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(Positively Her First and Oply Appearaace in Glasgow)

New Women, "gentle cresture,” is stern of mind end festure,
She'’s making ducks and drakes of man’s most cherished whims,
She wenis en geual world composed of "hers” and "hims”!

Verse from the "The R(Evolution) of Womaa"
writ Mmy and pe . GSA studeats
ub’mm—.ﬂm. “
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To Mark
Who is always there

To Macgaret aad Frasces
Who should be here aow.
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the period 1000-04. 'Ih@minﬂciﬂhﬂﬁﬂtﬁpsm
w_ﬂgm mmdmmm
Newbery, were critically important to the Macdomald sisters’ development in
p&ﬂhﬁn“nﬁmdhﬂd‘:“h
pi. This independent opitit was instrumental in initisting a unique,
”f"*mm-mmmmﬂﬁ-m




periodicals: (1) Mainstream journals such as the Magasine of Art and Art
polemical journals such as the Studio and Yellow Boek which challeaged these
notions by focusing om such issues as youmger artists, design, and intersatiomal

Rescarch to date has primarily addressed the Macdomald sisters as
periodical press in gemeral and the relevance of the Afagesine in particular, for
the graphic work of the Macdomald sisters produced during the years 1000-04
and the comflicting ideologies conveyed by the press which gave rise to the
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INTRODUCTION

During the first half of the 1800's two art studeats from the Glasgow
School of Art produced a series of watercolowrs and graphic desigas which
incorporated the female mude. Their decorative style was supposedly withowt
precedent, a blatant rejection of the formal vocabularies and subject parameters
of the prevailing Arts & Crafts Movemeat. The wnorthodox, symbolic images
they produced were perceived by some art writers as ". . .part of some strange
system of magic or ritual. . .crowned by faces of weird import."! Critics in
Loadom opposed to or uaprepared for their stylistic immovations determimed
that "the School of Spook” was a fitting label for a group whose designs were
pervaded by “ghostly long drawa figures with pained faces aad sadness passing
words. "3

These comments applied to the work of Margaret Macdonald (1865-1933)
and Frances Macdomald (1874-1921) in collaboration with their respective
husbends, Charles Remnie Mackintosh (1068-1928) and Herbert MacNair
(1868-1053). This group, later known as "The Glasgow Four®, produced a
decorative style which was adopted by a mumber of their colleagues at the
Glasgow School of Art and subsequently termed "the Glasgow Style.”

Mandates of the prevailing Arts and Crafts and Aesthetic Movemests
calied for a comsidersbly more comservative approach to desiga with firmly
established formal vocabularies aad subject parameters. In comtrast, the
wnorthodox designs produced by Margaret aad Frances Macdosald evoived from

1



nmmnmmm.m&mmh
rofessional states as architects and imterior designers. ©In
retrospect ﬂrmmh_nmm yomic stages of a shift towards

of Mackintosh and MacNair. Hﬁttlﬁ,hmd’ﬁhnmﬁay
hhhm&iﬁl&nhlhm&ﬂiﬁ,n”;f; !
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their work included the Siudis, the Yellow Beok, Dehorative Kunst, Deuische
Kunst und Deborstion, and Ver Sscrum.
Frances, as attested by their signatures. The remainder have beea attributed

m::p-ﬂp!ﬂ.hmcﬂﬁbmm;m
irom the period of their emrcllment at the Glasgow School of Art in 1000-04.
Work of this mature, which is the subject of this thesis, is drawa from a

bﬁl'ﬁﬁndmmﬂhﬂnﬁHﬂw
Maurice Masterlinck, and by Shakespearcan and fairytale subjects. Framcss,
mmnmmﬂwmh;?

As noted above, the "Macdonald School® was a term destined %0 be
been pointed owt that “"Mackintosh’s dynamic persomality so dominsted the




Glasgow in the 1800s." This opinion was shared by the critic, P. Morton
Shand, who poiatedly omitted any referemce to ecither sister in his article
"Scemario for a Humaa Drama: The Glasgow Interiude” published in the
Architecturel Review of 1935.% Margaret, he believed, could not in any semse
be comsidered her husband’s equal or his "alter ego™ since

*Outside of circles of ﬁnﬁhchqwndm-niswﬁk
- and the future is scarcely

Mwmum&mmwamdm-n

appear to have outweighed evea the influemtial voice of the Studis. Earlier,
"Margaret has gemius; I have oaly talent"!* merit comsiderably more atteation
thaa that which hes previowsly beem graated.

With the exception of a single exhibition of Margaret’s work eandertaken
by the Husterian Art Gallery of the University of Glasgow (1963-84), little
hes besm published to date which specifically addresses the work of the
Macdosald sisters.? Although often asserted, most of the allegations about
contemporaries have 20t besm comclusively developed. In fact, the exieting
accounts can be semm as problemastic since they iavariably discuss the
Macdonald sisters in & more generalised growp comtext.™
Glaagow Powr. However, fow if sny scurcss heve (1) uadertaben detailed and



historical research om the Macdomald sisters’ early desigas, particularly in terms
of a thorough, formal asalysis; (2) addressed the allegations of stylistic

recedents, which include Egyptian ast, Celtic ormamest, the symbolism of
mnam mmmﬂ(s)wmmh
which will be purseed in this thesis.







Woman grested spectators who atteaded the school’s Art Club Exhibition ia

feonsied medical student, judgiag from the ghoulish objects flcating about ia &
,P_ﬁm“ﬁgﬁw&idm




Exhibition of work from the Schools Art Club would have reflected the
achicvements aad states of the Glasgow School of Art which had achieved a
sccond place in the United Kingdom at the National Competitions. However,
mmmmmmdmmmwm
could oaly conclude that the students surely suffered from “delirium tremens ™?
Evea the jedges of that exhibition exclaimed that some of the more
extraordizary works surely led to the graveyard. Alleging his fellow judges to
hnhmﬂﬁummwwﬂmhmm”
demanded that in future this “ghoul-like sort of thing® be suppressed.¢ Quis
oven refused to satirise these images, reflecting instend on what it termed the
-pu'm—mmmmmammm
and scraping. These, it declared, had evidences of homest endeavowr with o0
lack of aoriginality.s As for the "ghoul-like” designs of the Misses Macdosald,
Quis prosounced thess as

"simply hideows, and the less said about them the better. Distinctly
mmmwumuu.mwmm
scops of the Further Powers."¢

Margaret aad Frances Macdomeld, though presumably well versed in
dﬁplﬂ&uy.mtheﬂd’mdhmm
Oummhmmmhuw“
mwwmu(mm)mmunm
could possumebly explain their theosies, though =0t 00 aayome’s
aaastandiag.”? Ociginality wes cne thing, the critics cried, but why two
mh‘.ﬂu&d”h“mm&.“.ﬂ
their time dusigning ghasily imeges was beyend compsshension.t "Originality®,
i would appear, should mot extend 10 figural vesiations or devisticns feom



acsthetic standards of the period, particularly if the artist was female. The
social aad academic comventions of that era relegated women artists to aa
inferior states which, in determining their role as still-life, gewre or portrait
artists or altermatively, arts and craftiswomen (which held aa even lower level
of esteem) implicitly barred them from purssing the nude figure without major
comprossiee.

The greatest outrage of judges and spectators alike was directed to the
distorticns and the accompenying commotations of starvation and death in the
Macdonald sisters’ figural works. As ome self-proclaimed “owtsider — aot a
lifs class student but (ome) with common semse” pointed owut,

. . .peinting figures with 20 clothes om has excited

Aside from exaggerated anatomical parts, emaciation aad macabre
associations with death (graveyards), the public also took offemce to the colours
employed by the Macdonald sisters, specifically the biting, acidic gresa which
characterises much of their early work:

significant that these objectionshle images — ot caly waclothed
but "wnfieshed® and distorted — had besn conceived of snd emscated by two
fomals stadents of the Glasgow School of Ast. The imstitstion had by them

achioved its meputation as & peogeessive art school opealy receptive %0 womes,
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eacouraging individualiom and demanding originality. Yet mome of the other
male and fomale students of the GSA adopted. Although many women at the
ﬂ.hgym“ﬂﬂl‘ﬂm Apﬁthﬂiﬂﬂd
stylisation in decorative symbols, most of their work remained safely within
ﬁmiumgm-mymﬁ?mg.

Glasgow's "New Womaa ian Art" evolved from the liberated artistic
milion of the Glaagow School which owed a great desl to the eaergies of its
mm—@:&:ﬂﬁﬂim-ﬂdﬂﬂnﬂw
accoutrements, this "New Woman" clearly challeaged her asudience oa two
fronts: ﬂ.hghi_nﬁvﬂ" pecodented in Britain, rising amidet
(which induced ssveral writers in the periodicals to0 attach the label “gluspot
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deviations from the heavily imscribed morms and expectations of a healthy
femininity were a paralld to the uwaladylike, subversive behavior of the
Macdomald sisters in producing her. By eacroaching wpom Academic
male artists, the Macdonald sisters were analogous to the political and social
insurgents often referred to as "Wild" or "New Women."

were & phenomencn: access to the nude model was a comtrol by which the
academy attempted to force women artists into a lower status of laadecape,

podantic, mainstroam art periodicals such as the Magasine of Art and Ant
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of sew publications in the last decades of the 19th Ceatury countered these
ﬂ:ﬂndnh&nﬂhﬂh“dnﬁnﬂﬂgmﬂym
question the domimance of Mackintosh in formation of the Spook School style.
mhhnﬁq;mﬁmmmumm
Journal offers the clearest evideace of students’ attitudes and preferred themes,
the art periodical it aleo provides sa opportwsity to assess the warest




AT THE GLASGOW SCHOOL OF ART

during the years 1800-1804 had a critical impact om the devel
style, largely dwe to the teaching philosophie ,
Newbery. For Margaret, the association with Newbery developed into a forty
year friendship.?
mmnmwmhn-mnmmumm

On his appointment as Headmaster of the GSA in 1888, Newbery ratified the




4.

mnﬁl:tuuuvié h!i:ﬂﬂiﬂﬂlh“htohﬂm

images arose. Collectively, work prodwced by GSA studemts was perceived as
unique. Subsoqueat to the 1805 Liege Exhibition L'Oecwwe Artistigue which

his cnlightened leadership in the mid-1800's it differed from the work of the
Mﬁnﬂﬂ?ﬁm&mnﬂ;mmgﬂﬂﬁc
mmw-ﬁﬂmmmmmmm
previous gemeration of Scottish artists.! Through experime :
mh@dﬁmnhﬂgﬂﬂuﬁw the
Nosvess peculisr 10 Glasgow.® As the Siudie deciared,
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At its core was a growp knowa as "The Four™: The Macdomald sisters,
Mackintosh, and MacNair$ The carliest available work of the Macdomald
sisters hints at the stylistic vocabulary which characterised the movement:
stylised, organically inspired motifs of roses, foliage, and willowy human forms,
employing sinwous curves juxtaposed with taut lines.® The relative visibility of
its female members was a significant departure not omly from the celebrity
status of the comtemporary "Glasgow Boys" and other local male artists, but
also the prevailing male-dominated staff and studeats of British art schools.

Though Newbery clearly — aand equally — emcouraged female studeats,
the exposwse and support of women artists at the GSA owed as much to his
prodecessor Robert Greealess. During his term as Headmaster of the Haldane
Academy (as the Glasgow School of Art was thea known) Greealess played an
instrumental role in the formation of the Glasgow Society of Lady Artists, a
goup which grew in status and aumber from its inception in 1882 wustil its
demise in 1971. Al of its cight founding members — women painters,
teachers and art workers — were former students who sought an alteraative to
the weekly market (a basaar at which essentially amatewr artists aad crafts
people sold their wares) as the sole outlet at which they could display and edl
their work.

The task was particularly difficult in Scotland, where women artists were
virtually ace-existent prior t0 the end of the 19th Century.® Rarely did
circumstances permit Scottish women the required time for comcentzated stedy
sad development of their taleat. Insvitably ecomomics prevailed, for in that
poverty-eizichen countzry viswal arts could be peoduced oaly for a wealthy
minocrity whose limited patronage excluded professional women artiets.!



16.

While the Trustees’ Academy of Edinburgh had admitted both sexes
since its imception in 1700, its emphasis lay in improving the standard of
desiga of "manufactures” rather thaa as 3 training ground for peinters. In
1840 Life Classes were introduced, and these comtiaved during the tramsition to
School of Art uader the Departmeat of Science and Art of Sowth Kemsingtoa
in 1858.12 These were segregated classes, as were the eatrances to the
institution: male studeats eatered from the froat street, and women from the
rear of the premises.!? Such institutions, in any event, seldom emcouraged
their female students to actwally comsider the profession of artist as a career.
In particular, the Edinburgh Art Academy held opposing views to those of the
GSA. Sir Watson in speaking to the GSA Amnual Meeting of 1885 said:-

o

utterly discard the extracrdinary views by Sir Fettes Douglas in

. F

address, om a late occasion, to the studeats of the Schoaol
Art, a8 10 work and capacities of women. Sir William she
hm“htﬁrdhmmhu&ﬂ
-h’vzhw-’a man's wock caly weaber and pooeer?’
A-.L characteristics wsed to be besuty, grace, purity, smartaess,
and vivideess of mind and quick perception. Most of thess
are and can be expressed in art. Yot where are
to be ia work? | amswer, you will fiad them in the
Glasgow School of Art. 1 believe that in the fine arts women, if they
mdtl.dm,vmuham and I trust, by
many of owr Students, much higher motives
thaa thoss to them by that geatleman."#

The most vishle altersatives for women were the Governmeat Schools of
Design which had besa created to foster the local manufacturing industries by
promoting good design.® Accordingly, their major thrust was mever towards
academic peinting or "high art”. Ia principle, the GSA was oae of aumerows
such imstitutions throughout Britein.® Its female comtingsat comprissd the
majority of day-student eurcliment st a higher tuition fes, whils workers from



comsciousncss of the design trade. As GSA Presideat Sir James Wateon
ﬁiid&

*From the exigeacies of circumstances we have now in our schools of
s T o e i ke T st
side by side."ts
question women of that era were expected to fulfill the latter role.t®
acknowledged that the crestive abilities of fomale studeats at the Royal
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The same writer confessed that girls worked “very hard and well: numbers of
thes: have takem medals over the heads of boys. . ." but in lacking the
self-rcliant comcsit which so0 often characterised the brightest gemiwses of the
male sex these female students, as potential artists, were doomed to failure.3

The limitations imposed on most women artists of this era who wished
to be regarded as serious professionals — designers, crafispessoms, academic
painters or otherwise — have beea well documented.? Oftem these restrictions
were placed by the imstitution iteelf (in restricting or prokibiting female
students), by prescribed social mandates (which refused to ackmowledge women
as serious stedeats or professionals) or sheer ecomomics (working for momey
eatailed loss of caste).® Such established sttitudes were efficieatly comveyed
to the students of arts imstitutions. For example, the Magasine of Art, a
petiodical which essentially refiected the views of the Academy, addressed iteclf
to the issus in variows editorials. In "Womaa, and Her Chance as an Artist",
it decresd that

. . ia the probationary dea m—nm—mu
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The editorial also stated that 2o female artist was worthy to be placed om &
lovel even with mastess of the second remk, emcepting perhaps Ross Bombeur,
who was cheractecissd “"ss masculine i her somewhet nerzow namge of
emscution sad concaption as she is in face and method of dress”.%



beea noted, sided the formation of The Glasgow Society of Lady Artists (1883)
officer. This was the first women's society of its kind in Scotland and its
mymm’wmuymmm
in Glaagow, most of whom wers gradwates of the GSA.® Margm
Macdonald, though not aa offical member, exhibited with the growp.® Two
of her watercoloss, "Les Girofless® aad "The Rose Garden" were destroyed by
fire while being enhiiited in May of 1001.

wmuvﬁduehmm:iﬁﬂﬂhd

expulsion was threatemed shouwld 20 work be exhibited within ome session.®
which enabled the Club to raies sufficieat funds t0 purchase its own premiess
members were comsidered “rather daring and fast".’! The women's movement
in Scotiend was thea in its early stages (womea over tweaty had bema granted
reprosented & vehicle through which a form of independence might be
masifested.

sellected & posdominance of wemen ia the arts. By 1008 the Glangow Society




of Lady Artists had secured leaschold premises at 5 Blyswood Square; and this
location became a primary mesting place for seffragottes.s? Many of the
soesions.? Ama Macbeth, head of the Embeoidery Department at the school,
assumed 3 key role as suffrags banmer-maker sad Jemic Newbery, aleo an
instrectior at the School and wife of its Headmaster, was sa active member of
the Women'’s Social and Political Union.®

Cleatly the liberated stmosphere of the GSA was aa appropriste ome ia
encouragement thereof, was a significant factor in cresting this ambience.
28% (1081-83) 10 30% in the first school term in which the Macdomald sleters
were enrolied (1800-81). In their lest term (1003-04), 206 female, compered
t0 332 male students, comprised 38% of the student body.%
Mo].ln.hmlﬂbu.duth'mm&
women over man" in the asmber of successlul candidetes for admission to0 the




Many of the fomale instructors at the GSA, including Frances Macdomald
sad Newbery’s wife Jessie, were graduates of the school and assigned teaching
roles in the applied or decorative arts.® The majority of thesse women were
conforming t0 aa extremely ancieat tradition in Scottish education: that of
teaching nesdlework to giris.® QGirls received special training in the decorative
tradition as eazly as the secondary level of their education. Domestic scieacs
sad homecraR were added 10 the standard swbjects of arithmetic, Eauglish,
history aad laaguage. The emphasis uadoubtedly stemmed from their teachers’
training, which required daytime stedies of academic sebjects and evemings for
putfocting neediowork.® Women therefore dominsted the teaching of
embeoidery at the GSA; aad eventually ncediework woa its place as 2 walid
art form through their efforts.¢!

Whea Newbery assumed his position as Headmaster, there were 20 fomale
instrectors on stafL¢? In the yesr in which the Macdonald sisters emrolied,
two out of cight instructors were women.¢* Two years later Jessie Dunlop
became responsible for "Artistic Nesdlework tanght by a lady”; and in the
followiag year Stained Glass, Wood and Stome Carving, Pottery, Bookbiading,
Repousse and Metalwork were ofiered and taught primarily by women "in a
soom specielly fitted wp” with the most modera conveniences aad eguipment
then svallable. By the time the Macidomald sisters gradusted ia 1004, five
womea — tesching exclusively crafis subjects — were on stafl.

The relatively wncommon circumstoncss which permitied access %0 famale
imstreciors wes not, ot Jeast for Margaset Macdomeld, & nev expuience. Oa
Apel 34, 1877, ot the age of 123 yeuss, § months, Masgaset Macdoneld entered
the Orme Gisls’ School, being the gicls’ secticna of Newcastie-Under-lyme



North Stafiordshire, and comsidered a piomecering institution in the field of
swelled earcliment in the institution from its original 54 pupils. When she
I in Decomber 1000 at ags 16, the number had grown to 150. The
aad Germen) were tanght by women. Margaret’s drawing imstructor was a
there wers aumerows art schools in the viciaity for training employess of the
institution is seflected in & subsequent publication of Keatss Directery s

“The educational requirements for thﬁﬂamhtﬁiwvﬂdh
thaa say other towa of the same populstion ia the Kingdom".¢7

Noas of the sources 10 date have besm able 10 determine the extent of
Frances’ traising peior t0 her entrance in the GSA, nor has ressarch yielded
Mahﬂﬁﬂ“ﬁhdhmh
Ormes in 1000 and her ensoliment at the GSA in 1000. The fact thet she
peopasing hesslf foxr & casesr outalde, rather them imside, the home. As the
*‘lﬂ““ﬂh“ﬂﬁﬂﬁlh
assistent and less o0 thet she weuld hove bom employed by o pottery. R is



3.

nown that Margaret’s brother Charles was studying law in Glasgow in 1081;
sad that her father Johm moved to Glasgow in approximately 1800, at which
time Margaret and Frances were aged 25 aad 17 respectively. It might
logically be presumed that for Margaret at least, living and being educated ia
the potteries of Eagland instilled an interest in the applied arts. The exteat
of her comtact — if aay — with Eaglish artists and groups (for instance, the
Pro-Raphoslites, Whistler, and members of the Arts & Crafts Movement) prior
to 1900 is waknowa. Givea the absemce of biographical data o Margaret and
Frasces during these easlier periods, it is dificult t0 evaluate whether the
GSA caa rightfully clsim that the sisters’ artistic development — in pearticular
the evaluation of their ecarlier comtroversial female imagery — was emtirely
dependent upoa its teaching methodology.

Cartalaly much of their work — particulazly the decorative desigas — is
dificalt, if not impossible, to attribute specifically to cither sister, in pert
because they often worked in closs collabosation. Having emrclied in the same
yoar, they shared the same clasemates and were required t0 uadertabs idestical
programs.  Subseguent t0 the mandatory basic course imitiated by Newbery
which taught the skills of modelling, drawing and peinting, they were offered &
post-basic coutss ia one of four sections of the School: Drawiag and Paiatiag;
Modelliag sad Sculpture; Architecture; and Desiga and Decoration. They both
chose the latter. Their decision did ot exciuds them from rigorows deawiag
ssssions, however, for Newbary’s foces (motwithstanding the peoclaimed
emphasis on dmiga aand decoration), wes emphatically on dmawing as the
foundation of ast.¢®

The sucoems of Newbery's teaching methodology mey bs messwsed not



o

only by the emergence of the inmovative "Glasgow Style” which survived iato
ummmummamummb’n
studeats. In his first yoar as Headmaster, his report indicates that

that of the Human
gratifylag to find the study o Mh&ehnﬁg

podumhth&bd-hﬁn the ia
to the Medal aad other Prisss for Antique, a National Award
uﬁmhaﬂdauﬁ ia black aand and
another for a peinting oil of a leagth, also from the
model. It is wamecessary to but ome lady, Mies
Christiana 8. all four jects of sscond grade
examinations taking the raak. . .and excelled in each.4

The 1008 Anzwal Reports of the School state that its studeats received in
excess of the aggregate number of awards collectively achieved by other schools
in Scotiand, placing second in the United Kingdom.® In 1880 the GSA
gained the highest mational award, the "Prince of Wales Scholarship®. One
your later the coveted Haldase Trawelling Scholarship was awarded to a
womsa, (Stassmore Dean) for the first timeS! As the AMeil somewhat

Five yoazs later, & report from a public mesting at the GSA motes a
compleint that stadents’ work was 20w "t00 feminine."%®

Much of the criticiem levelled at the Macdonald sisters chalienged their
artistic merit. Oune poctester wiote thet “To disguise mediccrity by the
assumption of the extracrdinary is & chesp way to pass as & genlus."8
Ancther soucce sefersed (o the School of Spook images as “laferior



’,;haﬂnnndﬁp.‘ﬁ mmgﬂyﬁtﬂn'ﬂ;ﬂh

MlﬂgﬁiMﬂtﬁMdlmm
for charging them with amatewriom in light of their performances in amatomy,
Newbery as Headmaster aad figurehead, as one ancaymous dissenter suggested:

many 0 'mmxﬂﬁnﬁmutﬁ

mﬂggmm:-ﬁmmmmwm
ihm&n;ﬁmﬁ’, pi,,:,ﬂpﬂkmﬂm
He responded to the nmegative public reaction with cool assuramce and

smpionsd indivili and agual trestment of students, male or
h&mhﬁ-—ihlﬁnﬂmhhﬁﬁ-ﬂ
, 20t 10 put iteelf in the place of the powers of the student. His

H



teaching” in order to "draw out the latent powers of the studeat, aad direct
them into the right channel."® The GSA thus offered the Macdomald sisters




Presumably Newbery had ecliminated the dilettante ladies of trivial
who remsined there were a aumber of expectations comcerning the mammer in
Official bodies such as the Royal Academy and various local artists’ societies
students and in particular, objected to aay womea who strayed from
mainstream subjects and styles. In the pages of the various periodicals
and members of the public sector eagaged in lengthy debates which, s
reviously moted, partly revolved around the validity of women in art schools.




Macdomald sisters and their colleagues, the AMegasine of Art (1878-1004) and
Art Jowrnel (1839-1911) most emphatically reflected the philosophies and
politics of the Royal Academy, pﬂnpthmmﬁuhdydﬁm
establishment. Their pages were well endowed with reproductions of curreat
the Magasine of Art were "cultured and refined folk”. Conversely, it defined

their childhood wp”.?
the more comprehensive art periodicals, the Art Journal and the Magasing of
Art carried regular features which included synopses of exhibition work,



reproduced annually in the Aagazine of Art were by women artists.?

The Magesine of Art and Art Journal comsistently reiterated that womea
were best suited to portraits, landscapes and still-lives (particularly flower
studies) which were the lowest forms of art in the academic hierarchy of
geares. If womem complied, they were criticised oaly if their work was
considered techaically deficient.¢

A major issue in the assemsment of women's work was the importance of
"taking a likemess.” This was primarily because more women were involved
with portraiture than amy other gemre, although lamdscapes and still lives
followed closely behind.? The AMagasine of Art made its priorities clear where
female students were comcerned:

:ﬂn:ﬂum Awmdliﬁu:‘::w
3 v tademts ibee was s dasing stody 8

A coasiderable amount of ink -us also expended om teaching techmical
clements — again, withia the parameters of academic values. For the movice,
prominent artists comtributed elaborate imstruction om fundameatal art
techniques, such a8 "The Language of Line”, "The Proper Mode and Study of
Drawing” and "The IMustrating of Books”, to name oaly a few such articles.’
In shoret, the periodicals took aa active role in establishing codes of expectation
for the art stadent, the professional artist, and the public.

Juiging from their titles, the Macdomald sisters’ earliest kmown
watercolors fall sably within these guidelines. The Royal Glesgow Imstitute of



Frances; G ;"'f*i(ﬁgﬁnﬁmﬁwﬁh’l‘m)lﬂih;(m
dndlm)hyml'

ﬁ&mmmm“m The Path of Life,
(m:)ﬁ.mmnmmmdm and dates from
pproximately the same time. Both works appeared in the GSA studeat
publication kmown as the Magesine in its April 1804 mwmber, aad in all
vocalising its outrage through local mewspapers, precipitating the label "School
of Spook".u
htﬂhﬂm&ﬂﬂmﬂngdﬂphmm

comnecting it to a particular religious theme. Semmer is cloarly allegorical: a
masculine Sun breathes life into the female earth through his kiss, the emergy
of which flows from her fingertips as seed droplets. The format and limear




31
by & bocisoatal bar which, in addition o being strstegically placed, serves 40

mdmmwmmmdmm
parts.

The three nude women in Psth of Life are loms fragmeated; the
slender but mot emaciated. The halos, the position of ciasped hande, and
floating appearance of the two flattemed, clothed figures suggests a Bysastine
distorted of these carlier images. She appears to be taking a teatative step
by the pull of their hair, which is again absorbed into the design. Much of
organic forms of Summer, is more rigid and rectilinear.

Peth of Life is clearly related stylistically to two works by Frasces
Crucifision and The Ascension (Fig. 3 and 3) employ similar imagery, but all
figures are partially clothed. Details of each (Fig. 4 and 6) illustrate the
intensified by facial contortions: their heads appear 10 be jurhed backwards in
Crane’s techaical advice, published in the Magasine of Art, comes to mind:-




Of Crucifizion and Ascension, caly photographs remain; therefore it is
impossible to comment on whether or aot they were fanlted for techmical
deficiencies. Summer, however, was criticised for its vivid greeas and lilacs,
and for the emaciated state of the female figare. Nome of the criticism from
mmwmmmaumamwm
segatively perceived as erotic.

nhwwmmmcummmuny.m
dddp.ﬂuud,ihmwhnbmamd—nd%
Mb—&MWhMW‘lmu
mummnmmwmmwam
m&mmwmmm&cmww
aad Alaa 8. Cole. These examiners also loctured periodically at the GSA aad,
% peeviowly mentioned, contributed 10 the Aegesine of Art and other major
art publications.

None of the foregoing works conforms to the assthetic mendates of the
m&mmmm.m«-mm
(ﬂ%a”ﬂh“u)ﬂ,nﬂdh.
w-wmmummmmhs
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goometric, ofiea symmetrical structure. # The exteat t0 which Summer and
m.;mmhmm&mmmuw
w.mammmwhmnnw
mnmdmmwdmmm
worked closely with William Morris in design sad manufactere of variows
utilitarian objects.® Lowse Leading the Pilgrim (Fig. 7) reflects the Pre-
Raphaciite Brotherhood’s taste for flattened, painstakingly emunciated detail
and figures authemtically emscomced in a medieval setting. Color is equally
tres t0 mature: it is non-arbitrary and again faithfel to the primary colors of
medieval stained-glass. By costrast Margaret’s we of color in Summer
appears arbitrary, though it is likely symbolic given the allegorical matwre of
mmum-«.mmammmmm
vegetation aad growth.

In addition to thess departures from Arts & Crafts assthetics, it is worth
considering whether the nudity of the fomale images — but not the distortion
—mmmmmwwumm
for stained glass design. Despite Arts & Crafis dicta, on the Continent sad
0 & lesser extent in Britain the female form was widely weed as decorative
oraament for wtilitarian objects: Art Nowvesas artists applied such fguces nude
adﬁﬂh&“mnamdd’mmmm
vases and mirrors t0 furniture. Rarely did thess figwres fasture exaggerated
anatomical perts (for instance, the enlasged hands characteristic of Macdonald
sisters’ images), although they were ohen slenderised t0 accommodete the
mmhdmmw However, the acedemic
mmnmm-&umu“
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whea applied to the threo-dimensional objects kmown as "art masufactures,”
since they were not regarded as “"fins art.”

Whether the Glaagow public viewed these images as designs for three-
dimensional objects or two-dimensional paintings is wncertain; but in light of
mwmmwammmmuh
mumummmumummu
blataatly viciating academic morms. The scarcity of the aude figure in major
art publications such as the Magasine of Art and the Art Journel is evidence
that eves respectable male artists approsched the ssbject with castion.
Certaialy the women artists who dared to take on the mude imvariably became
eatangled in an omgoing moral debate.

‘l‘hmcﬂﬁd-ddﬂymh“t&m. Like the
mmunm.mhmmum
artistic community. One particalar exchangs reveals the stigma attached to
women who painted from "the lving model.” Aside from the sheer volume of
mmwmm(’nﬂdhwhﬂv—mﬂmy
mmhummnmmumimmm
mwmmauﬂ.wumm,m
contentions climate in which the Macdonald sisters’ aude figures were received.
hthu-dlﬂlr.l.c.lodqmﬂomu'mm
dMMhMMh.MdWwWh&
Church Congress at Portemouth.®

mumvﬁmﬂuw”“b%
swesping denunciation of sude models by a Royal Academicien, with terzible
mwummuuwm



Christian charity as a veritable madness.t? Haviag beem commected with the
South Kemsington School District several years earlier, Horsley declared that in
practics was forbiddm to male students; n0 one at the time ever dreaming of

This srraagement, however, had suak to "a still lower level of debasement® in
The GSA qualified as o target for Horsley's reproach. Headmaster



Life classss for women existod at least as early as 1881: a GSA letterbook
Resuits and Prospectus of 1003-0¢ indicates.” While it is difScalt to
conclusively establish the availability of the nude model in segregated classes,
it is safe to comclude that the Macdomald sisters had acosss to mude
(wadraped) models without the intervention of & "middie” person.?

This kind of missrable work for female students, according to Horsley,
mﬁ-hnmmdﬁhhﬂth@q
increase of skill from such study it is quite inapplicable to forms of art-work
ﬁﬁ;mmﬂﬁmhmnuﬁdy' Women, it
Sppeased, were simply not qualified to portray the made with any degres of
mﬂ&mmm-phiﬂm-bﬁhn‘ﬁhﬁ&aﬁ
character”. 9 !ﬁlﬁigbgﬂﬁmmdﬂpﬂh
classes appeenimatel
model. (ilhntinthlhi-ﬁ'—h) m&-qﬂ-d




Margaret’s Summer (which partially obscures the male figure) nome of the
surviving works of the Macdomald sisters or the other partaers of "The
Glasgow Four”" preseats the male nude.

This is interesting in light of the fact that many Royal Academy
members preferred the male figure as model. As aa eminemt member had

appareatly informed Horsley,

Sech deplorable art-mania was, in the words of these Academy members, far
removed from the aocble traditions of art and ncedless for the progress of
modern art.

Horsley’s sudicace apperestly loudly applanded his paper throughout, aand
ons clecgyman proposed the boycotting of exhibitions where the aude was
exhibited.?? It is important t0 note the similarity betwesn this type of
consorship and the Glesgow public’s seaction t0 the Macdonald sistess’
“ghoulish” figures (most of which were nudes). As cited carlier, in the latter
cass, Quis called the images “ofences” which should rightfully be wnder the



juzisdiction of police authority. Such offemces may well have boea perceived as

agnostics”.»

Horsley’s views and the attemtion he sttracted did mot go wamoticed by
Headmaster Newbery, who retsined this along with other articles (most of
which related to the GSA, its studemts’ accomplishments, and the Sosth
Kensingtoa School District) in his Press Cuttings Book.® Given Newbery's
the article, it is probable that GSA studeats were aware of this sowrce of
opposition. ltmhmldtmmmiﬁiﬁhu
Hoadmaster in the same yoar (1885) sad, as GSA records and other
commentary prove, comeciously chose mot t0 structure his classes om Horsley’s
(es roprasentative of the Academy's) principles.®

Similaely, Horsley’s views were 20t necessarily thoss of all established
artists — Academy members or otherwiss. From the barsage of protests from
ortists (meny of whom wese Royal Academy gradustes). G.F. Watts thought
Horsley's sotions abeurd, commenting that "the sight of & nabed womea is the



in art practice. As Watts declared,

There was also the question of a aude model’s virtwe. To Horsley, she
was a8 oqually degemerate as the female art studests who portrayed her. "To

lifs", but other artists perceived them as degraded human beings.¢ Most
(s opposed %0 “professional”) clase.®



figere may be perfoctly chaste, as under matural coaditioms and
Y regarde it always lﬂ-léﬁghdf

discassed more thoroughly in the mext chapter qualify as partially draped, but
it is wnlikely that anyome would comsider these erotic. However, as Walter
ande images. Evideatly the people who viewed A Pond (Fig. 24) and Frances’
ﬁﬁdﬁphlﬂmnﬂmmmm;l,m,nﬂll)
agresd — the figures ia A4 Pond would appear to be the “"two-headed
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Macdonald sisters’ images, the most extreme in that regard. The two womea
fragmeated; but the drawing is clearly meant as a poster or calendar page,
and mot a desiga for stained glass. Atﬁndnmﬁqmmhti.
fact are clothed in what appears to be diaphamouws Pre-Raphaelite

mapuodydthtﬁaﬂ;hg,nﬁnﬂwmbythmh
mwminiﬂ,m.MﬁndeMm

The ideatical twins in A Pond represeat an extreme form of some of these
physical attributes: their total emaciation is reinforced by the vertical
sectioning of their bodies; their neck and jaws project forward in a grotesque
The matted, flowing hair of the Aesthetic beauty has, in the hands of Frances
malevolent-looking pods. The dagres t0 which Framoss satiriess the ideal
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Pre-Raphaelite beauty are clearly illstrated by a comperison of A Pond with
Daate Gabriel Rossetti's Asterte Syriscs of 1877 (Fig. 25). Fraaces appears to

Given the widespread exposure of ideal or aesth ic beauty persosified by
in the person of Jane Morris, (the wife and previous model of William Morris)

Joha Gilbert and Joha Lesch as swest, graceful, ladylike and immocest, but



ty womaa" s0

desired moral virtwes of the Aesthetic, Pre-Raphaelite or "pr
cherished by writers such as du Maaurier to any of tl

P

Id sisters’ early

ical (as in the case of Summer) but they

w
m
I
m
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threatening. One woaders if, in striving for independence and originalit

images. At best they may be allego
1893 isswe of the Adagaszine of Art

m

mﬁ,
el

her train. #

m—ﬁmﬂh

The writer credited “the late assthetic crase” with significant improvement in

of desiga and imaginative art should aim at originality:



“hﬁmmu“ﬁﬁMHﬂMu
vulgar in these journmals.é?

Amﬂiiﬂd&umﬂiﬁﬂ xaggeration and other devices, such
i stion of the human form, were liberties to which the

mAﬂJﬁdﬂhHm-IAﬁdﬂ-mﬂW‘
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superiority. Moveover, the participation of Coatinental artists in British
incomparably above that of aay other coustry of modern epoch."® Aa

mmmmm&—ﬂmm A:y
deviation in ideclogy or style, however, would capture the atteation of the
have derived from precisely those forces which threatemed to imperil British
art; namely, foreign art.

the Magasing of Art on Symbolist artist Fernand Khaopll (a rase excaption t0




The writer inquires into the cawses which drive painters to symbolism,

mmmmwmwammdm
and thinkers:

unmmawmuamm»«
% aad precocious? thouhul
rebound from the ‘hdﬁn to see truth

ummn:xwr Both, without doubt, foster

Technically or stylistically, there is little commection between the five
illustrated peintings of womea and the Macdomald sisters’ images:  their
commonality is the degres t0 which both depart from academic morms.
Khaopll's The Sphing is part woman, part asimal:

Aa euigms —» —3
T st oy B e iy
The damling Veaws in Le Vice Supreme (which was mot illustrated in the
magasine)
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the otth »
m m lnvulﬁ!:d: gt
Muwdmgithﬁﬁ

n.i‘E

The eoditorial emphasised that "we should not have referred to them were it
dect”.5? Fernand Kinoplf was ome of those eminent artists.’®

The mandates of the Salom de la Rose 4+ Croix, as it was also kmown,
rejection of history peiating, patriotic/military painting, portraits, laadecapes,
have the effrontery to exhibit".’® The Magasine of Art summarised these 2
beastifal aad religions from a female haand)." K the Order succesded in
determining a standard of the "beautiful®, the Magasine of Ar¢ declared, they
could establish their claim to immortality.®
of the Ordex. The Megasine of Art acknowiedged them as self-proclaimed
fanatics sesking t0 “overtheow the fstish of 'fine exscution,’ t0 stamp out the
and their declased, reformist attitede.

Of the fow astists who ase acknowiedged as potential jaflesnces oa the




(whose work would have beem kmowa (o the Macdomald sisters through a
Magazine of Art.®? Jan Toorop, who is frequeatly referred to as an important
source, is oaly beiefly mestioned by referemce to his "Dreams om Canvas”
without further elaboration or illustration. Toorop's mestion is in comjunction
painters known s "XX".8

contained in thess magasines, however, any varistions would have held

The siguificsnce of these joursals les in their demial or omission of




artists who adopted this practice was opea to attack: associatioms of
impropriety om the part of the nude model implicitly attached to the women
who drew or painted from them. As arbiters and instructors of taste (in the
service of the official Academy) these journals assumed a key role in emsuring
that all of these attitudes were heavily imscribed in both the artistic and
perception of art was in tara borme out by the extemsive coverage the daily
periodicals gramted their readers, both in coverage of comtemtious issues and as
vehicles through which the public expressed its resction.

Mazgaret and Frances’ reaction to these forces was communicated in the
form of provocative images which desecrated the stereotypical academic nude;
in emencs a challenge to the sacrosanct notion that access to aad
interpretation of the nudse model was exclusively the juriediction of male
artists.

The role of thess mainstream art joursmals, as it affected the Macdomald
sad purpose. Isstead they functioned as bastions of mediocrity and biss
against which artistic innovations might be messured. In much the same way
they gave rise t0 an assemblage of smaller, ofien local, art periodicals (oftem
socielist in mature) which wers more istimately commected with the iesuss
conftonting young artists. This eruption of new art journals — one of which
was & dizect commentary on the statws of famale GSA students — was strong
ovidence of the power of the periodical, regardiess of its orientation and intent.



CHAPTER 4

mqmmmmmmm
ART THROUGH THE EYES OF "L'IGN *

In reaction to the heavily pedsatic tomes of the Art Jowrnel and the
Mapﬁco[dmmuumﬂﬁl:ﬁp;d—;,imd
Margaret sad Frances played s sigaificant role in this short-lived publication
Mﬂmduﬁ“bﬁaﬁ“ﬂhﬁ:mﬂ
of iy costemporaries.

m,mammmgmmu
Sudie, on Musireted Moegasine of Fine ond Applied Art and sleo followed or
of which afiscted the type of work peoduced at the GSA and in its ast
peciodical. Whese the meiastream art periodicels (c.g Magasing of Art, Art
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material to provoke the imagination, and the type of ideas that appealed to
female artists interested in design. Studis, as it became known, firmly
established iteelf as a quality magasine which wpheld the aotion that the arts
and crafts, (including farniture design, decorative objects, photography and
graphics) held an equal place with the academic pursuits of peinting, sculpture,
and architecture. Simce its objective was to clevate aa overall standard of

acsthetic semaibility (a loocse paralled to the mandates of more academic
journals), it concerned itself with very comtemporary, ofiea comtroversial artistic
topics.t

The smaller altermative art publications which included the Ceatury
Guild’s Hoebby Hoerse, (1806-1002), Scetitish Art Review, (Glasgow, June 1888 -
December 1880), Charies Rickett’s Diel (Londom, 1880), Joha Lane’s The
Yellow Book, (1004-07) and Patrick Geddes’ Bvergreen (Edinburgh, 1896) took
on & socialist flavour which appealed to the young artist sesking avast-grade
styles aad ideclogies. However these magasines provided somewhat lmited
offerings as source material for the Macdonald sisters. This was primarily
because many were not produced during the sisters’ formative period at the
GSA (1800-04) or else were short-lived affairs. Nevertheless, it is interesting
to comsider what impact (if amy) the symbolist "School of Spook” images of
the Macdosald sisters, which originated in the Afagasing, had om the
illustzators of some of thess subsequent publications, notably Buvergreen and the
Yellsow Dook Most of the Macdonald sisters’ submissicns to the Adagasine
ware related to thematic graphic desigas for book covers, posters and imvitatioa
cacds oventusily exhibited or zepsoduced for public consumption. Regasdiess of
whether or not the AMegasine found its way 10 artists cutelde the GSA, &t was
e importent wehicle thsough which the DMocdomeld sisters ond theic
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contemporaries could preseat their owa written and visual expressions without
restraint.

The Mogasine's first issue was simply dated "1004" and its fromtispiece, a
drawing by Frances Macdomald emtitled "Eve” (Fig. 9), ackmowledged Lucy
Rasbura as the seif-appointed editor. As such Rasburn also assumed the role
of critic and evaluator of her follow studemts. Racbura’s first and ouly
critique of her comtemporaries was comtained in this isswe. [Eatitled "Round
the Studios” aand signed by "L'Ignorance, Lucy Racbura,” its date is givea as
October, 1903. Maay of the drawings in this issue were therefore completed
during the 1003 ochool term or, in the case of the Macdomald sisters, were
from their third year of studies at the School.3

In addition to the Ex Libris (Bve) by Framces, the other ten drawings
aad peintings inserted in the first issue were by other female studeats, often
fenctioning as illustrations of accompesying posms or short stories.? Lucy
Rasburn gave a candid (if somewhat subjective) account of the Macdomald
sisters and their contemporaries’ current achisvements:

The Younger's colowr schemes made me ask myselfl tendecly, "Is it
possible your aye for is ot of tune? I mever could abide
crude biues; they alwaps me think of the washtsh. A very
-ulm.dwdiuwﬁiuﬂd-h::hh
Mmhmhn“n.d“m':
wotesed thele ond meds them grow to rather sa alerming
extent. Her Bloviag Deadilions” was vexy the
w-hqhqq.'&w— o
lﬂunq{“u Too ceiginal foxr me ®

the ol The dim teotted out her peoductions mext.
Tiaher, ofe” is vy charmiag in s wafinished
*db-hb“‘ &rhguﬂ
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Racbura, "Round the Studios”, the Magasing, 1804, p. 22-25.)

Rasbura, it would appear, had little quarrel with originality in the
Macdosald sisters’ works. m&mwﬁhmﬁuhﬂﬂ
wmmm-.m This meant that in effect, her ability
sttracted segative criticism. The "crude blwes" in Frances’ drawing, Mis
side” in Janet Aitken’s flower studies drew rebukes.
degres of deviance in the Maciomald sisters’ work as well as a certaia
like myself foel to be the swests of life and best takem in small quantities."s
Similarly, & piece by anmother artist entitled Girl Playing in ¢ Woed was t00

in peogress, it would appear thet meay students mevely paid lip servics to
Newbary’s demends for criginality. Jamet Aithea’s comment implied that the



Aithen concluded with a ples for origimality, "but mot at all costs, for them it
degenerates into mere singularity.”s
m«mmumhmmi

o "Is the Moders Stage EHlevating?™ dealt with the relative merits of
Mh“—.ﬂ.mdmgﬂmbiﬁ!ﬂﬂ
recogaition of authorship or farther commentary.it The voges for guotations
wes widespeond amongst famale art students ia Britain. As a Report to the
u-uh-uo—u-mnu,-.u bezatur




subject matter in the absemce of classical subjects, still life and landscape.
students.’? The female figure is ceatral in most of these, and although several
thoughts to written words in this or any other publication during the period.

The majority of fomale figures in the Magasine were allegorical;
specifically persomifications of the seasoms. Many were intended as book
covers, or Ex Libris (obviously in reflection of the GSA's focus on design) and
Northern Sessonal which originated in Edinburgh in 1008, produced similar
slmasacs in hesping with its focus on the changing seasoms. Its comteats

consistent thematic seference %0 the ssasons in both articles and viewals,
srguing for the revival of Celtic tradition in dmign and Neesstere. ™ Uslike




outgrowth of a Celtic spirit specific to Northera Scotland. Geddes’ comment
on the objectives and uitimate accomplishments of Evergreen is evidemce that

One source alleges that the closest parallel betweea the work of the Macdomald
sisters (specifically Framces' A Pond and Margaret's November 5A) and
Mackintosh's Tvee of Influence (c. 1805, comtained in the Afagasing), is in the
contends, the ‘Four’ intended their work to be informed by a geseral semse of
seascas, birth, flowering, harvest and desth. Ia this respect it may be seem as
not have besa the impetus for the organic clement in their work since this
symbolism was already in evidence by 1003.

Naturens from 1001 and Joba Duacen’s Anime Cellics (both published in the
Spcing, 1006 issus of Bvergremm) are examples of a symbolist style ia
In perticular Davideon's comcentrated wee of the decorstive motif (s form of
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pupils from which bad dreams, in the form of Art Nouveau teadrils, explode
into gadroom-shaped blossoms of orange, lilac and biwe.® It is aleo possible
that Mackintosh’s botanically derived forms may have had some impact o the
peculiar biological mysticiem which dominates the articles in Evergreen.t®

The GSA studeats costributing t0 the Magasine generally did mot explore
msmdum mmﬂmmm
Pictures” coatained in the 1003 isswes of the Megasing of Art. Written and
drawa by Algeraca Charies Swinburae and W.E.F. Britten respectively, these
porched in a classical portico, accompanied by the following verse:

(Ng. 8). K is uadoubtedly a reflective self-portrait which recalls Rasbura’s
ﬁhd--ﬁ-ﬂ@ﬁ:bmﬂ Mozgaset's
bination of viclets and bluss and the vertically cloagated formet of the




agrin by the highly stylised and lengthemod triangular shapes of her eyes.

l@dﬁbmﬂimm&kmm-m
to the dreariness of November.
The peculiarity of this work lies in Margaret’s choice of the waadorned
Masgaret and Frances exploited these Mberties in such similar manner
public consumption.



11) appear to be varistions on a recwrring theme. It is suggested that this

Tweﬂdhﬂ:gn&dhm.mmmwﬂﬂ
The ceatral apple tree 10 which they are tied imbues the design with religious

The meaning of the tree is more fully developed in Frances' Ex Libeie
for the Magasing (Fig. 9), in which Eve is inextricably comnected with the tres
assoclation with ber Biblical cousterpart, wings aad halo notwithetandiag.’®

1003 (Fig. 13) iacorporate
th-ﬁ-h.”dhgﬁnh_hﬂldﬁ“&:
imaged but they are free of bondege with the exception of their hair, which
wings. ﬁﬁ&““mﬁ“hpﬂ—h
the Rgyptisa or Byseatine deess in Frances' Ascension and Crucifision
Mogasing, sppent 10 have the smame peototype.’® They aee partially dothed;



their breasts, arms and hands comsiderably eclomgated in comtrast to the
glance one assumes thros major eatities in the design: the two women aad a
two women are eagaged in some type of coremony or ritual which suggests an
Home" of the previous year (Fig. 15), it would be difficalt to conclude that
submissions he was then producing, in Renaisss style, for competitions. His
mwhﬁummmngmﬁm
mmhummﬂmmh
Sistine Calling. % Tb.lﬁb"l‘hil!nphhﬂﬁmhhth
ley Pefaction of the Maere Stylist" was subesquently weed by Mackintosh
MhM'ﬂiﬁmmmhﬁm
it would agpear %0 suggest the GSA stedents’ drive for experimentat 2
otiginality.’
ﬁld-ub-hﬁﬂih:ﬂlbcj-kﬁpq(mu)




to be comsidered coincideatal.® The parallel in these desigas is the
fally clothed males of vaguely exotic origia, whose form and position facilitate
uncommon, at least in the prevalling Arts and Crafts Movement. Whaa
were acceptable provided they were suficiently comventionalised and reduced to
mere symbols.?” Ia fact all of the components of Voysey's dmsign ase chosem,

' appeopeistion of Voyssy's idess, or at least his




2.

;ﬂ&gmhmmmnﬁqmm
mdhm“knmhmﬁh&
poges of the Magasing of Art without accompenying illustrations. Toorop’s
mmmmmmmﬂmmm
figroe. In particalar the dramatic angles at which their outstretched arme ar

H.:.qmﬁhnlﬁm-ﬁ
ﬁﬁhdﬁmm The writer of the accomps
article, who was sympethetic B

m&“ﬂﬂiﬁgih(ﬁhhﬂﬂ-)ﬁ
o8 intesesting pasalled ¢ Tesscps seligions aymboliem. One could concalvably




religions theme (for example, the series of Iuminations which illustrate The
Christmes Story, of c. 1906-06) it scems likely that in these early graphic
desigas the Macdomald sisters chose a common theme, manmipulated it to
achieve a sew or original slant and arrived at the highly umorthodox figural
trestment 28 an expression — 2ot waliks Toorop’s — of their individuality.’?

The influsnce of Voyssy aad Toorop through the vehicle of the Studie is
gmenally acknowiedged by most sowrces. Ia 1633 Jessie Newbery (wile of
GSA Headmaster Fraacis Newbery) wrote that for Mackintosh the earliest of
several epoch-making eveats in his life occurred whea he was a studeat at the

GSA:
This was comtact the medism of the Studie, with the
chuuu.-&u Beardslay illustrations to n
*Salome” by d); s(:.unumu
some pictures thmvukd

c:m%m_ Mm-mﬂamnm

The commections betwesa Tooeop’s The Three Brides and the Macdosald
sisters’ graphic designs is perticulasly evident in the fomale figures, even 10 the
extent that the Macdonald sisters retained the meligions symboliom. However,
in Mackintosh’s work Toorop's influence is more restricted to the overall Eaear
construction aad perpetual flow of kine. Because of its rectiliacer angles and
structurs, Mackintosh’s design reflects an architectural biss sad a stylissticn
which applies more to the botamical thea the humen forms; probably ia
deflence of the characteristic curvilinear format of Art Nouwvess dmiges. The
same ofilisticns con be found in Mackintosh’s Desiga for o Diglome (Fig. 10).
Of the thoss famals figwses, the gender of the conteal figwe is the mest
ambiguoes, particelerly eimes ber heir hes the same flatiened chepe and
tasatment o9 the sbetsact and pustly laser pesticas of the dusign. Asids fem



Mmm—umummmc
complement the formal, linsarised composition.

Mackiatosh's famale figures never achieve the degree of distortion ia
thoss by Margaret and Frances. The mude or partislly clad women in his
Diplome design have the same androgynous qualities as his Descent of Night
(Fig. 19), from the Apuil, 1004 issue of the Magasing.® Although this figure
has the same stylised wings of the clothed figure in Mackintosh's Hervest
Moon, hax slightly disproportioaste lower kmbs and elongated body, echoed by
Her Dair, like her wings, is & solid weighty mass which becomes part of the
vertical structere of the composition. Mackistosh's acidic gress coloring, of
oqeal intensity to Margaset’s in Summer, sooms & somewhat odd choice for the
theme. ¢

Mackintosh's final two cover designs for the Magasing are even loms
distorted, though they are again comvemtiomslised. Spring (Fig. 20) s
mnmwmmmmuhwﬁ:
foom a desp wnderground slesp amidst opeming buids sad Sowers. Winder's
two slespiag figwes (Fig. 21) are swiwandly positionsd wader & heavy weight
of hair which appears, becanse of the lack of deflaition in the women's bodies,
bh&m—-dmum.ﬂ

Mackintosh’s cover dusign for Spring, Nbe Framces’ Bve, was aleo
inscribed with Lucy Resbura's neme; however it wes peo-empted by & cover
dusign emcnted by amother stadent, Agnes Rashurs. A comperiscn of the



conservative dress which bears minimal reference to any particular fashioa or
style. The figures tura away from each other, positioned in & dance-like
movement as they bestow the emential April showers (rain) from a symbolic
such as plaat growth or flowiag water. Rasbura’s work is clearly more
traditional in conception thaa that of the Macdonald sisters.

peinklly forcing their heads backwards, clongating their mecks, or intensifying



Agaes Racbura's drawing is typical of the kind of work comtributed by
most of the other fomale students, several of whom imcorporated the female
nude in their designs. Rasbura’s other, more daring fromtispiece design for the
Maegasine (Wingsd Women, Fig. 23) comsists of s fromtal, somewhat bland
'*’,,,ﬁ,,ﬂthstnbythﬁtm

This point is made even move clear by comsidering again the most radical
in the Macdonald sisters’ series of graphic designs eatitied A Pond (Fig. ).
exaggerated and echoed by the overhead comtest between the memacing pod or
Frances' figures have become caricatures. Givea the symbolic references to
Natwre in the all of thess works, it is worth comsidering whether Frances
soasons through allegory. Her figures, kibe those in Mackintosh’s Spring, are
_u-il'ﬁ. ﬁﬂhiﬁncﬂiﬁmmm

h:ﬁﬁdﬁdtﬁdﬂe'ﬂ'm In esssnce, Frances has
ﬂdﬂ_ﬂ&ﬂiqﬂ*h—u(—iifj:”)
acrmally employed as accoutsement. In contrast 10 the airy Spring follage by
Racdurn sod the awabening bud forms fa Mackistosh's desigs, Framces’ beld




duplication.

While multiplicity of figures in this and most of the other carly designs
may also have held other implications. In light of the heated comtroversies
which surrounded the aude, it is worth comsidesing whether muitiple awdes —
particularly if they were stripped of mythological or allegorical comnotations —
Megasine (Fig. 28) appears to represest some type of social comment, but its
meaning remsins ambigwous. Sitwated in the April, 1804 issue of the Magasing
explanation, nor does it relate to any of the preceding or succesding articles.
serpent would appesr t0 be a reference to the temptation of Adam and Eve,
8 "END"; however it appears on page 3 of the 45-page volume.
Thees are 30 other similar types of drawings, essays or poems in this or other
jssues of the AMegesine.

Given the possible mesnings of this drawing, it seems safe to comclude
mewhn%iuﬂ_ﬂ_ﬁ
they wese fres 10 interpsst sad portray the nede in an wnconvestios
ﬂ*dlﬂe*m#qﬁﬁmm




subjoct. The Art Journal addressed the particular isswe of multiple audes ia

who sometimes placed their mude or partially clad female figures ia oriemtal
trappings a8 uwamasked reforemces (o the harem. The figures produced by
Mmmmhmxm nti~academic and defias
'mh‘itbﬁ-iﬂ-_mﬂbymhmtﬂ—n,
Aubrey Beardsley. As Jessie Newbery noted, his drawings for Oscar Wilde's
seferred to Beardelay a5 “sa astist whose work is quite as semarkable ia its
enscution #s in its invention: & very rare combination." Peanell’s real concern




with this mew artist was the possibility that Beardsley might be
over-appreciated and too emthusiastically eadorsed.i? At that point Beardsley
had produced a comparatively small amoust of work; yet he had, in the
opinion of Pennell, managed to appeal to artists, . . .and what more could he
wish?"$} According to Peanell, Beardsiey's sources were eclectic: they included
Japancee designs, 15th cemtury manmwscripts, Burne-Jones and Rossetti, none of
which overwhelmed his work. Ia short, Beardsley fully recogaised his place ia
uyhgdtm“dﬁitkwmm
Beardsley's uwnique graphic mammer. This would explain the frustrations of
critics from the 1800°s as well as subsoquent writers in attempting to ideatify
other sources (Toorop and Voysey) in their early work.44
b'hjlhn,httﬁl fiﬁﬁtiﬁdﬁmh;:ﬁnd

m—mumh-ﬁwmm“pm
Selwyn Image’s design for the Ceatury Guild’s Hebly Herse. Nome, however,
(mm)minmﬂmmm:mum
extent of the Macdonald sisters’ designe.¢® Furthermore, the emphatic
mmﬂmmmdh-ﬁmm
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very much iafluenced by this aspect of Beardsley’s work. Jessie King

issue of 1008.¢7 mmmhﬁgh_mmmm md!
humoured parody” of Beardsley's carly work published in the Studio in May of
considered his style a perilons one to imitate; "ouly very rash or very foolish
drasghtemen would attempt to do s0."4

The Studie did not emgage in the rapidly accelerating comtroversy which




.

Book, an Eaglish quarterly launched on April §, 1804, by Joha Lane’s Bodley
and White Art might eater into their own,"s? its bright yellow cover quickly
"'i’,;,,mm‘iutdtbmpﬂcmgdm
draughtsmen do not illustrate inveations of the scribes,” declared Philip
Hamertom in "A Criticism of Volume L"8  (iitical commeatary was
noticeably absent. Instead, the Yellow Boek focused om creative poetry, Sictiom,
short dramatic scenes and essays. Its literary comteats were evideatly inteaded
to represent the modern Eaglish literary mind and its illustrations were to

condescending to popular taste. As Hamerton pointed out, “the Editor
ﬂﬁ“hﬂl_ﬁqhhﬁum!—ﬂﬂwhm
in their enterprise”; and in this semse it hod fow parallels in mainstream art

orary style, the Yellow Book did eagage
ﬁmm&nhﬂﬁtd‘&nmm who coatributed
s semsuous charcoal drawing of two fomales (ome nude and the other ia



n.

most part the majority of illestrations (aside from Beardsley’s drawiags)
consisted of comtemporary portraits and occasiomal laadscapes.

It is interesting t0 mote the proportion of male to female comtributors in
the relevant period 1800-06. Ia the first issue, nome of the artists was female,
and ome of the thirteen writers was a woman. The proportion of female
writers increased rapidly; asd by July of 1006 five of the mine comtributing
artists were womea (two of whom were Frances and Margaret) while sevea of
the sixteen writers were female. It is also significant that by 1806 the
contributing artists represented regiomal schools such as Newlyn, Birmingham
and Glasgow.ts Margaret and Frances, alomg with MacNair and several of
their classmates, were the principal coatributors to the July issue of the Yellow
Book from 1806.

Since the Yellow Book commenced circulation subsequent to the first two
issues of the Magasine and the format and comtest of the latter were mot
significantly altered after that date, there can be mo claim for a direct
influsnce. There are parallels between these two jourmals, however, which
include similar literary comteats, the participation of womea artists and writers
(cmMaﬂdeMde&),ndcmﬁﬂ
drive for ismovation® Ia terms of influencing the Macdomald sisters,
wmmnnmuumwmmm
mmumvmmmm;mpdm However, as
previously noted, there is little eviance that the Macdomald sisters directly
appropriated many of his particular stylistic tendencies. It is more probable
that he functioned 25 & general role model.5’ The Macdonald sisters chose to
u-m.m.mm&mumu
figeral stylisstion with the flattened ornamental design of Voysey and the



peculiarly Javanese, or Indosesiaa symbolism of Toorop.5®

Some perceived it as a libellous attack oa Beardsley, "who ia all his drawings
seea in the Macdomald sisters’ work. Asother declared that even Beardley's
hﬁpms(mm“w'_'hmnﬁby
docadence and the passage of time) and Caliban (Shakespes deformed
half-human som of a devil and the witch Sycorax, and symbol of man’s

primitive urges). The remaining descriptives were no less castigating.®!
Given the comservatism of Glasgow aad, in terms of art, its drive for a

wwnﬂmﬂmnﬁiﬂtm

on. 83 Kﬁﬂdhﬂnhm(umm-mm

laghln-) for the picture
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ﬁwmdﬁmhdﬂﬁ:‘ﬂ—ﬁ_ﬁm
bealthy, despite their departu:e from Victorian semtimeatality asd amecdote ia
The organ of this group was the periodical Scottish Art Review, published

thHm:jAﬁndthAﬂJm u-mmm,m,

artit. Instead of performing a role of tutelage, the Scettish Art Rewiew
mﬂbﬁnﬁiﬂmhiﬁﬁcmuﬂm
Journal® One particularly scathing review of the quality of studeats’ work ia




Of the approximate 140,000 works submitted to the Natiomal Competitions in
novelty in composition, or mew comvestional treatmeat of matural forme.""!
Drawings from the life appeared t0 have beea mere tochmical achievements of

In the whole class there is a lack of mobility nﬂm.ﬂlthltlﬂn
gn nhil.n;ﬂﬂ. masterly presentations of

six yoars later, when Margaret and Frances graduate
from the GSA, the author of this attack wrote an extemsive review of the 1006
pardomable, were singled out for their "weird travesties of humanity. . .ghostly

The writer was Glesson White, who had aleo comtributed his literary
talent and design expertise to the Artist (1880-1902), them an unillustrated and
by these radical designs, but maintained the objective attitude which

No doubt ia G ﬁ:lh:lnnn iﬂﬁ!ﬂhdmlh



White implied that censure of the Macdomald sisters’ work was mot Lmited to
ﬁa,iﬁnﬁhﬁﬂa&ﬂmmmhnﬁﬂﬁp
hhimhhmlydqtnﬂirmk In Loadon the reaction of the
tishment to their enmtries at the Arts & Crafts Exhibition cawsed sufficient
mwmlﬁdm Glesson White, then the editor of the
Mmmmwmmmwmﬂm
Wﬂ'ﬁrﬁQMﬂWhmlﬂygﬂA“bﬁd
sisters to date. One of his comments reinforces the suggestion by the Glasgow
same a8 the New or Wild Women associated with spinsterhood and variows
Thlhl:;i,dld&h A parts who wes amusl

- hﬁhm_wﬂq




such minetesmth ceatury writers as the motoriows anti-feminist E. Lyaa Liatoa
who, in articles eatitled "Wild Women as Politicians”, and "Wild Women as
chest, and Jean hips of & woman who has physically failed in her rightful
fusled the vagrant, self-advertising spirit of the day:

Aggressive, disturbing, oficious, uaquist, rebellions to authority and tyramaows
to thoss whom they can subdue, these womea, Linton declared, were "sbost
the most walovely specimens the sex has yet produced. . .°"  Lintoa'’s
attitede towards fomale artists is oaly slightly exaggerated from that of the
Magasine of Art sad Art Journel His descriptions as : ’




mﬁhm:ﬁﬂiﬁ_ﬁhﬂﬂpﬁm and this
impartiality towards all artists as well as art students was imstrumental in
mnnlm&mﬁﬁmﬂmﬂﬁﬂr
caries. In fact, from its inception the Sudie scems to have pointedly
mmmmnmdwmn Unlike the
photography. In its attempts to upgrade the status of design, the Studie also
work. 82

Dlwstrations in the Sudie were prolificc in 1803 virtually every ome of

mamwmmmﬁmn
Mogasine.® As aa importent sourcs on the easly work of the Macdonald




evolution of their images of women from their embryomic stages in the 1003-08
period. More significantly — since they had previowsly remained sileat in the
pages of the Magazine and 0 other written documents by them exist — the
several articles in the Studio reveal the spirit in which these works were
wndertaken.

influenced by Egyptiaa and other art forms. "We have mo basis", they told
were extremely amused by White’s discomfort on realising that the intensity of
sense of beanty in comjunction with their own feelings towards arrangement of

School, or the "Mac group,” as he also referred to the Macdomald sisters and

mcouragement coupled with the lively, ingquisitiv
pointed out, “there need be 20 lmit to experi " and the Macdomald
sisters had cleacly availed themesives of the uncommon opportunity to do 90.9




The fact that they deflected the resulting attacks with humouwr is evidemce of
their confidence and free spirit: they were, after all, two of "The Immortals."%

Most of these "Immortals" were also members of the small but dlite
group of female students who, upoa graduating from the GSA, became some of
the better knowa and respected women artists of Scotlaad in the early 20th
ceatury. Their self-confidence and collective emergies had manifested in the
launching of their own distinctive periodical — proof of their fresdom to write
aad illustrate whatever they chose. Although the Adagasine (which was mever
published — its single copies were handwritten) may mot have found its way
to maay people outside Glasgow, or substantially affected other artistic
developments, the driving forcss behind it may have sigaificaatly affected
another women’s group. Six years later, a very optimistic magasine emerged
as aa alteraative to the frivolows, fashion-oriented magasines which comprised
the majority of periodicals available t0 womes. The reascas behind the
foundation of the Ledy’s Review of Reviews were remarkably peraliel to the
implied purpose of the AMagasine

The Lady’s Review of Reviews, the first jssus of which appeared in April
of 1901, was aa indspendent, noa-party publication aimed at the aew educated
and enquiring women. Its inteat was clear: "We particulerly appeal to
Ladies theoughout Scotland . . . 0 push THEIR OWN MAGAZINE." The
contents of its fisst issus included articles on "Women and Social Progress ia



the 19th Ceatury,” Russiaa women, "Womaa’s Work ia Scotland," "Owr
Scottish Lady Lawyer," "Ladies of the Stage,” the emigration of women, and a
synopeis of the comtents of other Ladies magasines, which the Ledy’s Review of
Reviews resembled in format oaly. Its sole fashiom artice was emtitled
"Veils — A Menace to Health."

Despite the five year time lapse betweea the Aagasine and the Ledy’s
Review of Reviews, a commection betweea these two periodicals is mot
improbable. As previowsly aoted, the Glasgow School of Art provided a
freitfal atmosphere for the suffrage cawse: Aaa Macbeth (classmate of the
Macdonald sisters and later head of the Embroidery Departmesnt) was listed as
one of many suffrage baamer-makers; aad Jessie Newbery (the Headmaster's
wife) was particularly active in orgamisation of the Art and Curio Stall at the
Grand Seffrage Basaar in 1010. The spiriv of the Womea's Social aad
Political Union was very much in the air during the 1800's, to the exteat that
fomale GSA ostudents were designing, sewing and embroidering their owa
“Aesthetic Dress” in the purple, greea and buff colors which comprised the
official scheme of the women’s suffrage movement.®?

That same semse of spirited agitation or revolt characterised the early
work of the Macdomald sisters aand, to some degres, the designs by other
fomale students. Perhaps this is best expressed ia the words of ome of their
colleaguss who (sounding very much like Lucy Racbura) idemtified herself caly
e "Our owa Weird One":



mm'ﬁm:ﬂupmmmmmm
by the press and public. In fact the Studio (and later the Yellow Book) were
of these assasits poists to the extremity of their departure from the wswal




CONCLUSION

the Macdomald sirters and the catalysts which led to their radical departure
been quite different, however, had they esrolled at a more typical art
institution such as the Academy or ome of the many Schools of Design. The
Glasgow School of Art, uader the ealightened leadership of Fraacis Newbery,
instilled very specific values which demanded originanty and individualism. It
also facilitated every form of experimestation by providing, amoag other
hmnbnﬁﬂhﬂﬁﬂu-ﬂgnﬁm This
did aot comstitute a special privilege but was an s right
monly demied most female art studeats at other imstitutions. This access

- ssigas; and in eagerly availing




The Macdonald sisters’ emphatic refusal 1o be relegated to the inferior states
were oqual to and should work side by side with male artists.

In sharp contrast to Newbery's programme of supporting female students
and emphasising the importance of design, the Academy nurtured a stroag
Mainsiream periodicals such as the Art Journel and the Magesine of Art were
all "good art" — in the same way that the Academy was custodisa — of the
social and financial imterests of (male) easel painters.? More specifically, thess
artists were oligitle to approach tiis hallowed swbject. Their uitimate failure
to mirsor the whole spectrum of the comtemporary arts sceme is demonstrated
by astides which either avoided or clse demoastrated aa imtolersnce for
“foreiga® at. This was tantamouant 10 & newspaper suppremsing mews; hemce
thay incerred the cost of declining rank and suthority.?
was & busiesqued vession of the ideal, Pro-Raphaclite Denuty.




to the Academy, that the Press is the machinge by which publicity is won aad
proserved."¢ The estesm in which artist-philosophers such a8 Joha Ruskia,
opinions oa comtemporary art. [Editorials and letters to mewspaper editors
protective umbeelle wader which Margaret aad Frances were free (0 purswe
bad successhully




ﬂﬂniﬂm&ﬁg_ = ﬁ-ﬂﬁlﬁ=d
mq_nt;&gdA:tim“ mpetie 0w
ﬁwdiﬁﬁlmﬂm—ﬂ - an indication that art critics
””,,Hﬁ“hhﬂhﬂhﬁm

contemaporar s progressive forcs reacting against
conventions and comtrols. hﬁmﬂ:ﬁﬂeﬁpﬂdghhﬁ
Macdonald sisters, as far as the public was comcerned, the sisters and the
hhﬁ‘ﬁhﬁ,ﬂﬁ“ﬁﬂ“ﬁ
important scle in fuslling the comtzovers




In this comtext it is interesting that the Macdomald sisters’ work was
later published in the Lomdon-based Yellow Beek but not in Edinburgh's
Macdonald sisters’ work was informed by a Caltic spirit of the ssasoms, birth,
flowering and harvest, it would ssem that their graphic designs would have
besn appropriste t0 its focus. This leads one t0 question whether the Scottish
viewed it as purdy uaconvestional exploitations of the famale form.

Mﬁ;ﬂd&ﬁm&l&bmt

, at of the Macdonald sistess’ style.

iﬂiﬂi’m-il-ﬁq Its mandates and focus were
antithetical %0 both the Academy and its swrvant publications, primerily
hﬁldlﬁmm‘*m'(cﬂl)ﬂnﬂh‘h‘
Journel and Magasine of Art hald » somewhat defensive attitede to foreign art
pussusd and presented foreign artists and their ideclogies.” As noted, it wes

R would slso have bemm particulerly selovant t0 the Macdonald slsters




prescribed Academic formulass on the nude figure. It insisted om techmical
beasuty.”

drew from foreign, or Comtinental, sources was a clear rejection of Beitish
the sude, dominance of male artists in the hisrarchy, and the supesiority of
Kunst ia Gumany, Mogyor Ipormuvessst ia Husgary sad Ver Secrwm ia
a.ﬂ'&"‘"“""""'




voics in art matters and t0 bs objectively and fairly represented in art
pesiodicals or artists, it repesseats the drive of women artists (who were
sad the right %o ro-define checlete codes of expectation.

and dovelopment which hes the potential 0 exist but is perhaps oaly
secogaissd when it operates as a maction agaiast comvestion.it Propelied by



end minspendence; the product of two spirited sad determined sisters whose
bumaw and techaical expertios were armowr against public opinica and
aiiciem. The Macdomald "School of Spook™ cam rightfully claim validity as a
sigaificaat force in the creation of a radical New Womaa and 3 mewly
liberated fomale artist.
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