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ABSTRACT

This is a thesis in two parts. Chapters one to four examine the
circumstances of the stained glass revival in Scotland while chapters
five to eight identify the particular character of nineteenth century

Scottish glass painting up to the 1870s.

The opening question is whether or not by the early nineteenth
century glass painting was truly an art in decline and this discussion
leads into the investigation of the significance of progress in the
glass industry to the stained glass revival. This line of questioning
continues with the identification of the pioneers of the stained glass
revival in Scotland, re-assessing the contribution of James Ballantine
and introducing William Cooper. The initial demand for stained
glass in Scotland is explored through reference to genealogy,

antiquarianism and High Church practice.

Edinburgh offered unique opportunities for apprentice glass painters
to acquire an art education and this thesis moves on to discuss how
this influenced their approach to glass painting, focussing vpon the
career of Francis Wilson Oliphant. It argues that the commissions
which shaped the future direction of Scottish glass painting were
the rebuilding of the Houses of Parliament and the re-glazing of
Glasgow Cathedral where, in both cases, German glass painting
was nominated as the approved artistic model. As it was eventually
decided that the new windows for Glasgow Cathedral should be
designed and executed by the Kdbnigliche Glasmalereianstalt of
Munich, thesis concludes with a demonstration of the subsequent

German influence upon Scottish glass painting.
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INTRODUCTION

Research for this thesis began with the investigation of the
significance of James Ballantine, of Ballantine & Allan, Edinburgh, as
a pioneer of the nineteenth century stained glass revival in
Scotland. The stained glass revival in England can be explained as
a response to the expression of national identity through the revival
of Gothic architecture and the emerging science of ecclesiology.
As Scotland, however, is a predominantly Presbyterian country with
a relatively modest Gothic heritage, this thesis necessarily begins
with a fundamental questioning of the demand for stained glass
within such a seemingly adverse cultural climate. Although much
diminished, the art of glass painting was still practised in post-
Reformation England but, given its absence in Scotland, some
explanation must be found as to where Ballantine & Allan recruited

skilled practioners.

Ballantine & Allan was established as a house painting business in
1828 and expanded to include glass painting c1839/40. William
Wailes of Newcastle, identified as a pioneer of the stained glass
revival in England, established his glass painting business in 1836.
The figurative stained glass produced by these two contemporary
firms is, however, very different. The linear thiteenth century style
and iconographic content of English stained glass of the 1840s and
1850s, and the stained glass produced by Wailes in particular, can
be explained through reference to the dictates of the Ecclesiologist
(first published by the Cambridge Camden Society in 1841).!
Williom Bell Scott's description of Wailes's chief draughtsman at
work, the Edinburgh born Francis Wilson Oliphant, points to the

incongruity of traditional stained glass and Scottish religious belief -



‘Here was the Scotch Presbyterian working-artist ... cursing his fate in
having to elaborate continual repetitions of saints and virgins, -
Peter with a key as large as a spade and a yellow plate behind his
head, - ... yet by constant drill (sic) in the groove realising the

sentiment of Christian art ...'2

The naivety of Ballantine's statement in his Treatise on Painted Glass
(1845) that — ‘Symbolism is, no doubt, found to be an interesting and
attractive study by those whose taste and inclination leads them to
devote their time and attention to such pursuits ...'3 demonstrates
how little he understood what was driving the English stained glass
revival. It was the frustration of working with Ballantine & Allan on
the stained glass windows for the new House of Lords which led
A.W.N. Pugin to persuade his Roman Catholic friend John Hardman
to expand his metalworking business in Birmingham to include
stained glass in 1845,

The guidance document sent to the Kénigliche Glasmalereianstalt
(Royal Bavarian Stained Glass Manufactory) of Munich in 1857,
whose designers were presumably Roman Catholic, in preparation
for the re-glazing of Glasgow Cathedral demonstrates how, beyond
mere ornamental detail, the imitation of mediaeval stained glass

had no place in Presbyterian Scotland -

‘It must not be forgotten that Glasgow Cathedral is a temple
dedicated to the religious services of the Established Church of
Scotland.... a Protestant Presbyterian Church. According to the
principles and practice of this Church, no representations in painting
or sculpture are anywhere admitted for religious purposes. The
services are very simple; there is no pomp, no symbolism, and there

is the greatest repugnance to the symbolism of Rome. You must

1



therefore avoid in every case using any symbol adopted in Roman
Catholic Churches. Thus you will not use any sacred monogram,
any symbol of Jesus Christ, or of His Birth, Passion, or Death: You will
not use any symbolism of the Virgin Mary, of the Holy Trinity, or of
any persons of the Godhead, or the Agnus Dei, the Dove; the
symbols of the Evangelists, in short any emblem or symbol whatever.
You will place no nimbus or aureole around the heads of any saintly
person represented; apostles must not be distinguished by keys,
swords, pilgrims' staves, scallop shells, nor are any to be clothed in
the costume of the Roman hierarchy. No representations of God
the Father, of the Holy Trinity, of the Holy Ghost of the Virgin Mary as
the Mother of God, nor any direct representation of the Saviour will

on any account be admitted.'4

Scotland, therefore, had to find a stained glass identity all of its own
and preferred academic discipline and classical beauty to
mediaeval tradition. In order to understand the aesthetic ambition
of Scottish glass painters, this thesis investigates their artistic training
and the projects which shaped the direction of the Scottish stained
glass revival, namely the new Houses of Parliament, Westminster
and the re-glazing of Glasgow Cathedral. In her thesis Glass
Painting in Britain c1760- c1840: a revolution in taste, Sarah Baylis has
written a very eloquent account of what she calls the ‘aesthetic

revolution' in English glass painting. She concludes that by 1840 -

‘The very qualities of mediaeval stained glass which had been
denigrated in the eighteenth century were now those which were
most admired. Victorian glass painters diligently copied ancient
specimens as artistic training exercises just as academy students

had drawn from antique casts.’s
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This thesis argues that, in Scotland, the aesthetic revolution never
took place and that there was, in fact, a stylistic continuity from the
first stained glass to reappear in Scotland during the Regency
period produced by Wiliam Raphael Eginton of Birmingham
through to the Aesthetic windows of the 1870s and 1880s produced
by Daniel Cottier and Stephen Adam. There is not one single known
example of a figurative window designed by a Scottish glass painter
for a Scottish church in an archaeological style. When the English
architect and antiquarian Edward Blore was asked to supervise the
commissioning of heraldic stained glass for Crom Castle, County
Fermanagh, Ireland in the late 1830s, he rejected designs by William
Cooper of Edinburgh in favour of those by the heraldic artist, glass
painter and fellow antiquarian Thomas Willement of London on the

grounds of authenticity.

While there is no evidence that Scottish glass painters studied
mediaeval examples, plentiful evidence can be found of their
attendance at the Trustees’ Academy in Edinburgh and their study
of the antique. The only figurative illustrations in Ballantine's Treatise
are copied from the antiquarian Wiliam Fowler's Engravings of
Principal Mosaic Pavements {1804) and these are accompanied by
a revised version in a more ‘elevated’ style. [Image 59] The design
of the first figurative windows known to have been commissioned
for a Scoftish church, Greyfriars Church, Edinburgh (1857), is highly
academic. Here, Ballantine & Allan either copied directly from the
Nazarene artist Julius Schnorr von Carolsfeld’'s Bibel en Bildern or
adapted Raphael’s tapestry cartoons. As Dean Peacock of Ely
Cathedral (Dean from 1839-58) commented to Charles Heath
Wilson, Secretary of the Glasgow Cathedral Painted Windows
Committee on the choice of the Kénigliche Glasmalereianstalt and

the academic style of the new windows -

iv



I think you have chosen wisely for a great cathedral in Scotland,
where the exquisite figures and well drawn pictures will be much
Mmore adapted to the national taste than imitations of mediaeval

works; you have no associations to contend with...'$

Identifying the differences between the Scottish and English stained
glass revival has also shown that, by focussing on ecclesiology,
studies of the latter have ignored an alternative line of
development in English glass painting. From the Regency period
through to the Aesthetic movement there was always a place for
stained glass windows designed in an academic style such as
George Hedgeland's monumental west window for Norwich
Cathedral depicting the Life and Moses and Transfiguration (1853).
What did not change from the eighteenth to the nineteenth
century was that while the sublime sensation of mediaeval stained
glass thrilled the modern imagination, the modem intellect failed to
connect with mediaeval drawing and sentiment. Mediaeval colour
and design principles married to academic drawing were the basis
of the search for a modemn style of glass painting which, arguably,
began with the re-glazing of Glasgow Cathedral. This was difficult
to achieve and, as the architect George Gilbert Scott remarked
with reference to a comment by Charles Winston regarding the re-
glazing of Glasgow Cathedral, it became - ‘... a failly open
Question whether a person will choose reasonably good art united
with emoneous principles, or sound principles wedded to a
grotesque art.’” Given how central Scott was to the mainstream
Gothic Revival and his close association with the glass painters
Clayton & Bell of London, his distaste for their ‘... morbid love of

queer antiquated drawing ...' is somewhat surprising .8



The most significant advance in the stained glass revival was the
transition from a pictorial to a mosaic approach to design and
execution. So far, no study of the stained glass revival has discussed
the material difficulties which had to be overcome before this
development could take place. This thesis argues that stylistic
change was not merely a matter of aesthetic choices and opens
with an investigation into the state of the glass industry in the first
half of the nineteenth century. More has been learnt about the
stained glass revival from economic studies of the glass industry and
parliamentary reports than art historical discussions. The
unpublished writings of the Edinburgh glass painter William Cooper,
infroduced in this thesis, confirm the interdependence of the

stained glass revival and progress in the glass industry.

It has been easy enough to find letters written by Scotfish glass
painters. Using these, this thesis comects assumptions made about
careers and attitudes. Quotes are used freely as means of allowing
glass painters such as Ballantine and Oliphant to speak with their
own voice and getting closer to the redlity of nineteenth century

glass painting.

i Thoughts on Stained Glass, Ecclesioloqist, Vol.lll (1844), pp.16-20 and 107-111

and Vol. XV (1854 - new series Vol. Xli}, pp.33-6.

2 Scott, W.B., Aytobiographical Notes of the Life of William Bell Scott and Notices
f his Artistic and Poetic Circle of Friends, 1830 to 1882, 2 vols., ed. Minto, W,

({London: James R. Osgood, Mclivaine & Company, 1892), Vol.l, p.190.

3 Baliantine, J., Treatise on Painted Glass shewing its gpplicability to every style of

architecture, (London: Chapman & Hall and Edinburgh: John Menzies, 1845},

p.24.

4 GUL: MS Euing 33, pp. 80-81. Transcription of the specifications sent to

Maximillian Ainmiller by Charles Heath Wilson (undated).

SBaylis, S., 'Glass Painting in Britain c1740-c 1840: a revolution in taste’, unpublished

Ph.D. thesis, (University of Cambridge: 1989/90), p.289.

¢ Quoted in Painted Windows in Glasgow Cathedral, Ecclesiologist, Vol. XXl

(1862), p.105. Not found in the Euing Collection held at the University of Glasgow

Library.
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7 Scott, G.G., Personal and Professional Recollections. ed. Stamp, G., {Stamford:
Paul Watkins, 1995), p.223.
8 Ibidem.
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1. THE NINETEENTH CENTURY STAINED GLASS REVIVAL: RESTRICTION
AND ENCOURAGEMENT

The necessary rebuilding of the Houses of Parliament following the
fire of 16 October 1834 prompted the Government to reconsider
state patronage of the arts, including glass painting. State
patronage impacted directly upon glass painting in Edinburgh in
the 1840s when the fledging studio of Ballantine & Allan was
awarded the commission to design and execute the stained glass
windows for the new House of Lords. The unhappy story of this
commission, described in Chapters Three and Six, illustrates a parting
of the ways with English glass painters pursuing the imitation of
mediaeval glass painting while their Scottish counterparts persisted
with Regency pictorialism. This aesthetic shift in English glass
painting, however, was made possible by fundamental
developments in the window glass industry, namely the revived
manufacture of coloured window glass, or pot metal glass. State
patronage of the arts extended as far as investigating and
correcting economic hindrances and the repeal of the excise duties
on glass manufacture in 1845 was a turning point in the artistic
development of glass painting. It is important to understand that
the poverty of materials in the Regency period did not lead to a
decline in skill. When assessing the claims of mid-nineteenth century
glass painters, James Ballantine (1808-77) among them, to have
revived a lost art, new materials must not be confused with

technical practice.

In 1836 the Parliamentary Select Committee on Arts and their
Connexion (sic) with Manufactures reported that -



‘The glass duties have fettered the Arts in their endeavours to
restore painting on glass, in which (contrary to common belief) we

are able to surpass the artists of former times.'!

They were aware that the stained glass revival was bound up with
the Gothic Revival and that problems had been encountered. They
were unclear, however, as to the exact nature of these problems. It
was not, as they thought, the art of painting on glass that was in
decline but the manufacture of pot metal glass itself. As a
mediaeval stained glass window is essentially a mosaic, a good
selection of pot metal glasses was the first requirement of the truly
revivalist nineteenth century glass painter. The revived manufacture
of pot metal glass was initiated in France and Germany but heavy
import duties meant that the new Continental pot metal glasses were
financially beyond the reach of British glass painters. In Britain itself,
excise duties on glass manufacture and attendant regulations
inhibited experimentation with new technical and chemical
processes, including the manufacture of pot metal glass. After the
repeal of the excise duties on 5 April 1845, however, the British glass
industry rapidly caught up with its foreign counterparts, as the
catalogue of the Great Exhibition of 1851 testifies -

‘[Glass] ... is beginning fo assume an extraordinary degree of
importance in the present day. Yet few manufacturers have, until
within a very recent period, made so small an amount of progress.
Every process of the manufacturer having been beset with the
stringent regulations considered to be necessary to enforce the due
observance of the Excise laws, no exemption being permitted even
for the purposes of experiment or improvement, it is scarcely a matter
of surprise that the production of glass remained in a poor and
imperfect state both as a manufacture and as a philosophical

problem. The same causes now no longer existing, a vast amount of



progress has been made both in the extension of the applications of

this product, and also in the processes of its manufacture.’ 2

Duties on imported glass were also repealed in 1845.

The Select Committee's choice of witness to plead the case of glass
painting was a curious one: John Martin (1789-54), china painter,
artist and one of the most technically adventurous glass painters of
the Regency period.3 Martin had no suspicion that the pictorial style
of glass painting he had laboured to perfect would soon be
denounced as debased by the archaeologists and largely
abandoned. Neither did the Select Committee and when, five
years later, a further Select Committee on the Fine Arts referred to
his evidence while questioning the artist William Dyce (1806-64) on
28 May 1841 as to the present state of the art of glass painting they

were taken aback by his derisory response (see below pp. 7-8).

1:1 THE DEMISE OF COLOURED WINDOW GLASS MANUFACTURE

One of the most significant contributions to the decorative arts in the
nineteenth century was the revived manufacture of pot metal glass.
The demand for it began with the Gothic Revival in the second half
of the eighteenth century but it was not until the 1850s that the British
glass industry able to meet this adequately. Serious experimentation
with the manufacture of pot metal glass can be dated from the

repeal of the excise duties on glass manufacture in 1845.

On account of the impenetrable secrecy within the glass industry,
Britain traditionally imported either window glass itself or the skills
necessary to its manufacture. Following the razing of its industries by

the invading French army in 1633, immigrant glass workers began



arriving in England from Lorraine as early as 1567 and settled in the
Weald. Devastation of the woodland necessitated, in 1615, a royal
decree making it illegal to fire a glass furnace with wood and the
immigrant glass workers removed to the coal mining areas of
Stourbridge and Newcastle.4 It was they and their descendants
who, possibly, supplied seventeenth and eighteenth century English
glass painters with a limited palette of inferior pot metal glasses.
Frequent reference is made to the manufacture of pot metal glass
at Stourbridge, the original source being Dr. Richard Pococke who

recordedin 1751 -

‘... came to Stourbridge: famous for its glass manufacture which is
here coloured in the liquid in all colours, in their several shades, and

if I mistake not, is a secret they have here.'s

In his thesis, The Enamel Glass Painters of York, 1585-1795, Trevor
Brighton refers to the claims of the eighteenth century glass painters
Wiliam and Joshua Price (1672-1722) and John Rowell (1689-1756) to
be able to produce a range of pot metal glasses.é As these claims
are ambiguous it is probably not unfair to suggest that Brighton is
mistaken in his interpretation of them. In the light of similar claims by
Martin a century later, they probably refer 1o no more than the
mastery of enamel painting and staining. There is some evidence,
however, that Henry Gyles of York (1645-1709) resorted to making his
own pot metal glass and William Peckitt of York {1731-95) certainly
did.”

1:2 JOHN MARTIN AND REGENCY GLASS PAINTING

The development of glass painting using the surface techniques of

staining and enamelling has been described elsewhere but it is



relevant to the purposes of this thesis to introduce new material
relating to the work of Martin and some of his contemporaries.8

Regency glass painting is further discussed in Chapter Four.

The Select Committee on Arts and their Connexion with
Manufactures wanted to ascertain to what extent the lack of
development in the art of glass painting was related to patronage
and the artistic education of glass painters. Martin believed
contemporary glass painting to be superior to that of the mediaeval
period in that, through the use of stains and enamels, it had
become equivalent to canvas painting. He went as far as to say

that, with greater patronage -

‘... glass-painting must have surpassed all other branches of art in
splendour, as it is capable of producing the most splendid effects,
far superior to oil-painting or water-colours, forby the fransparency
we have the means of bringing in real light, and have the full-scale
of nature as to light and shadow, as well as to the richness of

colour, which we have not in oil-painting nor in water-colour.’ °

The importance of transparencies to the development of glass
painting in the late eighteenth century is discussed in Chapter Four.
Martin's oil paintings are essentially sublime and glass painting
interested him as a means of heightening melodramatic lighting
effects, particularly that of fire through the use of red stain. Glass
was a canvas to be painted on rather than a medium in its own
right. When asked to comment on the state of the art of glass
painting he replied -

‘We cany it to a much higher pitch than the ancients, except in
one particular colour, which is that of ruby, and we come very near

to that. We can blend the colours and produce the effects of light



and shadow, which they could not do, by harmonizing (sic) and
mixing the colours in such a way, and fixing by proper enamelling
and burning them, that they shall afterwards become just as
permanent as those of the ancients, with the additional advantage

of throwing in superior art,'!0

In September 1806, Martin followed his friend Charles Muss (1779-
1824) from Newcastle to London to start a new career as a china
painter.!’ Muss set up his own china and glass business and trained
Martin as a china painter. When Muss went bankrupt in 1809 both
he and Martin were taken on by the vessel glass manufacturer
William Collins of 227 Strand, supplier to George |ll and the Royal
Family.2 As both the china painter and the glass painter worked
with glass-based enamels, skills learnt in one trade were easily
transferred to the other. Martin's career as a full-time glass painter
ended late in 1811 or early in 1812 when his fellow workers objected
to his being employed on the grounds that he had not served the
required apprenticeship.3 Muss became Enamel Painter to George
IV and specialised in copying Old Master canvas paintings onto
glass and when he died in 1824 Martin completed his unfinished
works on behalf of his widow.'4 These were possibly included in an
auction of Muss's works held on 19 and 30 November 1824.'S Martin
also told the Select Committee of highly finished glass paintings
executed for Lord Ennismore but the subsequent history of these is
unknown.

The only surviving glass painting attributed to Martin is a version of his
celebrated oil painting Belshazzar's Feast which is now at Syon
House, London.'¢ The original Belshazzar's Feast was exhibited at the
British Institution in February 1821 and caused a sensation. Collins

bought it and exhibited it as a public spectacle at his premises at



343 Strand. Richard Redgrave (1804-88) recorded how the paying
public were drawn by a smaller version painted on plate glass -

‘This was shown in the Strand, inserted in a wall so that the light was
really transmitted through the termible handwriting: the effect was

startling, yet it was surely more allied fo drama than to art.’ 17

Although Martin had left Collin's employment years before, he is
thought to have executed the copy.!8

George Hoadley and Anthony Oldfield specialised in copying
sublime paintings onto glass.’? They exhibited ten glass paintings at
209 Regent Street in 1837, including versions of The Fall of Nineveh
and Joshua Commanding the Sun to Standstill by Martin and
Opening the Sixth Seal by the Irish painter Francis Danby. On 28
March, 1837 William Collins exhibited glass paintings executed by
Hoadley & Oldfield at 357 Strand, including Belshazzar's Feast and
Joshua Commanding the Sun to Standstill by Martin. 2 The east
window of Redbourne Church, Lincolnshire, (c.1840) could be one
and the same as Hoadley & Oldfield's version of Danby's Opening
the Sixth Seal and is a staggering example of the technical ability of
the Regency glass painter. It is composed of six rectangular panes
of crown glass painted in enamels and stains. Fiery red stain is the
perfect vehicle for the realisation of the Apocalypse and the glass
painting is far more terifying than the original canvas painting (now
in the National Gallery of Ireland). [Image 1]

The Redbourne window was installed a few years before Dyce was
called before the Select Committee on the Fine Arts. When asked
to comment on the present state of the art of glass painting his reply
indicated how the availability of pot metal glass was encouraging
certain architects, artists and glass painters to re-think the function of

a stained glass window -



‘It is not in a high state at present but it seems to be on the
advance; the art of making the colour seems to be understood
sufficiently well .... it seems to me that the defect in this country is
the want of a proper understanding of the sort of design applicable
to painted glass. The more real a representafion becomes, the less
natural it is as a painted window, for the idea of a window is

destroyed’.

His lack of interest in Martin's work as a model is tangible -

‘Does not Martin paint in painted glass? - Yes.
Are there no works of his on glass extant?2 - | should suppose there

are.'2!

Exactly what Dyce was implying by the ‘idea of a window' is
discussed in Chapter Five with reference to the so-called frue

principles of glass painting.

1:3 INJURIOUS EFFECTS OF THE EXCISE DUTIES AND REGULATIONS ON
GLASS MANUFACTURE AND TRADE

The Government did not need Martin to point out to them that the
excise duties were restricting both the development of the glass
industry itself and the uses to which glass could be put. In 1833 they
had appointed a Commission of Inquiry into the Excise
Establishment and the Management and Collection of the Excise
Revenue, the thirteenth report of which, published in 1835, was
dedicated to glass.22

The Thirteenth Report of the Commissioners of Inquiry into the Excise

Establishment is lengthy, complex and difficult to unravel: the



witnesses contradict each other and the summaries misrepresent
their evidence. Nonetheless, it is highly informative. It opens with a
chronological account of the relevant Acts of Parliament beginning
with 6 and 7 W. and M. {William and Mary, no dates given) and
ending with 2 and 3 W.4 (William IV, no dates given).23 Act 19 Geo.
2, (George I, no date given) infroduced duties levied by weight on
the glass melted or fluxed ready for manufacture and the act 17
Geo. 3 introduced different rates of taxation according to the type
of glass manufactured: plate, flint, broad, crown, German sheet
and bottle glass.24 Differences were determined by ingredients,
process of manufacture and thickness of the finished glass.
Experimentation with coloured window glass manufacture does not
get a mention and this is indicative of the primary interest of the
Regency glass painter in the pictorial possibilities of staining and
enamelling. The only comment upon the effect of the excise duties
upon glass painting was made by Arthur Aikin, Secretary to the
Society of Arts, called on 14 March 183525 It is clear that he
understood glass painting to be primarily a process of staining and
enamelling and it was probably his praise for Martin that led to the
artist being called before the Select Committee on Arts and their

Connexion with Manufactures five months later.

Aikin pointed to the problems glass painters were having in securing
glass svitable for staining and enamelling and that the excise duties
inhibited the necessary experimentation. His information came from
Collins and he described how glass painters sought out, at great
expense, old plate or crown glass because they were more able to
withstand repeated firings in the kiln. Plate glass, being cast rather
than blown, could be made substantially thicker, and therefore
stronger, than any other type of glass. The batch ingredients for
crown glass fluxed at a relatively high temperature and so,

conversely, the finished glass was less likely to soften in the glass



painter's kiin. The batch ingredients for the new cylinder giass,
known as German sheet, fluxed at a lower temperature and the
metal remained malleable in warm conditions in order to allow for
the exira manipulation reqguired by the manufacturing process.
Another factor which Aikin did not consider was the exchange of
vegetable alkalis, namely kelp (calcined seaweed), for industrial
mineral alkalis as the fluxing agent and that this had reduced the
susceptibility of glass to stains (see below). So poor was the
Commissioners' (or their transcriber's) understanding of the subject
that they summarised Aikin's evidence incormectly, saying that
repeated firings were necessary to temper the base glass ready for
staining and enamelling not that the composition of the base glass

needed to be hard -

‘This inferiority of the modern productions, Mr. Aikin attributes to the
impediments arising from the Excise restrictions, to the repeated
applications of heat or other processes, varying according to
circumstances, which may be required during the preparation of
the glass, in order to bring it to the proper texture for bearing the
process of enamelling, and especially the requisite degree of
hardness. '2¢

What was actually required was experimentation with what is today
known as staining sheet and equally difficult to come by, namely, a
modern glass coated or flashed on one side with a glass made from
a vegetable alkali.

EXCISE DUTIES ON GLASS BETWEEN 1800-1845

A glass manufacturer paid three excise duties. Firstly, an annual
payment for a licence to manufacture glass, a payment being

required for each furnace in operation. Secondly, a payment on the

10



weight of all the molten glass prepared. Thirdly, a payment on the
weight of all glass manufactured in excess of the caiculated weight
of the molten glass (glass is heavier when hot).2?  Obviously, taxing
glass by weight at the initial stage of manufacture discouraged
experimentation. If an experiment failed, the manufacturer could
recover neither the production costs nor the tax paid. In the case of
crown glass, it was estimated that excise duties were equal to twice
or more the prime cost of production and tripled the selling price.28
When the excise duties were repealed the Treasury lost £450,000 per
annum in revenue.? Meanwhile the price of window glass more

than halved and only strong manufacturers prevailed.30

FLINT GLASS

The flint glass category included ‘...all enamelled, stained, or paste
glass, and of all phial glass.'3! Flint glass is the generic term for soft
glasses which flux at a relatively low temperature on account of
their lead content.32 Exactly what ‘enamelled’ and ‘stained’ meant
in this context is unclear but could have been: coloured glass for
making enamels or flint glass decorated with enamels; objects or
sheets made of coloured glass; or objects or sheets coloured with
stains. Coloured enamels were made from highly fusible lead glass
mixed with metallic oxides which was then cooled, ground, mixed
with a medium, applied and fired.33 Coloured flint glass must have
been made into sheets for decorative purposes as Acts 7th and 8t
Vict. prohibited the manufacture of sheets more than six inches long

and four inches wide.34
Plate and flint glass were initially the most heavily taxed at 18s 8d

per hundredweight (17 Geo. 3) with an extra levy for glass

manufactured exceeding the estimate. Although the levies on
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other types of glass steadily increased, the act 51 Geo. 3 reduced
that on flint glass to 25.9d per hundredweight.

Each category had also by this time become subject to different
restrictions, however, and those on flint glass were made more
cumbersome. Any glass melted had to be used up before six
o'clock on Saturday evening, working out the pots, and
manufacturers had to declare and obtain a license for every
cooling chamber, anneadling lear, in use35 The Act 6 Geo. 4
increased the levy on flint glass to £12.10s per one thousand
avoirdupoise (sixteen ounces to the pound).3¢ If the manufacturer
produced more than fifty percent again of the estimated weight of
glass he was liable to pay a further levy of 6d per pound weight.37
Act 3 W. 4 reduced the levy yet again to 20s per one hundred
pounds avoirdupois and set the excess limit at forty percent. From
c.1815, however, flint glass was the only category to be taxed
according to the weight of fluxed metal in the pots while all the
others were taxed only according to the weight of the finished

glass.3® When the Commissioners asked Robert Lucas Chance -

‘In the case of charging by the gauge of the pot, you are of the
opinion that system s very prejudicial to the making of

experiments?'
he replied that it was.3?
PLATE GLASS

Martin persistently deviated from the Commissioners' questions
about the state of the art of glass painting to complain about
practical hindrances. As he wanted to use glass as a canvas, he

ideally required sheets of glass of adequate size and thickness to
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work on. He wanted to paint on plate glass but this was very

expensive. Moreover, as Aikin had already explained to the Excise

Inquiry -

‘Now plates of that kind, with elaborate work on them ... require to
go into the oven or stove nearly as many times as there are
different colours, and therefore the hazard of cracking and of
melting is very much increased ... and it not unfrequently (sic)
happens, from this very cause, that after an artist has employed
several months upon a piece of glass, the last time that it is taken
out of the fire it may crack, and all his labour be lost.'40

Patrons were unwilling to pay for the cost of failed experiments and
the risk of financial loss inhibited the development of painting on

plate glass.

Martin complained that the excise duties were -

‘... the greatest obstacle. We intended to make experiments on
plate glass; | did, and succeeded with it, but the expense of plate
at that time, in consequence of the heavy duty, finally put an end
to those experiments, as we could neither afford to purchase such
expensive glass, nor to erect larger annealing kilns, for if not
properly annealed the glass is liable to fly. | believe | was the only
person who made experiments on plate glass; they were supposed
to be successful, only | could not afford to camy themon ...". 4!

Should the excise duties on glass manufacture be repealed, Martin
could see cathedrals and public buildings filled with glass paintings
executed on plate glass and was quite confident that he had
established - ‘... @ mode which has been and will remain in use as

long as glass-painting is-an art.'42
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In 1835 there were only two plate glass works in Britain; the British
Plate Glass Company at Ravenhead, Lancashire (active from 1776)
and Cookson & Cuthbert of South Shields, Newcastle (active from
c.1815). Competition between them had reduced the price of
plate glass by more than fifty percent4 Twenty-six years earlier
when Martin began working for Collins, however, the largest plate of
glass available cost more than £200.44 The cost of plate glass
reflected the recruitment of specially trained workers, the building of
a large casting hall and wastage of approximately fifty percent of
the glass metal due to the clumsiness of the casting and rolling
processes.4> Glass metal was transferred from the pots to cisterns for
further fining and these were then winched over to the casting
table. If a cistern broke, as frequently happened, duty on the
estimated weight of the glass was not returned. The final duty on

plate glass before repeal was £3 per hundredweight.4¢

CROWN AND GERMAN SHEET GLASS

‘.. we are ... sumounded by excisemen, and yet we make
experiments continually, of which they are as ignorant as the man

in the moon.' (Robert Lucas Chance)

As crown glass was used by glass painters for staining and
enamelling and the development of German sheet coincided with
that of pot metal glass, this category deserves closest attention. The
witness called before the Commission was Robert Lucas Chance
whose company, as Chance & Hartley and later Chance Brothers &
Company, led the way with experiments into coloured window
glass manufacture. When asked if he had any complaint against
the excise duties and regulations, he contradicted the flint glass

manufacturers by replying -
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‘No; | think it is unexceptionable; we can make any experiments we
think fit without any interference on the part of the Excise; we are

one of the most experimental houses in the trade.' 47

Unlike the flint glass manufacturer, Chance Brothers were only
charged duty on the weight of the finished glass. Apparently from
1812 -

‘... though they [the Excise officers] gauge the pots and gauge the

metal, they make no compare with the glass charged with duty.' 48

in effect they were free to do what they like with glass prior to it
being locked up in the annealing lear and could throw away the

glass from a failed experiment without incurring any fine or duty.

What general conclusions can be drawn from such contradictory
evidence? Seemingly, the excise regulations siowed down the
whole process of manufacture and incurred extra costs by wasting
the glass workers' time and limiting hours of production, as one

manufacturer complained bitterly -

‘Our business premises are placed under the arbitary control of a
class of men to whose will and capirice it is most irksome to have to
submit, and this under a system of regulations most ungraciously
inquisitorial. We cannot enter into parts of our own premises without
their permission. We have in the course of the week's operations to

serve some 60 or 70 notices on these, our masters.' 49
Four excise officers were in constant attendance at Chance Brothers,

another one oversaw the packing of glass for export and all of these

were monitored by an area supervisor for collusion.®0 Notices
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announcing the different stages of manufacture at which the excise

officers' presence was mandatory, were printed by the thousands.

1:4 THE REVIVAL OF POT METAL GLASS MANUFACTURE IN FRANCE
AND GERMANY

In France and Germany the raison d'étre of the glass indusiry was
the supply of window and mirror glass, and eventually painted glass,
for royal building programmes. Consequently, with the support of
both the monarchy and the state, it was the French and the
Germans who were the first to experiment with pot metal glass

manufacture.

In the 1830s and early 1840s there is evidence that at least one
Scottish glass painter relied upon pot metal glass manufactured in
France.s' This was imported by the glass merchants and glass
painters Claudet & Haughton of 89 High Holborn, London.52 The
French glass manufacturer Gustave Bontemps began using his
friend Claudet to export window giass and shades in the 1820s.53
That Claudet was also a friend of John Lucas Chance might explain
the connection between Bontemps and Chance Brothers. In 1848,
Bontemps came to England as a political exile and assisted Chance
Brothers with their pioneering experiments with coloured window
glass manufacture, the results of which were exhibited at the
International Exhibition of 1851.

FRANCE

The aesthetic shift in glass painting from pictorialism to the revival of
the stylised drawing and mosaic composition of the middle ages

evolved in France with England foliowing sooner after. The key
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protagonists of the stained glass revival in France were, among
others, were: the architects Viollet-le-Duc (1814-79) and Jean-
Baptiste Lassus (1807-57); the ecclesiologist Adolfe Napoleon Didron
(1806-1867); the technicians Alexandre Brogniart (Director of the
Royal Porcelain Manufactory at Sévres), Gustave Bontemps
(Director of the Choisy-le-Roi Glass Manufactory) and M.
Reboulleau; and the glass painters and brothers Henri (1814-49) and
Alfred Gérente (1821-68) together with their associate Antoine

Lusson of Mans (active from 1836).

Didron was the Director of a glass painting studio at 13 rue
Hautefeuille, Paris and the founder editor of Annales
Archéologiques (1844-65). The first volume of Annales
Archéologiques features articles on glass painting by both Didron
and Lassus.54 Subscribers were rewarded with a coloured lithograph
of the Vie de la Vierge window for Notre Dame de la Couture,
Mans, designed by Henri Gérente and executed by Lusson.ss
Thomas Willement's (1786-1871) scrapbooks are evidence that
English glass painters not only subscribed to Annales Archéologiques
but also followed the activities of French glass painters closely.5s
These contain coloured lithographs of the Vie de la Vierge window
and the east window from Saint Germain Auxerrois, Paris,
referenced as having both been received with Volume I. 7 Also
included are extracts from Manufacture de vifraux compose par M.
Didron and an English publication Specimens of Stained Glass by

Lusson and by Gérente of Paris. 38

Catherine Brisac comments that Viollet-le-Duc -

.. fit exécuter de nombreuses verrieres neuves pour les édifices qu'il

venait de restaurer ..." 5°
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He patronised the Gérente brothers. Between 1847 and 1848, for
example, Henri restored the famous thiteenth century L'arbre de
Jesse window at the abbey church of Saint Denis, Paris, under
Viollet-le-Duc's direction as Master of Works. A presumably prized
addition to Willement's scrapbooks was a coloured tracing of a
border of a window in Saint Denis signed HG [Henri Gérente}, for Mr
Willement.s0 Alfred Gerente took over as Master Glazier at Saint
Denis from 1849-54 and also worked for Viollet-le-Duc and Lassus at
the Cathedral of Notre Dame, Paris from 1861 to 1865. Volume IX
(1868) of Viollet-le-Duc's Dictionaire raisonné de ['Architecture

francaise was dedicated to Vifrail. 61

The English periodical the Ecclesiologist followed the careers of
these architect archaeologists with great attention. Although partly
explained by their mother being English by birth, the Geérente
brothers owed their employment in England to the Ecclesiologist's
approval of their faithful reproduction of early medieval styles of
glass painting. The reviewer of the painted glass section of the
Great Exhibition felt compelled to put national loyalties to one side

in their praise of the boldness of the French archaism -

‘The department of painted glass is particularly interesting, as the
first occasion in which our own artists and those of foreign countries
have been brought into direct and palpable competition. Truth
compels us to state that, always classing by themselves the joint
productions of Mr Pugin and Mr Hardman, ... France bears away the
bell over England. There are, putting the above named out of the
question, no five of our artists who can be compared with MM
Gérente, Maréchal, Lusson, Thevenot and Thibaud in their

respective styles ...".62
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Henri designed two windows for the south transept of Ely Cathedral
(1846) before his death from cholera in 1849. The Ecclesiologist
praised their mediaeval richness of colour and tfranslucency, and

the clarity of the outline drawing -

‘Both of the windows are excellent, but the second peculiarly so,
from the exquisite harmony of colour pervading the whole
composition. The dominant hue is blue, which forms the ground of
the panels. The drawing is bold and clever, and the whole window
sparkles and seems to emit light. Red being the tone of the
adjacent one, the two set each other off most happily.'¢3

His work there was continued by his brother and Lusson from 1850 to
1853.¢4 The relationship between the Gérente/Lusson windows and
the design of the east window by the Scottish born glass painter
Francis Wilson Oliphant a decade later is discussed in Chapter Five.
Charles Heath Wilson's interest in Ely Cathedral as a model for the
re-glazing of Glasgow Cathedral, both primarily thirteenth century
structures, is discussed in Chapter Seven. When researching an
appropriate style of glass painting, Wilson consulted the writings of
the antiquarian F. de Lasteyrie and comesponded with Alfred

Gérente. 65

In France and Germany experiments with pot metal glass
manufacture were a logical outgrowth of the porcelain industry.
Porcelain manufacture required advanced high temperature
furnace technology and the understanding of the behaviour of metal
oxides as colouring agents for glazes. The manufacture of hard-paste
porcelain, coloured glazes and glass have their roots in alchemy,
particularly in the use of gold as a colouring agent, as the story of
Johannn Friedrich Béttger (1682-1719) and the establishment of the
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Meissen manufactory in 1710 under Augustus the Strong, Elector of

Saxony and King of Poland, demonstrates.sé

The Sevres manufactory enjoyed the patronage of King Louis Phillipe
and his family. Brogniart began to experiment with adapting enamel
painting techniques developed for the decoration of porcelain to
glass as early as 1802. By 1824 he was experimenting with pot metal
glass manufacture and, four years later in 1828, set up a glass
painting department.¢? Commissions for the royal palaces in the
1840s strengthened this department and Viollet-le-Duc assisted as a
designer.s8 Brogniart's attempts to manufacture pot metal glass were
beset with failure and the results did not satisfy the archaeologists.
Royal patronage could, however, be more of a hindrance than a
help and Gustave Bontemps made better progress at the privately
owned Choisy-le-Roi glass manufactory.$® Bontemps was a chemical
engineer and recorded his experiments with pot metal glass

manufacture in several valuable publications.”

URGENT NECESSITY: VANDALISM AND RESTORATION

In France, the restoration of mediaeval religious buildings, the
development of an archaeological style of glass painting, le vitrail
archéologique, and the revival of pot metal glass manufacture

were interdependent, as Brisac explains -

‘... restaurer d'abord et recopier ensuite. Les deux activités étaient
intimement liées et cette idee sur la profession de maitre-verier s'est

developpée depuis en France.'’!

Churches were closed from the Revolution untii 1801 and their
vandalised stained glass windows left to deteriorate. With the return

of religion to everyday life came the appreciation of traditional
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church architecture, strengthened by regret for the wanton
damage. A positive outcome of the vandalism was the
establishment by the state of Le Service des Monuments Historiques
(historic buildings), a division of which was Le Service des Edifices

Diocesains (cathedrals).

In a letter of 1838 to Brogniart, Didron described the paraliel
restoration of mediaeval religious architecture and stained glass.
Together with Lassus, he had made a study of the iconography,
styles and materials of mediaeval stained glass and aimed at

reproducing them as faithfully as possible -

‘Le(sic) crois que la peinture sur verre est un besoin de nofre
époque et qu'il est nécessaire de restaurer les fenétres des édifices
comme on restaure l'architecture. Associé & M.Lassus mon ami, j'Qi
donc voulu, moi qui m'occupe depuis sept ans de vitraux sous le
rapport des sujets qu'ils représentent et des effets qu'ils donnent,
reproduire soit quant @ ses sujets, soit quant @ leur coloration,
exactement ce qui s'est fait & toutes les époques, surtout aux Xlle et
Xllle siécles qui sont pour nous les plus belles époques de la peinture

survemre ...". 72

He believed that restoration was reforming the art of glass painting
in that it was encouraging the rejection of pictorialism in favour of a
return to mediaeval tradition - 'C'est de la mosaique que I'on doit

faire et non des tableaux.’'73
ADOLFE NAPOLEON DIDRON

The repair of mediaeval stained glass windows or their replacement
with a modern equivalent was inhibited by the lack of suitable pot

metal glass. From 1838 Didron wanted to set up a glass painting
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studio and requested the support of the Sévres manufactory.74 His
later comment that the Sévres colours were, unlike mediaeval
colours, thin and insipid probably explains why nothing came of this
proposed collaboration despite Brogniart's insistance that he could
supply what was required even for the restoration of La Sainte

Chapelle -

‘J'ai dit vingt fois aux archéologues: donnez-nous tels dessins que
vous voudrez, qussi mauvais que ceux de la Sainte-Chapelle, et
comme nous avons les vemes teints dans la masse qu'avaient les
anciens, que nous avons des couleurs de moufle aussi simples, aussi
laides que celles de cette époque, et, en outre, une infinité d'autres,

nous exécuterons tous vos dessins et bien d'autres.'75

Didron preferred to work with the chemist Reboulleau.7¢ In 1839 they
realised the first archaeological French painted glass window. This still
remains in the axial chapel of Saint Germain Auxerrois, Paris. [Images
2 and 3] It is a traditional mosaic of coloured glasses with minimal use
glass paint and no use of enamel. Those responsible attempted to
imitate the iconography, drawing style, composition, execution and
materials of a thiteenth century model, the Passion window in La
Sainte-Chapelle (1243-1248).77 [Image 4] The window project was
part of a programme of restoration supervised by Lassus who, as
mentioned, shared Didron’s interest in mediaeval stained glass.
Didron was responsible for the iconography, the cartoons were
drawn and executed by Louis Steinheil and Reboulleau made the

glass.’8

Brisac quotes Didron's nephew as saying in 1889 that -

‘The appearance of this window was a milestone for the specialised

world of those interested in the renaissance of stained glass.'”?
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Although the colours were comparatively strong, the glass was still
too transparent and it was left to the English in the 1850s, under the
direction of Charles Winston, to reproduce the texture and density of

mediaeval glass.

The competition to restore the windows of La Sainte Chapelle was
won by Henri Gérente in 1847 but, in the event of his death in 1849,
the work was finally undertaken by Lusson and Maréchal de Metz
The thirteenth century painted glass was considered, both in France
and Britain, to be the apogee of European glass painting and for a
while was carefully imitated. The Ecclesiologist followed the
restoration of La Sainte Chapelle closely and Augustus Welby
Northmore Pugin toured the works with Didron in 1844. In return,
Didron and Gérente attended the opening of Pugin's Saint Giles,
Cheadle, on 3 September 1846 as the guests of Lord Shrewsbury and
there is evidence that Gérente visited Pugin's home at Ramsgate.&

GUSTAV BONTEMPS, CHANCE BROTHERS AND NEW COLOURS

‘No one alive knew more than he about every branch of glass
manufacture, whether in theory or practice.” (James Frederick
Chance) 8

From as early as 1828 Chance Brothers and Bontemps were in
dialogue concerning aspects of glass manufacture of interest to
them both: lenses, German sheet glass and pot metal glass.82 When
Chance Brothers began experimenting with German sheet glass
manufacture in August 1832, Bontemps assisted them with the
recruitment of French glass blowers.83 The British glass industry being
so underdeveloped in comparison to the French, what Bontemps

initially stood to gain from such professional generosity is unclear.
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The mutual friendship of Robert Lucas Chance, Claudet and

Bontemps may offer some explanation.84

James Chance wrote to Bontemps in 1844 with some urgency
expressing concern that, without his immediate assistance, a

competitor might seize the market for pot metal glass -

‘We shall therefore require your instructions both as to mixtures and

manipulations necessary for obtaining all the chief colours.'85

Fortunately for Chance Brothers, after the French monarch Louis
Philippe abdicated and fled to England in February 1848, it became
expeditious for Bontemps to follow him. While, on 16 April, the
Socialists demonstrated on the streets of Paris demanding the end of
capitalism and a co-operative system of labour, Bontemps was in
Birmingham negotiating terms with Chance Brothers. His exact
political position is unclear, but, being the Director of a large and
profitable manufactory, he must have represented all that the
Socialists were opposed to. He agreed to supervise the manufacture
of coloured, ornamental and optical giasses at Spon Lane. Although
he received a share of the profits generated by these products, he
did not enter into partnership with Chance Brothers but preferred to
be paid a salary of £500 a year. His contract ran from July 1848 to the
end of 1854 when, the Republican Party having been suppressed
and the Second Empire established on 2 December 1852 under

Napoleon lll, he presumabily felt that it was safe to return to France .8

The competitor that Chance Brothers were so afraid of was
probably the Wear Glassworks in Sunderiand which was owned by
their former partners, the brothers James and John Hartley. As is
described in Chapter Three with reference to the Scottish glass

painter William Cooper's possible connection with Chance, when

24



Robert Lucas Chance took over the Spon Lane Glassworks in 1824,
he brought their father, John Hartley senior with him from the Nailsea
Glassworks in Bristol. In 1830, John Hartley senior and Robert Lucas
Chance visited the Choisy-le-Roi manufactory. Two years later,
James Hartley actually worked at Choisy-le-Roi in order to study the
manufacture of German sheet glass.8” While he was there, he may
well have also studied how to colour window glass. When John
Hartley senior died in 1833, his sons went into partnership with
Chance. The partnership was dissolved in November 1836 and they
went into competition with Chance, opening the Wear Glassworks
in 1837. They became, and remained throughout the itwentieth
century, the leading pot metal glass manufacturers in Britain.88  As
described in Chapter Three, when Cooper went bankrupt in 1841 his
premises were sequestrated to the Hartleys to pay off monies owed
which suggests that the Wear Glassworks had become a major
supplier of window glass to Edinburgh.

Bontemps explained the significance and complexity of oxidation
and reduction to Chance Brothers. He had discovered that an
increased range of colours could be obtained from the known
colouring agents. The colour generated by a metal changes
according to its state of oxidisation. Oxidation can be controlled by
careful manipulation of furnace conditions, causing the metal either
to gain or lose oxygen, oxidisation and reduction. Mostimportant of
all was his experimentation with the manufacture of traditional

copper and gold rubies which were stable in the glass painter's kiin.
At the International Exhibition in 1851 both Chance Brothers and

James Harlley & Company introduced the results of their

experiments:
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‘Coloured glass is produced by adding., to the ordinary glass
mixtures, the oxides or carbonates of certain metals, thereby
causing such an atomic arrangement that one or more rays of a
pencil of light are reflected. It is usual to ascribe one particular
colour to a particular metal - say blue to cobalt, green to copper;
but Bontemps has shown that all the colours of the spectrum may
be produced by any one of the ordinary metals, which he ascribed
to the degree of heat to which the mixture or colouring metal is
subjected. Iron, copper, cobalt, manganese, gold, and uranium
are the metals used in colouring glass; and these bases, in
combination with various proportions of oxygen, produce all the
coloured glass in general use.'8?

By the 1920s, Chance Brothers were able to offer a more complete

explanation as to why red window glass was so difficult to make -

‘ In general the colours given by various oxides when melted in
normal types of glass under oxidizing conditions comespond to those
of the salts of the higher oxide ... When a reducing mixture is used
instead of an oxidizing mixture completely different colours are
obtained. Thus, a copper glass made under strongly reducing
conditions gives the well known ruby which forms the basis of most of
the flashed rubies which are manufactured ... The essential
difference between oxidized and reduced glasses is that the
oxidized batches give a coloured silicate, whereas the reduced
glasses give colours which are due to the scattering of light by ultra-
microscopic particles of either the oxide or the element itself. This
difference is the cause of most glassmakers' troubles in the
manufacture of coloured glasses .... A coloured silicate is very stable,
subsequent tfreatment of an oxidized glass does not modify the
colour; but this is far from being the case with coloured glasses made

under reducing conditions. Most of these reduced mixtures are
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colourless at the high temperatures existing during the found, and
some of them remain colourless when cooled down to room
temperature. The colour due to the ulfra-microscopic particles can
be developed, however, if the temperature of the glass is
maintained at an appropriate value. Such is the case with selenium,
copper and gold rubies. Because of this slow development of the
colour, control is relatively difficult, as there is no maximum which
may be developed and no state of completion is reached. The
particle size continues to increase as long as conditions are stable,
and this means that in practice the glass goes through a series of
changes from colourless ruby, and finally to opal. It is necessary
therefore, not only to develop the colour, but to stop development

before opalesence appears.’?0

Chance Brothers had also been busy perfecting the manufacture of
flashed giasses, the process that Peckitt had experimented with
some half a century earlier. A globe of coloured glass was
gathered onto a blow pipe and then a second gathering was
made of white glass. What was finally obtained was a sheet of
white glass with a thin layer of coloured glass on one side. If, on
cooling, the metals contracted at different rates the glass was liable
to fracture. Mastery of the manufacture of flashed glasses was
particularly important in the case of copper ruby. As a through-
coloured sheet of copper ruby glass transmits almost no light and
appears black, it is of no use to the glass painter.

The progress of the stained glass revival in France has been
mapped out in such detail as it was the major point of reference for
English and Scottish glass painters. It was the very different
character of German glass painting, however, which became the

model upheld in Scotland in the mid-nineteenth century.
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GERMANY

As in France, development of glass painting in Munich was initiated
by the royal patronage of a porcelain manufactory.  Michael
Sigmund Frank, a trained porcelain painter, was appointed glass
painter to the Royal Bavarian Porcelain Manufactory at
Nymphenburg on the outskirts of Munich in 1818. King Ludwig 1
instructed him to experiment with coloured window glass
manufacture at the state owned Benediktbeuren Glassworks. The
royal commission for a large window for Ratisbon Cathedral in 1827
marked the emergence of the Kbnigliche Glasmalereianstalt, the
Royal Bavarian Stained Glass Establishment as an active
department of the Royal Bavarian Porcelain Manufactory. In 1832
Maximillian Aimiller (1807-70) replaced Frank, being appointed
Technical Director in 1837. He had studied architecture and
ornamental design at the Munich Academy before entering an
apprenticeship at Nymphenburg. In 1851, shortly before the
Konigliche Glasmalereianstalt began work on the new windows for
Glasgow Cathedral, it was bought by Ainmiller and he proceeded
to run it, to a certain extent, as a private enterprise. So central was
he to its successful operation that when the Koénigliche
Glasmalereianstalt closed following his death in 1870.9! By 1840 he

had mastered the manufacture of every shade of pot metal glass -

‘Ainmiller's contemporaries were full of praise for his double flashed
[two different colours seemlessly merging and very useful for skied
backgrounds] glass and his shades and hues in glass ‘appropriate’
to any type of face or age. From the 1840s onwards every colour of

pot metal glass was available.'??

Ainmiller was, perhaps, a match even for Bontemps. In 1850 Chance

Brothers sent the Frenchman to Germany with the commission,
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amongst others, to research German methods of making coloured
glasses, particularly ruby glasses that would remain stable in the glass

painter's kiln.?3

1:5 DEEP COLOUR AND LOW TONE, COLOURED WINDOW GLASS AFTER
1862

‘... a debt of national gratitude is due to Mr. Winston for his long
persevering and successful efforts to revive the rich colours and low

tone of ancient glass.’ (Apsley Pellatt) 94

One further development in the manufacture of coloured window
glass, the introduction of so-called antique glass, is particularly
relevant to the final chapter and conclusion of this thesis which deals
with the commissioning of stained glass windows for Glasgow
Cathedral from the Kénigliche Glasmalereianstalf. The story of
Charles Winston's (1814-63) contribution to the development of
antique glasses is well known through his lecture On a Revived
Manufacture of Coloured Glass used in Ancient Windows, published
after his death in Memoirs lllustrative of the Art of Glass Painting
(1865).95 A more detailed account was extracted from his
comespondence with Charles Heath Wilson (1809-82), Secretary of the
Glasgow Cathedral Painted Windows Committee, to form part of the
Biographical Memoir which infroduces Memoirs. Winston acted as
consultant to the re-glazing of Glasgow Cathedral and he and Wilson

discussed the advantages of using antique glass at length.

Winston was a barrister by profession based at Lincoin's Inn, London
but, while growing up within a clerical family in Hampshire, he had
developed an antfiquarian interest in mediaeval stained glass. His

subsequent contribution 1o the archaeological study of mediaeval
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stained glass, and so the nineteenth century stained glass revival,
was considerable. In 1838 Winston began work upon a stylistic
analysis of mediaeval stained glass, the Inquiry into the difference
of Style observable in ancient Glass-paintings (1847). This was
modelled upon Thomas Rickman's pivotal stylistic analysis of
mediaeval architecture which provided the Gothic Revival with a
terminology. Memoirs assembles the more significant of his lectures
given to the Archaeological Institute and the Royal Incorporation of

Architects.

Winston maintained that, historically, the stylistic development of glass
painting had been a direct response to the technological
development of window glass manufacture. The ever increasing
tendency towards naturalism in glass painting from the late fifteenth
century onwards necessarly compensated for the perfect but
insubstantial nature of the glass available. The faithful revival of
earlier styles of glass painting was dependent upon the retrieval of
the material power of mediaeval stained glass. As will be discussed
in Chapter Six, this revival was underpinned by the philosophy of true
principles, as Winston expressed it, the belief in -

‘... the additional beauty imparted to any sort of decoration by mere
force of its having been executed in conformity with it own peculiar

mechanical and intrinsic conditions...’. %6

As glass is essentially translucent, it was argued that glass painting
should be a celebration of franslucency. As glass paint is opaque,
dense shading was impermissible. Winston was dissatisfied, however,
with the colour generated by modern pot metal glasses, insisting that
it was too weak and glaring to be left unmodified by surface
painting. The less perfect the base glass the greater its intrinsic

tonality and only when pot metal glass of mediaeval quality was
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again manufactured could a more linear and less tonal style of glass

painting be successfully adopted. As he explained to Wilson -

‘The style of your ornamentation must, in my opinion, be regulated by
the texture of your material; for if there is one point more thoroughly
established than another in point of fact, it is that in ancient glass the
style of the ornamentation and treatment of the material varied with
the texture of the material. And this was artistic enough, because a
powerful material neither required, nor indeed would show, any very
delicate ornamentation or soft shading; whereas a weaker sort of
glass required more painter's manipulation to give it force; and
paintings executed in it in the same simple way as the earlier ones
would have looked thin and miserable....

The Germans, being artists, and knowing how very pellucid is the
ordinary material, have used more shadow in their glass-paintings
than one sees in any old glass painting; and perhaps they have gone

a little too far in this respect ...". 97

The decision to commission the new windows for Glasgow Cathedral
from the Kénigliche Glasmalereianstalt on account of their arfistic
capability meant that any plan to have windows which were
authentically thirteenth both in style and material quality had to be
abandoned. Transparency was sacrificed to art.98 The eventual
arrival of antique glass in Scotland led to changes in the practice of
glass painting and the condemnation of the Ger