

first part of the essay was geared to showing how art and creativity are used in the Bible. 

The second half of Art & the Bible comments on the making and viewing of art. The 

essay is a wonderful example of combining faith and art, and I include it in my thesis due 

to its importance and significance to my work.

Kimberly Masters, “Welcome to the World o f Frida Kahlo!” 
<http;//members.aol.com/fridanet/kahlo.htm> (17 April 2001).
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There were four standards Schaffer laid out for the critiquing of art, both for 

viewer and artist: technical excellence, validity, intellectual content, and the integration 

of content and vehicle. He breaks these down as the elements of art. Technical 

excellence is simply the quality of the craftsmanship. The viewer may disagree with the 

content of the work, yet there is no mistaking the level of execution shown in the mastery 

of the medium. “Craftsmanship is essential to the artist. He needs it just as he needs 

brushes, pigments, and a surface to paint on.”*'

Validity is defined as the artist’s honesty with himself and his particular view of 

the world. Fine art does not happen if the art is made solely for the money. This is not to 

say that patroned work is not art, it’s simply less valid if at all censored by the patron. If 

the artist is not allowed the freedom to express, and therefore not speaking entirely from 

the heart, then the work is less valid. Validity comes down to practicing what you 

preach, in all things, in every work of art.

The intellectual content of the work is the worldview of the artist. As a Christian, 

I judge my own life based on the scripture within the Bible. Therefore, my artwork must 

reflect the same values as my personal life. How can a person make art based from 

another person’s point of view, seeing how they have not, and cannot jump into their 

shoes to walk that exact walk, feeling the same emotions? As an artist, I feel I am free to 

comment on any issue, yet it must reflect on who I am as a person. “.. .the nature of 

art.. .the one that really produces great art and the possibility of great art -  is that the

" Maurice Tuchman, New York School: The First Generation. Paintings o f the 1940s and 1950s. 
Connecticut: New York Graphic Society Ltd, 1971, p 116.
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artist makes a body of work and this body of work shows his world view.”*̂ It is because 

of this that I include my faith into every piece of artwork.

The final basis Schaffer mentions for critiquing work is the vehicle by which the 

content is delivered to the audience. If the artist uses a language that is completely 

foreign to the audience, how are they to respond? The content of the work must relate to 

the audience by means they can comprehend. Even in abstract work, there can be clues 

by using specific colors and gestures to elicit an emotional response. Without an attempt 

to communicate, the message and content of the work is lost. If art is made to be more 

than therapy for the artist, then there must be an attempt by the artist to communicate 

clearly with the audience by correlating style and content.

Hebrew calligraphy is a major influence on my body of work. The journey to find 

Hebrew and its relation to my work took a year of experimenting and searching. I began 

with simple gestures with no direction or specific thought. Yet, I couldn’t help but 

recognize general shapes of words within those gestures. The more I paid attention to 

this realization, the further I began to explore the possibility of my expression needing a 

direction that related to language. Moving through Chinese, Islamic, and Aramaic 

calligraphy, I settled on Hebrew calligraphy as it had a personal significance in my life. 

The connection to Hebrew first began by selecting words from a dictionary. Picking out 

specific words to represent, the end product did not seem to hold the personal 

significance and content I desire in my work.

As a result, I began to construct my own “sentences.” Using Hebrew words in an 

English sentence structure, I made a series of scrolls that began to abstract the language.

Francis Schaffer, Art & the Bible. Illinois: InterVarsity Press, 1973, pg 37. 

Francis Schaffer, p 42-47.
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Again, I encountered discouragement as I wrote out the art. The sentences continued to 

fall short of my own standards and voice. I knew Hebrew was the language I was meant 

to use; therefore I continued to search for its proper expression in my work. I knew this 

was the language I should focus on for my work because it was held more than an 

aesthetic beauty. I also explored using Chinese and Arabic calligraphy to express in my 

art. Yet, both languages fell short as they failed to make a personal connection. The 

Hebrew came to fruition in the work when I applied my faith to the sentences. Old 

Testament scripture is written in Hebrew, and thus had an intimate connection to my 

Christian faith.

Exploring the scripture, I settled on the books of Isaiah and Daniel for their 

apocalyptic style of writing. These two books explore the Jewish story, and yet both 

point towards the coming of the Messiah. Seeing how I am a Christian, and believe that 

the prophecy of the Jewish Messiah happened in Jesus of Nazareth, these books, 

passages, and simple sentences speak to my soul. Not only are the words themselves 

meaningful and inherit with symbolism, the culture that surrounds the passages has 

specific imagery and symbolism as well.

Many of the ideas we carry through today in color theory are present in the Jewish 

culture of the Old Testament. The specific symbolisms I carry into my work are purple 

and blue for royalty, deity, wisdom, and mystery, green as life, and white for purity.

These symbols are seen over and over again in the Old Testament as well as the New 

Testament. Seeing how I use specific scripture as a starting point in my work, using the 

imagery from the time period is very appropriate, and still portrays a similar message to 

our modem society.
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Samuel 3:2-4, 10-11

“At that time Eli, whose eyesight had begun to grow dim so that he could not see, 

was lying down in his room; the lamp of God had not yet gone out, and Samuel 

was lying down in the temple of the Lord, where the ark of God was. Then the 

Lord called, “Samuel! Samuel!” and he said, “Here I am!”

Now the Lord came and stood there, calling as before, “Samuel! Samuel!” And 

Samuel said, “Speak, for your servant is listening.” Then the Lord said to 

Samuel, “See, I am about to do something in Israel that will make both ears of 

anyone who hears of it tingle.”

In the story of Samuel, God is speaking to him through dreams, calling him into 

ministry. In a similar fashion, I pay attention to my dreams and the imagery I see. I 

don’t mean to be pompous and claim that God is speaking to me as I sleep, yet 1 cannot 

ignore the shapes that appear in my dreams along with my knowledge that God has called 

me to be an artist. Too many times in my art career I have had the opportunity to be 

honest about my faith, and yet I have toned down the message or kept quite altogether. I 

have heard God calling, and yet I did not respond. Now my faith is at a point where 1 can 

no longer stay quiet, nor deny where the visions of art and shape are coming from in my 

dreams. It is a call, and I have chosen to answer in a positive manner, expressing to all 

who have an ear to listen what my faith in God means to me.

My relationship with God is a personal faith, which I explore and delve into each 

day. Unfortunately, when I first heard God calling me to be an artist, I said no. At this 

point in my life, I felt God had used me like Jonah, swallowed by a whale after saying 

“no,” and spewed forth in the right direction. Every other door was closed off, and I had
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no choice but to dive into the art classes of my undergraduate degree. Even today I feel 

as if I am wandering through the dark, knowing nothing but that I am to make art and 

follow God. This is my worldview. I believe God created the world and all that is on it, 

and I believe that Jesus Christ was God incarnate. Believing in this faith does not allow 

me to continue on my merry way with no regard for direetion, thought, or voice. In the 

book of Matthew 28:19, God asked us as Christians to “go, therefore, and make diseiples 

of all people...” Furthermore, scripture also tells me to follow Him with all my heart, 

mind, soul, and strength. If God is all that I am, all I desire, and everything that I long 

for, then expressing my faith in my art is a natural extension of my Christianity.

My art needs to express who I am as a person. I feel free to comment on any 

issue I deem necessary, yet the voiee that comes through the work needs to reflect that I 

have died to myself, and live for Christ. Galatians 2:19b-20, “I have been crueified with 

Christ; and it is no longer I who live, but it is Christ who lives in me. And the life I now 

live in the flesh I live by faith in the Son of God, who loved me and gave himself for 

me.” Seeing how I am in the infancy of my use of the Hebrew language, I remain in the 

books that directly points to the coming of the Messiah. I don’t want to think abstractly 

in my choice of verses, I want to be specific and direct. Isaiah and Daniel allow me to 

use the Hebrew ealligraphy and state why I produce specific work. I am focusing on 

Christ for my thesis body of work.

Do I mean to shout, brow beat, or stand on my soapbox and scream about Christ 

even if no one wants to hear what I have to say? No. As an artist, I feel so many topics 

can be discussed through seripture, that I choose to use it to help explain my opinion. I 

want to comment on my faith and allow it to influence my work by natural means, not
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interjected to make the viewer uncomfortable by slapping them in the face. In an MTV 

interview with Sonny Sandoval and Noab Bernardo, members of the band P.O.D., 

support my view on faith and its influence in within art.

MTV: You're a spiritual group. Religion plays a big part in it, but you don't really 

beat people over the bead with it.

Bernardo; It's an undertone...

Sandoval: ... We just believe in the relationship we have with God. It shapes and 

molds our character. I don't have to sit here and chant. I just wake up in the 

morning and realize that without some type of guidance from the Almighty, it's in 

our human nature to be nuts. We're not perfect, and by no means do we try to 

push across in our music that we are and that this is how you should live your life. 

...I saw for myself. I saw lives change, our families mended and relationships 

restored. To me, that's God...

In all things, I believe gentleness is the answer. Nothing is solved or 

accomplished by forcing ideas upon people. I want people to look at my artwork and 

know that I am a Christian because it has changed my life. It’s seems natural for me to 

express that in the content of my work.

Technical Accomplishments:

Several people have posed the question, “Why clay?” Could my aesthetics and 

ideas be equally accomplished using a different medium? My response is that I simply 

love clay. I fell in love with every aspect from my first week in the ceramic studio. The

14
“P.O.D.: Warrior Souls” http://www.mtv.eom/bands/p/pod/news_feature_091501/index3.jhtml 

An interview between MTV and P.O.D.
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tactile qualities of clay are quite appealing. The challenges to make a wet material with a 

high plasticity stand up and form a shape is a wonderful trial. Granted, using 

manufactured tiles takes the fun out of this part of the process, but it also brings the 

control I needed to complete my work. The mystery of the glazing process also appeals 

to my sense of adventure. Each time I put a piece into the kiln, no matter how much I 

understand about the glazes, there is always a little mystery about what the final product 

will look like. Quirky things happen at high temperatures, and it is next to impossible to 

ensure that every square inch of the piece has an identical application of glaze. The 

entire process is an exciting and humbling experience each time the kiln is opened.

Marrying the technical appearance of tile and glaze with the theory behind the 

work has produced many challenges. I began the journey with clay, as would be 

expected from a ceramist. Over the first year and a half of this degree, I began to see the 

need to work with tile. My sculptural pieces were becoming thinner and flatter by the 

day. I became obsessed with the thought that thinner is better for a clay body.

Eventually, I needed to make each piece four or five times because the work broke in the 

kiln. The process would involve making the clay bend and warp in the kiln by propping 

it up with kiln bricks, allowing it to bend over the pressure points as the kiln temperature 

pushed the clay to it’s structural limits. The effect was fantastic, but the timetable to 

produce one piece was stifling my creativity.

Additionally, the move to tiles was further encouraged by my sketching style.

The Hebrew calligraphy has a specific look, and the sculpture did not capture the 

beautiful arching, swinging motion of the writing. As I translated my sketching onto the 

clay, my brush selection and application of the glaze became more painterly. Again, 1 did
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not feel I had the control and craftsmanship I demanded from my work as an MF A 

student. The tiles provided a smooth, predictable, constant surface, which allowed me to 

complete my sketch onto clay.

Unfortunately, I found that spending weeks making tiles wasted my time. This 

took up valuable time that could be used work out the finer points of my theory. The 

endless frustration of the tiles warping and breaking in the kiln did not help the situation. 

Preventing warping is nearly impossible. Yet, to fix warping simply involves putting the 

tiles back into the kiln to fire the clay past its recommended temperatures. After several 

additionally firings, I found the proper temperatures to push the clay towards its melting 

point. During the weeks of making tiles for one piece of work, I would find inspiration 

for five more. This problem put me further and further behind with each passing day. I 

wanted to produce work with great craftsmanship, therefore a crack or blemish was not 

acceptable. Working slowly and fixing mistakes in the clay body only made the process 

more frustrating.

I accomplished flat tiles, yet was now pushing two to three weeks before I had 

begun to dive into composition and glazing. Time is money, and the Home Depot 

answered my time problems with a little money. Selling in bulk brings prices down, 

therefore for less than a dollar per square foot I could purchase generic floor tile. The tile 

was a lifesaver, as it allowed me to spend two hours getting tile for a piece, as opposed to 

two weeks. Additionally, the selection of tile was immense. I could drive to the store 

with a piece in mind, pick out the base color, texture, and size, and return to studio and 

begin working immediately.
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