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My research takes three keywords; ‘invisible’, ‘glory’ and ‘reconstruction’, and uses them to explore the role of women in the replenishing of Britain’s stained-glass after the second world war.  These keywords were chosen because I have come across very few examples of female stained-glass artists from the mid-20th Century during my studies and years of appreciating stained-glass. I am curious as to whether there were any female stained-glass artists of interest during this period that have been written out of history. I do hope to find some interesting characters and be able to give them some of the glory they deserve.
[bookmark: _owurcdmex9tk]Invisible
The word invisible has several connotations. According to The Oxford English Dictionary (2019), ‘Invisible’ is defined as “concealed from sight and hidden”, like oxygen, electricity, gravity and pollution; things that are unseen, but hugely important. In Brexit reporting, the border between Northern and Southern Ireland is regularly referred to as ‘invisible’, and that it should remain unmarked even after the UK leaves the European Union as the peace agreement depends upon these arrangements (Hain and Murphy, 2019).  We are reminded that things often taken for granted and treated as invisible can be so important that wars have been fought over their status.
More relevant to this proposal, however, is the second definition of the word invisible: “treated as if unable to be seen; ignored or not taken into consideration” (Oxford English Dictionary, 2019). This meaning brings to mind the imbalance of power asserted over those who have less of a voice, like the indigenous people of colonised countries, the underclasses and the disenfranchised. The online version of the Oxford English Dictionary gives the following example sentence: “before 1971 women artists were pretty well invisible” (Oxford English Dictionary: 2019).  The under-representation of female artists is so well recognised that it is used as a prime example to describe the word ‘invisible’ in the dictionary.
In her seminal text, “Why are there no great female artists?” Linda Nochlin (1992) raised this rhetorical question to illustrate the point that, as art history tended to be documented by “white, western males”, a conscious or unconscious choice was being made not to document the achievements of female artists, rendering them invisible. In other words, there are no great female artists, because no-one has recorded them as such. Nearly fifty years later there are still far fewer books written about female artists than their male counterparts.  Of the 20 biographies of stained-glass artists in the University of Wales Trinity St David art library, only two are about women; Wilhelmena Geddes, Life and Works (Bowe, 2015) and an autobiography, Extra Virgin (Schaechter: 2006).  Until this imbalance is taken note of and corrected then the status quo of invisible female artists will continue.  
It has been noticeable over the past few years, particularly as the centenary of  women’s voting rights has been celebrated, that more female focused books about art and science have been published. Extensive research has been done by Fortune et al., (2009) throughout the public museums and art collections of Florence, Italy.  The notable contributions of female artists of the 16th and 17th Centuries, that would otherwise have gone unrecognised, have been published with the title “Invisible Women”. Personal and in-depth details of the life and work of female artists can be difficult to research, especially those not within living memory. Unless they were titled nobility, or a wife or mistress of a male artist, their achievements are highly unlikely to have been documented or taken seriously at the time (Chadwick, 1996, p. 87).  This is what makes books like “Invisible Women” so remarkable and unusual.  This author raises the issue of a literary gap on publications about the life and work of ‘invisible’ female artists, and especially those working in stained-glass.
Figure 1: Chapel of Unity, Coventry Cathedral (Traherne: 1962)
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One such stained-glass artist is Margaret Traherne, who specialised in the Dalle de Vere technique in the 1960s and 70s (Chamberlaine-Brothers, et. al., 2012).  Figure 1 shows the stunning effect of light and colour, designed by Traherne, in the Chapel of Unity of Coventry Cathedral, rebuilt following the bombing of Coventry in 1940. In his article about the Dalle De Vere technique Turner-Bishop states:
The abstract glass windows became prominent in Britain during the construction of Basil Spence’s Coventry Cathedral. Spence commissioned John Piper, Patrick Reyntiens, Geoffrey Clarke and Keith New, with Lawrence Lee, to design the cathedral’s windows.
(Turner-Bishop, 2018)
The irony of this statement is that, although it is true that these eminent male stained-glass artists did design and make most of the stained-glass of Coventry Cathedral, they did not design the Dalle De Vere windows that the article focuses on. Those windows were designed by Margaret Traherne, who isn’t mentioned in the context of Coventry Cathedral – another ‘invisible woman’. Fortunately, she has not been so shabbily treated by the writers of the Cathedral’s booklet on The Stained-Glass of Coventry Cathedral, which includes a detailed explanation of the design and short biography written by Dianne Morris (Chamberlain-Brothers et al. 2012).
[bookmark: _7ucxaf5zvszr]Glory
[bookmark: _GoBack]Glory is defined in the Oxford English Dictionary (2019) as “high renown or honour won by notable achievements”. The term is often used to describe successful athletes; Olympians elevated to the status of gods, basking in glory as though it is the warm glow of the sun (MacDonald: 2002). As a symbol of glory Olympians are given laurel wreaths to wear and a medal as a badge of great honour, coveted gold or more modest silver and bronze to indicate their level of achievement. Athletes work toward the gold standard in order to achieve the highest accolades.
Glory is also given to those who give their lives for others; soldiers, martyrs, and heroes. They are given medals, have monuments erected in their honour, and stained-glass windows commissioned to ensure that their name is recorded in perpetuity. It can be argued that not enough glory and honour is given to those who serve but did not make the ultimate sacrifice, those who lost limbs or their mental health and who struggle with life’s challenges as a result (Shoemaker: 2012).
Figure 2: Virgin and Child (Traherne: 1956)
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The term ‘Glory’ also describes the splendour and bliss of heaven (Oxford English Dictionary: 2019). Glory is an ancient concept, invisible, something that is spoken about but not physically seen.  It is symbolised by a luminous ring or halo, especially as depicted around the head of deities, Christ or saints. The laurel wreath and royal crown have similar connotations. Figure 2 shows the halo around Mary the mother of Jesus by Margaret Traherne. The piece is in storage at Ely Stained-Glass Museum, to be viewed by appointment. 
Glory has, in the past, been something to strive for; hard to obtain and worth achieving. In our throwaway society praise can be trivialised with over-used expressions like ‘amazing’, ‘incredible’, ‘fantastic’, ‘brilliant’, ‘awesome’, ‘absolutely fabulous’ with as many exclamation marks as possible. Social media generates a craving for approval in the form of ‘likes’ or positive emojis, which can seem to belittle and trivialise the sense of achievement (Bono, 2018, p. 14). Hans Christian Anderson (1837) tells a cautionary tale - The Emperor’s New Clothes warns of both giving and receiving undeserved praise, particularly for the financial benefit of the one giving the flattery.
Artists worthy of honour have their achievements recorded in the canons – another invisible phenomenon that is given life by positive reviews written by art critics, biographies written by art historians, high demand for exhibitions by gallery curators, and considerable monetary value placed on pieces of work (Carrier, 1993). Artists as well known and celebrated as Turner, Constable, Rembrandt and Michelangelo are placed on a metaphorical pedestal and revered as The Great Masters who paint masterpieces… such masculine terms (Nochlin, 1989).
It is well recognised that female artists are under-represented in art galleries. Naomi Polonski (2019) notes in her article celebrating the air-time female artists are getting as a result of the centenary of Votes for Women, that when the National Portrait Gallery added Artemisia Gentileschi’s self-portrait to their collection in 2018 it increased the number of works by female artists from 23 to 24 out of more than 2,300 in total. Just another way female artists are kept invisible and not given the glory and honour they deserve.
Carrier, in his explanation of how the canons work, points out:
Raphael and Manet can co-exist with Artemisia Gentileschi and Berthe Morisot … To find room for work by women (and African artefacts and Japanese painting and Buddhist sculpture) in the canon, it is not necessary to expel Raphael and Manet.
Carrier, 1993, p. 524
The notion of glory can be nebulous and fleeting. This author proposes that it is not acceptable to give female artists 15 minutes of fame and then forget them again just because of a centenary. We need terms for great artists that are inclusive and gender neutral as other professions have done; firefighters, actors, head teachers.  Linda Nochlin (1992) raised this as an issue, as have other feminist writers (Gretzel: 2013, Frazer: 2014) who assert that women and girls need role models to aspire to.
[bookmark: _e1wfyp7szeh3]Reconstruction
The term ‘reconstruction’ is defined in the Oxford English Dictionary (2019) as “a thing that has been rebuilt after being damaged or destroyed”.  For the purposes of this piece of writing the author will concentrate on the destruction that happened during the second world war (WWII), and both the reconstruction of lost heritage and emotional resilience using the medium of stained-glass.  
According to Keith Lowe almost 50,000 tons of bombs were dropped by the Luftwaffe during the Blitz, destroying 202,000 homes and damaging 4.5 million more.  “The ferocity of the attacks on Coventry gave birth to a new German verb, coventriren, to coventrate or destroy utterly” (Lowe, 2012, p.6).
Figure 3: Notre Dame Cathedral, Paris (2019)
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As much as the destruction across Britain was devastating, the loss of homes, religious buildings, and public buildings across Europe during and immediately following WWII was catastrophic (Lowe, 2012, p. 8).  On Monday 15th April 2019, the world watched, horrified, as Notre Dame Cathedral in Paris burned due to an accident whilst restoration works were underway (Giordano, 2019). The emotion expressed during the week following the accident was immense. The sense of loss to family, friends, history, and heritage across the whole of Europe following the war is too awful to even try to imagine.








Figure 4: Fire window, Manchester Cathedral (Traherne: 1966)
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Another definition of the word ‘reconstruction’ is “an impression, model, or re-enactment of a past event formed from the available evidence” (Oxford English Dictionary, 2019).  Figure 4 shows a reconstruction in glass of a past event.  When the windows of Manchester Cathedral were destroyed by fire as a result of the blitz in 1941, Margaret Traherne designed the ‘Fire Window’. Ironically, Traherne had to remake the window due to destruction by an IRA bomb in 1996, (Pitt, 2006). It should not go unnoticed that the design imitates the effect of flames. Better the imitation in glass than the real thing as portrayed in Figure 3.
Faith communities tend to be emotionally invested in their art and artefacts, not least their stained-glass.  The world waited in anticipation to hear what had been lost and what had been saved at Notre Dame Cathedral. Giordarno assures readers that the 7000-pipe organ is unharmed, as is the gold cross and the medieval rose windows (Giordarno, 2019). Gray tells a heartening story of a church congregation in Oklahoma, who showed such resolve to reconstruct their damaged stained-glass: “A terrorist may have blown these stained-glass windows from their frames, but the First Baptist congregation was determined to have God's light shine once again into their worship” (Gray, 1996). The wellbeing of communities following trauma relies on the hope and resolve to return to a sense of normality, of being able to grieve and move on (Robbins, 2008, p. 154). Memorial windows can be an aide to achieving inner peace, and so it is not surprising that so many were commissioned in the post-war years.  
Some places of worship destroyed in the blitz were not salvageable, either because of the extent of the damage or excessive rebuild costs. Those that could be reconstructed required considerable funding over and above that provided by war damage compensation ((Robbins, 2008, p. 298). As part of my dissertation research, I will investigate the relationship between the desire to reconstruct lost stained-glass as well as create new memorial windows during post-war years of austerity, and the potential difference in cost between male and female stained-glass artists/designers. Margaret Traherne was approached by Architect, Sir Basil Spence, to design a scheme for the Chapel of Unity at the new Coventry Cathedral after the previous designs were rejected for being too costly (Chamberlain-Brothers, et al., 2012, p. 12). This leads me to question whether female artists of the post-war era quoted less for their work than their male contemporaries, potentially making them the first choice for more cost-conscious commissioners.
[bookmark: _ddd1ko6u7xdw]Conclusion 
The work of famous and highly regarded male stained-glass artists, in the rebuilding of Britain following the extensive destruction in the mid-20th Century is very well documented. John Piper, Lawrence Lee, Patrick Reyntiens, Keith New and Geoffrey Clarke played a huge part in rebuilding the damaged cathedrals of Coventry, Liverpool, Manchester and Norwich (Crampin, 2014, pp. 261-262). This proposal has illustrated three pieces of impressive architectural glass by the female stained-glass artist Margaret Traherne. Although there are two articles about her work in the Journal of Stained-Glass, one of which is her obituary (Pitt, 1996 and Harrod, 2006), there are no books written about her, no exhibitions to visit, and not even a Wikipedia entry.
Unlike the Irish border, which is shown on a map but does not currently physically exist, female stained-glass artists were physically there, using their talents to bring healing light and colour to brighten our world, but there is little or no ‘line on a map’ or recording in the canons to be found. For my dissertation, I intend to find details of the ‘invisible’ female stained-glass artists of the Mid-20th Century, who helped with the ‘reconstruction’ of Britain, both physically and emotionally, in order to highlight their achievements and ensure they get the ‘glory’ they deserve.  
[bookmark: _q41rmqf4fxs7]Proposed Title
Hope and Glory: An investigation into the involvement of female stained-glass designers and artists in the replenishing of Britain’s stained-glass heritage following the destruction of the first half of the 20th Century.
· What was the extent of the role of female stained-glass designers/artists in the rebuilding of Britain following the destruction of the world wars?
· Are these women really as invisible as is first suspected?
· What were the economic and social factors that aided, or hindered, their success?
· What evidence can be found of the networks and collaboration that supported their work?
· What were the trends, art movements or artists that influenced their practice?
· Where did they train in the craft of stained-glass: who were their tutors and mentors?
· What can be done to give them the honour and glory that they deserve?
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