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“The Life of Christ”, East Chancel Window, Harry Wright Goodhue, 1926 

In Memory of Henry Noble Cooper 

 

 “There is a good window by Harry Wright Goodhue in three lancets over the al-

tar,” grudgingly notes a stained glass artist of Emmanuel’s most striking statement in 

stained glass: a monumental window of the “Life of Christ” by a young artist who 

would die tragically four years after completing it.  For forty years, the window shone 

as the only stained glass window in the church.  For nearly ninety eighty years, the 

East Window would prove the model and inspiration for Emmanuel’s exercise in 

modern medieval stained glass.  Modeled on the Seven Sisters windows of York Min-

ster Cathedral, the Emmanuel Vestry planned to fill the altar windows first and then 

follow with the remaining church windows, as well as the unbuilt gothic tower and 

cloister later in the 1920s and 1930s. 

 Harry Wright Goodhue was the nephew of Bertram Grosvenor Goodhue, whose 

firm, building Rockefeller Chapel at the University of Chicago a few miles east of La-

Grange at the time, was also acting as consulting architect on Emmanuel Church.  

Wright’s commission for the East Window, however, was not a nepotistic referral.   

 After Wright’s father, a stained glass artist in Boston himself, died when Wright 

was 13, Bertram Goodhue attempted to mentor his young nephew toward an educa-

tion, not into a career in the arts.  Wright, however, dropped out of school at 16 and 

worked with Bertram’s former partner and competitor, Ralph Adams Cram, designing 

stained glass.  Bertram warned Wright’s mother that he would not refer business to 

her family simply because of their relationship.  “You take your chances along with 

other firms,” he wrote. 

 Emmanuel’s vestry asked for proposals not just from Wright, but also from two 

established stained glass studios, the Willet Studio in Philadelphia and Guthrie and 

Davis of New York.  In 1926, the vestry chose the 21 year-old Wright’s plan for the 

window.  But there were concerns.  “We believe the elongation of this figure [the cru-

cifixion] is considerably overdone.”  “We question the shade of blue.”  “The pieces of 

glass look a bit too large in several places.  [T]o give the window a richness and scale 

similar to the 13th century glass, we feel the pieces should be smaller.” “We question 

the order of scenes…. In the center window they read from the bottom up, while in 
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the sides they read from the top down.”  “Poor Wright used to come in with tears in 

his eyes,” wrote Cram, “asking desperately what he was to do in the face of some par-

ticularly offensive nagging” from his clients. Cram illustrated these comments in his 

1932 memorial to Wright Goodhue in Stained Glass Quarterly with an image of the 

Emmanuel window. 

 Wright responded to Emmanuel’s complaints by making no changes to the win-

dow. He was invited to visit Emmanuel and the Cooper family who sponsored the 

window before its installation over Emmanuel’s altar in November, 1926.  He exhib-

ited an image of the “Life of Christ “at the 1927 Tricentennial Exhibition of the Arts 

and Crafts Society of Boston, at the Boston Museum of Fine Arts.  Four years later, 

Wright was dead.  A coroner’s inquest ruled his death at the age of 27 a suicide. 

 Wright Goodhue is now regarded as "one of the great geniuses of American 

Stained Glass."  The images captured in glass “evoke both the primitivism of early 

medieval portraiture and the Expressionism of the 1920s.” 

 

 

 

 

 

 

 

 

 

 

 

 

Written by Mike Bolton in 2016 

  


