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(Stained glass is) “a decoration which shall lose nothing by age or time,
and whose most dangerous enemy is the awkward servant
or the small boy.”

---Mary Gay Humphreys
“Colored Glass For Home Decoration”
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ABSTRACT

As the first in~-depth scholarship of late-nineteenth-century domestic stained-
glass windows, this thesis examines the domestic windows of the R.S. Groves and Steil
Arts Stained Glass Company that worked in Philadelphia from 1879 until 1902. Using
the company’s 1888 catalog, extant company windows, period interior decoration

. literature, and catalogs from competing companies, this study will investigate how the
social atmosphere of Groves and Steil’s upper-middle-class clientele influenced the
company’s window designs. During a time when stained-glass windows were a status
symbol of wealth and style, Groves and Steil’s survival depended on the company’s
ability to produce quality windows in the latest style choices while staying
competitively priced. Therefore, Groves and Steil’s windows, advertising, and clients
reflect the company’s balance between art and commerce, teaching modern scholars
many things about American design and entrepreneurship during the last two decades of

the nineteenth century.

XV
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INTRODUCTION

Whether investigating medieval art or nineteenth-century material culture,
stained-glass window scholarship has traditionally focused on religious buildings
because they are accessible and dynamic works. Yet in concentrating their efforts on
ecclesiastical stained glass, researchers have overloocked many interesting stained-glass
windows in the secular world and provide only sweeping statements about the use of
decorative windows within the home.! This omission is an unfortunate one, since
domestic stained-glass windows were a major status symbol in the second half of the
nineteenth century, causing interior decorator Mary Gay Humphreys to announce in
1881 that “the use of colored glass has in the last few years notably increased.”
Modern stained-glass conservator Julie L. Sloan also attests to the proliferation of
stained-glass windows in Victorian homes, noting that the “domestic use of stained
glass may outstrip the ecclesiastical in numbers of windows.” Therefore, though few
studies have been done on domestic stained glass, the subject is an important one worth
studying as part of nineteenth-century art, architecture, and consumerism in the United
States.

This study will take the first detailed academic look into domestic stained glass,

arguing that these windows reflected the precarious balance of decorative creativity and
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convention found in late-nineteenth-century homes. To prove these points, the paper
will use one Philadelphia stained-glass company, the R. S. Groves and Steil Art Stained
Glass Company, as a case study around which to discuss the larger stained-glass
industry and its relationship with its customers. Groves and Steil’s company is perfect
for this study because it operated at the peak of stained glass’ popularity in the 1880s
and 1890s and produced windows in a variety of sizes, styles, and glass types that
reflect a cross-section of stained-glass art and technology during the time. Finally, the
firm actively advertised its product both locally and nationally, thereby participating in
all aspects of the stained-glass industry.

Though Groves and Steil produced both domestic and ecclesiastical stained-
glass windows, this study will focus on the company’s work within the home and will
not linger on its religious and civic commissions. However, the paper will refer to the
company’s public and religious works when discussing the firm’s overall production
techniques and advertising campaigns to show how the company’s domestic windows
related to their public counterparts. Otherwise the public windows, while wonderful
studies of glass artistry, have their own sets of issues that are beyond the scope of this
investigation.

Groves and Steil’s 1888 catalog is the primary source for this case study,
offering rare insights into domestic stained-glass design, production, and installation.
(figures 1 -11) In the catalog the company provides a list of domestic references and
testimonials that includes the home addresses of their satisfied Philadelphia customers.

(figure 3) Using this connection between consumer and designer, the author mapped,
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visited, and investigated the company’s extant homes and researched the genealogy of
the homeowners who purchased windows from Groves and Steil. Finally, the catalog
includes thirty-six domestic window designs that reveal the range of window shapes,
sizes, and styles that the company produced.

While valuable, the Groves and Stéil catalog has frustrating limitations that this
study must address to ensure quality scholarship. Although the reference list may offer
valuable information on the company’s customers, it fails to include information about
the amount of work done for each client, the price of individual windows, and the
specific designs that the customers commissioned. Similarly, the reference list and
testimonials in the Groves and Steil catalog have an inherent pro-company bias that
expresses only the company’s best attributes. The window designs also pose a problem
because, though the catalog advertises various qualities and colors of glass, its black
and white images fail to capture either aspect of the final product.

To counteract some of these problems the study will utilize several sources
outside of the Groves and Steil catalog. Some of the houses on the company’s reference
list are still standing and have extant stained-glass windows. This paper will focus on
nine surviving windows in three domestic buildings: the William Flowers house at 3600
Powelton Avenue, West Philadelphia, the Henry M. Keim house at 245 North 5" Street,
Reading, Pennsylvania, and the Henry Jones house at 1315 Delaware Avenue,
Wilmington, Delaware. (figures 19-49) The study will also refer to the more than fifty
stained-glass windows in the Christ Memorial Reformed Episcopal Church at the corner

of 43 and Chestnut Streets in West Philadelphia. (figures 50-57) These extant
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windows document Groves and Steil’s work in-situ, making them excellent sources for
studying the location and function of decorative windows within the domestic
environment. The extant windows also provide valuable samples of the company’s
glass, bringing the catalog’s designs to life and showing how the firm’s drawings relate
to their actual products.

Fire insurance records for the homes of several of Groves and Steil’s clients are
also good sources for tracking the location and function of stained-glass windows
within the home. These surveys inventoried the architectural elements of their clients’
homes and often recorded the size and location of each decorative window in a house.
Extremely helpful in recreating homes that are no longer standing, these records offer
more evidence about the role of stained glass in domestic interiors.

To compensate for the lack of records available for Groves and Steil’s business,
the study will also utilize catalogs and account books from several other period stained-
glass manufacturers. The study will create a basic price range for Groves and Steil’s
domestic stained-glass windows by comparing the company’s work with similar
windows from firms with established price lists. This examination into stained-glass
firms from Philadelphia and other cities will also track the ways that Groves and Steil
met and dealt with competition and worked as part of a larger stained-glass industry.

Records from period builders and architects are also important sources of
information about domestic stained-glass. This paper will investigate the association
between Groves and Steil and local architects to understand how the two parties worked

together to define stained-glass window design and use. Likewise, architectural
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drawings not specifically associated with Groves and Steil can help define the national
trends for stained glass in domestic design during the late nineteenth century.

Finally, the study will consider period articles and modern scholarship on
stained-glass windows. During the Victorian era, stained glass’ popularity in domestic
architecture and interior decoration fostered many articles and books about the medium.
Advising homeowners on the proper location and designs for their decorative windows,
this prescriptive literature reflected stained glass’ perceived social and decorative
functions at the height of the industry. Similarly, the small amount of modern domestic
stained-glass-window scholarship, coupled with research into related architectural and
artistic fields, will provide additional insight into current decorative window theory.

Using a combination of the sources listed above, this study will focus on Groves
and Steil’s company and its customers through four separate lenses. First, the analysis
will review Groves and Steil’s development as a company and the types of windows
they produced, followed by a discussion of the business’ relationship with its
competition. The next two chapters will then consider Groves and Steil’s customers,
from their social and economic standings to the location of their homes and the stained
glass they chose to incorporate in their domestic spaces. The paper shall conclude with
a recap and analysis of its findings, having gained a deeper understanding of domestic

stained-glass windows as a nineteenth-century commodity and art form.
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Stained Glass in Nineteenth-Century America

To study stained-glass windows one must first understand their construction and
history. The term “stained glass” is a misnomer, for as Crockery and Glass Journal
explained in 1882, “We talk of ‘stained’ glass almost as incorrectly as of ‘painted’
glass, for in reality every color communicated to this material...is fused into the glass
while in process of making.* As the article states, the majority of stained glass’ color
depends on its chemical makeup, with different metallic oxides in the glass recipe
determining the final color. Because is gets its tint during its molten state, this colored
glass is termed “pot metal glass” and has a consistent coloration. Conversely, when
artists apply and fire colored enamels onto the top of the glass' surface, the process is
called painted glass.’ Since Groves and Steil often incorporated pot metal glass,
opalescent glass, and painted glass into its window desiguns, this study will refer to the
company’s work generically as stained glass and clarify the coloring processes when
appropriate.

As Julie Sloan explains, stained-glass window structure is “a paradox: the
immense weight of combined glass, lead, and iron, forming a thin, fragile membrane,
set in a position that defies gravity and seemingly should crumble to the ground.”®
Mosaics of glass pieces wrapped in lead or zinc strips (called cames) and soldered
together, stained-glass windows do appear delicate in material and construction. Yet
countless stained-glass windows from the nineteenth century have survived, showing
that decorative window production during the period was an advanced craft both

artistically and structurally.
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Nineteenth-century window artists had over eight hundred years of stained-glass
technology to help them create beautiful and sound decorative windows. At its peak in
the twelfth through the sixteenth centuries CE, stained-glass windows graced the grand
medieval cathedrals and public buildings of Europe, filling spaces like Paris’ Notre
Dame Cathedral with rich, colored light. Yet the rise of Renaissance classicism and
Protestantism in the fifteenth and sixteenth centuries led the art of stained glass into a
slow decline. Finally, by the seventeenth and eighteenth centuries, painted glass panels
had almost entirely replaced glass mosaics in the few windows produced with colored
designs.’

The United States played a major role in stained glass revival in the nineteenth
century as the country grew into a major glass producer. During the colonial period
there were very few glass manufacturers in the American colonies, and the colonists
imported most of their glass from Europe, but after the Revolution the new United
States slowly began to expand its glass production. Glass factories utilized the sandy
Southern New Jersey soil to produce sheet glass and vessels, and the industry quickly
spread west with the discovery of silica deposits in Western Pennsylvania, Ohio, and
present-day West Virginia. Though wealthy Americans still preferred imported
European giass, local factories were successful, and as they prospered, glass prices
dropped, making it possible for more Americans to buy glass and incorporate more of it
into their buildings. The availability of glass and the rising number of local glass
producers in turn encouraged inventiveness in glass technology that would later support

the stained-glass industry.”
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Shifting styles also helped revitalize stained-glass production. Fostered through
a renewed belief that medieval art reflected the moral and spiritual nature of the
Christian faith, designers led by the English architect Augustus W.N. Pugin revived
stained-glass windows as part of a return to Gothic architecture during the second
quarter of the nineteenth century. Translated into homes as well as churches, the Gothic
Revival quickly came to the United States, bringing stained glass along with it.
According to stained-glass historian Jean Farnsworth, there are accounts “of Americans
patronizing both foreign studios and a small body of practicing (stained glass) craftsmen
in this country in the late 1820s through the 1830s,” although the American industry did
not begin to grow until the 1840s.” Consisting mostly of painted designs on solid glass
panes, these early windows served as the groundwork for the more diverse American
stained-glass industry that would develop later in the century.'’

The American stained-glass industry grew slowly during the 1850s and 1860s as
an economic depression and the Civil War consumed the nation. Yet even in those slim
years, technological developments in glass production made stained glass desirable for
American consumers. As their businesses grew, glass factories experimented with new
formulas and began to rediscover lost recipes for pot-metal glass. With these new tools,
nineteenth-century architects and craftsmen took stained glass far beyond its Gothic
background and fit colored glass into as many old and new types of architecture as they
could imagine. In 1859, for instance, the United States government added stained-glass
skylights to the Capitol’s House and Senate chambers, and people across the country

modernized smaller neoclassical and Georgian buildings with stained-glass windows. "'
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Stained glass also fit well into the multitude of new architectural style choices available
in the second half of the nineteenth century, filling spaces in Second Empire, Queen
Anne, Aesthetic, and other Victorian-style buildings."

Stained glass reached the height of its popularity by the last three decades of the
nineteenth century. During this period Louis Comfort Tiffany and John La Farge, two
names still revered as master stained-glass artists, tested the limits of stained-glass
design and introduced additional types of glass into the decorative window repertoire.
Yet, while Tiffany and La Farge’s experiments with glass texture and design received a
great deal of national press, hundreds of other stained-glass companies worked in
relative obscurity throughout the period.14 Though less visible than the Tiffany or
La Farge studios, these small stained-glass-window makers sustained and extended the
industry during the last two decades of the nineteenth century and created the majority
of domestic stained-glass windows in the United States during the period.

Stained-glass windows continued to appear in early twentieth-century buildings,
including Frank Lloyd Wright’s Prairie-style homes, but by the 1930s the Great
Depression and the rise of streamlined modern design had lessened stained glass’
popularity. World War II further limited the amount of decorative glass available to
designers in the 1940s, and as of the early twenty-first century, stained glass has yet to

return to its nineteenth-century fame. "
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Notes

' The most complete sources on domestic stained glass are Wilson, H. Weber’s Great
Glass in American Architecture: Decorative Windows and Doors Before 1920. (New
York: E.P. Dutton, 1986) and a subsection of Alice Cooney Frelinghuysen’s article “A
New Renaissance: Stained Glass in the Aesthetic Period.” In Pursuit of Beauty:
Americans and The Aesthetic Movement Exhibition Catalog. (New York: The
Metropolitan Museum of Art, 1986), 184-185. Both of these sources provide good
overviews of stained-glass window trends in domestic buildings but fail to deeply
investigate the relationships between stained-glass design, product and, function within
domestic settings.

* Mary Gay Humpherys. “Colored Glass For Home Decoration.” The Art Amateur.
(June 1881), 14.

? Julie L. Sloan. Conservation of Stained Glass in America. (Wilmington, Delaware:
Arts in Architecture Press, 1993), 2.

* «Stained Glass in Houses.” Crockery and Glass Journal. (November 23 1882),16.

> The application of a silver nitrate onto uncolored glass did create a yellow or orange
tint that is truer to the idea of staining glass to produce a color and was used in stained-
glass windows. This technique was interwoven into stained-glass windows, but the
majority of stained glass remained pot metal glass. The chemical components and
variations of “silver staining” are found in Sloan, 163-4.

®Sloan, 15-16.

7 Renaissance classicism rejected the asymmetry and iconography of the Gothic designs
associated with stained glass, and the developing Protestant church rejected stained
glass for its associations with Catholic cathedrals. John Gilbert Lloyd. Stained Glass in
America. (Jerkintown, PA: The Religious Publishing Company, 1963), 11.

® For a complete history of glass production in the North America, see Arlene Palmer.
Glass in Early America: Selections from the Henry Francis du Pont Winterthur
Museum. (Winterthur, Delaware: Winterthur Publications, 1993), 1-19.

? Jean Farnsworth. “An Introduction to the Nineteenth-Century Revival of Stained
Glass.” Stained Glass in Catholic Philadelphia. Ed Jean M. Farnsworth, Carmen R.
Crock, and Joseph P. Chorpenning, O.S.F.S. (Philadelphia: Saint Joseph’s University
Press, 2002), 4-5.

Y H. Weber Wilson. Great Glass in American Architecture: Decorative Windows and
Doors Before 1920. (New York: E.P. Dutton, 1986), 50.
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" Tbid. 28.
12 Chapter One will explore Groves and Steil’s work in Victorian architecture.

B 1 a Farge is credited with introducing opalescent glass, a type of opaque glass, into
stained-glass design.

1% R. Riordan was one of many critics to publicize Tiffany and La Farge’s talents as
some of the best work in the country. R. Riordan. “American Stained Glass: First
Article.” The American Art Review. Vol 2. No. 6 (1881), 229-234.

15 Some stained-glass companies have survived from the nineteenth century. The Willet
Stained Glass Studios, Inc. began in 1897 in Pittsburgh, PA and continually operated in
Philadelphia, PA from 1911 to the present (2004). Jean Farnsworth. “Biographical
Sketches of Stained-Glass Studios and Selected Artists.” Stained Glass in Catholic
Philadelphia. Ed Jean M. Farnsworth, Carmen R. Crock, and Joseph P. Chorpenning,
O.S.F.S. (Philadelphia: Saint Joseph’s University Press, 2002), 456.
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Chapter 1

THE R.S. GROVES AND STEIL ART STAINED GLASS COMPANY

“ Qur facilities cannot be surpassed, either in Artistic production, Quality, or
Workmanship.” R. S Groves and Steil

The R.S. Groves and Steil Art Stained Glass Company spent the last two decades
of the nineteenth century designing stained-glass windows for homes in the Philadelphia
area and beyond. Constantly pulled between art and commerce, the company struggled
to make windows in a multitude of popular Victorian style choices and yet maintain its
claims of personal artistry. The company also juggled the tasks of providing custom
windows for its local patrons and selling pre-designed patterns to far away customers via
its mail-order catalog. With the company’s interests pulled in so many directions, Groves
and Steil’s product reflects the balancing act that the company developed between
popular culture and artistic creativity.

In 1879 Richard S. Groves and Henry J. Steil became the dual owners of a
stained-glass factory and showroom at 617 South Broad Street, Philadelphia, marking the
official genesis of the R.S. Groves and Steil Art Stained Glass Company.' Prior to this
partnership, Henry Steil was a partner in the stained-glass firm Steil and Schnutz located
at 1332 South Street in Philadelphia.2 Richard Groves, on the other hand, does not
appear in the city directories until his work with Steil, but he continued to run the

company under his own name for several decades after Steil retired in 1902.° Though
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Groves probably learned the trade from working in another stained-glass shop before he
teamed with Steil, the spans of their professional careers before and after the partnership
suggest that Steil was the older and more experienced stained-glass businessman when
the partnership began.

The partners purchased their shop from Henry J. Smith, a Canadian-born stained-
glass artist who sold his studio, H. J. Smith and Company, to join the Keystone Stained
Glass Works on Jacoby Street in Philadelphia.4 ‘While Smith had worked entirely from
the South Street address, Groves and Steil’s company grew to include a branch office at
1348 Kater Street.” Though there are no known records describing the setup at the
Groves and Steil workshop, it is possible that the company moved its manufacturing
spaces to the Kater Street location while keeping the offices and showroom at the more
prominent South Broad Street address.

Since the company did not leave any description of its working environment, this
study can only speculate on the set up of Groves and Steil’s showroom and workrooms.
Records from other Philadelphia stained-glass companies producing similar types and
qualities of windows suggest that a company like Groves and Steil employed between
fifteen and twenty total employees.® Photo-lithographs of the Von Gerichten Art Glass
Company’s headquarters in Columbus, Ohio also suggest that Groves and Steil
subdivided its business into different departments, including areas for stained-glass
window sales, design, and construction.” (see figures 12-17)

To facilitate its customers, Groves and Steil’s showroom likely stood at the front

of its South Broad Street building. As the image of the Von Gerichten showroom
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demonstrates stained-glass companies took every opportunity to showcase examples of
their craft in their showrooms, incorporating their work into the space’s windows, doors,
and transoms, and hanging other samples directly from the walls and ceiling. (figure 12).
In many ways, Groves and Steil’s showroom was probably very similar to its catalog,
proudly displaying as many window sizes, shapes, and designs as possible.

Coming to Groves and Steil’s showroom offered customers an amount of control
over their window designs. The Von Gerichten catalog depicts a corner of their
showroom set aside for meetings between the clients and the company art director.
(figure 13) During these conferences, the clients could flip through design books and
hand pick the patterns that they wanted for their windows. Likewise, while Groves and
Steil’s catalog clients had to order windows by number, the catalog advertised “special
designs upon application,” giving the customers an opportunity to mix and match design
elements even if they could not physically visit the company showroom.®

While salesmen helped customers choose the designs that were right for their
homes, Grove and Steil’s artists and workmen labored to build the stained-glass
windows. The artists took the client’s ideas and shaped them into a pattern that artisans
then used to cut, arrange, and soldered together the various elements of a window. (figure
16 and 17) As previously stated, these activities may have occurred at the Kater Street
location rather than near the company’s showroom.

After Groves and Steil constructed an order for a client, the company had to

install the windows into the customer’s home. While the company did not disclose its

exact delivery and installation procedures in its catalog, it is likely that the company’s
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employees did much of the installations in the local area. For distant jobs Groves and
Steil probably had a system similar to the Von Gerichten Art Glass Company, who
shipped material via railroad and hired local laborers to “set” the work under the
company’s name. ’

Though the construction process was similar for all its windows, the company
produced a wide range of window designs. Balancing popular style, customer taste, and
artistic expression, the company boasted drawings “made by Artists who have qualified
themselves by long study and experience in the several styles in which they practice, such

as English, German, French, Italian, and American.”!?

While the catalog does not
explain the design elements that were particular to each of these national labels, the
design terminology was common to the 1880s and therefore most readers would have
understood each characterization. For example, the style that modern decorative arts
scholars now term Renaissance or Rococo Revival was understood as French and
German design during the nineteenth century. Likewise, “English” was a term for Gothic
decoration.

The company’s categorization of style by nation is also reminiscent of English
designer Owen Jones’ 1856 book The Grammar of Ornament, in which Jones describes
styles through cultural lines, including Egyptian, Greek, Arabian, Turkish, Moorish,
Indian, Chinese, Medieval, Renaissance, and Italian.!! As Catherine Lynn points out,
“The Grammar of Ornament became a standard reference, both in England and the

United States,” and so it is quite possible that Groves and Steil’s designers were familiar

with Jones’ method of cataloging style.'* More likely, the company had knowledge of
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not only Jones but also other popular designers, including Christopher Dresser, Charles
Eastlake and William Morris, and tried to offer patterns in a variety of the style choices
that these experts popularized. Still, keeping up with the most popular styles was not an
easy task for either the company or its clients since, as Harper’s New Monthly Magazine
explains, “Household decoration was never the subject of more ardent inquiry and pursuit
than the present day (1879). Furniture, stuffs, silks, paper-hangings, carpets, tapestry,
glass...lie before the eye of the seeker after aesthetic surroundings in a bewildering
variety of styles.”"

Since many of these “bewildering” style choices have many different names, this
study will refer to them using their modern terms, and will focus on the ways Groves and
Steil used the Gothic Revival, Renaissance Revival, and Aesthetic styles to create
window designs. Groves and Steil’s Gothic-Revival work appears most frequently in
their ecclesiastical windows. Since the Gothic style and stained-glass art both reached
their peak forms in Europe’s medieval cathedrals, Gothic style stained-glass windows
were common in the Gothic-Revival churches of the nineteenth century. It is therefore
not surprising to discover that stained-glass makers produced windows in the shape of
Gothic pointed arches and incorporating medieval iconography in their window designs.
In fact, sixteen of the seventeen ecclesiastical windows in the Groves and Steil catalog
include elements of medieval-inspired designs, such as the movement’s two-dimensional
images, stylized flowers and leaves, and framed Biblical scenes. In catalog design ten,
for example, Groves and Steil framed medieval-inspired panels of the Christmas story in

Gothic tracery. (figure 4)
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Though in the 1880s the Gothic Revival style was less popular for house design,
subtle medieval elements appear in Groves and Steil’s domestic stained glass, and border
designs were especially receptive to Gothic flourishes. The corner blocks in the staircase
windows of Henry Keim’s house in Reading, Pennsylvania, for example, have the same
three-lobed flower and leaf design as the arch tips on Gothic Revival windows in Christ
Memorial Reformed Episcopal Church in West Philadelphia. (figures 59 and 60) While
the Keim house windows were much smaller than those in the Christ Memorial church,
the similarity between these designs show that Groves and Steil was using Gothic
patterns in both ecclesiastical and domestic spaces.

The company also designed windows with the curving lines and classical designs
of the Renaissance. Mimicking French, German, and Italian models, American
Renaissance-Revival stained-glass windows featured garlands of flowers, caryatids,
grotesques, and over-emphasized C and S-curves.'* Looking back to classical art and
learning, these windows interested a number of homeowners who wanted to bring
classical design into their libraries, staircases, and dining rooms. The stained-glass firm
S.S. Marshall & Brothers, for example, advertised “Figures of (classical) Statuary” as
appropriate for staircase windows."> In fact, classical designs became so popular in
domestic decorative windows that stained glass expert H. Weber Wilson has classified
the Renaissance style as one of the “most popular varieties of residential stained glass in
the United States.”'®

Groves and Steil produced windows in a range of Renaissance-Revival designs.

The company’s most flamboyant Renaissance windows overflow with exuberant curves,
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grotesques, and images of luscious fruits and plants. (figure 5) On a smaller scale, many
of the company’s windows used smaller numbers of curving lines, shells, urns and
flowers to add a subtle touch of classical ornament to their simpler domestic designs. The
company’s bathroom window in William Flowers’ West Philadelphia townhouse, for
example, incorporates the curving lines, swags, shells and floral touches of the classical
style in a pleasing and more restrained manner than some of the company’s catalog
examples. (figure 37)

The Aesthetic movement is found in the greatest number of Groves and Steil’s
domestic window designs. Aestheticism developed from the work of architects,
designers, and scholars who, like Owen Jones, believed that art’s elemental ingredients
lay in the foundations of the world’s great societies. Collecting designs from oriental,
middle eastern, medieval, and even classical sources, the movement’s leaders combined
what they saw as each culture’s basic artistic elements into their own representation of
true art, adding the resulting mixture to a range of decorative arts and two-dimensional
media. The movement focused much of its attention on the natural world, using stylized
representations of floral and fauna along with simplified human forms and basic
geometric designs in much of their work.!?

During the 1880s Groves and Steil used the Aesthetic style in their domestic
windows more often than all other style options combined. The front and back covers of
the company’s catalog abound with Aesthetic flowers, birds, and geometric patterns, and
twenty-five of the thirty-four domestic window designs inside the catalog also display

Aesthetic influences. (figure 6) Furthermore, the windows in the Henry Keim house and
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many of the company’s other extant domestic windows are filled with Aesthetic-style
designs. (figures 21-28)

Though Groves and Steil followed many different elements of popular Victorian
style, the company’s windows used several design combinations so frequently that they
can be labeled as staple designs for the company. For example, many of the company’s
windows used a four-part border made up of a thin fillet next to the frame, a thicker layer
of textured or painted glass with interspersed accents of jewels or painted medallions, and
a contrasting inner edge. While this border design is found on windows from many
stained-glass firms, Groves and Steil used variations of the border pattern in at least
nineteen extant windows, executing six of those examples in brilliant blue, ruby, and gold
glass pieces.'® (figures 61-63) Therefore, Groves and Steil’s repeated use of the border
makes it one of the company’s major design elements.

Groves and Steil also incorporated several unique flower-pattern jewels into their
designs. The most popular of these jewels were circular with lines pressed into the glass
to form the petals. (figures 55-57). Similarly, a second set of jewels also had flower
designs pressed into square or diamond-shaped nuggets. Finally, the company frequently
used jewels where the flower designs stood proud of their circular backgrounds. In most
cases these jewels appear in a multitude of colors and are interspersed among common
faceted gems. In several windows, however, the company used special variegated red and
white opalescent flower-jewels as another signature element of its windows."

The glass that Groves and Steil used was a critical element in the quality and

design of their product. According to their catalog, the company used a variety of glass
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types to produce its windows, specifically listing antique, art, opalescent, and Venetian
glass in the introduction to its catalog. Antique glass, today titled “free blown glass,” 1s
mouth-blown glass created through spinning a glass bubble into a flat disk or forming a
glass cylinder on the blowpipe, cutting down its center, and flattening it into a sheet.
Tiny bubbles and an irregular surface characterize this type of glass, giving windows a
bubbly and distorted effect. Conversely, art glass is a machine-made product that 1s
mass-produced and contains very few irregularities. Opalescent glass is an opaque glass
that is either machine-made or hand-poured and often has an iridescent sheen added to it.
Finally, Venetian glass, also called “patent cathedral glass,” is a high quality machine-
made glass that period accounts described as “superior to Rolled Cathedral Glass, being
much more brilliant.”*® Named after the high quality glass produced near Venice during
the sixteenth and seventeenth centuries, Venetian glass sold for a higher price than
regular machine-made glass and was considered to produce clearer, richer colors than its
cheaper cousins.

The company also used variations of texture in their designs, alternating smooth
and textured glass with jewels and painted medallions within a single window. Many of
their windows incorporated different styles and degrees of textured glass, which was
machine-made during the period and available in a variety of patterns from rippled to
diapered. Groves and Steil balanced these physical examples of depth against smooth
colored or painted glass to heighten the design’s intensity, and incorporated pieces of

streaked opalescent glass to give a window an internal movement of color. Finally, the
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window designers worked with jewels and roundels to add bursts of color and texture into
their windows, giving their creations an added sense of dimensionally.

Unlike some stained-glass window makers who made and sold their own glass,
Groves and Steil purchased glass for its windows from local dealers and therefore played
a role in the larger commercial glass industry.’ ! Though Groves and Steil left no records
concerning their glass purchases, the 1881 Gopsill’s Philadelphia Business Directory
lists a total of twenty-seven glass manufacturers in Philadelphia, and this number does
not including the glass manufacturers and wholesalers from New York City or overseas

who shipped colored glass into the city.?

On average, these companies sold basic
massed-produced colored glass between $0.25 and $1.35 per square foot, while some art
glass could run as high as $6.50 per square foot.>> This range of glass qualities allowed
Groves and Steil to offer their clients a scale of prices for “different classes of work,”
referring both to the types of glass they used and the difficulty of the design they
created.”*

Though Groves and Steil bought its glass from commercial suppliers, it is
possible that company painted its own details, including faces and borders. While the
company could have purchased painted medallions from local retailers, the fact that
Groves and Steil had a separate building to use as a workroom and advertised complex
painted designs in its catalog suggests to this author that the company painted some of its
own images. (figures 11 and 16) Groves and Steil’s catalog also proudly announced that

the company “made a particular specialty of Figure and Memorial Windows, the

perception of drawing and execution of which can be seen by our illustrations, ”
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providing another indication that the company was actively working in enamel painting
and firing. %

The true artistry in Groves and Steil’s work lay not in the glass itself, but in how
the designers used all their materials to create unique decorative windows. Constantly
challenged to combine popular style with its customers’ personalities, the company used
its designing and technical skills in all types of spaces, from grand cathedral walls to tiny
hall transoms. For example, Groves and Steil’s work in the Christ Memorial Reformed
Episcopal Church is a testament to their stamp on period window design. Commissioned
to design the church’s stained-glass windows during the building’s construction in the
mid 1880s, the company filled Christ Memorial’s sanitary, chapel, and school rooms with
over fifty stained-glass windows of all shapes and sizes.?® Of these windows, the eleven-
light lancet window on the west sanctuary wall forms the best example of the company’s
experimentation with popular design. The window is a conglomeration of four vertical
lights, three rose windows, and several small bracket windows all framed in a single
pointed-arch tracery. Yet although they are all part of a single architectural structure, the
window’s sections and subsections are decorated with different, almost dissonant,
patterns and colors. The bottom panels feature pastel-colored flowers in the curving lines
of the Renaissance-Revival style, while the second level sports bold red and blue
geometric patterns that reflect the Aesthetic style. Next, the middle and upper panels
incorporate a combination of geometric elements from the Aesthetic panels and the pastel
coloration of the Renaissance panels into a looser diamond pattern. Finally, the four

uppermost sections terminate in Gothic leafs whose green tips point up towards the Star
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of David icon in the central rose light at the top of the window (figure 52). Though each
of these layers is an individual allusion to designers like Owen Jones, the window’s
intermarriage of such a range of Victorian ornaments reveals the fluid relationship
between style choices during the period, and it marks design as a key component in
Groves and Steil’s stained-glass art.

Grove and Steil’s domestic stained-glass windows rarely were as large as its
ecclesiastical windows, but the company’s domestic commissions could be as skillfully
designed as its church counterparts. The Renaissance-Revival vestibule doors in the
William Flowers’ house are an excellent example of the company’s creativity. Playing
with the homeowner’s name, the company incorporated three panels of flowers in each of
the two doors. A huge faceted jewel surrounded by smaller jewels and petals creates a
blossom in the windows’ bottom panels, curling stems, leaves, and buds culminate in fan
flowers in the central panels, and stylized flowers finish off the top panels. The company
also used flower-shaped jewels as buds and blossoms in the windows, continuing the
floral theme. In these ways, though Flowers’ vestibule doors have an overall
Renaissance decoration, Groves and Steil creatively personalized the doors’ designs for
their owner. (figures 38-40)

Along with design and construction, Groves and Steil’s artisans also added
several types of protection to their windows during the creative process. Lead is the
primary metal used in stained-glass cames because it is soft enough to bend around the
glass pieces, but the metal’s softness also makes it weak and prone to sagging under the

combined pressures of glass, nature, and time.?” To compensate for lead’s weakness,
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several iron bars support most stained-glass windows, running either vertically or
horizontally across the windows to keep the lead from bowing the windows inward. Since
these supports pass across a window’s design, the artisan who constructed that window
had to include the bars in a way that did not interrupt the window’s overall aesthetic.
Therefore incorporating the support bars into the window design took skill and artistry,
and Groves and Steil’s artisans were experts at placing the iron rods where they obscured
the least amount of colored glass. In the case of the parlor window of the Henry Jones
house in Wilmington, Delaware, the company hid the support bars entirely into the
window’s decoration, making them practically invisible. (figure 46)

The company also offered galvanized wire guards as a second level of safety.
Hanging on the window’s exterior, the sheets of wire mesh cost twelve to twenty cents
per square foot and added a layer of protection between the windows and swaying tree
limbs, stones, and other exterior dangers. Groves and Steil praised the guards for their
cheapness and durability, and promised that the wire was as effective as any product on
the market.”®

In a society without air conditioning, Groves and Steil advertised double iron
ventilators with spring locks that allowed part of a window to open. Examples of these
vents survive at Christ Memorial Church, where the company installed special bars to
help open and close the latches that were too high for parishioners to reach. In other
cases, many smaller ecclesiastical and domestic windows were double-hung and the
bottom sashes simply lifted up to open, as is seen in the Keim and Flowers” houses.

(figures 21 and 36)
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The R.S. Groves and Steil Art Stained Glass Company was able to create stained-
glass windows that balanced art and commerce in the late nineteenth century. Though it
used mass-produced glass, the company showed off its artistic skills by creating complex
and artful window designs with the glass that it purchased. Similarly, in a nation where
style choices abounded, the company incorporated popular designs into its windows and
yet added its own artistic touches to each of these designs. Therefore, whether selling
windows from its showroom or via its mail-order catalog, Groves and Steil advertised
products that simultaneously followed popular style and found their own artistic niche in

the complicated world of late-nineteenth-century design.

Notes

! The company developed sometime between the publishing of Gopsill’s 1879 and 1881
city directories. Gopsill’s Philadelphia City & Business Directory. (Philadelphia: James
Gopsill, 1879); Gopsill’s Philadelphia City & Business Directory. (Philadelphia: James
Goopsill,1881) 203; Jean Farnsworth. “Biographical Sketches of Stained Glass Studios
and Selected Artists.” Stained Glass in Catholic Philadelphia. Ed Jean M. Farnsworth,
Carmen R. Crock, and Joseph P. Chorpenning, O.S.F.S. (Philadelphia: Saint Joseph’s
University Press, 2002), 450.

2 William H. Boyd. Boyd’s Philadelphia City Business Directory. (Philadelphia: Central
News Company, 1878), 278.

3 In 1902, R.S. Groves and Steil became R.S. Groves and Sons. Henry Steil died in 1910.
Gopsill’s Philadelphia Business Directory. (Philadelphia, James Gopsill’s Sons, 1902);
Farnsworth. “Biographical Sketches.” 450; Will for Henry J. Steil. Philadelphia Archives.
Year, 1910. no. 302. Administration no. 13. Administration page, 386.

* A biography of Henry J. Smith is found in Farnsworth. “Biographical Sketches,”450.
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Dwellings, Manufactured by R.S. Groves & Steil, 617 South Broad Street, and 1348
Kater Street, Philadelphia, PA (Philadelphia, 1888). The Henry Francis Du Pont
Winterthur Library.
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Museum of Glass, Corning, New York.
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'8 The windows with this pattern are the staircase windows in the Henry Keim house, the
bathroom window in the Henry Jones house, and a Newark, New Jersey window sold at
Richard Kurtz’s Stained Glass Shop in Stewartsville, New Jersey and pictured in Molly
Higgins Art Stained Glass For the Home. (Atglen, PA: Schiffer Publishing Company,
2001) 65.

1 The flower jewels are found in the William Flowers house, Christ Memorial Reformed
Episcopal Church, and two windows in New Jersey houses sold at Richard Kurtz’s
antique stained-glass shop pictured in Higgins, 65, 67.

20'5.S. Marshall, 13.

2! Companies who made and sold their own stained glass often advertised that glass in
their catalogs, like S.S. Marshall and Brothers in their catalog. S.S. Marshall, 6-7,10.
Groves and Steil’s catalog does not sell colored-glass sheets, and the company’s extant
windows are made up of machine-rolled glass, suggesting that the company purchased its
stained glass from commercial sources.

22 Gopsill’s Philadelphia Business Directory (Philadelphia: James Gopsill, 1881), 203.
2 Benjamin H. Shoemaker. Benjamin H. Shoemaker Importer, Dealer, and Sole Agent in
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Corning, New York; S.S. Marshall, 6.
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* Toid,

 The windows in Christ Memorial range in size from transoms over each door to the
three-story high windows that encompass an entire wall. The church paid Groves and
Steil a total of $4708.83, including a few minor repairs and labor costs. Records from

Christ Memorial Reformed Episcopal Church, Philadelphia. (1887-1888).
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Chapter 2
GROVES AND STEIL AND THE STAINED-GLASS INDUSTRY
“We guarantee perfect satisfaction in every particular, and defy competition in this,
our line.” R.S. Groves and Steil

During Groves and Steil’s partnership in the 1880s and 1890s there were many
different types of businesses selling decorative windows. With companies offering a
range of stained-glass windows from custom-designed works of art to cheap stained-glass
substitutes, Groves and Steil had to establish a niche within the industry in order to
succeed as a business. To do this, the company had to first define its product and
clientele and then find ways to effectively advertise its windows to its target audience.
Striving to convince potential buyers that the company produced quality, stylish windows
in line with popular taste and standard prices, Groves and Steil developed multiple ways
to stay abreast of the competition.

Groves and Steil’s shop was one of many Philadelphia companies selling studio-
direct stained-glass windows at the end of the nineteenth century, and the number of
stained-glass companies in the city continually rose as demand for stained-glass windows
increased. In 1881 Groves and Steil’s company was one of ten “Glass Cutters and
Stainers” listed in the Gospill’s Business Directory, while by 1890 it was one of

seventeen “Glass Stainers™ in the same directory.! (Appendix A) Interestingly, only
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Groves and Steil remained in the same paftnership for all nine years, with its competitors
shifting alliances and forming new companies at a rapid pace. Stained-glass artist Alfred
Godwin, for instance, is listed as working in the partnership of Aickin and Godwin in
1881, but by November of that same year had dissolved ties with Aickin and formed an
independent shop at a new address.” Then, in 1883 Godwin admitted artisan William
Reith into his shop, but by 1890 Reith had also established his own stained-glass firm.?
Conversely, Spencer Kennedy and other manufacturers simply went out of business
between 1881 and 1890, allowing other companies to fill their places. This constant flow
of workers and companies continued throughout era, and Groves and Steil’s ability to
remain under constant management reveals the roots it was able to establish as a business
and as a partnership.

Several companies in Philadelphia also sold other types of decorative windows
during the late nineteenth century. John Lucas and Company’s warehouse on 4th Street,
Philadelphia, for example, sold engraved and etched glass “useful for Screens,
Vestibules, and Dining Room Doors...or wherever an artistic ornamental and decorative
effect is desired”.* At the same time, stained-glass substitute companies like W.C.
Young claimed to sell “a complete imitation of the real Colored Glass”.” Made by gluing
thick pieces of linen paper to one’s windows, Young’s fake stained glass came in a wide
variety of colors and designs, including pictures of owls and other flora and fauna that
were very similar to Groves and Steil’s Aesthetic designs.

Center City was not the only spot for Philadelphia customers to buy stained-glass

windows directly from the studio. Firms in Reading and other regional cities were close
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enough to handle some local business.® Residents of the Delaware Valley could also
easily access larger commercial centers like New York City, and a trip to a New York
studio was worth the time and effort for customers with the money and desire to buy from
internationally known studios like Tiffany and La Farge.

Groves and Steil also had to compete against local and national wholesalers who
sold mass-produced stained glass. One such firm, The C. Day Rudy Company of
Harrisonburg, Pennsylvania, produced decorative windows in its factory, but relied on
outside design sources for most of its products. In fact, its catalog is identical to the
catalog of the Cleveland Window Glass Company of Cleveland, Ohio.” Both the
Harrisonburg and Cleveland companies got their mass-produced patterns from the same
(though unidentified) source, produced those windows in their studios, and sold them
under their own names, but neither could claim original ownership of their window
designs.

As part of this vast decorative window industry, Groves and Steil quickly
established itself as a manufacturer of quality stained-glass windows for an upper-middle
class clientele. While not serving the wealthiest clients or producing windows rivaling
the artistry or prestige of those made in the Tiffany or La Farge studios, Groves and Steil
offered its clients a wide range popular window styles in both pre-designed and custom
patterns. Likewise, though the company did not produce its own glass, Groves and Steil
designed windows with beautiful art glass, opalescent glass, and specialty glass,
including jewels and painted panels. There is also no documentation of any warehouse

stocking the company’s windows, and not one of the company’s extant windows is a

30

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



perfect match to the windows in the company’s catalog, strengthening the hypothesis that
Groves and Steil produced most of its windows by individual order.® Therefore, though
Groves and Steil chose not to compete with the high-end studios, it worked on a level
above the industry’s wholesalers and dealers in stained-glass substitutes.

To establish a niche in the industry, Groves and Steil also had set a price range
that would attract an upper-middle class audience while maintaining a constant level of
quality. Interior decorator Mary Gay Humpreheys’ 1881 article “Colored Glass For
Home Decoration” gives a wonderful synopsis of this relationship between stained-glass
quality and price:

Probably the greatest difficulty in the introduction of colored glass has been

the expense, or rather the fear of the expense. The truth is that colored glass

is expensive or not as the depth of the purse may dictate. The prices really

have the wide range between $1.50 a foot and $80 and $100 a foot. The

plain colored glass in itself has always the magical charm of color: antique

glass is more expensive, particular effects being sought for in it. On the

amount of hand treatment, however, rests the probable expense. This may

be the slightest decorative tracing on a tile or a perfect work of art. Figure

pieces are naturally the most expensive, but the average of most people is

about $3.50 a foot. °
True to Humphreys’ description, Groves and Steil priced its work according to glass
quality and workmanship. Though no known price list exists for the company, the
catalog references “prices quoted,” indicating that the firm had a standard price for each
basic window design. Using plain machine-made glass to set this standard price, the
company charged extra for windows with “different classes of work,” such as higher
quality glass, special jewels, and painted figures. The company also added size into the

cost equation and priced windows with small, labor intensive designs higher than

windows with large, simple patterns.'®
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Uncovering Groves and Steil’s standard price range is difficult because its price
list is not available, but the company’s catalog, extant works, and competitor’s prices
help build a reasonable guess about the firm’s pricing system. Since Groves and Steil
created its own designs and worked with many special orders, it is logical to conclude
that most of the company’s windows cost more than $1.00 per square foot. Yet because
Groves and Steil’s extant windows are made of mostly machine-made glass, it 1s clear
that the company’s basic product was much cheaper than Humphreys’ high estimate of
$80 to $100 per square foot, a price reflecting custom work in quality free-blown and
mmported glass.

The companies that competed directly with Groves and Steil produced similar
type of windows, and their price lists probably reflect the prices that Groves and Steil
charged for its windows. This list includes the aforementioned Alfred Godwin and
William Reith, who both ran stained-glass studios in Philadelphia and produced windows
in the same Renaissance Revival, Gothic Revival and Aesthetic styles as Groves and
Steil.'! The other singly-owned or partnership companies listed alongside Groves and
Steil in Gopsill’s Philadelphia Business Directories also seem to have worked at about
the same quality and price levels as Groves and Steil.'? Finally, on a regional scale,
companies like S.S. Marshall and Brothers of Allegheny, Pennsylvania (near Pittsburgh)
competed against Groves and Steil’s catalog business in product design and quality.”
Therefore, since S. S. Marshall and William Reith’s windows ranged in price from $0.80
to $6.50 per square foot, it is reasonable to assume that Groves and Steil’s basic designs

cost between $1 and $10 per square foot. " These prices would have increased with the
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amount of specialty glass, jewels, hand-painted figures, and other custom work that the
company added to a window. 13

With twenty-four of their fifty-two recorded domestic clients living in
Philadelphia and fifteen more residing in the greater Delaware Valley, Groves and Steil
certainly played large role as a local, studio-direct business.'® In fact, the company was
so locally focused that a quarter of its recorded clients lived within thirteen blocks of its
Broad Street showroom. " (figure 31) While the following chapter will examine the
company’s customers in more detail, this data suggests that most of Groves and Steil’s
clients lived close enough to the company to make face-to-face service a key component
of its business.

Groves and Steil advertised to its local audience in specific ways. Like most of
their competitors, the company placed advertisements in local newspapers, magazines
and directories. For instance, Groves and Steil advertised in the 1889 edition of Boyd'’s
Blue Book: The Ladies’ Visiting List and Shopping Guide, a social and shopping
directory for Philadelphia.'® Using the cover from their 1888 catalog for the
advertisement, the company showed off a sampling of its work while proudly displaying
its name and address for anyone looking for more information.

(figure 1)

The 1889 Blue Book provides an interesting comparison between Groves and Steil

and William Reith. Reith’s advertisement in the same edition of the directory also

displays samples of his work, and both companies specifically use the image of a woman

captured in the act of painting to convey the artistry of their products. ¥ Similarly, the
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two companies used flowing banners as the backgrounds for their company information
and specifically listed the phrase “domestic work™ within their adverting. Yet Reith’s
advertisement has a background of a Gothic interior that shows both the style and use of
his windows, while Groves and Steil’s ad uses an Aesthetic style sampler to display its
best work. Groves and Steil’s page also centers the company’s address in the middle of
the text and leaves out any references to its ecclesiastical work, while Reith uses his text
to describe all aspects of his work and places his showroom address at the banner’s
bottom. The similarities and differences between Groves and Steil and Reith suggest that,
while Groves and Steil’s advertisement was meant to focus on the company’s Aesthetic
and domestic work, Reith’s advertisement emphasized a Gothic style product to both a
domestic and ecclesiastical clientele.?’

Stained-glass companies also promoted their product through business cards and
sample cards that customers could carry with them. Like published advertisements, most
business cards had a text-based format that featured the company’s name and address
against a background design. Conversely, each sample card focused on a single window
design that showed one specific pattern in the company’s repertoire. The Rakow
Research Library of the Corning Museum of Glass houses several sample cards from
William Reith’s studio.?! Backed in cardboard and stamped with the company’s name
and address, the watercolor window patterns allowed customers to sort through a variety
of designs during their showroom visits and take their favorite cards home to test in their

domestic spaces. Furthermore, by taking the samples from the store and into their
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houses, the customers carried a small reminder of the company and its products home
with them.

Like the sample cards, Alfred Godwin’s 1885 catalog advertised to a local
audience. Unlike mail-order catalogs from the period, the Godwin booklet has a paper-
thin cover that was not practical for sending through the mail, and inside the catalog
provides no explanation of the company’s production procedures, pricing, or shipping,
three features found in most mail-order catalogs. Furthermore, several Philadelphia
companies sponsored the catalog and used the booklet’s inner cover to place
advertisements specific to the Philadelphia area.”? Delicate and focused on local
customers, Godwin’s catélog is therefore a pattern book that the company used to
advertise its product to local homeowners and architects. The colorful stained-glass
designs within the book offered shoppers a range of windows to choose from, and like the
sample cards, gave customers an example of the company’s work that they could take
home.

Groves and Steil’s 1888 catalog served similar functions to the Godwin catalog
and Reith’s sample cards. Though it was also a mail-order catalog, the booklet lists many
domestic and ecclesiastical references from the Philadelphia area, showing that the
company expected their local clients to recognize the names on the list as trustworthy
endorsements of the company’s product. The catalog also included a variety of window
designs that the customers could take home and look through at their leisure.

Groves and Steil also used their public and ecclesiastical work to advertise to

domestic clients. “Examples of same (the company’s quality styles) may be seen at the
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different Churches in our references,” explains the company catalog.® Open to the
public, churches were accessible locations for potential clients to get a sense of the
company’s quality and artistry in-situ, and since churches often had large and complex
windows, they were great places for the company to show off its workmanship.
Churches also added a sense of credibility to the company’s reference list, showing that
Groves and Steil had the endorsements of religious leaders like Sister Mary Elizabeth,
who praised the company’s artistry and wished it “the ample patronage it merits.”**
Similarly, Groves and Steil listed the Broad Street Station in its reference list. A grand
public building for its time, the train station was another very accessible location for
customers to view Groves and Steil’s work.

To reach clients living too far away to visit a company’s showroom, stained-glass
firms advertised their windows through mail-order catalogs. Though as previously
stated, some of these booklets had a local focus, a number of companies also used
catalogs to advertise on a larger regional or national scale. While only very wealthy
clients could travel long distances to personally select stained glass, any interested buyer
could order a window through a trade catalog and have that stained glass shipped right to
his or her town. Therefore, as railroad lines crisscrossed the couniry, people in small
towns hundreds of miles from Philadelphia could order from a firm like Groves and Steil.
Conversely, catalogs from all over the country could reach Philadelphia, adding to the
number of companies competing against Groves and Steil.

Mail-order catalogs altered the relationship between stained-glass companies and

their clients. Relying on the images and text that the companies included in their
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catalogs, distant shoppers selected windows by number or corresponded with a company
through the mail. This long-distance relationship was always tedious, for as Thomas J.
Schlereth explains, “Unlike the country store or department store, where customers could
inspect products, mail;order merchandising required constant attention to its
credibility”.”> As a result, stained-glass companies often opened their catalogs with
cheerful addresses to their readers, assuring their clients of their product’s quality and
adding a personal voice to their impersonal booklets. “All work entrusted to us will
receive careful attention. It is our desire to turn out only first-class work, ” promises the
S.S. Marshall and Brothers catalog, while the Von Gerichten Art Glass Company catalog
kindly assures readers “We don’t care to brag about ourselves, but modestly ask you for a
trial”. %

Groves and Steil also distributed their catalog outside of the Delaware Valley,
designing its booklet to act like a portable showroom with patterns for thirty-six domestic
and sixteen ecclesiastical windows. The catalog also performed a salesperson’s job by
talking the clients through the processes of selecting their window designs, measuring the
window sizes that they would need, and estimating the windows’ cost. Moreover, the
catalog lists references from far away as Chattanooga, Tennessee, Cleveland, Ohio, and
Des Moines, lowa, reassuring outside customers that the firm produced a quality product
that they routinely shipped to distant cities.”’ (figure 18)

Groves and Steil also used public events to advertise on a national scale. In 1885
the company’s windows adorned the Mexican Building at the New Orleans World’s

Industrial and Cotton Exposition. The fair building, which held minerals from Mexican
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mines, was a blend of classical, Moorish, and oriental architectural elements, and had
Groves and Steil’s stained-glass work filling each of is arched windows. As a result the
company’s windows dominated the building’s architecture and made it hard for visitors
to ignore the company’s work.”® In this international venture, the company hoped to that,
like churches and other public buildings, the Mexican exhibition would serve as physical
advertising for its windows.

Richard S. Groves and Henry J. Steil were partners until 1902, keeping their
company in business for twenty-three years. In that time, the company was part of a
growing stained-glass industry where an increasing number of firms fought for customers
both locally and nationally. To keep up with this competition, Groves and Steil used
print advertisements, catalogs, and the company’s own stained-glass creations to attract
new clients and expand their enterprise outside of the Philadelphia area. Following
stained-glass maker Charles Booth’s theory that “Everyone...would prefer a good cheap
window to a bad expensive one,” the company balanced quality and price, offering a
wide range of designs, glass qualities, and prices to keep its product fresh and versatile.?
Using these advertising techniques, Groves and Steil gathered over fifty domestic
references by 1888, convincing many homeowners in Philadelphia and beyond to use the

company’s stained glass in their homes.
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Notes

! Glass cutters made up two of the ten “Glass Cutters and Stainers” listed in 1881, while
glass cutters had their own category in 1890. James Gopsill. Gopsill’s Philadelphia City
& Business Directory. (Philadelphia, 1881), 203; James Gopsill. Gopsill’s Philadelphia
City & Business Directory. (Philadelphia, 1890). 263-4. (Appendix A)

% Gopsill’s 1881, 203; Farnsworth, Jean. “Biographical Sketches of Stained-Glass Studios
and Selected Artists.” Stained Glass in Catholic Philadelphia. Ed Jean M. Farnsworth,
Carmen R. Crock, and Joseph P. Chorpenning, O.S.F.S. (Philadelphia: Saint Joseph’s
University Press, 2002), 435.

3 Farnsworth, 448; Gospill’s 1890, 264.

* John Lucas and Company. Designs and Price List of Embossed and Etched Glass:
Manufactured by John Lucas & Co.,; Philadelphia, New York, Chicago. (c. 1890), 2.
Microfilm copy available at the Rakow Research Library, Cormning Museum of Glass,
Corning, NY.

> In 1890 Young is listed at 912 Arch Street, Philadelphia, Gopsill s Philadelphia
Business Directory for 1890. (Philadelphia: James Gopsill’s Sons, 1890), 264; W C.
Young. Stained Glass Substitute. (Philadelphia: Loag Printer, C.1890 ),5. The Rakow
Research Library of the Corning Museum of Glass, Corning, NY.

® The J.M. Kase and Company Art Stained Glass of Reading, Pennsylvania began in
1888, Farnsworth, 439.

7 C. Day Rudy Co. Harrisonburg, PA. Designers and Manufacturers of Mosaic Leaded
and Art Stained Glass In Lead, Copper, Zinc, Brass or German Silver: Memorial
Windows, Ecclesiastical Decorating and Church Frescoing. (Harrisonburg, PA, C.

1890); Cleveland Wndow Glass Company, Cleveland, OH. Arf Glass. (Cleveland, OH, C.
1890). Copies of both catalogs are available at the Rakow Library of the Corning
Museum of Glass. Corning, NY.

® There are eleven known extant residential windows from the Groves and Steil company,
as well as over thirty-five extant ecclesiastical windows.

? Mary Gay Humpherys. “Colored Glass For Home Decoration.” The Art Amateur (June
1881) 15.

19 Groves and Steil, 3.
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Y Alfred Godwin. Alfred Godwin Designer and Manufacturer of Stained Glass.
Philadelphia, Pennsylvania, 1885.; William Reith. Designs for stained glass. Thirteen
original watercolors by unknown artist. Philadelphia, c¢.1885. Sample cards found at the
Rakow Research Library, Corning Museum of Glass, Corning, NY;

12 For a full list of Groves and Steil’s competitors, see Appendix A.

1 S.S. Marshall & Brothers. Price List. Art, Stained and Ornamental Glass for Halls,
Churches, Dwellings, etc. Allegheny, Pennsylvania. January, 1886. The Rakow Library,
Corning Museum of Glass, Corning, New York.

'* The cost range for stained glass price is taken from the William Reith samples and the
S.S. Marshall and Brothers’ catalog.

!5 Records at the Christ Memorial Reformed Episcopal Church in West Philadelphia
show that the church spent $4708.85 on stained glass from Groves and Steil. The church
spent $500 on the chapel windows, $297 on “four large tower ? windows” and $21.25 on
three small windows in the second floor hall (figure 54). The church also seems to have
spent $1550 on the huge sanctuary windows. Though the number of square feet in these
windows in not known, the cost ranged from approximately $2.30 per square foot for the
simple windows to $8-10 per square foot. These estimates are very close to the prices of
other period stained-glass companies.

'® Twenty-one of the company’s fifty ecclesiastical references were also from
Philadelphia, making the religious side of Groves and Steil’s business also mostly studio-
direct. Groves and Steil, 6.

7 Twelve of the fifty-two houses on Groves and Steil’s reference list were located within
thirteen blocks of the company’s showroom. Groves and Steil, 6. (figure 23)

'8 W.H. Boyd. Boyd'’s Blue Book: The Ladies’ Visiting List and Shopping Guide of
Philadelphia and Surroundings. (Philadelphia: C.E. How Company, 1889), 50.

19 Boyd’s Blue Book, 46, 50.

%% This does not mean the William Reith did not produce Aesthetic and Renaissance
Revival windows, examples of which are found in his sample cards. Reith was simply
aiming for a different audience in the directory than Groves and Steil. Sample cards 214

and 453.

2l Reith.
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?2 The Philadelphia advertisements in Godwin’s catalog include furniture manufacturer
Trymby, Hunt and Company, tailor F.A. Hoyt & Co., and lamp and furnishings dealer
Cornelius & Rowland. The two advertisements from outside the Philadelphia area are
from the Vanhorne, Griffen & Co. Glass Sellers of New York City, who probably
supplied Godwin with glass, and The Seminole Winter Park resort in Florida that urged
Philadelphians to travel south for health and relaxation. Godwin, front and back covers.

23 Groves and Steil, 3.

2% Sister Mary Elizabeth was from the St. Catherine’s Asylum in Reading, Pennsylvania.
Groves and Steil, 5.

2% Thomas J. Schlereth. Victorian America: Transformations in Everyday Life, (New
York: HarperCollins Books, 1991),154.

26 §.S. Marshall, 2; Von Gerichten, 3.
2T Of the fifty-two dwellings listed in the Groves and Steil catalog, ten were located over
one hundred miles from Philadelphia. The Des Moines, lowa listing was for St. Paul’s

Protestant Episcopal Church. Groves and Steil, 6.

28 For more information and a photograph of the Mexican Mining building, see Robert
W. Rydell. 4/l The World’s A Fair. (Chicago: University of Chicago Press, 1984), 92.

2 Charles Booth. Hints On Church dnd Domestic Windows, Plain and Decorated.
(Orange, NJ, 1876), 5.
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Chapter 3
GROVES AND STEIL’S CUSTOMERS
“I can only say briefly that your work gives great satisfaction to all.
Our home window is a beautiful gem.” James M. Gamble, Williamsport, PA.

Through its advertising Groves and Steil offered stained-glass windows in varying
qualities, designs, and prices, but though the company seemingly sought a diverse
clientele, its domestic customers shared a number of characteristics. Related by blood,
architect, neighborhood, occupation, and economics, each of Groves and Steil’s
customers was interconnected to a larger web of homeowners, primarily in the
Philadelphia community. Buying their stained-glass windows for art, fashion, and social
reasons, homeowners on Groves and Steil’s reference list reflect the relationship between
late-nineteenth-century society and consumerism.

Lacking any known company records, the primary source of information about
Groves and Steil’s clients is the company’s 1888 catalog, where the firm included both
reference and testimonial lists. (figure 3) This index records fifty-two dwellings as well
as fifty churches and three public buildings that the company worked on between 1879
and 1888. Since this list was used for advertising purposes, it is probably not inclusive of
every Groves and Steil customer, but the information that it provides about the clients’

names and addresses allows modern scholars to study the company’s primary audience.

42

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Of the fifty-two domestic clients listed in Groves and Steil’s catalog, forty-two
lived less than one hundred miles from the company’s showroom at 617 South Broad
Street, Philadelphia, including residents of Philadelphia, Camden, New Jersey, Reading,
Pennsylvania, and Wilmington, Delaware. For the twenty-four Philadelphia and four
Camden dwellings, the company listed both the client’s name and street address, while
giving merely a name and city for all the other clients. With this detailed information, it
is easy to track the social, geographic, and economic links among these customers.

High social standing is the greatest common denominator among Groves and
Steil’s local customers. Boyd’s Blue Book: The Ladies’ Visiting List and Shopping Guide,
a “who’s who’s” directory of Philadelphia’s social elite, lists twenty-two of the
company’s twenty-four Philadelphia customers for the years 1888 and 1889.) With
ninety-two percent of its clients identified in the Blue Book, Groves and Steil was
undoubtedly serving Philadelphia’s “prominent householders,” as the directory proudly
advertised.” Though not wealthy or powerful enough to have national fame like the
Rockefellers or Carnegies, these upper-middle class homeowners could afford to shop at
Philadelphia’s best stores and own the most fashionable houses in the area.

Groves and Steil’s association with the Blue Book shows that the company was
well aware of its clients’ social level. The firm chose to publish a reproduction of its
1888 catalog’s front page in the 1889 edition of the Blue Book.> Similarly, Richard S.
Groves is listed in the Blue Book, and his inclusion among the refined citizens of
Philadelphia shows that not only did the business cater to the elite, its owners were also a

part of that society. Groves’ presence in upper-class circles also suggests that he was
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socially familiar with potential clients, giving his friends and neighbors a trusted person
to turn to when they shopped for stained-glass windows.

Like a modern day athlete endorsing a pair of tennis shoes, the members of high
social standing on Groves and Steil’ domestic references lent a familiar, glamorous face
to the company’s product. Conversely, there is no room in the client list for the
company’s middle class customers, if any, who may have been just as satisfied with their
stained-glass windows. Instead, Groves and Steil targeted an audience of upper-middie
class Philadelphians and tailored its company image to fit that level of society.

Groves and Steil did advertise outside of the Philadelphia area, but less
information exists regarding the company’s non-local clients. Of the fifty-two total
houses on the reference and testimonial lists, only ten are located over one hundred miles
from the company’s warchouse in Philadelphia. Six of the ten distant clients are still
inside Pennsylvania, but in the central and western parts of the state, while the other four
are in Indianapolis, Indiana, Cleveland, Ohio, Chattanooga, Tennessee, and Pomfret,
Connecticut. (figure 18) Unlike the Philadelphia customers, Groves and Steil did not
include addresses or full names for the ten distant references, reducing their identities to
their surnames and regions.

The anonymity of Groves and Steil’s non-local clients suggests that the catalog
held different functions when sent outside of the Delaware Valley. Distance diminished
Groves and Steil from a neighborhood company to a name on a catalog, with the
company’s booklet taking on the role of the showroom. Catalog shoppers from distant

cities were less likely to understand that the customers on the reference list were part of
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the elite Philadelphia Blue Book, and they had no vehicle to gain neighborhood word-of-
mouth about Groves and Steil’s work. Instead, these out-of-town buyers relied on the
catalog’s window patterns and testimonials to show them that company produced quality
windows.

Wherever Groves and Steil’s customer’s lived, it was their desire to appear stylish
in the eyes of their social peers that drove them to buy stained-glass windows. In 1882
The Crockery and Glass Journal declared that “modern fashion decides that light
transmitted through color is pleasanter and more artistic than the full glare of the ‘white
light of day,” and so it comes to pass that handsome houses today are all more or less
decorated with it.” * At the same time, magazines including American Art Review and
The Art Amateur published articles on John La Farge and Louis Comfort Tiffany, citing
their genius in modern design and describing their work in the mansions of famous New
Yorkers.” In these ways, stained-glass windows acted as a test of taste: homeowners
who had them knew fashion and those who did not were in grave danger of looking
outdated, unfashionable, or unprivileged.

Prescriptive literature also told readers that stained-glass windows were more than
a temporary fashion. Mary Gay Humphreys heralded domestic stained-glass windows as
a “decoration which shall lose nothing by age or time,” counseling her readers that
colored glass was worth the price.® Similarly, Harper’s New Monthly listed painted glass

57

as a method of “obtaining lasting rather than ephemeral embellishment.”” Therefore,

many homeowners considered stained-glass windows both a fashionable and smart

investment that would increase the value of their homes.
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Groves and Steil sold its windows to people employed in a wide variety of
professions. Of the company’s recorded domestic clients, Groves and Steil sold to eight
manufacturers, two retail business owners, a contractor of woodpulp and an editor. In the
medical field, the company sold windows to a dentist and to a doctor, and in the judicial
realm, five lawyers and a one judge. Finally a broker and the president of the
Pennsylvania Railroad bought windows from R.S. Groves and Steil.®

Although Groves and Steil’s clients worked in a variety of occupations, each was
at the top of his profession and had the financial ability to afford a fashionable house with
custom-made stained-glass windows. As outstanding members of their community, these
successful professionals entertained their clients and friends inside their homes, and used
stained glass to reflect their social status and professional abilities to their guests. For
example,. Philadelphia iron manufacturer Joseph Storm Patterson and his brother
Abraham hosted many private smoking parties for their clients and friends at their 1511
Spruce Street home.” The Pattersons bought stained glass from Groves and Steil and
used it in the spaces where they entertained, showing to their guests that they understood
the proper decorations for genteel living.

Many of Groves and Steil’s clients also strove to create a moral environment for
their homes and chose stained glass as a decoration because the windows offered them a
way to create sacred spaces. As Colleen McDonnell’s research into the “Home as Sacred
Space in Protestant America” shows, not only was Victorian family life a measure of

9510

piety, but “the house itself shaped the character of its inhabitants.”'’ With stained glass’

past in medieval cathedrals and nineteenth-century Gothic-Revival churches, there was a
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definite connection between the church and stained glass that gave colored windows a
sacred feeling, but the relationship between domestic stained glass and sacredness is
complex. Groves and Steil and their competitors did not advertise stained glass as
bringing a sacred atmosphere into one’s home, and there are no known connections
between Groves and Steil’s domestic and ecclesiastical clients. In fact, some period
designers even tried to disassociate stained glass from religion. H. Hudson Holly found
that many homeowners chose not to buy stained glass because they “think that stained
glass gives a house too much the appearance of a church,” and he taught homeowners
how to use stained glass in domestic-friendly ways.'!

Therefore, instead of being overtly religious in design or connotation, most
domestic stained glass provided an atmosphere of sacredness by softening the light in a
room and keeping the space’s activities private. In the Godey’s Lady’s Book story
“Marjorie Fielding’s Love Story,” for example, Marjorie calls the little room off the
parlor her “sanctuary,” which the author, G. De Bulna, describes as “more of a temple in
the way of stained glass, cushions, flowers and perfume.”’* For Marjorie, her
“sanctuary” was a place where she could escape from the outside world, and stained glass
helped her create a quiet retreat. Likewise, Groves and Steil’s windows provided their
owners with ways to create peaceful spaces in their homes.

Location also linked Groves and Steil’s clients together, and charting the
reference list reveals distinct client patterns in Philadelphia, West Philadelphia, Camden,
Reading, and Wilmington. (figures 19, 31-32 and 41) In each region, Groves and Steil’s

customers lived within several blocks of each other, concentrating the clientele into
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specific districts. There are many explanations for this phenomenon. As previously
discussed, custom stained-glass windows cost a substantial amount of money, and only
the wealthier neighborhoods in each city could afford the product. Moreover, most areas
of stained glass concentration were simultaneously experiencing building and remodeling
booms. In Reading, Pennsylvania, for example, three of the company’s clients lived
across the street from one another in the city’s expanding North 5th Street neighborhood.
(figure 19) Beginning with Groves and Steil’s work on Christ Cathedral at the corner of
Court and 5th Streets, Groves and Steil’s windows are found in the William R. Mcllvain
house at 210 5th Street, the Henry M. Keim house at 245 Sth Street, and the Joshua K.
Righter house at 317 5th Street.”> (figures 20 and 30)

West Philadelphia was another area of domestic growth during the 1880s where
Groves and Steil had a number of clients. (figure 32) On 33" Street, neighbors Thomas
Sparks and John H. Converse both purchased Groves and Steil stained glass for their new
homes, and on the 38™ block of Chestnut Street, Frank McLaughlin’s home sported the
company’s work. Although the house dates from the 1870s, William Flowers renovated
his house at 3600 Powelton Avenue in the 1880s and included several stained-glass
windows from Groves and Steil. (figures 33-34) Finally, Christ Memorial Reformed
Episcopal Church on the corner of 43" and Chestiut also purchased the company’s
windows. (figure 50)

Inside Center City Philadelphia, the Rittenhouse Square neighborhood held one of
the most tightly concentrated areas of Groves and Steil’s work. (figure 31) The Harrison

family of Locust Street is the most obvious example the neighborhood’s connections to
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the stained-glass firm. The third generation of Harrisons in the city, John, Thomas S.,
and George L. Harrison Jr. were all grandsons of John H. Harrison, a chemist who
produced sulfuric acid and eventually ran a major paint manufacturing business. 14
Brothers Thomas and John, and cousin George not only inherited the family name and
business, they also had homes on the family’s Locust Street property. A map from a
transcript of a 1877 suit that George L. Harrison Sr. filed against St. Mark’s Church
shows that the Harrisons owned nearly all of the Locust Street area.'

The solidarity of the Harrison family continued in their shopping habits. Each
Harrison grandson renovated his home in the 1880s and was a loyal and prolific customer
of Groves and Steil. An 1885 Pennsylvania Fire Insurance Company survey of John
Harrison’s home at 1628 Locust Street lists three stained-glass windows, while a total of
twenty stained-glass windows graced the Thomas S. Harrison home at 1520 Locust
Street. George L Harrison Jr. is also on the company list, though the number of windows
in his house is not known. '°

There are many reasons why all three of the Harrison grandsons chose to buy their
stained-glass windows from Groves and Steil. The company’s showroom was only a few
blocks away from Locust Street, making it a neighborhood business accessible to each
home. There may also have been a family or business connection to either Groves or
Steil. More likely, there was communication and (maybe a bit of pressure) between the
Harrisons as they renovated their homes. Though the timeline of the renovations is

unknown, the grandsons’ business and social connections would have kept them in
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contact with each other throughout the remodeling process, allowing them to compare
each other’s interior decorations.

Though the Harrisons owned most of Locust Street, their block did have room for
some non-family members, one of whom would also later have ties to Groves and Steil.
Charles H. Hutchinson, one of the plaintiffs in the St. Mark’s suit, lived at 1703 Locust
Street, next door to George L. Harrison Jr’s 1704 townhouse.!” At the time of the suit
Groves and Steil had not yet formed as a company, but interestingly, a decade later
Groves and Steil’s reference list includes a Charles H. Hutchison of Indianapolis,
Indiana. By the early 1880s the Philadelphia Charles Hutchinson disappeared from the
city directories, suggesting that Mr. Hutchinson had moved to Indiana and taken his
neighborhood and local business ties west with him.

The Rittenhouse Square area in which the Harrisons lived was also home to a
number of other Groves and Steil clients, many of whom lived two blocks south of the
Harrison family on Spruce Street. Customers Gustavus Benson and Joseph Storm
Patterson where close neighbors at 1515 and 1511 Spruce Street. Other Groves and Steil
customers Thomas S. Musgrove, George B. Roberts, Daniel Baugh, and neighbors David
Pepper and A.K. McClure, all lived farther down the street. Located only a few blocks
from Groves and Steil’s South Broad Street showroom, each of these Philadelphians
chose the company’s stained glass for his townhouse.

Many of Groves and Steil’s clients also shared a deep commitment to the arts and
were actively involved in sharing information about local artists with each other. A

number of the company’s Philadelphia customers were members of the Fairmont Park
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Art Association, an organization founded in 1872 to sponsor public art in Philadelphia’s
parks and other public venues. According to 1890s records, at least eight of Groves and
Steil’s Center City customers were Fairmount Park members, with John H. Converse and
George B. Roberts each serving as presidents of the association before the turn of the
century.’® As members of the Fairmount Park Art Association, the homeowners were
invited to annual meetings, art symposiums, private art viewings and exclusive parties at
the unveilings of new monuments."”” During these functions, they discussed art and the
newest fashions in home decoration, including the importance of stained glass in
contemporary design.

Professional builders also brought a number of clients to Groves and Steil’s shop.
Groves and Steil addressed their catalog’s opening remarks to “Bishops, Clergy, Laity,
Architects, Builders, Etc.,” isolating architects and builders as part of the catalog’s target
audience. While there is no surviving documentation of communication between Groves
and Steil and any specific architects, circumstantial evidence links the company and
several Philadelphia architects.

Theophilus P. Chandler Jr. (1845-1929), a well known architect for Philadelphia
and the founder of the University of Pennsylvania’s Department of Architecture, is the
architect with the strongest ties to the stained-glass firm. In his client records from 1872
to 1894, Chandler lists five homeowners who also appear on the Groves and Steil client
list, including John H. Converse, George L. Harrison, David Pepper, Joseph S. Patterson,
and George B. Roberts. An unidentified Mcllvain, an E.N. Benson, and a Isaac Norris

are also on Chandler’s list, and these family names are also found on Groves and Steil’s
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reference list.*® Furthermore, Chandler designed two Philadelphia churches, Patterson
Memorial Presbyterian Church and St. Barnabas Protestant Episcopal Church, for whom
Groves and Steil designed stained-glass windows. Since so many Philadelphians
employed both Chandler and Groves and Steil, it is likely that Chandler commissioned
the stained-glass firm for certain projects, or at least referred some of his clients to
Groves and Steil.

Chandler took this knowledge of stained glass to heart when designing homes, as
is evident in his 1878 design of a Philadelphia City Front published in the Godey’s
Lady’s Book.”" A typical brownstone townhouse that has very similar dimensions to the
homes in the Rittenhouse Square neighborhood, the Chandler drawing depicts a house
with three main stories and an attic. All of the front windows in Chandler’s sketch have
decorative glass panes in the top sashes, including the extending second floor bay
window and the transom over the front door.

Wilson Eyres (1858-1944), a young Philadelphia architect, is another designer
who worked on multiple buildings that appear in Groves and Steil’s reference list, some
of which overlap with Chandler’s clients. Eyres designed David Pepper’s Chestnut Hill
summerhouse and worked for John Harrsion when he renovated his Locust Street
townhouse in 1888. Finally, records show Eyres designed a bathroom for Abraham Storm
Patterson of 1511 Spruce Street.*>

Eyres was also involved in art and stained-glass design. As a member of the
Fairmount Park Art Association, he surrounded himself with news about the period’s

most fashionable art, possibly including ideas from other Groves and Steil clients who
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also were members of the association. Eyres also sketched domestic stained glass
vignettes, including many natural and Colonial-Revival scenes that he planned to
incorporate into larger window designs.”

R.S. Groves and Steil had a customer base whose connections to each other reveal
the complexity of nineteenth-century consumerism. The stained-glass firm primarily
directed its attention to generating clients in the upper echelons of its local society, where
the population had the money and social competitiveness needed for them to buy stained-
glass windows. Groves and Steil sought out a clientele that understood contemporary art
and desired it for their homes, and they targeted growing neighborhoods where local
architects were bringing 1880s styles into both new homes and remodeled spaces.
Finally, when dealing with clients outside its regional circle, the company knew how to
show that it could produce quality, stylish products without having the neighborhood
connections that drove the majority of its business. In knowing its audience and showing
them how the company could make each client a part of the larger fashion and art world,
R. S. Groves and Henry Steil shaped their company to fit within the established contours

of late-nineteenth-century consumer life.
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Notes

! Only Groves and Steil clients Mr. Martin, listed in the reference list at 867 North 7h
Street, Mrs. Norris, listed at 15™ and Catherine Street, are not also listed in the Blue Book.
The Blue Book listed the person’s address, occupation, any additional family in the home,
and any summer homes or other major property. (see Appendix B) W.H. Boyd. Boyd'’s
Blue Book: The Ladies’ Visiting Listing and Shopping Guide or Philadelphia and
Surroundings. (Philadelphia: C.E. How Company, 1889).

2 Boyd'’s Blue Book claimed to have “The Names of 20,000 prominent Householders,”
title page.

3 Boyd’s Blue Book, 50.

* “Stained Glass in Houses.” Crockery and Glass Journal. (November 23 1882),16.

5 «“American Stained Glass, first article” American Art Review v.2 no 6. (1881), 229-234;
Mary Gay Humphreys. “John La Farge, Artist and Decorator.” 4rt Amateur, 9. (June
1883), 13.

® Mary Gay Humphreys “Colored Glass For Home Decoration.” The Art Amateur. (June
1881), 15.

" «“painted Glass in Household Decoration” Harpers New Monthly Magazine Vol. 59.
(New York: Harpers and Brothers, October 1879), 655.

® For a complete list of occupations, see Appendix B.

? The Patterson home at 1511 Spruce is no longer extant. Joseph S. and Abraham
Patterson’s smoking party invitations for the years 1891 and 1893, as well as several
responses to the invitations are found in Miscellaneous Collections, Historical Society of
Pennsylvania.

10 Colleen McDannell. “Parlor Piety: The Home as Sacred Space in Protestant America.”
American Home Life, 1880-1930: A Social History of Spaces and Services. Ed Jessica
Foy and Thomas J. Schlereth.(Knoxville: University of Tennessee Press, 1992), 164.

Y Crockery and Glass Journal. (November 23 1882)16; H. Hudson Holly, 67.

12 G. De Bulna. “Marjorie Fielding’s Love Story.” Godey’s Lady’s Book Vol. XCII
(Philadelphia, 1876), 351.
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1 Groves and Steil’s reference list includes a “J.K. Reight” from Reading, but the
Reading City directory lists no Reights living in Reading during the 1880s. Reading
millinery owner Joshua K. Righter’s initials and home on Fifth Street suggest that he was
the J.K. Reight on the list. W. Henry Boyd. Boyd’s Reading City Directory. (Reading,
Walter G. Roland; 1887), 434.

' Harrison Brothers and Company began in 1831 and manufactured lead paint until
being absorbed by the Du Pont company in the early 20™ century. William Welsh
Harrison. Harrison, Waple and Allied Families: being the ancestory of George Leib
Harrison of Philadelphia and his wife Sarah Ann Waples. (Philadelphia: Edward Stern &
Company, 1910), 25-6. The Historical Society of Pennsylvania.

' Report of Harrison et. al. Vs. St. Mark’s Church, Philadelphia: a bill to restrict the
ringing of bells so as to cause a nuisance to occupants of the dwellings in the immediate
vicinity of the church: the court of Common Pleas. No. 2 : in equity, before Hare, P.J.,
and Mitchell, Associate J. (Philadelphia: Allen, Lane, and Scoot, ¢. 1877) Copy found at
the Athenaeum of Philadelphia.

!¢ Pennsylvania Fire Insurance Company. Emily L. Harrison, 1628 Locust Street. Policy
13581. Book 23. (April 27, 1885). Historical Society of Pennsylvania; Franklin Fire
Insurance Company, Perpetual Re Survey 4000. Louise Harrison, 1520 Locust Street.
(October 16™, 1896). Historical Society of Pennsylvania.

' Gopsill’s Philadelphia City Directory for 1870. (Philadelphia, 1870), 787.

18 In 1896 John H. Converse, John Harrison, A.K. McClure, Abraham S. Patterson,
George B. Roberts, Daniel Baugh, Mrs. Joseph Harrison, and Thomas S. Harrison were
all listed as members of the Fairmount Park Art Association. These are the earliest
membership records available, but other correspondence suggests that many of these
individuals were founding members. Other Groves and Steil customers may have died
prior to this membership drive. Glass supplier and competitors John Locust and architect
Wilson Eyre were also members. “Membership” Fairmount Park Art Association
Records. Box 97 folders 1-6. The Historical Society of Pennsylvania.

19 «“Some of the Privileges enjoyed by the members of Fairmount Park Art Association.”
Fairmount Park Art Association Records. Box 97, folder 97. The Historical Society of
Pennsylvania.

2% Theophilus P. Chandler Jr. “List of Drawings of Buildings Built From 1872 to 1894.”
The Athenaeum of Philadelphia.

! Theophilus P. Chandler Jr. “Design For A City Front Built of Brownstone and Brick.”
Godey’s Lady’s Book Vol XCVI (1878) 178.

55

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



2 Wilson Eyre Collection. The Architectural Archives of the University of Pennsylvania.

2 Ibid.
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Chapter 4
INNER SANTUMS:

GROVES AND STEIL’S STAINED GLASS WITHIN THE HOME

R.S. Groves and Steil’s customers used their stained-glass windows in many
ways. More than pretty pictures, the windows often simultaneously acted as art,
architecture, backdrops, screens, and signs, and could powerfully manipulate how
residents and guests related to their environments. The company took these many
duties into account when designing its work, tailoring each window to function in
specific ways. Therefore, because window function was an important aspect of Groves
and Steil’s business, the company created windows that could perform multiple
domestic roles.

As Julie Sloan points out, a stained-glass window is “an architectural element
crafted by artisans” that must function structurally as well as aesthetically.” Studying a
house’s facade is one of the easiest ways to see the structural aspects of stained-glass
windows because, when viewed from the street, decorative windows are all elements of
a single architectural design. When considered as part of a wall, it is obvious that
stained-glass windows have the structural duties common to all windows. Like its
clear-glass cousins, stained glass must allow light to pass into the house while keeping

all other natural elements outside. Stained-glass windows must also resist the
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architectural forces bearing down on them, and the fact that a number of Groves and
Steil’s stained-glass windows have survived in-situ shows that the company met the
structural demands placed on their windows.

Stained-glass windows also play a role in a building’s architectural aesthetic.
Depending on the house’s structure and history, stained-glass windows either
compliment or clash with a home’s exterior architecture. When the windows match the
facade it is likely that the stained glass dates from the same period that the house was
built or remodeled, since many homeowners and architects selected both the
architecture and the glass at the same time. For example, each front window in
architect Theophilius P. Chandler’s drawing of a “City Front” features a rectangular
transom of stained glass. These stained-glass panels mimic the shape of the house’s
exterior brick and brownstone blocks, thereby highlighting the house’s overall design
theme.” Similarly, fire insurance records from Groves and Steil’s customer Thomas
Harrison indicate that his eight front windows each had “stained and leaded glass in
(the) top sash.”® Though the design of Harrison’s transom windows is not clear, the fact
that he and Chandler put stained glass in the same place in every one of their front
windows shows that both envisioned the windows creating architectural cohesion across
the houses’ facades.

Conversely, Groves and Steil’s stained-glass windows could clash with a
house’s style, competing for attention with the building’s design. Sometimes this
disharmony arose when new homeowners incorporated contemporary style into older

buildings. In several instances, Groves and Steil’s customers owned older houses that
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dated from the middle of the nineteenth century. Updating their homes to reflect the
aesthetics of the 1880s, these homeowners bought fashionable Victorian-style stained-
glass windows and placed them into Second Empire, Federal, and Georgian
architecture.* In each of these cases, stained-glass windows embedded the new
homeowner’s personality and taste alongside older architectural features and allowed
the homeowner to demonstrate his mastery of modern design.

During a period when streets of identical townhouses and double houses dotted
the Delaware Valley area, homeowners also used stained-glass windows to stand out
from the rest of the city block. William Flowers of West Philadelphia and Henry Jones
of Wilmington, Delaware were two of Groves and Steil’s clients who personalized their
halves of double houses with stained-glass windows. While their neighbors had clear
glass in all of their windows, Jones and Flowers placed stained glass into a few of their
windows, subtly making their dwellings’ architecture distinct from their neighbors’
mirror-image houses.” (figures 33 and 42)

Whether or not they fit into an overarching architectural system, most of Groves
and Steil’s stained-glass windows provided an aesthetic flourish to a house’s exterior.
Although stained glass’ color and design are visible only from a house’s interior during
the day, the lead lines on each window add beautiful patterns to the building’s exterior.
Moreover, S.S. Marshall explained that stained glass worked on the exterior “ at night

296

making a rich display to the passer by.”” Whether by day or night, homeowners wanted

people walking past their houses to view their stained-glass windows as symbols of

their status in the community.
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Although, as Marshall claimed, a house’s stained-glass windows may have
delighted the pedestrian, the windows’ most important jobs lay in shaping relationships
between the homeowner and his or her guests. According to historian Kenneth Ames,
during the Victorian period “the domestic realm was still the major arena for acting out
social strategies, ”” and served as the place where people made and broke social and
business connections.” Ames believes that this phenomenon resulted in many
Victorian-Americans becoming masters at “impression management,” or, “the ability to
manage people’s perceptions,” using the rooms and objects inside their homes as
physical representations of their flawless social skills.® As elements of interior
decoration, stained-glass windows were involved in these social dramas, and
homeowners used the decorative windows as tools for creating the proper entertaining
atmospheres.

If one considers the public rooms in a late-nineteenth-century house as social
stages, then the stained-glass windows in those rooms acted as the backdrops. Designed
to display a homeowner’s wealth and good taste, stained-glass windows created the
proper environment for socializing by hiding unwanted views and replacing them with
pleasant images. Stained-glass windows also responded to the nineteenth century
specialization of rooms by keeping the various sections of the Victorian home separate
from each other. Finally, stained-glass windows set the mood in a room by controlling
the amount and color of the light that entered each space.

While stained glass often filled every window in a church, most homeowners

only used stained glass in the locations where the windows would best serve their
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household’s decorative needs. Sometimes those needs depended on the orientation of
the house and the amount of sunlight available in a room. Mary Gay Humphreys
explains that if “a room receives too much light... the upper half or even a small panel

of a window may be screened by (colored) glass.”

In other instances, homeowners
used stained glass to cover up unpleasant views. Charles Booth deemed the stained
glass in his New Jersey warehouse useful for “effectually screening the objectionable
sights at the back of the house,” and Humphreys suggested that colored glass could hide
the “unsightly prospect” of a window opening onto a “dead wall”. 0" Stained glass
worked well for these situations because it hid the offensive view while still allowing
light to enter the room.

A homeowner could also use a stained-glass window to manipulate the house’s
entire backdrop, as the three Groves and Steil-made stained-glass windows in the Henry
Keim house demonstrate. All the decorative Keim windows face a neighboring home’s
brick wall, but rather than revealing the house’s city setting, each contains painted
medallions with scenes of charming birds in idyllic natural surroundings. (figures 22
and 23) Taking the Keim house out of the city and placing it in a rural lot, the windows
dramatically change the home’s overall atmosphere from an urban townhouse to a
country estate.

The domestic and social roles that stained-glass windows played also depended
on the windows” locations in the house, and the site-specific nature of domestic stained-

glass windows is evident in the way retailers described their windows. “We give special

attention to the manufacture of Art Glass in Modern and Antique styles, suitable for
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different locations, as Halls, Library, Stair, Dining Room, Parlor, and Bay Windows,
Doors, Transoms, Skylights, &c,” explained the S.S. Marshall and Brothers catalog.”!!
Likewise, the Belcher Mosaic Glass Company catalog labeled twenty of its forty-three
domestic window patterns by specific locations, including patterns for door, transom,
hall, dining room, library, and music room windows."* (figures 64-67) Finally, though
Groves and Steil did not label the windows in the company’s catalog, it did group the
designs by function and location, starting with door lights, hall windows, and staircase
windows, and finally ending with library and dining room windows."?

The first close contact that a visitor had with a house’s stained glass was often
at the front door, where the front door panels, sidelights, and transoms were common
spaces for stained-glass designs. Homeowners used these windows to create grand
entryways for their homes, appropriately reflecting their wealth and aesthetic good
sense. The windows also often acted as sign posts that spelled out the house’s street
address or even the homeowner’s surname. Finally, when considered from the
entryway inside, stained glass around the front door allowed light to come into the
house while maintaining the hallway’s privacy.

Groves and Steil designed sidelights, door panels, and transoms for its clients’
front doors, and these windows ranged in complexity from simple geometric patterns to
detailed natural scenes. (figure 7) Available individually or in matching sets, Groves
and Steil’s doorway windows even “spoke” to guests by incorporating the house

number or a warm “welcome” in their designs. (figure 8) Whatever the pattern, these

windows were often just one element of the larger entry architecture. In the Henry
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Jones house, for instance, the transom over the front door is part of the design of both a
beautiful mahogany door and an ornate wrap-around porch. (figure 43-45) The gabled
porch roof over the front steps further frames the door’s decorative window, focusing
attention on the house number incorporated into its design. Therefore, rather than justa
window, the Jones transom simultaneously acts as a sign post, as a embellishment for an
expensive door, and as a part of the house’s architecture.

In some houses, the front doorway led into an inner vestibule rather than the
main hallway, and vestibule doors also became important places for stained-glass
windows. Like many front doors, late-nineteenth-century vestibule doors often had
stained-glass sidelights, door panels, and transoms, but their domestic roles differed
slightly from their front door counterparts. The vestibule added a second level of entry
between the inside and outside of the house, making guests first come through the front
doors and then vestibule doors before they truly entered the house. This extended
transition between exterior and interior spaces created a feeling of drama for guests that
gave them an impression of the homeowner’s wealth and gen‘tility.14 The vestibule also
created a buffer zone between the family and unwanted guests, and it provided a space
where transactions between the family and solicitors could take place outside of the
home’s private spaces.

The William Flowers house has a surviving example of two matching vestibule
doors adorned with Groves and Steil stained-glass panels. (figure 38-40) Although the
doors currently hang in the house’s second floor hallway, they originally served as the

inner vestibule doors to the house. Hanging between the vestibule and front hall, the
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stylish doors would have served to impress Flowers’ guests while keeping them waiting
in the vestibule for his invitation to come into the house.
Like the vestibule, the Victorian hall was a space where a host controlled his or
her guests’ movements, and its relationship with the other rooms in the house reflects
the tightly regimented order of domestic socializing during the period. In most
Victorian homes the hallway divided a house into service and entertaining spaces, and
according to Ken Ames, this floor plan had specific functions:
Although it was possible to move from some rooms to others without
entering the hall, it was also possible to enter each room from the hall
without passing through any other, thus preserving privacy and the
specialized function of each space. With this arrangement, social peers
of the homeowners could visit in the formal spaces of the house, while
social inferiors remained in the hall or were directed elsewhere and kept
from intruding on the family or its guests. In other word, this form of hall
emphasized control and hierarchy.”
Stained-glass windows in the front hall contributed to the homeowner’s control his or
her space. When a family shut all the hall doors, a hall could become very dark, and
therefore stained-glass panels in a door allowed light to circulate in the hallway without
compromising each room’s privacy. As Henry Holly explained, stained glass was an
appropriate way to add color and light to a hall door “as its obscure effects would serve
the purpose of preventing passers-by from seeing in (the private spaces).”!®

The front parlor was a space for entertaining in the Victorian home, and
stained-glass windows conformed to the uses of this formal space. In many cases
homeowners chose to place stained glass only on the top sash of each parlor window,

using the colored glass as a decorative border instead of a full window. This trend is

seen in the Belcher Mosaic Glass Company catalog, where the only parlor design is for
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a “parlor transom.” (figure 64). Likewise, the architectural firm Isaac H. Hobbs and
Sons designed plans for a Gothic cottage in which it placed “stained glass in (the) top
sash of windows” in the living room."” In other instances, homeowners installed
stained-glass windows into special niches in their parlor walls rather than in the larger
front windows. This is the case with the Henry Jones house, where Jones placed a
Groves and Steil window in the parlor’s side nook while using clear glass panes for the
large, front-facing windows in the room. (figures 46 and 48).

There are many practical reasons why stained-glass windows had a tightly
controlled role in Victorian parlors. In a townhouse or other city dwelling where the
house lots were very small, a street-facing parlor had some of the only windows that
received direct natural sunlight and looked out onto scenic views. Wishing to
emphasize these qualities, homeowners did not cover all of the windows with colored
glass, but instead accented them with stained-glass borders. In other cases, stained glass
was not architecturally practical in the front windows. In the Jones house, for example,
the roofed porch hangs above the front windows, limiting the light that enters into the
room and thereby making it too dark at the transom-level for stained glass to be an
effective decoration.

Convention also helped define stained glass’ role in the parlor. In her essay
“Decline of the Memory Space,” Katherine C. Grier describes the decor in the Victorian
parlor as an expression of both the domesticity of private family life and the
cosmopolitan gentility of social display.18 Grier explains that many homeowners used

decorations in their parlors that symbolized the order within their families and often
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chose to use suites of matching furniture and examples of women’s fine needlework to
showcase their domestic care and entertaining savvy." These examples of carefully
planned parlors suggest that homeowners also tightly controlled their use of stained-
glass windows in parlors, fitting the glass designs into specific, and often framed,
spaces within the rooms.

Victorian-Americans used stained-glass windows in libraries and studies to
create an atmosphere conducive to reflection and learning. According to Mary Gay
Humphreys, the library was a perfect spot for stained glass since “its subdued light is
particularly grateful to the student, and medieval costumes, heraldic arms and devices
(depicted in the windows) give an antiquarian interest to the decoration.”” Stained-
glass manufacturers supported the belief that certain stained-glass designs could
increase the amount of learning attainable in the library by designing windows
specifically for the room. Responding to the need for scholarly designs, Groves and
Steil’s catalog advertised a window featuring the image of a Renaissance man deeply
engrossed in a book, thereby creating an academic scene perfect for a library. (figure
10) Similarly, the S.S. Marshall and Brothers catalog describes library windows with
“Panels representing Art, Music, Literature, or Medallions representing some of the
famous poets and writers,” possibly including images of Shakespeare, Schiller, Goethe,
Mogzart, Liszt and Longfellow like those advertised in the Von Gerichten catalog.”!

Music rooms were also places where stained-glass window decoration created
an atmosphere conducive to the room’s prescribed activity. Stained-glass windows in

these spaces often depicted instruments or even portrayed people performing music.
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For instance, classically dressed musicians are frozen mid-song in a music room design
from the Belcher catalog. (figure 66)

The billiard room was another domestic space that used stained-glass windows
to its advantage. Calling the billiard room a place where nineteenth-century gentlemen
could “be at ease... smoking and playing in their shirt-sleeves, ” period author J.J.
Stevenson advised that the homeowner have a window in his billiard room *“for those
not playing to look out (of).” 22 In townhouses where the billiard room windows faced
unattractive side lots, stained glass created both a sense of privacy for the players while
providing them with attractive views to admire during their games. Such was the case
in the billiard room of Groves and Steil’s client Thomas Harrison. Insurance records
show that Harrison’s billiard room had two large stained-glass windows and a small
stained-glass transom over the door leading to the kitchen.”> Located behind the formal
staircase, the game room used stained-glass windows to bring in light, add atmosphere,
and block the boring view of the neighboring house, thereby creating the perfect
backdrop for a relaxing billiards match.

What guests did not see behind the Harrison’s game room were the undecorated
workspaces at the house’s back. Since only the Harrison family and its servants had
access to the rear kitchen and summer kitchen, the spaces did not need expensive
decorative windows or other adornments to impress the family’s guests. Unlike the
library or music room, these utilitarian spaces also were not places for quiet reflection

or artistry that could use inspiration from decorative windows. Subsequently, Groves
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and Steil and their competitors did not advertise kitchen and pantry stained glass, nor
did most homeowners spend the money to place stained glass in these utilitarian spaces.

The staircase was the number one location for late-nineteenth-century domestic
stained-glass windows. A survey of Victorian stained glass in the town of St. Joseph,
Missouri found that more than sixty percent of the thirty-three houses surveyed had
stained glass in at least one stairway, an amount matching the combined occurrences of
stained glass in vestibules, foyers, and sitting rooms.>* Stained glass’ popularity in
stairways had many practical explanations. H. Hudson Holly noted that “Staircase
windows particularly offer an opportunity for stained glass. When they (stained-glass
windows) are placed above a landing, thereby coming into a central position between
the two stories, they serve the purpose of lighting both”.* Stained glass also worked
for stairways because it required no fancy trimming for windows located at staggered
heights above the ground. Therefore, in awkward, transitional locations like staircases,
stained-glass windows gave homeowners a decorative way to smoothly connect their
homes’ first and second floors.

The main staircase was often a focal boint of a nineteenth-century house, and
therefore it was a place ripe for decorative touches, including wainscot paneling and
carved banisters. Stained glass worked with these major architectural features by
following the stairs’ contours and reflecting the space’s overall style, making the stairs
and the windows a single stairway unit. Groves and Steil’s stairway windows in the
Henry Keim house, for example, are two double-hung windows staggered above the

landings between the first and second floors. Following the stairway as it winds up the
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building, the windows’ Aesthetic style matches the house’s Stick-style architecture and
the Aesthetic carvings on the banister. (figures 20-23) The windows also use painted
medallions tell a simple story as one ascends the stairs. On the first window, a
medallion depicts an owl perched on a holly branch, watching his territory for signs of
prey. (figure 24) Above the owl, the second medallion shows a marsh bird diving for a
fish. (figure 25) In the next window, a swallow chases a bee through lilac bushes, and
in the final medallion a robin triumphantly soars over a field with a worm in its mouth.
(figures 26 and 27) When viewed while walking up the stairs, the four medallions chart
the stages of the hunt, from an owl stalking its prey to a victorious robin flying away
with its daily meal. Each panel also depicts a different season, from the owl perching
on winter holly to the swallow darting around June lilacs. Following a Victorian
convention for imaging the passage of time, these medallions are examples of a much
larger trend in late-nineteenth-century design.

On a even grander scale, the main stairway in the Thomas Harrison house
featured five stained-glass windows, one below the stairs, two going up the stairs, a
small window on the first story landing, and a colored glass ceiling above.”® These
windows were certainly connected through color and design, whether in story-form like
the Keim windows or through other types of patterns. Likewise, the window unit
labeled “Stair Case” in stained-glass maker William Reith’s sample card collection is
made up of six parts: a large window decorated with a classical vase and five smaller
floral windows bordering the central design.”’ Even if they are not physically joined,

these windows work as a single entity to create a spectacular stairway scene.
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Situated on either the first or second floor, the dining room was an intimate
place for family, close friends, and business associates to share a meal, and stained glass
in this space mirrored the homeowner’s hosting skills. “Nowhere does a person display
his good or bad breeding more conspicuously than at the table,” admonished The Social
Mirror, reminding its readers that proper dining room décor was just as important as
proper table manners for making the right social impression.”® The appropriate dining
room decorations often centered on a food theme, and Victorian stained-glass windows
in dining rooms followed this the tradition of food imagery.”’ A Harper’s New Monthly
Magazine article from 1879 describes a series of five decorative windows in a Hudson
mansion dining room:

With bold yet carefully composed outlines are depicted the gardener with
the vegetables, the fisherman with his nets and baskets of fish...

surrounded by colored mosaics of the fruits and growths of the garden. To

these succeed the gamekeeper with his spoils..., the huntsman and his

trophies and his prey, the domestic proveditori- the butcher, the baker, the

confectioner with the delicacies of his handicraft lending color and glitter

to the subjects...*
On a smaller scale, Groves and Steil also designed windows with eating in mind. Their
catalog design number fifty-two depicts a German family celebrating with wine and
music as baskets of bountiful fruits overflow on the entablature above their heads.
(figure 11) Though not labeled, this scene of food and family follows the pattern of
stained-glass window designs appropriate for late-nineteenth-century dining rooms.

Feasts for the eyes, dining room windows not only depicted colorful foods but

also reminded those gathered around the table that their host was offering a bountiful

feast to his friends. The Harper’s article describes all the characters in the Hudson
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mansion windows as “striving to enhance the hospitality of the host himself.”"'
Similarly, the German saying on the Groves and Steil dining room window announced
that where joy and love were at hand, luck would also be, entreating guests to join in the
host’s celebration of food and family.>* Surrounding the guests with promises of the
host’s generosity, these stained-glass windows reflected both the homeowner’s wealth
and his ability to share his good fortune with others.

Nowhere was stained glass’ ability to conceal unwanted sights more functional
than in the bathroom, where stained glass let in light while maintaining the space’s
privacy. The windows also added comforting color and warmth to an otherwise sterile
environment, bringing the house’s style and grace in the utilitarian room. These
features are found in the second-floor bathroom in the William Flowers house where a
stained-glass window from Groves and Steil’s studio dominates the east wall. (figures
36 and 37) Decorated with a Renaissance Revival design of crawling vines, jewel buds,
a center shell motif, and a top bow and swag, the Flowers window is both a beautiful
and functional way to bring outside light into the room while keeping the room screened
from strangers’ eyes.

Stained glass only appears occasionally in late-nineteenth-century bedrooms,
and the social status of the room at that time partially explains this lack of decoration.
According to Elizabeth Collins Cromley, by the late nineteenth century the bedroom
had become “a function-determined” space separate from the public sections of the
home where entertaining took place.”® Like the service rooms and other private rooms

that guests rarely saw, most bedrooms did not have the social value to warrant stained-
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glass windows, and therefore homeowners could save money by placing their stamned
glass only in windows where the decoration would make the best public impression.

When stained glass found its way to the bedroom, the purpose behind it also had
social undertones. As H. Weber Wilson notes,  although stained glass is sometimes
found in bedrooms, it is usually because the windows are part of the fenestration on the
front of the building.”34 Street-facing bedrooms frequently echoed the stained glass
designs on the first floor, continuing the exterior pattern across the entire front fagade.
Conversely, back bedrooms and houses without stained glass on the first floor rarely
had stained glass in their upper bedroom windows. This pattern suggests that stained
glass” presence in bedrooms had more to do with the pubic presentation outside than
with the private decoration inside.

The final common location for stained glass within the home was not in
windows. Crockery and Glass Journal found that in “some of the handsomest
residences we find ...stained glass ceilings... Skylights and domes, > and Groves and
Steil produced two examples of stained-glass ceilings in the Thomas Harrison house. 3
Fire screens also became popular locations for stained-glass designs, including a
stunning example from the Belcher catalog (figure 68). Finally, stained-glass windows
appeared in cabinets and bookcases, although Mary Gay Humphreys warned that these
panels were not as dramatic as other stained-glass windows because “one loses here the
transmission of light.”°

Late nineteenth century Americans used stained-glass windows to control the

way that they and their guests experienced their homes, and Groves and Steil designed
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its windows to meet these homeowners’ needs. Outside, stained glass added interest to
a house’s fagade and hinted at the splendor within its walls. The same colored glass
blocked outsiders from peeking into private spaces, establishing the home as a place
accessible only through invitation. Inside, stained glass created the proper atmosphere
for living, learning, and entertaining, establishing a pleasant background that was
appropriate for all types of activities. Moreover, decorative windows covered up any
views that the homeowner did not wish to see, substituting artistic scenes for unpleasant
ones. The decorative windows also showed off a homeowner’s education and
generosity, depicting literary masters as inspiration in the library and culinary delights
for the dining room. Whatever the design, stained-glass windows played a major role in
the nineteenth-century household and, in producing stained glass for any room in the
house, stained-glass makers like R.S. Groves and Henry Steil offered homeowners the

power to make their homes models of style and grace.
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CONCLUSION

Richard Groves and Henry Steil worked together for twenty-three years, and
their partnership produced a wide range of stained-glass windows for homeowners in
Philadelphia and across the country. As one company in the growing decorative-
window industry, Groves and Steil had to develop a niche market in order to stay in
business. Therefore, though Groves and Steil worked in a craft with hundreds of years
of history, the company was more concerned about the contemporary trends of
architecture and design than the traditions of the past.

During a time when stained glass was the epitome of style, Groves and Steil
could credit its longevity on its ability to stay abreast of the period’s artistic and cultural
trends. Working for an upper-middle-class clientele who felt pressure from their social
peers to stay at the forefront of contemporary style, Groves and Steil had to incorporate
the complex, and often confusing, array of late-nineteenth-century style choices into its
windows. Furthermore, the company had to understand how each room in the Victorian
home functioned and then cater to those site-specific needs in the shape and design of
its product. Finally, to meet the customers’ approval, the company had to sell windows

made of the proper materials and yet responsibly priced.
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The resulting Groves and Steil windows are a reflection of the exterior forces
that society placed upon the company, and therefore are distinctive to the final decades
of the nineteenth century. Designed in Gothic-Revival, Renaissance-Revival, and
Aesthetic styles appropriate for spaces ranging from transoms to dining rooms, the
company’s windows are representative of the period’s most popular designs.
Furthermore, company crafted its patterns in the most stylish glasses available at the
time, from art glass and opalescent glass to specialty jewels. Yet, the many different
glass types that the company used were all machine-made, allowing the firm to keep its
prices at an acceptable range for its customers.

However, while a product of its time, Groves and Steil’s ability to make
stunning and durable stained-glass windows shows that the company employed artists
as well as social monitors. The number of surviving windows in homes and churches
reflects the quality craftsmanship of the firm, and the rich colors and intricate designs in
those extant windows also reveal the company’s artistry. Furthermore, modern
homeowners still proudly care for Groves and Steil’s work, and that is the ultimate
testament to the timelessness of the company’s windows. Therefore, while many of
Groves and Steil’s stained-glass creations reflect the larger social atmosphere of
Philadelphia and the United States in the 1880s and 1890s, the company’s work is “a

decoration which shall lose nothing by age or time.”
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F iguré 1 | Front Cévéri.v R S. Groves and Steil Art Stained le'asvs ‘C"o’mpany. ‘(1 888).
Courtesy, The Winterthur Library: Printed Book and Periodical Collection.

Figure 2. Back Cover. R.S. Groves and Steil Art Stained Glass Cov}vnpc‘znyy.w(1888).
Courtesy, The Winterthur Library: Printed Book and Periodical Collection.
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Figure 3. The Grove and Steil reference list. R.S. Groves and Steil Art Stained
Glass Company. (1888), 6. Courtesy, The Winterthur Library: Printed Book and
Periodical Collection.
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Figure 4. Two examples of Gothic design in Groves and Steil’s ecclesiastical
stained glass windows. R.S. Groves and Steil Art Stained Glass Company.
(1888), 11. Courtesy, The Winterthur Library: Printed Book and Periodical
Collection.
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Figure 5. A Renaissance Revival window in the Groves and Steil catalog. The
grotesques, curves, and spirals in this window showcase Groves and Steil’s
Renaissance Revival work. R.S. Groves and Steil Art Stained Glass Company.
(1888), 35. Courtesy, The Winterthur Library: Printed Book and Periodical
Collection.
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Figure 6. Two Aesthetic-style windows in the Groves and Steil catalog. The geometric
shapes and natural imagery on these two windows reflect Groves and Steil’s work in the
Aesthetic style. R.S. Groves and Steil Art Stained Glass Company. (1888), 34.
Courtesy, The Winterthur Library: Printed Book and Periodical Collection.
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Winterthur Library RBR NK5299 G88 t.c.

Figure 7. Transom and matching sidelight designs in the Groves and
Steil catalog. R.S. Groves and Steil Art Stained Glass Company.
(1888), 24. Courtesy, The Winterthur Library: Printed Book and
Periodical Collection.

84

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



v et (Y
£ :ammmu"f
ﬁm‘&

ﬁw%@@ﬁ
il

f
M

il

R
B
e
i

Il

il

il

il

il

i1

Figure 8. A variety of transom and sidelight designs in the Groves and Steil
catalog. The transom pictured on this page of the R.S. Groves and Steil catalog
greets guests with a “welcome”. R.S. Groves and Steil Art Stained Glass
Company. (1888), 25. Courtesy, The Winterthur Library: Printed Book and
Periodical Collection.
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Figure 9. Two domestic windows in the Groves and Steil catalog. The window
on the right (43) has an owl medallion similar to those found in the Henry Keim
house in Reading, Pennsylvania. R.S. Groves and Steil Art Stained Glass
Company. (1888), 30. Courtesy, The Winterthur Library: Printed Book and
Periodical Collection.
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Figure 10. A window depicting a reading scholar in the Groves and Steil
catalog. Many stained glass windows in libraries and studies had similar
academic imagery. R.S. Groves and Steil Art Stained Glass Company. (1888),
33. Courtesy, The Winterthur Library: Printed Book and Periodical Collection.
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Figure 11. A dining room window in the Groves and Steil catalog. Bestowing a
blessing on the home, this Renaissance Revival style window is filled with food
and drink appropriate for a dining room setting. R.S. Groves and Steil Art
Stained Glass Company. (1888), 36. Courtesy, The Winterthur Library: Printed
Book and Periodical Collection.
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Figure 12. The showroom interior of the Von Gerichten studio. Groves and
Steil’s showroom was likely very similar to this image. Von Gerichten Stained
Glass Company. Official Catalogue and Prices List on Public and Domestic Art
Glass. (1895), 4. Courtesy, The Winterthur Library: Printed Book and
Periodical Collection.

Figure 13. Customers flip through stained-glass designs in a corner of the
Von Gerichten showroom. Von Gerichten Stained Glass Company. Official
Catalogue and Prices List on Public and Domestic Art Glass. (1895), 6.
Courtesy, The Winterthur Library: Printed Book and Periodical Collection.
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Figure 14. The art director’s office in the Von Gerichten studio. Von Gerichten
Stained Glass Company. Official Catalogue and Prices List on Public and
Domestic Art Glass. (1895), 8. Courtesy, The Winterthur Library: Printed Book
and Periodical Collection.

Figure 15. The design department of the Von Gerichten studio. Von Gerichten
Stained Glass Company. Official Catalogue and Prices List on Public and
Domestic Art Glass. (1895), 10. Courtesy, The Winterthur Library: Printed
Book and Periodical Collection.
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Figure 16. The painting department of the Von Gerichten studio. Von
Gerichten Stained Glass Company. Official Catalogue and Prices List on Public

and Domestic Art Glass. (1895), 12. Courtesy, The Winterthur Library: Printed
Book and Periodical Collection.
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Figure 17. The workroom of the Von Gerichten studio. Von Gerichten Stained
Glass Company. Official Catalogue and Prices List on Public and Domestic Art

Glass. (1895), 14. Courtesy, The Winterthur Library: Printed Book and
Periodical Collection.
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Groves and Steil Customers Across The United States
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Figure 18. Groves and Steil’s customers across the United States. While
concentrated in the Delaware Valley, the company’s business extended into the
Midwest and South. The colored dots indicate a selection of the cities that the
company serviced and shows the predominant type of buildings in which the
company’s work appears. The star marks Groves and Steil’s showroom. Based
on the catalog reference list. Map not to scale. Map drawn by the author.
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Reading, Pennsylvania
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Figure 19. Reading, Pennsylvania. A map of Groves and Steil’s Reading
customers. The three houses and church listed in the company’s reference list are
concentrated on 5™ Street, and the Henry Keim house is indicated by a star. Map
not to scale. Map drawn by the author.
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