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Summary
Although specialist books and articles have been written on 20th Century stained-glass explaining how design and style evolved and about the great men who made it happen (Cormack, 2015; Crampin, 2018; Broady, Adams and Broady, 2010) very little has been recorded about the female stained-glass artists of the period. My research into this question has revealed an abundance of interesting and relevant data about the female stained-glass artists of the first half of the last century and their unique stories. Looking at this account of history from a female perspective I can see how social convention evolved because of pioneering women and the men who supported them in their desire for change. This inquiry describes that journey of discovery and brings to light the achievements of some incredible women; Mary Lowndes, Theodora Salusbury, Wilhelmina Geddes, Marjorie Walters and Jane Gray among others, who all overcame personal, political and social barriers in order to change their world.

Introduction
As a child I spent many an hour on a Sunday morning trying to sit still and be quiet through long and boring sermons. I kept myself occupied by dreaming, aided by the beautiful colours, patterns and stories of the stained-glass windows. Refracted colour would bounce around the building in fairy-like beams of light, keeping my mind occupied for what seemed like hours. I never thought very much about what art was, how these windows were made and who the great artists were that had brought such delight to my daydreams. It is only now, as I take my grandson around cathedrals to discover the same magical colour and light I found so comforting at his age that I need to answer these questions for my own curiosity. This inquiry takes that curiosity one step further into the little-known stories of the female artists who created works of art in the medium of stained-glass from 1914 to 1975 and discovers some of the hardship and discrimination they endured. I am particularly interested in female stained-glass artists because it is so unusual to find examples of these women’s work, this investigation has discovered some of the reasons for that.  Although specialist books and articles have been written on 20th Century stained-glass explaining how design and style evolved and about the great men who made it happen (Cormack, 2015; Crampin, 2018; Broady, Adams and Broady, 2010) very little has been recorded about the female stained-glass artists of the period. My research into this question has revealed an abundance of interesting and relevant data about the female stained-glass artists of the first half of the last century and their unique stories. Looking at this account of history from a female perspective I can see how social convention evolved because of pioneering women and the men who supported them in their desire for change. This inquiry describes that journey of discovery and brings to light the achievements of some incredible women; Mary Lowndes, Theodora Salusbury, Wilhelmina Geddes, Marjorie Walters and Jane Gray among others, who all overcame personal, political and social barriers in order to change their world.

Background
The information for this independent inquiry has been gleaned in the main from journal publications of the British Society of Master Glass Painters (BSMGP) from 1924 to 1975. Most of the earlier journals of the BSMGP include lists of committee members, fellows, associates and ordinary members, you will find links to examples of these lists at Appendix A and B. Usefully, female members’ names were prefixed with ‘Miss’ or ‘Mrs’, so it has been relatively easy to identify them. Female names did not start to appear in the committee membership until 1946 raising the question whether female membership of the BSMGP was encouraged before that date. 
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	Figure 1 – Bar chart


   
Figure 1 is a bar chart showing the trajectory of membership by women of the BSMGP, separated by type, council membership, fellow, associate, etc. This data has been taken from each membership list annually published in the Journal of Stained Glass (BSMGP, 1924-1974). It is worth noting that membership was not recorded between 1940 and 1948, presumably because of the movement of people during and following the second world war. 

Before 1939 there were no female members on the council of the Society. By 1949 three female council members had been inaugurated and the membership of female associates and ordinary members had risen steadily from eight to 22 by 1973. In 1974 there was a steep uplift of female associates and ordinary members to 43, although the number of female fellows had remained fairly constant from 1939 to 1974 at a figure of between seven and ten. 

It is to be noted that the BSMGP is London based and so the data for this research is currently biased towards the south of England. There were other societies in the north of England and Scotland and their membership lists have not yet been investigated for the purposes of this Inquiry. Initial research has discovered and collated the names of over one hundred female stained-glass artists, both designers and makers, along with biographical information where available. The list is by no means exhaustive but forms a good start for further research. An Excel spreadsheet has been put together in which to collate and organise this data and can be viewed by following the link at Appendix C.  The following chapters give a brief account of the stories and struggles of just a few of these amazing women.



Chapter 1:  Women’s Emancipation
The great niece of Mary Lowndes (1856-1929), Ann O’Donohue, gives a very personal account of her research into her relation’s life and work. She tells how Lowndes was the eldest of the eight children of Canon Richard Lowndes, reverend of St Mary the Virgin Parish Church in Sturminster Newton, Dorset. She had a typical middle class upbringing, with a governess for the girls and a tutor for the boys. Despite being barred by the tutor from joining her brothers to learn Latin, Lowndes borrowed their books to teach herself. She became proficient in both Latin and Greek, skills that aided her later in designing stained-glass, along with a good knowledge of bible stories (O’Donohue, 2000, p.39).
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	Figure 2: Mary Lowndes
	Figure 3: Detail of Resurrection at St George’s Parish Church, Altrincham
	Figure 4: Detail of Resurrection at St George’s Parish Church, Altrincham



When she was twenty-five Lowndes left home to attend the Slade School of Fine Art and it is noted that in her second year she won a prize for “Drawing from Life” (O’Donohue, 2000, p.40). This led to the opportunity to be taught to draw up cartoons by Henry Holiday (1839-1927), a stained-glass tutor considered one of the great masters of the Arts and Crafts movement (Cormack, 2015, p.85) as well as a socialist and supporter of the suffrage movement (Crawford, 2018, p.122). O’Donohue (2000, p.40) reports that during this time Lowndes had access to live models to aide her artwork, which is remarkable because it was almost unheard of for women to be allowed to attend life drawing classes. Linda Nochlin notes, in her seminal text Why have there been no great women artists?, that up to the year 1893 female students were barred from life drawing classes at the Royal Academy. Even after then the models were “partially draped” (Nochlin, 1989, p.159). It is to be reasonably assumed that the barring of female students from life classes at the Slade School of Fine Art in the 1880s would have been equally strict. Lowndes seems to have defied convention, once again, to ensure her education was not lacking due to her sex. During her career as a stained-glass designer and maker Lowndes produced over 100 stained-glass windows, not least for Salisbury Cathedral following damage in the first world war (O’Donohue, 2000, pp.49-52).

Lowndes was exceptional at building networks and partnerships. She rented a workshop at Messrs Britten and Gilson’s premises in Southwark, where Christopher Whall (1849-1924), considered “the great master” in the Arts and Crafts stained-glass movement, had his workshop (Cormack, 2015, p.85). She taught herself glass painting with guidance from William J Booer, Britten and Gilson’s head of the stained-glass department, and most significantly she persuaded their glazier, Alfred Drury (1868-1940), to join her in a business partnership. Lowndes & Drury’s The Glass House, established in 1897, was “one of the most successful practical initiatives inspired by the Arts and Crafts Movement” (Cormack, 2017, p.7). The patronage of Whall was instrumental in the success of the venture. He helped to design the premises in Fulham and close links were forged between The Glass House and both The Royal College of Arts and the Central School of Arts and Crafts, where Whall taught his craft. At the Glass House artists could rent fully equipped studios and be assisted by skilled staff to make their own designs into stained-glass. The initiative was a fulfilment of Lowndes’s own vision, funded almost entirely by herself, her female relatives and circle of friends – as Cormack puts it, “A great feminist enterprise” (Cormack, 2017, p.6). Drury ran the practical side of the workshops and Lowndes oversaw business matters, strategic planning and finances. (Cormack, 2017, p.11). Interestingly, Cormack notes that this arrangement was of huge social benefit to Drury, who rose from the artisan-class to being a middle-class partner in a successful business. As a result of this mutually beneficial partnership he was able to send his son Victor Drury (1899-1988), Lowndes’ godson, to a private school. Victor Drury took over from his father teaching with Whall at the London colleges, ensuring the continuation of those links with The Glass House (Cormack, 2017, pp.11-13). It seems succession planning was another of Lowndes’s talents.

Elizabeth Crawford, in her biography of Lowndes as an artist and suffragist notes:

From the 1890s Mary Lowndes was not only a woman pioneer in the field of stained-glass painting but facilitated the entry of many other women into the trade, so that by the time of her retirement in the early 1920s there were in London about as many women as men working independently in stained-glass (Crawford, 2018, p.144).

The benefit of this enterprise for female stained-glass artists cannot be underestimated. It paved the way for a whole wave of female emancipation, providing a safe, accessible space for respectable middle-class women to work, earn their own living, become independent and help to adorn churches, cathedrals and public buildings with stunning, arts and crafts inspired stained-glass. By the time The Glass House was closed in 1993 the world had changed into a very different landscape for women, thanks to remarkable pioneers like Mary Lowndes.

However, the story does not end there. Lowndes forged another partnership that helped her to be the extraordinary independent woman that she was. Like many female artists of her time Lowndes had a life-long friend and companion in her sister-in-law Barbara Forbes (1872-1946), an artist and draftswoman, with whom Lowndes shared a home (O’Donohue, 2000, pp.39-40). They were suffragettes together, designing and teaching others how to make noteworthy banners for marches. Some examples of these banners and a book of patterns has been saved for posterity, held in the Women’s Library in London (Women’s Library, 2017). Lowndes and Forbes were founder members of the Women’s Guild of Arts and of the Artists Suffrage League, Lowndes became Chair and Forbes was Secretary in 1907 (Crawford, 2018, p.144). These two were women who made things happen in the social and political climate of the early 1900s. 

Talking about the artist Rosa Bonheur (1822-1899), Nochlin (1989, pp.172-173) describes her relationship with fellow female artist Nathalie Micas (1824-1889) as an “apparently platonic union”. Nochlin goes on to conclude that Micas evidently provided Bonheur with “companionship and emotional warmth” extoling the “freedom from the pressure to marry” resulting in time to concentrate on self-development and creativity. This inquiry has come across several of these types of personal partnerships in the world of female stained-glass artists. Mary Lowndes and Barbara Forbes, Joan Howson (1885-1964) and Caroline Townshend (1878-1944), Margaret Chilton (1875-1962) and Marjorie Kemp (1888-1975), Nora Yoxall (1892-1998) and Elsie Whitford (1897-1992) all had lifelong mutually beneficial partnerships both in business and in life.

In Anthea Callen’s book Angels in the Studio, Women in the Arts and Crafts Movement 1870-1914 there are two sentences mentioning Lowndes. One explaining the custom-built studio in Fulham, the other including the words “Mary Lowndes was a lesbian” (Callen, 1979, p.177). A lesbian is defined in the Oxford English Dictionary Online (2019) as “A woman who engages in sexual activity with other women; a woman who is sexually or romantically attracted (esp. wholly or largely) to other women; a homosexual woman”. In hindsight, with enlightened attitudes to diversity in the 21st Century, it seems rather unfair of Callen to label Lowndes with such a brazen, unqualified statement, particularly as none of the peer-reviewed accounts of Lowndes’s life and achievements have made such a claim, nor have the family memoirs. Whether she was sexually attracted to other women (or Forbes specifically) or not, it seems rather unwarranted to remember her for her presumed sexual orientation, particularly as there was such a taboo around the topic in the late 19th Century. This infringement of Lowndes’s right to privacy happened again in 2017 when Britain was celebrating 50 years since the repeal of the Sexual Offences Act and the legalising of homosexuality. Historic England (2017) celebrated its LGBT spaces, one of which was the Chapel of St Anne, in Saunton, Devon, that Lowndes had furnished with a beautiful window. Once again Lowndes has been defined by her supposed sexual orientation, rather than by her art and other considerable achievements. This not the way to give her the glory she deserves, it would be much more appropriate to celebrate her life as a strong woman who made a lasting difference in the cause for women’s rights.


Chapter 2: Erasure from Art History
The Cambridge English Dictionary Online (2019) defines erasure as “the act of removing or destroying something, especially something that shows that that person or thing ever existed or happened”. Such erasure, eradication, omission – it is disappointing that we “fourth wave feminists” (Gogerty, 2014) still battle with erasure of the accomplishments of women throughout history. When talking about Lynn Hershman Leeson’s documentary !Women Art Revolution (!W.A.R.) Tsjeng reminds us that the achievements of women slip out of “public consciousness”, purely because they are not commemorated enough (Tsjeng, 2018, pp.6-7). The social conventions that define our culture make it awkward for women to promote their own talent. Instead girls are taught from an early age to be modest and not to boast. Simone de Beauvoir in her book The Second Sex first published in 1949, describes at length and very eloquently how girls lose their creativity and spontaneity as they develop into women and their “lively exuberance is beaten down” not least by their own mothers (Beauvoir, 1997, p.358). Contemporary women who do dare to put their head above the parapet and allow their voice to be heard risk the put-downs of social media trolls, the insults of the United States President and even the bullets of gunmen (rest in peace Jo Cox, 1974-2016). 

Despite the social constraints of their time many middle-class women in the 1900s worked as designers or glass painters for companies like James Powell & Sons. However, their names were unlikely to be attributed to the work that they did, rather the company name or chief designer’s name would be credited in the main. The Victoria and Albert Museum hold the archived ledgers for James Powell & Sons. These have been compiled into lists, by Dr Dennis Hadley, of individual pieces of work by date including the name of designer and published online by The Art Society (2019). Of the 2286 orders listed for England over the time period 1914 to 1973 there appear to be only six orders attributed to women designers or painters, Miss Warre (1921 and 1928), Miss Cole (1927), Miss Moberley (1921 with James Hogan) and Miss Pocock (1919). There are seven entries for M Lowndes and 102 for A Currey prior to this time period. It is only because this research has revealed these are names of female employees of James Powell and Sons that those data entries stand out as relevant to this inquiry. When only initials and surname are used to identify the artist the gender becomes hidden, adding a further level of invisibility. 

In 1941 the Swansea parish church of St Mary was badly damaged by WWII bombing (Brookes, 2015, pp.6-7). Gwladys ‘Marjorie’ Walters (nee Davies, 1902-1981), a Welsh born woman briefly married to the artist Evan Walters, was tasked by James Powell and Sons with replacing the lost window in St Anne’s Chapel in 1959. 
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	Figure 5: Marjorie Walters teaching at Swansea College of Art
	Figure 6: Detail of St Anne’s Chapel Window, St Mary’s Parish Church, Swansea
	Figure 7: Signature of James Powell & Sons in the St Anne’s Chapel Window, St Mary’s Parish Church, Swansea



Walters was a fully affiliated associate of the British Society of Master Glass Painters from 1954 to 1973 and as such she would have been a well-respected stained-glass artist in her own right. However, today the window in St Mary’s in Swansea bears the mark of James Powell and Sons of Whitefriars (a monk dressed in white, see Figure 7) and bears no mark of its creator, Marjorie Walters. In the directory lists of James Powell and Sons (Arts Society, 2019) this window has been attributed to Edward Liddell Armitage, chief designer for James Powell and Sons at that time. It is only because of the research of Martin Crampin, author of Stained Glass from Welsh Churches, that this work of Walters is known at all. In 1961 Walters moved back to Swansea from London to become Howard Martin’s assistant on the glass course at Swansea College of Art (Crampin, 2014, p.268). A former student of the glass course, Deanne Mangold, remembers Walters well. In an informal interview undertaken on 10th October 2019 Deanne told me “Marjorie worked in the department for over 20 years, retiring just before her 79th birthday, and died on her birthday”. There is a window designed by the German artist Johannes Schreiter on the stairs of the Alex Building, dedicated to the memory of Howard Martin, but not a mention of Marjorie Walters’ name for posterity in the Department.

It would be wrong to assume that all leaders in the stained-glass world took the credit for the skills and talents of their female employees. Lawrence Lee (1909-2011) was a well-respected figure in mid-century stained-glass. He taught at the Royal College of Art and became Master of the Worshipful Company of Glaziers in 1974 and a Vice-President of the BSMGP in 1989 (Martin, 2011).
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	Figure 8: Detail of signature of Lawrence Lee with Eve Pringle
	Figure 9: Thomas Baggs Window at St Martin in the Bullring, Birmingham
	Figure 10: Detail of Thomas Baggs Window at St Martin in the Bullring, Birmingham



Figures 9 and 10 are photographs of a stained-glass window in celebration of the diverse community of Birmingham at St Martin in the Bullring. It shows the makers mark of Lawrence Lee assisted by Eve Pringle, publicly displayed in the bottom right corner (Figure 8). The publication by Joyce Little, Stained Glass Marks and Monograms gives a list of Lee’s assistants from 1948 to the 1990s, 18 out of 20 of whom were female, each and every one of them was accredited in his signature, where appropriate (Little, 2002, p.79). He is fondly remembered by his star pupils, Jane Gray in her autobiography (Gray, 2011, p.3) and Phillipa Martin in Lee’s obituary (Martin, 2011, p.317) a testament to his respect towards female students. 

I witnessed another example of erasure, albeit unwitting and without malice, when I visited a parish church in my home county of Leicestershire this summer. In 2018 a beautifully illustrated book was published about Theodora Salusbury (1875-1956) by her cousin and great nephew (Maltby and Loutit, 2018). With book in hand I took my mother to see the stunning East Window of Queniborough Church. I was pleased to find a copy of the book at the back of the church for all to see, as a celebration and metaphoric announcement that these windows are by a notable artist and worth seeing. Whilst there I picked up a leaflet about the history of the church with two glaring mistakes in print. I was dismayed to read in the leaflet that the aforementioned East Window was attributed to Christopher Whall and the window next to it had been signed Theodore Salusbury – the assumption had been made that the artist was male. 
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	Figure 11: Theodora Salusbury
	Figure 12: Detail of East Window, St Mary’s Parish Church, Queniborough, Leicestershire 
	Figure 13: Detail of East Window, St Mary’s Parish Church, Queniborough, Leicestershire




Whitney Chadwick in her book Women, Art and Society reminds us of the 19th Century unattributed quote “The woman of genius does not exist. When she does, she is a man”. Chadwick points out that however many exceptional pieces of art women produce they were always considered to be an exception to the rule (Chadwick, 2002, p.31). I assert that in the 21st Century we should never assume that a great piece of art could only have been produced by a male artist. It may be considered a compliment to assume Salusbury’s work could have been done by the great master himself, however this is an all too common example of the erasure female stained-glass artists have endured. My communications with author Georgina Maltby on 12 August 2019 and resultant action by the parish warden have seen the offending leaflet removed with apologies and the promise of a new one to be published in due course.



Chapter 3: The Artists’ Struggle
It would be remiss to write about 20th Century stained-glass artists without mentioning Wilhelmina Geddes (1887–1955), who is the only female stained-glass artist that has, to date, had a full biography written about her. Dr Nichola Gordon Bowe’s 483-page tome, Wilhelmina Geddes – Life and Work (2015), goes into great depth to describe the struggles of Geddes. Gordon Bowe even goes as far as to record the disturbing medical notes from when she was admitted to Maudsley Mental Hospital suffering depression and anxiety following a failed relationship in 1925 (Gordon Bowe, 2015, pp.210-212). These revelations expose the prejudice and misunderstanding of the emotions and mental health of women at that time. Having access to this much information about Geddes is very helpful to understand her motivations and interactions with other people. However, it could be argued that it would be more respectful to the memory of Geddes not to publish such private and intimate details. 

According to Gordon Bowe, Geddes was born in Ulster, Northern Ireland, and encouraged by her maternal grandmother to sketch from nature from a very early age. She won so many prizes at Belfast School of Art that the rules had to be changed so that she could not sweep the board of prizes on every occasion (Gordon Bowe, 2015, p.34). This shows that she was an exceptional student and had a promising career as an artist ahead of her. 
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	Figure 14: Wilhelmina Geddes
	Figure 15: Detail of St Joseph and the Angel at Ely Stained-Glass Museum
	Figure 16: Detail of St Joseph and the Angel at Ely Stained-Glass Museum



Michael Hall (2016) reports that upon graduation Geddes was noticed by Sarah Purser (1848-1943), who, in 1903, founded Dublin’s Arts and Crafts co-operative “An Túr Gloine or Tower of Glass” inspired by and modelled on The Glass House in Fulham. Purser became benefactor and mentor for Geddes who moved to Dublin to start her remarkable career in stained-glass. She developed a unique style of “monumental forms influenced by Assyrian and Romanesque sculpture” resulting in a progression from Arts and Crafts style to “a form of Modernism infused with Medievalism” (Gordon Bowe, 2015 and Hall, 2016). In 1925, following the death of her father, an abusive, alcoholic construction engineer, Geddes moved to London, away from the perceived oppressive influence of Purser and shared a workshop at The Glass House with her peer and colleague Moira Forsyth (1906-1991). Gordon Bowe (2015, pp.260) describes how Geddes often lived hand to mouth, borrowing money to pay the rent and suffered poverty related health issues whilst living in London through the war years. Due to perfectionism in her work and her refusal to accept help she regularly overran deadlines causing delays in payment resulting in hardship and exhaustion. It is only because her psychotherapist, Dr Edward Glover, gave her proofreading and editorial work that she was able to pay her way at all. 

The commission for St Martin’s Cathedral in Ypres, a stunning 89-light rose window with 64 tracery lights, in commemoration of the Belgian King, HRH Albert, took three years to complete (1935-1938). It seems her work colleagues suffered her irritability and short temper through a long and gruelling project that took so much out of her and impacted on her health (Gordon Bowe, 2015, p.301). Joan Cleburne, an assistant at The Glass House, is quoted reminiscing:
Her clients had to wait often beyond the promised date … but they received a thing of beauty in the end!  If they proved too difficult she would beat them out of her studio with her umbrella! But they always came back. A great character with a caustic wit … She was a very remote and private person with a great talent and deep love of her work – it was so vigorous and virile and executed with great love of the medium (Gordon Bowe, 2015, p.385).

In 1938, at a reception following the official dedication of the rose window King Leopold III of Belgium awarded the “Order of Leopold” to Mr Cassie, the secretary who had organised the fitting of the window, in recognition of his services. It seems Geddes’ invitation to this reception “got lost in the post” and she presumed she had not been invited (Gordon Bowe, 2015, p.311). This is not an honourable way to treat any artist, let alone such a rare genius as Wilhelmina Geddes. 

In 1955, at age 68, Geddes suffered a pulmonary embolism causing her unexpected and untimely death (Gordon Bowe, 2015, p.405). Unlike her friends and colleagues Geddes did not have the financial backing of a wealthy middle-class family to support her in her career decisions. What she did have was artistic talent and a determination to do things her way. Joan Howson is quoted as saying: “In the death of Wilhelmina Geddes we have lost the finest stained-glass artist of our time” (Kirby, 1956, p.69). Sixty years after Geddes’ death Dr Nichola Gordon Bowe opens her epic volume with the following paragraph:

On 3rd March 2010 the International Astronomical Union approved names for ten impact craters on Mercury. Wilhelmina Geddes was among a group of ten artists selected for having made outstanding contributions to their field. Other newly named craters included Picasso, Hokusai, Steichen, Kipling and Debussy (Gordon Bowe, 2015, p.1). 

This shows that Geddes is considered by the astronomical community, at least, to be a historically significant artist equal in status to Pablo Picasso and Rudyard Kipling. It is very disappointing therefore not to find Geddes’ name in the recently published Great Women Artists (Morrill et al. 2019), in fact there were no names of stained-glass artists included in this publication. In a veiled apology for “inevitable exclusions” within the volume Morrill explains that women have not been included if their work has been categorised as “craft or applied arts” (Morrill et al. 2019, p.14). I draw from this that art historians are still not classing the work of stained-glass designers and makers as art, resulting in continued marginalisation and erasure. 

Female stained-glass artists are not the only women that have been conspicuous by their absence from the traditional art canon. Dickson (2019), in his review of Anni Albers notebook “Picking up the Thread” reminds of Alber’s plea: “We do not speak of designing a picture or a concerto, but of designing a house, a city, a bowl, a fabric. But surely these can all be like a painting or music, works of art?”  One can hear the frustration in her voice as she expresses her view that because crafts or decorative arts are not considered to be art then they are somehow demeaned in both monetary and artistic value. It would seem her voice has finally been heard as she has been awarded her place in art history within the book Great Women Artists (Morrill et al. 2019, p.29). Female stained-glass artists, along with other great women artists of the lesser regarded applied or decorative arts, must wait a little longer for our voice to be heard and our stories remembered and recorded in art history.

Chapter 4: Sexism and Discrimination
It would appear that contempt for the ambition of female students at art school was rife and insidious throughout the 20th Century. Reynolds reminds us that in Britain and across Europe women were often advised to study “design rather than fine art”. Potentially this “led to the serious undervaluing of craft and design, precisely because it was done by women” (Reynolds, 2000, p.332). In December 2018, the Tate Modern had an exhibition of the work of Anni Albers (1899-1994), arguably only remembered because she was married to Josef Albers the colour theorist at Bauhaus in the 1920s. Albers was quoted as saying that she “went into weaving unenthusiastically as merely the least objectionable choice, but gradually threads caught my imagination” (Anni Albers, 2018).
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	Figure 17: Anni Albers
	Figure 18: Study of red stripes
	Figure 19: Black white, yellow



Billard argues that the intentions of Bauhaus founder Walter Gropius were honourable, welcoming male and female students as equals, but in practice women were limited to the few subjects open to them and directed to classes specialising in “women’s work” whilst the men were encouraged to become architects, sculptors or painters with the prestige, fame and fortune that came with those professions (Billard, 2018). Although there was an appearance of equality and opportunity at many art schools in the mid-20th Century, in reality some women found themselves marginalised and left open to exploitation. At a conference in 2014 called Art School, Another History, Gogarty reports on the discussions led by Catherine Elwes and Lisa Tickner reminiscing about women’s experiences of art school in the 1960s and 70s. Sexist expectations were debated, such as women being encouraged to train as teachers so they could support their artist husbands rather than following their own dreams of being fulfilled artists. The discussions lead on to the topic of abusive behaviour and women being treated by male tutors as being sexually available (Gogarty, 2014). This conference was held a little before the metoo campaign, but the sentiment is ever present. Lip-service was paid to equality and feminism by allowing women to study whilst the patronising patriarchy groomed wives and lovers for their own benefit. Despite these disadvantages women were still able to forge a path of their own making, Albers being a prime example. 

In her autobiography Jane Gray (1931-) tells of the derogatory comments said to her by a male tutor whilst giving her career advice at Kingston School of Art in Surrey in 1950 – “Stained-glass, eh? Not much of a future in that, all the war damage claims will have been completed by now!” He went on to say that she would only get a decent teaching job if she had a degree from the Royal College of Art (RCA), “if, that is, they accept you” (Gray, 2011, p.3). Fortunately, she stuck to her decision and once she had completed her diploma in stained-glass she applied for a place in the stained-glass department at the RCA under Lawrence Lee. She went on to become his assistant and supported him in his phenomenal work at the new Coventry Cathedral opened in 1962, followed by a rewarding career as an artist in her own right (Gray, 2011). 
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	Figure 20: Jane Gray 
	Figure 21: Detail of the Nave windows, Coventry Cathedral
	Figure 22: Detail of the Nave windows, Coventry Cathedral


 
There are many forms of discrimination that women have to contend with, not least the status of stained glass in the eyes of art critics.  In its definition of the term craft the Tate Modern explains that items made for domestic use (windows for example) are generally considered to be craft and therefore have a “lesser status” than fine art, painting and sculpture for instance (Tate Modern, 2019). Dormer reinforces this definition in his book, The Art of the Maker, explaining that ingrained prejudices in the art world mean that any piece of work seen to be made by a craft technique or medium such as clay or glass would very rarely be classed as art however strong the maker stakes their claim to be recognised as an artist (Dormer, 1994, p.27). However, over the past few decades this position appears to be shifting. The Tate Modern acknowledges that the “boundaries between art and craft became blurred in the twentieth century” (Tate Modern, 2019). Art establishments such as the Bauhaus encouraged artists to experiment with different media in their creations, a philosophy Anni Albers took full advantage of. That pushing of boundaries continues as contemporary artists such as Grayson Perry and Tracey Emin “use craft techniques but their status as artists is never brought into question” (Tate Modern, 2019). 

Despite the liberal thinking of the Tate Modern, the Oxford Dictionary of Art (2014) still describes the term fine art as “the ‘higher’ non-utilitarian arts as opposed to applied or decorative arts” reinforcing the concept of an art hierarchy. Krohn (2015) explains the term “higher non-utilitarian arts” (specifically painting, sculpture, architecture, poetry and music) whilst reminding of Georgio Vasari’s musings in 16th Century Italy, considering “crafting of furniture and furnishings to be a secondary enterprise” unless of course it was undertaken for royalty. Anderson and Futter describe a panel discussion held at the College Art Association’s (CAA) annual meeting in New York in 2013 on the topic The decorative arts within art historical discourse: where is the dialogue now and where is it heading?.  They conclude: “many of those who work with the decorative arts feel that there continues to be a disparity in the way the fine and decorative arts are taught and are displayed in museums, among other things” (Anderson and Futter, 2014). So the unending debate continues. In the interests of introducing equality and efforts to reverse erasure, it would be a positive change of culture to cease treating the decorative arts as inferior. A shift in derogatory language, just craft, only decorative art or “secondary enterprise” (Krohn, 2015) for example,  to positive, reinforcing terms like hand-crafted, bespoke, artistic or work of genius, would alter how a decorative art piece is universally viewed. This in turn would improve the perceived status of applied and decorative arts, not least those that women have traditionally been steered towards, like the design of stained-glass.

 It cannot be denied that the process of making stained-glass windows, cutting glass, soldering lead, fitting into an architectural space, is skilled craftsmanship. However, the artistic process of designing to manipulate light and colour that has a profound effect on the emotion of the viewer surely can only be achieved by a true artist and that is how Mary Lowndes, Wilhelmina Geddes and their professional colleagues should be revered.

During this inquiry I have come across a contemporary feminist movement – a project to seek out female artists that have been excluded from the art canon, encouraging a redefinition of what art is, “inviting us to rethink what we call the decorative arts, installation art, and performance art revolving around artists’ bodies” (Gajewski, 2015). The movement, in the form of a training programme, is being promoted by The Tate and encourages scholars not only to actively seek out forgotten female artists, but also to look beyond the traditional canon to include women of ethnic minorities across the globe: 

… women who help us understand that there is no one female art but rather that art shapes and is shaped by culture, that it conveys cultural ideas about beauty, gender and power, and that it can be a powerful tool to question issues of race, class, and identity (Gajewski, 2015).

It is time to defy the historic discrimination and bring female stained-glass artists into the art history conversation, so that they do not remain invisible or forgotten. Not just the limited number included in this inquiry but the hidden medieval nuns that produced stunning architectural glass for churches, convents and cathedrals all across the known world, as well as the women of the 17th, 18th and 19th centuries who defied convention to practice their passion as acts of worship ‘to the glory of God’. Margaret de Sez of Paris (14th Century), Katheryn de Ringle of Bruges (15th Century), Mlle de Montigny of Paris and Anna Barbara von Esch (both 18th Century) to name a few (Binnall, 1980, pp.26-29). These women deserve their place in the art canon alongside Tracey Emin, Margaret MacDonald Mackintosh and Artemisia Gentileschi. It should not go unnoticed that the current leader of the Council of the British Society of Master Glass Painters is female. Caroline Benyon has been Chair of the BSMGP for the past 20 years. It is encouraging to see that female stained-glass artists have found a voice and a place to belong in a man’s world in the 21st Century.



Conclusion
It has been very encouraging to find so many female stained-glass makers and designers replenishing our stained-glass heritage damaged by the two world wars; over 120 names have been uncovered by this inquiry so far. There has been extensive research into the stained-glass of the Arts and Crafts Movement by scholars like Peter Cormack, who have recorded the work of the great male tutors, Christopher Whall and Henry Holliday, for instance, mainly based around the London schools. That research has included, highlighted and even celebrated some of the women who studied under these tutors. It has, however, been more difficult to find names and stories of women from later art movements who did their training in the 1930s onwards. More research needs to be done to uncover their stories, struggles and list of achievements in order to give them the glory that they deserve because, despite sexism and discrimination, female stained-glass designers and makers have had a profound influence on our cultural heritage all over Britain and across the world. 

As well as the geographical bias to this information gathering, based mainly on London and the south of England, there are other issues that still need to be researched.  For instance becoming a member of a society can be expensive, so may be prohibitive for some women.  This means that their names may not be recorded and their contribution could be hidden, still waiting to be discovered. Also, I have found no examples of stained-glass that has been designed or made by people of black heritage, so far. This introduces a whole new level of discrimination, hidden and forgotten stories that deserves more research.  


Whether stained-glass is considered to be art or craft by the art community, its intrinsic beauty and stunning creativity deserves to be acknowledged, appreciated and revered rather than dismissed as decorative as though it is somehow less valuable or precious than fine art. This is important because while stained-glass is considered low on the art hierarchy the women who designed and fabricated such stunning windows are not regarded as highly as recognised fine artists. As a result their names and achievements are deliberately written out of the art canon and their stories become hidden or completely forgotten. If local communities took more pride in their heritage and celebrated their notable pieces of stained glass, whoever it was designed and made by, would go a long way towards helping to remember the lives and stories of these artists.  For instance St Mary’s Parish Church in Swansea is currently celebrating its golden jubilee, 50 years since it was completely rebuilt following the blitz of 1941.  If only they knew that the window in St Anne’s Chapel was designed and made by a forgotten woman they would have so much more richness to add to their cultural heritage celebrations.

These women should be remembered and appreciated for their art and their craft and their stories deserve to be told. To give them the glory that they rightly warrant I propose the writing of a biographical book about the most notable female stained-glass artists, celebrating their achievements with full colour photographs of their work. The intention is to raise the profile of these amazing women and the eminent men who supported them, to generate historic, cultural and artistic appreciation of our incredible heritage. 
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