THE ECCLESIAL CONTEXT
Exploring Sacred Space as Site for Contemporary Artntervention

Introduction

This paper treats the eccleSiahallenge that is currently offered contemporatigis. Its point
of departure is twofold: The Norwegian Evangelicatheran Church’s foundational document
on its relationship to culture and the arts, frod@%2 Kunsten & veere kirke; om kirke, kunst og
kultur,? and the author’s art intervention in Oslo Cathkdna2005.

Kunsten & veere kirkeoldly addresses the split that arose betweeartseand the Church during
Modernism. But the arts and the Church have mudommon; now is time to start anew and
enter into a respectful dialogue. The text says:

Both [the arts and the Church] try to create a réommeflection about what it means to
be human [...] whatever the point of reference, Giamsor not, the task is to seek places
for meeting in which we can collaborate in tracihg sketches to a meaning that has to
be reconstructed again and again.

From a secular point of view, theology is todayoggazed not only as a dogmatic restraint of

thinking, but rather a constructive resource ttetfon the human conditidriThis attitude is

met in the new document, saying:
The Church has to reconquer some of its lost iadaf being a force of renewal in the
arts. It has to actively break with the timidityatthas marked the relation between the
Church and the arts for generations. Instead afidge&k conservative, controlling and
skeptical attitude to contemporary art, it has@éodme a collaborator to develop the
expressions of art. If the Church is to have a pgsence in today’s society and know
and understand the human heart, it is importanttlaaranges so that contemporary
voices can be heard.

WhenKunsten a vaere kirkeas launched, the Evangelical Lutheran Cathedr@lslo wished to
be in front of the tide. The vicar invited contemgmy artists, me being one of them, to propose
ideas for interventions in the church room itsedft only the crypt gallery below the church

room that is used for exhibitions, including conparary art projects. The Cathedral is protected
by law; the proposals, therefore, would be evalliategelation both to the acceptance of the
church authorities, the congregation and the bishog the regulations on the building.

! Ecclesial means "churchly”. It is explained furtlie the first part of the pap&rerminology

2 AbbreviatedKunsten & veere kirkén English:The Art of Being Church; Church, Art and Culturdl translations
between English and Norwegian are done freely byatithor.

% Begge freistar & skape eit rom for refleksjon dwer det vil seie & vere menneske [...] uansett wspunkt,
kristen eller ikkje, handlar det om & leite segrfril mgtestader der vi kan vere med pa a utforkigsene til ei
meining som ma rekonstruerast igjen og igjéar(sten a veere kirkd.1 and 9).

* Ibid.: 10. The contemporary philosophers Gianriititeo and Jiirgen Habermas are exponents for thiget
(Vattimo 1999; Lysaker and Aakvaag 2007).

® Ibid.: 201. Kirken m& gjenerobre noe av sin tdptéd som padriver for fornyelse. Den m& aktivyter med den
forsiktigheten som har preget kirkens mgte med teimismange generasjoner. | stedet for a inntaomsdevativ,
kontrollerende og skeptisk grunnholdning til sarskighst, ma den bli en bidragsyter til & utvikle &iittrykket.
Skal kirken ha et sant naerveer i samtiden og kjegnferstd menneskenes hjerter, er det viktig atleigger til rette
for at dagens stemmer kan bli hart.
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Contrary to what may be anticipated, and the prastwithin the Orthodox Churches, Western
Churches have no explicit rules on art, only noiveastatements that are negotiable and open to
interpretation. However, traditions and expectatitmart in church contexts may be stronger
than the current official advocacy of adopting aipee attitude to contemporary art. The
guestion is how artists may cope with a situatlaat ts both open and restricted. What do
ecclesial patrons expect from artists, and whezdtagir borders of tolerance? What can artists
offer without abandoning their claim to autonomy@Hcan the two communicate their

legitimate needs and restrictions? For practicmigta these questions may boil down to: What
should the artist consider when doing ecclesiak®or

The paper aims at contributing to shed light onrtheed questions. It firstly defines
terminology. Secondly, it treats general criteiéeStern Christian) for producing art in church
contexts today, suggesting a simple model that Imedyy patrons and artists communicate.
Thirdly, the theory is exemplified the authoPater Nostelproject carried out in Oslo
Cathedral.

Terminology

There is currently no consistent vocabulary onedted to religion and church either in

English, German, or the Scandinavian languagess(iRe2000: 40). In order to understand the
discourse on the arts and the Church, it may béhwahile to take a closer look at the
terminology because it reveals certain attitudas ey have consequences for the artworks and
their production.

When art is made for use in church buildings desined by adjectives likeacred liturgical or
ecclesial’

Sacred Art

Sacredmeans that which belongs to the realm of the hebrship, persons, and things marked
out by consecration, that is, actions which se¢cisjapart from profane use (Rahner and
Vorgrimler 1983: 90)Broadly speaking, churches are dedicated for wprahd thereby
considered sacred space8onsequently, art placed in church rooms is ofemotedsacred art
However, an object does not become sacred in bydbeing situated in a sacred space. The late
Norwegian Lutheran theologian Helge Faehn defin&gs:dbject is sacred when its function,
material, and form aim at serving the people of @oitheir commoniljturgical life” (Feehn

1968: 82)° Defined this way, sacred art becomes synonymolisitgical art,

Liturgical art
The main activity and most important Christianailtis the service, the mass. It consists of a set
sequence of components: prayers, readings andadhat taken together are callgdrgy,

® The terms Christian, ritual and church art mayuocbut have slightly different meanings (Refsur®@@040-48).

" Theologically, there are distinct differences bestw the consecration or dedication of Roman Catlaii
Protestant church buildings. In Roman Catholic chuboms the holy is present by relics and the Eristic
sacrament, which is kept there, while in Protesthotches the holy in principle is constituted tigb the presence
of people. The consequences of this differencetlamdtatus of the various church rooms are not.chsaan artist,

| leave the further discussion of this questiothtenlogians.

% In Norwegian: “en gjenstand er sakral ndr damksjon, materiale og formsprék sikter pa & tjendsFolk i dets
felles, liturgiske liv".
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denoting the official worship of Gatin consequencéiturgical art is defined by its function,
which is to serve the liturgy, the specific neetlpublic worship and private devotion in church.

EcclesialArt

The wordchurchstems from Greekkklesia Latin ecclesia which has a double meaning.
Written with major EEcclesia it denotes the living organism of people of faitithe world,

and its administrative institution. Written with mair e,ecclesia it simply refers to the buildings
that houses the faithful. It follows thetclesialart is defined as art servirtgcclesiaand most
often is to be found in church rooms (Jungmannpi88). Personally, | prefer ecclesial art to
sacred and liturgical art. This term is not bound pretension of being in itself sacred or linked
to the liturgy; it is open to the service of Ecideim a broad sense that | find compatible with the
attitude inKunsten & vaere kirk@

Contemporary Art

Contemporary art of any kind may be taken into §ttamn or ecclesial contexts ag in a secular
sense, regardless of its potential function astumeal, catechetical or decorative. We mat say
that art as such goes beyond these categories encayfyprising them all. However, whatever
the artist intends, when a work is taken into tbelesial context, it somehow will be interpreted
within in it. Instead of reacting negatively tothjs is a fact artists should be aware of and
consider before engaging with ecclesial contexts.

General Criteria
Theologians and Church leaders have throughoudriistpeatedly attempted to set forth more
or less universal guidelines for the arts of theicCh.

Characteristics of Ecclesial Art

According to the US Professor of religion and huities, musician and composer Frank Burch
Brown, the most frequent criteria in modern timasébeensimplicity, dignity, order, restraint,
beauty harmony sincerity, andtruthfulnesgBrown 1995: 323-24). The Norwegian art historian
Henrik von Achen has listed several points conceriirt in ecclesial use.According to him,
ecclesial art should primarily deserve to be cadigdit should not merely be decorative, but a
“talk about God” that would strengthen thumctionof the place it embellishes. Besides, the arts
in a church should keep contact witadition; beauthentic reflecting the dynamic element in
Christian tradition; b@astoraland communicatith. Artists working ecclesial spaces should
be given the necessdngedomto create, but at the same time they have oy to the task.
The ecclesial patron keeps the authority regarthiegontentof the artwork, and should be a
mediatorbetween the faithful and the artist. Finally, vacthen advises that a congregation
should bewilling to seeand meet new art expressions. However, it is notigntentions, nor
guidelines, that matter, but whether the arts efleat religiousauthenticityor significance
(Brown 1995: 324-326). The problem for practicimgsas is how all these criteria should be
understood and integrated in their art-produciragesses.

In my doctoral thesis, | have argued that the feunsgenuing Christian, modern andart in
principle may be taken to incorporate the desiteatacteristics of contemporary ecclesial art,

° Etymologically, liturgy stems from Greééitourgia, which is a combination déités an adjective meaning
pertaining to the people, agdgon work (New Catholic Encyclopedi2a003, vol. 8: 727).

191 define my artwork as ecclesial art regardleswluére it is kept, because | conceptually relate Ecclesia
! presentation atiordisk Kirkesagskonferencerganized by Kirkefondet, Arhus 6-9 August 1996.
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provided thagenuinepoints to authenticity understoodsgsrituality, Christianimpliesbeauty
modernmeanssignificanceor relevance for the user, aad indicatesquality, primarily in the
making, figure 1 (Refsum 2000: 175).
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Figure 1. Criteria for contemporary ecclesial &efsum 2000: 175).

The aspect of genuineness demands according téShbeologian Fr. Mark Boyer, that
everything: “must be real in the sense that itus@vn” (Boyer 1990: 31). This means that
according to contemporary standards, art in theathtoom should not only pass on tradition,
but should be something the congregation can ddwotéowever, considering the art aspect,
quality in art presupposes genuineness in the rgakial thereby the maker. Therefore, the
aspect of genuineness cannot be fulfilled withetttrg the artist work in accordance with
her/his personal belief or spirituality.

The aspect of being Christian is in the Roman Qath@dition not related to something in
particular or narrations, but rather to beauty. Tete Pope John Paul Il writes: “Beauty is a key
to the mystery and a call to transcendence” (Jaul P1999: 816). In Protestant traditions,
there may be a stronger expectation towards thrathae, but not necessarily. The title of an
artwork, indicating its concept, may also be deeigAchen 1991).

The aspect of modern in ecclesial contexts doeswean contemporary as used in the art world.
It indicates that the art in the Church shouldly®perceived as irrelevant or out-of date to the
audiencé? Art in the Church should be meaningful: up to degéevant or even fashionable.

The aspect of art in this model does not covestse ideas as in the art world. In the ecclesial
context, it is more likely to denote good qualitythe making. The US Roman Catholic bishops’
advice in their regulationisnvironment and Art‘Quality means love and care in the making of
something, honesty, genuineness with any materssd, and the artist's special gift in
producing a harmonious whole, a well-crafted wqikhvironment andirt: 8 20). Concerning
furniture and objects in a church is said: “Nonewsdtl be made in such a way that it is far

12 This explains how icons that belong to the Orthotladition founded on the style of @entury on have been
considered modern in Western Churches during testldecades.
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removed from the print of the human hand and huenaft” (Ibid. § 67)*

Considering the Context
In addition to the guidelines concerning the arkyartists who want to work in ecclesial spaces
have to consider the context as a whole if theynwassucceed and avoid conflicts:
the given room: size, style, materials, interiocatation, embellishment and artworks
already installed, eventual protection by law etc.
the users: the congregation, occasional visitorgjdts, maybe officials of state,
homeless, refugees etc.
the local interpretation of Christian ideology: demnation, traditional, moderate or
liberal, including the power structures within #engregation and the authorities.

The ecclesial task demands handling these comp®aadtproducing a personally authentic
work. Such work may well be defined as design natien art.

Temporary Embellishment
When speaking about art in ecclesial use, one lysilithks of permanent embellishments.
However, the events during the liturgical yearraarked by shifts in the colours of the clerical
garments, textiles in use and seasonal decordffd@rsvironment and Arsays:
Many new or renovated liturgical spaces, therefongte temporary decoration for
particular celebrations, feasts and seasons. Bamamer hangings of various sorts are both
popular and appropriate, as long as the natureesktart forms is respected
(Environment andhrt: § 100).

Temporary decorations may well be artwotkansten a vaere kirkeays: "Some of the
contemporary art is of a very short duration areté¢fore may invite an exploration of the use of
art in ecclesial spaces that is temporary andhlexiKunsten & veere kirkd33)*®
This opens new possibilities:
One may imagine embellishments that can be prajentthe ecclesial space for a
restricted period. This diminishes the claims conicg its contents and the material
duration of the artwork. One may explore new m¢led are more fleeting or transient in
character, for instance photography, video, irstialh etc. After some time, the artwork
can be removed, while another takes its pl&améten & veere kirkd 33-34)°

A temporary use of art in ecclesial spaces invitese daring art projects. Most congregations
will accept untraditional and experimental artwovksen they know that they are to be removed
shortly. By exposure to new art expressions theetstdnding of the contemporary may grow

13| refer toEnvironment and Amot to promote Roman Catholic teachings as suatrather because this work is
currently the most elaborated text on this topic.

1% The liturgical year is marked with different cotsuviolet, white, red and green (information abooiburs and
textiles see online: kitp://www.kirken.no/?event=showArticle&FamID=2036
<http://www.tf.uio.no/praktikum/ressurser/kirketelkest. htmE>). Well-known seasons with popular decorations are
Advent (wreath), Christmas (crib and tree) and &a@tee with eggs). Additionally, there are feastlesial duties
and sacraments: baptism, confirmation, weddingfandral that may have separate decorations.

15 »samtidskunstens til dels sveert korte varighet tied for at man i store grad burde utforske brukunst i
kirkerommet som er mer fleksibel og utskiftbar”.

6 »Man kan tenke seg utsmykninger som projiserékekommet for en begrenset periode. Dette minkkavene
til kunstverket om bade uttrykksmessig og mateviatighet. Man kan utforske nye medier som er amenflyktig
eller ubestandig karakter, for eksempel fotografleo, installasjoner etc. Etter en stund kan kearget fiernes
eller flyttes til andre deler av kirken, mens ettverk far plass”.
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and the border of tolerance within the audiencegaly may be extended.

Working in ecclesial spaces requires dialogue betvadl parties involved. If artists wish to go
beyond the ecclesial iconographical tradition, they have to argue for their concepts, not only
artistically, but as relevant in the context. Tledtér the arguments, the more likely it is thairthe
ideas will be met positively.

Pater NosterProject

An invitation to intervene artistically in Oslo ®adral is challenging. From the start, it was
sternly made clear that the ecclesial context bdmktrespected, and the Church authorities alone
would decide what could be accepted. In the enly,fonr of the eight invited artists, decided to
intervene in the church room itséff.

The Context

Oslo Cathedral is situated in the heart of thetaht is an austere brick building, erected ia th
late 17" century and finished in 1697; today it is proteldby law. The cathedral room is large
and solemn, filled with interior objects and decimmas from the past 300 years, figure 2.

W
Figure 2. Oslo Cathedral, nave

The Cathedral altarpiece and pulpit are originadsnf1699, lavishly decorated with acanthus
woodcuts plaited with gold that were typical in Mawy in the Baroque period. The altarpiece is
an example of the Protestant iconography of itetilts vertical composition shows the Last
Supper at the bottom, the crucifixion in the midaltel Christ in glory on top, became a model
for later altarpieces, figure 3 (Christie 1973,.\ial56; Brunsvik 2003).

7| had previously shown a cross sculpture durifituegical celebration, but otherwise exhibitectfie crypt.

'8 Helen Eriksen, Rosalind Murray, Paula Chambersmysklf worked in the cathedral room, the otheefeared
the crypt. In this paper | solely speak about nigpeal work since each of us worked separately thighr own
topics and places in the room.
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Figure 3. Altar piece carved by a “Dutchman”, 1699

Oslo Cathedral is a place of religious ceremorgekgbrations and worship, on a stately national
level, as well as for the local congregation, wigjtschool classes, tourists and homeless. On
ordinary days, people come and go, some for lituoglyers to see the room, to pray or meditate,
or just to sit silently for a rest. The atmosphisrpeaceful.

To be a cathedral means that it is the churchbi$lop®® While the Bishop is in charge, the

vicar runs the daily routines. Besides, the congfieg has elected a committee that has its say in
the administration of the church. Oslo Cathedral lecome known for its openness towards all
kinds of people. Theologically, the Cathedral hasdme a centre of inter-religious dialogues
with the Muslim citizens in Oslo and Norway.

At the time of the preparations for the art interven, the former bishop who had balanced
wisely between liberal and traditional theologiatiltudes, retired and was replaced by a bishop
who is more traditional in his opinioASUnder such circumstances unnecessary provoking
incidents, for instance from temporary art intemiams, had to be avoided. Still, the vicar wished
to continue the open-minded attitude towards copteary art and the willingness to let the
visitors of the cathedral enjoy new art in the loldlding.

19 Cathedral from Latiwathedra the seat of the church authorifihe New Shorter Oxford English Dictionampl.
I: 353).
2 particularly the question of ordaining homosexrigsts is the unsettled issue.
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Towards an Artistic Idea

When | began my work in the Cathedral, | had n@aidewere to start or what to make.
Entering the Cathedral, | wondered if anything dasticcessfully be added in this delicately
balanced room that seemed filled with inheriteéfardts and decorations from various periods
of the past 300 years. The old altarpiece is pavievisually telling the basic Christian story.
Was there more to say, and if so, what could isidg be?

My working method when | am at a loss of what taslto let everything go and start
meditating. Sitting quietly in the Cathedral nabeing and watching, | became aware of the
huge space between the bench tops and the ceilththa empty volume between the altar piece
and my sitting position. | decided that this migktthe site to intervene.

| asked myself: what is the essence within thismoahat happens here and how can it be
commented upon? The room is one of liturgy, whgchhared, communal prayer. | wished to
work on prayer or meditation, but the question Wwaw it could be related to the liturgy.

The altarpiece is the viewpoint for visual mediatiti is catechetical and decorative, the figures
are familiar representations of the Christian rnarea challenging 300 years ago, but what about
today, what may be its equivalent now? Could Irgo & dialogue with its fundamental motives?
| envisioned a transparent hanging in front ofdharpiece that might constitute a new,
contemporary layer of Christian interpretation amekning, which was related to the daily
liturgy. Thereby a genuine new dimension could d&ea to the old story told visually in the
altarpiece. Since there is an installation fortighg in front of the choir, it was technically
possible. Before moving on with the idea, | corgddhe vicar and asked his opinion. In
principle he was positive, but the acceptance wdelgend on what | made.

Text and Ornament

| had decided a site for intervention and to wankpoayer as the general theme. Furthermore, |
wished to build on the Protestant tradition as streimscending the ¥7century Cathedral
building and its interior. The challenge was toidedow.

The Reformation in 1537 marks the split betweenvtlestern Roman Catholic Church and the
new Protestant Churches. The question of the tigdulogical interpretation and the use of
images were central in this conflict. The new Pstatet Churches accentuated preaching;
images, embellishments and arts, but for musicewesrely pedagogical tools (Bugge 1975:
196). During the 18 century in Norway much of the old interiors werpk The few new
embellishments that were made in this period andkedawith the pedagogical focus of the time,
combining imagery and instructing texts (Bugge )9%0e altarpiece from Seljord Church from
1588, is an example that is very well known. Itwhdhe 10 Commandments, including the
Mosaic ban on pictures that were important forRhatestants, figure 4 (Christie 1975: 211;
Christie 1982: vol. 3: 143Y.

% The Second Commandment forbids making images df ®ahweh (in this altarpiece it is included in first)
In Exodus 20.2 is said: “You shall not make youraatarved image or any likeness of anything inveeaor on
earth beneath or in the waters under the earthé JEnusalem Bible 1966, GT: 102).
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Figure 4. Altarpiece from Seljord Church, Telemafkrway, 1588 (postcard)

The altarpiece in Oslo Cathedral initiated a nesvweithin Protestant iconography (Christie
1973, vol. 1: 20). It must have been highly modemay be daring of its time without any
instructing texts — with its figurative visualizati and rich ornaments, both pleasing to the eye.
However, | always felt an attraction towards thdyel@ttered Protestant altarpieces, the beauty
of the old handwriting and the idea of combining@ge and text, or turning text into image,
figure 5. Formally, and may be conceptually, thegyrhe considered close to today’s art using
texts, words and lettering (Morley 2003).

Figure 5. Wing from an altarpiece ca. 1590, Baje@hurch, Denmark. Lord’s Prayer written in
Latin and Danish (Nationalmuseet, Copenhagen).
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The Cathedral milieu in Oslo is leading in ecumeahand inter-religious work in Norway. For
Jews and Muslims depiction of the sacred and Gedaat of the question, their religious
embellishing traditions are ornamental and geome€fihe early Protestants are close to this
understanding in their attitude to images. To dbate to an increased understanding between
Christianity and other religions, | build upon thetich is shared, showing similarity between
the traditions rather than differences. Since tteg piece is figurative and exclusively Christian
in form, | decided to contrast it by being iconatie?* and highlight the ornamental tradition
within Christianity: | decided to write a prayer.

Lord’s Prayer

Lord’s Prayer is considered the model prayer fo€Caristian denominations. When the
disciples, according to Scripture, asked Jesustbqway, he taught them this prayer named
after its first two wordsOur Fatherin English,Pater Nostein Latin?* Our Father became a
liturgical prayer of the Christian community in thiest century. It was used in the baptismal
liturgy and before the Eucharist in the early ChiffcToday, it is said before Communion in the
Eucharist® If anything unites Christians universally it misst Lord’s Prayer. Therefore, | chose
Lord’s Prayer as the prayer to write.

| envisioned a transparent hanging of Lord’s Prageiin the space between me sitting on a
bench in the nave, and the 300 years old imagteedltarpiece. To materialize the invisible,
said prayer into the open space in front of tharpiece would create a double layer of Christian
interpretations that the praying congregation céaiddk at: one figurative from 1699, the other
textual from 2005. This intervention would suggegtraying or contemplative attitude towards
the biblical events depicted on the altarpiece,aneflecting and interpretative or hermeneutic
attitude to the Christian narrative.

A hermeneutic approach to biblical texts belongtheotradition of the Churcif.During the 28
century, however, the new knowledge gained thrdugtorical critical theological research has
caused the raise of a contemporary fundamentafstion within Christianity’ Lord’s Prayer

is ecumenically shared and under no circumstarmesayersial in itself. What causes trouble,
however, are the translatioffsin accordance with the Lutheran spirit of goinglo#o the
sources, | decided not to write one of the newesdions, but rather an old. To underscore that
everything related to Christianity has to be inteted, | chose to write in Latin that is the
theological language of the Western Church, andaihguage of the time the Cathedral was
built. By writing the Latin prayer today, the intean was to go into a dialogue with the
altarpiece that went behind its “modern” 1699 espien, leading back toentury. | wished

2 From Latiniconoclastesoriginal from Greeleikonoclastesa destroyer or opponent of religious images,scon
The term came into use in th8 8entury during the debate on image venerationrenaned in the 16century
puritan period of early Protestantisitheé New Shorter Oxford English Dictionampl. I: 1302).

3 This prayer is found in two versions in the GospMatthew, 6.9b-13, and Luke 11.2b-14.

%4 New Catholic Encyclopedi2a003 vol. 8: 784; See online: <http://www.preces-
latinae.org/thesaurus/Basics/OraDom.htmlkttg://en.wikipedia.org/wiki/Lord's Prayer

% See online: kittp://www.kirken.no/?event=doLink&nodelD=23339

% St. Augustine (354-430) is considered the fattidreomeneutics (see online:
http://www.newadvent.org/cathen/02084a.te&nd <http://www.newadvent.org/cathen/07271a.htm>.

2" Fundamentalism regards the Bible as the word af that should not be interpreted according toadtstext (see
online: <http://www.m-w.com/cgi-bin/netdict? Fundamiegist>.

% |n Norway, recurrent controversies catch fire gweme renewals are introduced. The Roman Catl@tiierch in
Norway that reestablished herself in the miff &8ntury, has solved the problem by refusing refevemd keeps to
the old text.
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to show that being in church praying is to be erpd® the 2000 years long tradition in which
the prayer we say today is only one version aloitly &l the others. Instead of provoking by
personally interpreting Lord’s Prayer, | chosetepsack to the traditional version. This version
would seem old to the congregation and indicatertheeum like character of the altarpiece.
Thereby, | wished to create a mental space fowviddal interpretation, now.

To underscore the traditional version of Lord’syral let the physical composition build on
well known iconography. Many postcards circulatéw@ur Father written in several languages
framed with floral pattern$’ This composition is elaborated in 140 images cdec tiles on

the atrium walls in th€onvent of Pater Nostén Jerusalem, built in 1870 near the site where
Jesus is considered to have taught his disciplpsatp This iconography became point of
departure for composing the work; besides, a flfseathing would dialogue with the acanthus
leaves of the altarpiece.

Material and Technique

| work with metal thread that | bind by hand, ircalance with the advice &nvironment and

Art (8 67), as the constructive element in my design work. This time, | decided upon
galvanized, iron thread that is shining grey as,ravd becomes dull grey turning towards the
blue during time. This would be my “ink” for writin Wasted glass in shades of green was
added as the vegetal component that might respoti taltarpiece acanthus and accompany the
text. | intended to use the green with sensitigityg care, avoiding interference with the

colourful stained glass paintings in the choir.

My hand binding technique limits the size in whiohwork. But crafting is an essential mean to
express the meditative aspect. Especially in thtedétimal space, | wished to keep contact with
my bodily dimensions. However, | was afraid thatwirk would turn out like a small fragile
stamp, hardly visible in the void. So be it! | diil that such an outcome might well be an
appropriate expression of my feelings and positicime room.

As a start, | planned the final work to be ca.X1 35 m, allowing for an ornamented frame and
some variation in length, due to the actual writiighe given text. Otherwise, the construction
should be as light as possible, but strong enoodiang straight.

Lord’s Prayer consists of 10 separate prayerslthetton lines and counted the letters and the
spaces in between. | could not foresee the composts a whole.

Pater noster Qui es in ceelis (28)

Sanctificetur nomen tuum (24)

Adveniat regnum tuum (20)

Fiat voluntas tua sicut in ceelo (32)

et in terra Panem nostrum (20)

cotidianum da nobis hodie (25)

Et dimitte nobis debita nostra Sicut (36)

et nos dimittimus debitoribus nostris (37)

Et ne nos inducas in tentationem (32)

Sed libera nos a malo Amen (26)

% See online: <http://www.christusrex.org/www1/péter
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The letters had to be connected to give the olmustructive strength. | chose horizontal lines
of two twisted threads (0.9 mm), figure 6.

Figure 6. Horizontal lines Figure 7. Lettering

For the letters | chose a fairly thick, single #ag1.65 mm) that would bind the lines together
vertically and would be possible to bind onto time$ figure 7. This is a balance that demands
experiential knowledge. The thread was hammeredhsd) to gain strength. The letters were
mostly connected to the horizontal lines by a theaft thread (0.9 mm), or the thick thread was
bound directly to the wire, figure 8. The solutwwith the third thread is not particularly strong,
but practical because the letters can easily beethewthout cracking. Bound threads cannot be
unbound more than a couple of times before thegkore

Each letter was formed individually and hammeregt th position and connecting possibilities.
The aim was to make an ornamental, meditative imagee than to write an instructional text.
Bits of glass were set between the words for deis@raurpose and to heighten the readability.
The glass cuts have random forms generated frorstsdabottles, figure 8.

Figure 8. Glass cuts between words Figure 9. &veomposition
The positioning of letters and glass creates tlegalvimpression, density and transparency of

the image. The composition was regulated in accmelavith the principles of stained glass
painting, in which the picture plane shall be kigqt allowing the eye to wander freely around
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without stopping. The skilled performance creatssrdace that perceptually has no holes, figure
9.

The initial idea of making a floral frame of piea#fsglass around the construction proved to be
wrong. The text in all its irregularity became szhrthat such a frame would compete with it.
After some experimenting, | had to give up the idea fancy frame. This was frightening as the
composition now diminished dramatically, and theny@f the tiny stamp in the huge space,
instantly popped up. However, the frame had to bemal. It was made by twisting two thick
threads (1.65 mm) into a wire that got sufficiemésgth to carry the weight of the text, still it
was fairly soft. To strengthen the constructiomp, &amd bottom got a double border with a simple
row of glass cuts in between that came to reprdakenntended floral frame, figure 10.

Figure 10. Top border

The work shrank to 126 x 257 cm. It was installsgkanned and to my astonishment the
hanging filled the given space. The contemporaijtevwPater Nosteimanaged to balance the
monumental Baroque altarpiece. The grey thread flieared would become invisible became
slightly blue in contrast to the complementary galdhe interior. Interestingly, the green glass
that | thought would create a lively connectioriiie organic acanthus, made the latter seem old
and withered. It gave an unpredicted tension batviee old and the new that to me was an
unexpected bonus.

ThePater Nostelhanging was part of an exhibition and it was cteagveryone that this was a
temporary embellishment, figure 11 a-b.
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Figure 11a-bPater Nostetanging in Oslo Cathedral (126 x 257 cm) Octolf52

By taking part as lector (the reader of the texts§unday mass prior to the exhibition opening, a
link was established between the congregation lamdntakers of the artworks for display.
Acceptance for the new was gained by respectingvtirehippers.

Conclusions

What should the artist consider when doing ecdlegak? Firstly, she/he has to reflect on what
kind of project it is, permanent or temporary,dtgpose and goal. Secondly, she/he has to
decide her/his role within it. Thirdly, the conterust be understood: the given room, the users
and the local interpretation of Christian ideologgurthly, the concepts genuine-Christian-
modern-art may represent a useful checklist fomtbek to be produced.

In thePater Nosteproject, | chose to work from within the Christimadition, taking a loyal,
critical attitude. This may be considered unacdaptitom a contemporary art perspecti®eq
Artists See Go@004). However, my intention was to work in accorawith the principles of
ecclesial art, which from a contemporary art vieimpmay well position the work as
catechetical design. Evaluating tRater Nosteproject in relation to the ecclesial genuine-
Christian-modern-art concepts, | will argue thais igenuine, representing a personal
interpretation of tradition that reveals a spiriityaconnected to silent prayer and meditation that
goes beyond present times. Its concept is Christyachoice of theme and attitude, but also
Protestant in its catechetical and puritan attitdiolenally and conceptually. The formal
solutions: site of intervention, minimalist expriess ornamentality, hand-crafted making, and
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every-day cheap material and scrap used, comkadéitm and the contemporary in a new
multilayered vision that invites further interpriéta. It is not for the artist to judge whether the
outcome of her/his working process is successfuliravork of quality, with a beauty that
communicates the old Christian narrative relevatalg modern audience. However, the
reception was overwhelming from the Cathedral atiiks.

| consider the present paper an example of artissiearch. It is a retrospective reflection, an
analysis of an art/design development work accomepdany compiled understanding from
previous research work, including my own, that shieght on the art/design project. The
art/design work itself was started and carriedasuprofessional practice, that is, done more or
less intuitively and spontaneously, but all the sdoilt on my knowledge of the subject. Being
trained in documenting my work, | took photos dgrthe process. As | see it, research is
connected to the task of reflection and systemi@izan order to create new understanding of
anything. In the case of the art/design practitipties anything may well be her/his personal
art/design work.

Traditional research processes are initiated byestipn of what, and a proposal of the answer.
However, this very paper demonstrates how | asetigmg artist/designer find it beneficial and
useful to work. It helps me become aware of wheatve done and sets my work in a wider
context. It inspires me to go on learning more.cligh articulation, | create transparency in my
working process and can take part in a broadeodise; it invites response and criticism of my
thinking and the choices taken. Art/design is peascso is an art/design development work, but
artists/designers are embedded in a tradition éxxégnd. Whatever the artist/designer say about
her/his work has relevance for other artists/desigealing within the same field. What the
individual artist/designer understands thus becqpaeisof the articulated knowledge of the field
(Refsum 2007).
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