
CIVIC ROOM: 
Civic Room is a non-profit gallery, based 
in Glasgow’s High Street. Guided by  
an advisory board including artists, 
curators and architects, the organisation 
seeks to share a critical engagement 
between artists, the built urban spaces 
surrounding High Street and communi-
ties both local and international, resi- 
dential and transitory. 
During 2019, our programme of exhi- 

bitions and events, ‘Of Lovely Tyrants 
and Invisible Women’ set out to investi-
gate themes of gender and racial 
hierarchies within imperial architecture 
by considering the symbolism and 
spatial politics of Civic Room’s build-
ing, a former British Linen Bank, built 
in 1897 by profits garnered, in part, 
through the slave trade. Four solo exhi- 
bitions by artists Lauren Printy Currie, 
Ashanti Harris, Thulani Rachia and 
Marija Nemčenko presented distinctly 
personal responses to these themes, 
with methods of research including site 
exploration, encounters with archives 
and collaboration with community 
groups. ‘Masses and Classes and 
Apparatus of Capture’, a new sculptural 
work by Lauren Printy Currie, consid-
ered the textile industry’s role in the 
chronicling of historical events interwo-
ven with personal narratives. ‘Second 
Site’ by Ashanti Harris was an installation 
and collaborative performance work 
reimagining female African and Carib-
bean diasporic history in Scotland. 
Thulani Rachia presented ‘of sugar and 
Bones’, a site-specific installation and 
moving image work that sought to 
interrupt Glasgow’s collective memory 
and identity as a city. Finally, ‘In the 
eyes of LISA’ by Marija Nemčenko drew 
on the history of the Lithuanian migrant 
community in Lanarkshire and its 
forgotten role in the heavy industries 
that supported Glasgow’s rapid growth.

PANEL: 
Alongside this series of exhibitions, and 
in collaboration with Voices of Experi-
ence, a project led by Suzanne Ewing, 
Jude Barber and Nicola McLachlan, 
Remnants reflects on the position of 
Civic Room’s British Linen Bank building 
and the High Street’s changing role 
within the city. Time-travelling from the 
spatial politics of the programme's 
mercantile era, into the development of 

modernist architecture and planning in 
the twentieth century, it pays particular 
attention to how women’s contributions 
to architecture and the built environment 
have been rendered in/visible through 
the formation of new urban space in 
Glasgow’s Merchant City and beyond.

CIVIC ROOM: 
I like the idea of the newspaper ‘time-
travelling’, as the programme itself 
referenced various different points in 
time from the eighteenth century to  
the present day. Much of the artists’  
research centred on the Victorian era, 
rapid industrialisation, imperialism  
and the ways in which legacies of that 
period exist today, or indeed, have 
been overlooked. By focusing on the 
twentieth century, Remnants confronts 
this layered history and creates a 
bridge to our contemporary discussions 
of the area, of its history and its future. 
In this way too, and existing between 

the past and present, each of the res- 
ponses within the ‘Of Lovely Tyrants 
and Invisible Women’ programme dis- 
played a desire to unearth evidence 
through acts of recording, archiving 
and memorialising. 
The Voices of Experience project 

involves archiving information not in- 
cluded within the dominant narratives 
of Scottish architecture. Can you talk 
more about their approach?

PANEL: 
Voices of Experience construct conver-
sations between a highly experienced 
architect or maker of the built environ-
ment and an architect or other profes-
sional at the outset of their career. 
Working with Glasgow Women’s Library 
they are starting to build an audio 
archive that documents women who 
were working within the built environ-
ment in late twentieth-century Britain. 
Through selective transcription, im- 
pressions and fragments, Remnants 
brings extracts of these conversations 
into print and amplifies, through further 
writing and illustration commissions, 
other unheard voices across the 
Merchant City’s history. 

CIVIC ROOM: 
These traces and impressions can also 
be read in the built fabric of the Merchant 
City. Thulani studied archival maps of 
the area to consider its spatial politics, 
in particular its close relationship to  
the River Clyde as a conduit for the 
trans-Atlantic slave trade. Most notably, 
the City Chambers building, bearing 
very clear markers of imperialism, formed 
the backdrop to the film work. The 
colonial relationship between Scotland 
and Guyana led Ashanti on a research 
trip from Glasgow up to Cromarty as 
she re-traced the steps of Guyanese 
women in Scotland in the eighteenth 
and nineteenth centuries, making field 
recordings at important sites, previously 
overlooked. 
This newspaper explores the Civic 

Room building’s history as a former 
British Linen Bank and its relationship 
to the Scottish textile trade. Lauren’s 
work considered the way the textile 
industry chronicles historical events 
while also promoting gendered forms 
of labour. She drew upon tapestries, 
largely made by women, as instru-
ments to story-tell, but also to denote 
status and, used practically, to insulate 
rooms. Similarly, in considering the 
history of the coal industry in Scotland, 
Marija revealed much about the politics 
of migrant labour through conversations 
from across Lanarkshire. In one of 
these encounters she was presented 
with a Lithuanian rag rug knitted by a 
miner’s wife – a craft which played an 
important role in forging senses of 
identity and community. 

 
PANEL: 
And here, Remnants explores the High 
Street and the Merchant City’s wider 
connections to textiles as linked to 
Glasgow’s trading history, giving form 
to conversations, investigations, poetry 
and a re-tracing of steps, from Glas-
gow’s linen trading merchants and their 
exalted Necropolis, through the final 
days of the rag trade to a hidden 
community garden on Shuttle Street. 
With Voices of Experience we imagine 
a new space for these histories, brought 
together in print. 

Catriona Duffy and Lucy McEachan  
in conversation with Alasdair Campbell 
High Street, Glasgow, March 2020
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British Linen was at the height of its 
operations in the 1750s. Many thousands 
of spinners and weavers were involved 
in linen manufacture (mostly women), 
fuelling the Empire’s trade and exports. 
The industry adapted from manufactur-
ing to finance, formally becoming a 
bank (the British Linen Company) at 
the beginning of the twentieth century. 
The eccentric Edwardian red sandstone 
building at 215 High Street, turning into 
Nicholas Street, Glasgow, was one of 
the many Scottish branches. It has the 
architectural confidence and skyline 
flourish of the booming nineteenth-
century city, dominated by tobacco 
lords and their trade through the west 
of Scotland. The building, dated 1895, 
added to the city’s medieval spine, 
flowing up from the River Clyde to the 
Cathedral and written into the building 
and its context are the spatial politics 
of the mercantile era. 

This architectural remnant now 
stands stubbornly out of place between 
the more animated Merchant City and 
the growing number of University and 
student accommodation buildings. Like 
many other post-industrial UK places, 
a version of twentieth-century capital 
flows of finance and people, ‘a post-
modern enterprise zone’, is played out. 
As a branded commodity, the city is 
now a materialisation of financial instru- 
ments.1 A community garden nearby 
has settled as a stop-gap within the fits 
and starts of economic development.  
A ‘meanwhile’ space, a literally blank, 
non-designated area on maps, that was 
the setting for the most recent Voices 
of Experience conversation (Adele 
Patrick and Akiko Kobayashi, October 
2019). 

Elizabeth Wilson and others have 
argued that male-dominated western 
visions of the metropolis have resulted 
in unequal and restricted access to, 
and participation in, the city.2 In consid-
ering the urban expansions and social 
and political changes of the nineteenth 
and twentieth centuries she writes, 
‘Women, ethnic minorities and the wor- 
king class in general have been caught 
between a paternalistic form of plan-
ning in which surveillance and regulation 
played a key role, and a profit-driven 
capital development that has been 
unbelievably destructive of urban space, 
and thus of supportive communities, 
killing whole cultures as the loved  
and familiar buildings and streets were 
bulldozed away.’3 This condition is 

A PIECE OF 
CIVIC FABRIC

By Suzanne Ewing, Voices of Experience

local knowledge and experiences with 
institutional and professional records.

The 1946 Clyde Valley Regional 
Plan and the 1945 Bruce Report were 
the foundation for Glasgow’s post-war 
development and this was the context 
of early work experience for architect 
and planner Kirsteen Borland, who 
participated in a Voices of Experience 
conversation with Heather Claridge 
(February 2017). What is striking in 
their conversation is the multi-discipli-
nary nature of city planning activity and 
attentiveness to thinking which linked 
social and spatial dimensions. This 
regional, social mind-set permeated 

UK post-war rebuilding. Sheridan’s tour 
includes the ‘Roberts Chamber’ in 
Glasgow City Chambers, epicentre of 
recognised City Fathers. This is named 
after Jean Roberts, Glasgow’s first wo- 
man Provost (1960–63), who was instru- 
mental in planning the Scottish New 
Towns. A Voices of Experience conver-
sation between Anne Duff and Cathy 
Houston took place in Cumbernauld 
(April 2016), where Anne had lived and 
worked on housing design in the 1960s. 
Many of the concerns around how 
cities work for women, raised so clearly 
in Matrix’s book, Making Space. Women 
and the Man-Made Environment, are 

echoed in Anne and Cathy’s reflections 
about designing paths for safety, the 
appropriate arrangement of homes, 
sustaining community life, and the com- 
plexities of managing cars and people. 

Apparently ‘unplanned cities’ are still 
planned, even if they are via free-mar-
ket financing and land values. If ‘Cities 
are our treasure houses of cultural 
capital and wisdom, […] to destroy 
them would be to will a state of collective 
amnesia. What is needed is non-com-
modified space, space that is demo-
cratically controlled.’ 8 Adele Patrick 
and Akiko Kobayashi’s Voices of 
Experience conversation in Greyfriars 

Garden shares the assumption that 
women can and should be active  
in the politics and power of making  
and inhabiting urban space, through 
existing opportunities, in professional 
and ground level roles, and in a myriad 
of perhaps yet unforeseen ways. The 
assembled wooden raised beds of the 
community garden use similar tech-
nologies to the washing barrels in the 
city field of two centuries earlier. Tacitly 
tethered to histories of boats, trade, 
paper and bounty, the Linen Bank and 
its entanglements of people, homes 
and transactions are still embedded  
in the space of Civic Room.

W O M E N  I N  C I T Y  P L A C E SR E M N A N T S  “ H O W  Y O U  B U I L D  A  C I T Y ”

‘Mapping Remnants in the City’ by Jude Barber, Voices of Experience.

recognisable to many women in the 
2020s – of still being passively placed, 
or invisible, unheard and overlooked in 
civic decision-making. Yet what a city 
of, for and made by women (or other 
generally marginalised groups and indi- 
viduals) might be, is of course a more 
evasive, complex, political, historical 
and experiential story. 

In Scotland, organisations such as 
Glasgow Women’s Library (GWL)  
have been creatively pioneering the 
accumulation of material that seeks to 
address this, not just for academic 
record, but as a means of enhancing 
and mobilising current and future action. 
The early practical encouragement and 
validation of Voices of Experience by 
GWL staff has set us on a course of 
enquiry and activity that is unusually 
open. It has generated more conversa-
tion, thought and collaboration than we 
initially imagined from our professional 
and academic standpoints. We intend 
that Voices of Experience work will be 
offered in turn to GWL, its users and 
visitors. Remnants has given us an 
opportunity to reflect more deeply, 
through the transcription of four selected 
Voices of Experience conversations, 
on how cities (and particularly Glas-
gow) inscribe women’s past, present, 
future stories, and how women have 
and might make their own cities. Voices 
Recommends are four publications, 
which we have selected, each with a 
strong resonance to the themes and 
questions arising in the different con- 
versations: How do cities work for 
women? How do women work in cities? 
How are women’s histories uncovered? 
How and who does a city memorialise? 
How are stories and memories of a 
place disentangled? 

A critical aspect of the Voices of 
Experience conversations (since 2016, 
ongoing) is that they take place in a 
setting which has a connection with the 
work of each of the paired participants. 
“…talking about architecture in a site, 
the project is still very live.” 4 And in 
cultivating new connections across 
different stages of working lives, con- 
versation becomes a creative working 
method.5 In constructing the documen-
tation of these conversations through 
audio, visual and textual media, we aim 
to build a fertile record of their intimate, 
reflective, sensory and relational quali- 
ties. The extracts begin in the heart  
of the medieval city, extending to sites 
and concerns of a modernist metropolis 

in the throes of regional planning.
The lack of females physically 

acknowledged in the making of Glasgow 
is palpable in The Necropolis, the site 
of a Voices of Experience conversation 
between conservation architects Fiona 
Sinclair and Mairi Laverty (April 2016). 
Prints from Elspeth King’s book show 
late eighteenth-early nineteenth-century 
washerwomen beneath Glasgow 
Cathedral (St. Thenew’s in Sheridan’s 
imagining and King’s historic asser-
tions). Women were certainly present 
and working near the heart of the city 
and on the windy banks of the Clyde, 
while hunks of carved stone were 
hauled up to be erected on the high 
ground of the city, not far from notorious 
sites of witchcraft imprisonment. 

A woman who has authored part of 
the built city fabric was Edith Burnet 
Hughes (1888–1971), who designed 
the memorial at the Mercat Cross, 
erected in 1930. This contains an 
intimate stone staircase with a series 
of polished timber animal sculptures 
topping the balustrade turns, each 
perhaps representing symbolic aspects 
of the city. Burnet Hughes was the 
UK’s first qualified woman architect 
(one of only three featured in the recently 
published New Biographical Dictionary 
of Scottish Women6 and one of very 
few architects, planners or makers 
featuring in Sheridan’s book). 100 
years since women were legally able to 
enter professions in the UK, they still 
only comprise a third of the architec-
tural profession.7 Burnet Hughes took 
her last Royal Institute of British 
Architects (RIBA) exam in 1928, yet 
was not formally nominated for entry to 
the RIBA until the late 1940s. 

Glasgow celebrated its role in the 
British Empire in 1938, constructing an 
extensive and image-conscious exhi- 
bition in Bellahouston Park. Architect 
Margaret Brodie’s design experience, 
on-site management, and work as a 
valued member of a successful nation-
al office, forged the ground for her later 
career, which was acknowledged to 
some degree by the architectural 
profession, although as a background 
figure. Morag Cross has noted the need 
to ‘squint’ to find evidence of women’s 
work, part of the ongoing ‘excavating’ 
that King also refers to. Oral, visual 
and ephemeral evidence are often over- 
looked in conventional history-making, 
and there is much scope for imagina-
tive tools to manifest stories, to link 
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The River North and South Esk runs 
through the county of Midlothian, histor- 
ically built upon two industries: coal 
and paper milling. The river was used 
to power the paper mills, the last closing 
in 2004, and the gunpowder mill at 
Roslin Glen. Opened in 1804, by the 
time the gunpowder mill closed 150 
years later, it was one of only two mills 
remaining in the UK. Its primary pur- 
pose was to supply munition for blasting 
in coal mines and quarries, however 
the powder produced here was divert-
ed to numerous wars – the Napoleonic, 
Crimean, Boer and First and Second 
World Wars.1 Paper milling in the county 
dates from 1709, and Midlothian was to 
prove a strategic location for the 10 
paper mills which sprung up along the 
Esk. It was close enough to Edinburgh 
to have a ready workforce, a captive 
market for its paper and coal, and to 
procure the linen rags needed in early 
paper production, but far enough away 
that the polluting by-products of the 
trade did not afflict Edinburgh itself. 
Paper milling at this time was an industry 
in which women could be employed 
– they made up a large segment of the 
workforce – although they were paid 
less than their male counterparts. 
Paper produced in Midlothian, as just 

two examples, was used to print the 
novels of Sir Walter Scott and some  
of the earliest banknotes of the British 
Linen Company at the Springfield 
Valley Mill.

However, the links between paper-
making and linen amount to much 
more than this. The etymological roots 
of the word ‘linen’ and ‘line’ share the 
same root derivative: ‘line’ stemming 
from the merged Middle English and 
Old French, both drawing from the Latin 
linea, meaning a ‘linen thread, string, 
plumb-line.’ The Latin linum and Greek 
linon meaning ‘flax, linen’ are some of 
the earliest traceable roots for the 
cloth’s name. With this in mind, I would 
like to draw a line between the British 
Linen Bank, historical papermaking, 
trade, and the colonial imprint upon the 
Merchant City architecture which 
surrounds the Civic Room gallery site, 
in relation to the newspaper form of 
this publication itself and the work of 
participating artists Ashanti Harris and 
Thulani Rachia.2

Historically, paper produced in the 
United Kingdom was made from the 
pulp of washed, shredded and beaten 
rags of linen and cotton. These rags 
were collected by rag and bone men, 
or ragpickers, who would sell them 

Delineate: 
flax, pulp and rags

by Tiffany Boyle

The River Esk. Courtesy Tiffany Boyle.

there are also suggestions that news-
paper was used as toilet roll. A ‘rag’ also 
described low-brow jokes or sharing 
scandalous gossip as the tabloids were 
widely known to do, but finally it may 
refer to the tabloids’ ‘ragged right’ 
column alignment, as opposed  
to the justified text of the broadsheets.

The quality of early papermaking 
proved problematic, as did the produc-
tion of its raw material linen. Linen  
is produced from flax, an annual plant, 
which, depending on the variety as it 
approaches maturity, flowers in either 
blue (which produces fine, good  
quality fibres) or white (giving stronger, 
coarser fabric). Harvesting flax is done 
right down to the root, with the seed 
heads removed as quickly as possible 
afterwards, using a coarse, spiky comb. 
Here, the retting process begins: the 
sheaves are gathered, weighted and 
placed in water for between 10 and 14 
days, to begin the breaking down of the 
fibres via fermentation. It was removed 
during the soaking process regularly to 
be bleached naturally by sunlight, and 
once dry, the sheaves were scutched, 
meaning to remove as much of the  
pith from the fibres as possible, using  
a timber club against stone. The final 
step in the process was hackling, a 
process of combing, separating out the 
long strands from the tow (short strands 
then dry-spun to make coarse fabrics, 
for uses such as the backing of carpets).

An ancient fabric, linen production in 
eighteenth-century Europe was domi- 
nated by Germany, Holland, France 
and Russia. Its worth is demonstrated 
by the fact that imports of it were often 
split between boats due to the risk of 
shipwrecks. Historian Alastair Durie 
has described that in the early efforts 
to birth a linen industry in Scotland, 
and more widely the United Kingdom, 
the route taken to do so was one of 
imitation rather than trying to forge new 
methods or technologies. Apprentices 
were sent abroad to learn trade secrets,3 
whilst groups of foreign weavers were 
stationed in the UK to give impetus to 
the industry’s development 4 – neither 
were to prove successful, and the 
British Linen Company purposefully 
learned from these mistakes. Subse-
quently, they attempted to oversee 
production at all stages – from the im- 
port of flax, to standards of bleaching 

– and to work in partnership, providing 
funds and market access to producers, 
rather than micro-managing linen 
production themselves.

The British Linen Company took  
the Greek goddess of wisdom, crafts, 
weaving, war and the cultivation of the 
olive tree – Pallas Athene – as its 
emblem, her presence gracing all their 
bank notes after being agreed upon for 
their Seal at the very first meeting of 
the directors on the 2nd August 1746.5 
The mandate of the British Linen 
Company ‘to do everything that might 
conduce to promote the manufacture 
of linen’6 was given royal sanction to 
establish itself in the same year, one 
legacy of which is the former branch at 
215 High Street, Glasgow. This mandate 
was short-lived, with the company 
transitioning, from 1763 onwards, 
towards banking – providing finance to 
the linen industry, and from 1767, to 
entities outwith the linen trade – although 
it was not until 1906 that it became 
known as the British Linen Bank. 

Despite being a Scottish-based enter- 
prise, the bank avoided including  
‘Scottish’ or ‘North British’ in its name 
to avoid connotations with the Jacobite 
rebellion and with the Act of Union 
1707, not yet a distant memory. It took 
over from its predecessors, including 
the Edinburgh Linen Co-Partnery,  
the majority of whom had struggled to 
keep afloat financially. The desire to 
promote linen was not singular, but 
was tied to colonial expansion in the 
so-called New World: made easier, as 
described by Durie, by the 1742 Bounty 
Act, which gave a subsidy upon the 
export of British coarse linens, although 
this was withdrawn by 1753.7 Sacking 
and sail cloths were also produced 
locally in linen, items that facilitated 
trade with the colonies. Where the 
purchaser in the Caribbean or North 
America was not able to pay for goods 
in cash, other remuneration including 
cotton, sugar and rum were bartered 
with.8 The coarse linen exported west 
from Scotland for slaves, called 
osnaburgs, was given once or twice a 
year as a clothing allowance by the 
plantation owner for the wearers them- 
selves to sew into clothes. Through  
this trade, many in Scotland profited 
‘indirectly’ from slavery 9 and those who 
amassed wealth invested it to different 
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(4th Edition) (University of Wales 
Press: Cardiff, 2010), p. 277.
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Design History, Vol. 6, No. 2 (1993), 
p. 72.

8
C. A. Malcolm, The History of the 
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[accessed February 2020].
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The first forged note to ever be 
attempted was created only one 
year after the introduction of bank 
notes. With thanks to Amanda 
Noble for this information.

ends, the remaining architecture of 
Glasgow’s Merchant City being one 
testament to such commerce and ex- 
change.

Both the work of Ashanti Harris – 
‘Second Site’ – and Thulani Rachia – 
‘of sugar and Bones’ – responds to this 
context, making the invisible visible, 
providing a meditative lens by which  
to see things anew. In thinking through 
the processes behind the production of 
linen and paper, so many feel evocative 
of aspects of the artists’ practices. The 
metal mesh mould of the paper mill’s 
vatman, swimming through the linen 
pulp brings to mind Harris’ ‘Shield’ works, 
mesh mask-like silhouettes of the 
artists’ face – akin to the form of a 
death mask – forged against her skin.  
I wonder too if the Guyanese women  
of the eighteenth and nineteenth 
centuries, whose movement to Scot-
land is brought forth in the exhibition, 
would have been wearing linen, pro- 
duced in Scotland, exported and then 
returned back through their dress, or 
have paid for goods with British Linen 
Bank notes? In a similar vein, the 
saccharine intensity of the pink shade 
which floods Rachia’s moving image 
brings to mind the blue and red anti-
photographic ground tint incorporated 
into currency by banks to protect 
against forgery 10– seen in the sunburst 
designs and watermarks of the British 
Linen Bank notes from the early 1900s 
– or in the intense magenta used in 
security dye packs to destroy notes 
during robbery attempts. In Rachia’s 
enquiry into erasure, the installation 
sees the screen tilted against the wall, 
as we watch brick-by-brick, wall-by-
wall, the demolition of a Merchant City 
red sandstone building, at a pace much 
slower than the quarrying undertaken 
by the Roslin-produced gunpowder. 
Watching the footage gives pause to 
the significance these buildings continue 
to bear on the streets of the Merchant 
City, whilst in equal measure asking 
what omissions their demolition also 
potentially facilitates. I try, and fail, to 
trace the root origins of the phrase 
‘built fabric of the city’ but in the context 
of the 215 High Street site, it seems to 
encapsulate the multiple ways in which 
cloth and architecture have been inter- 
twined.

onto a middleman or (depending on 
location) directly to papermakers. The 
papermaking industry was dependent 
on this trade until the mid-1800s when 
wood pulp began to be used and from 
1861, Esparto grass from North Africa. 
Following pulping, the mixture was 
diluted down with water, transferred to 
a vat, where a vatman would then ex- 
tract pulp with a square, meshed 
mould. Following some shaking, this 
would form paper, which then needed 
the surplus water to be squeezed out 
before being hung to dry. If the paper 
was intended for writing, a thin coating 
of animal glue, vitriol (sulphuric acid) 
and alum (a salt compound), would be 
added in order that it could correctly 
absorb ink. Following drying and press-
ing, paper was cut to size, and stacked 
into reams for sale. 

There are a number of factors given 
for newspapers, especially tabloids, 
having been referred to as ‘rags.’ It 
could be due to the fact that the paper 
they were printed on was of a generally 
poor quality and produced from rags 
itself. Other possibilities arise when 
considering that ‘rag’ denotes a low 
quality cloth for disposal after becom-
ing dirty, as was used by women in the 
pre-menstruation product era, whilst 

With thanks to 
Amanda Noble and Rosemary Moodie at 

Lloyds Banking Group Archives 
and Museum, Edinburgh.
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Four 
Conversations 

in the City
Impression by Jude Barber 

Fiona, Mairi and I arranged to meet on 
the Bridge of Sighs at the foot of the 
Necropolis. It was a lovely, clear day with 
a sharp, frosty wind. As I approached 
the bridge I was immediately struck  
by Fiona’s youthful energy, colourful 
jacket and matching beret and by Mairi’s 
warm demeanour and big smile.

We agreed to begin our conversa-
tion on the bridge then take a walk up 
and around the Necropolis to take 
advantage of the views. The site was  
a fitting location as both architects had 
worked in Glasgow and had a specific 
interest in historic buildings and their 
character. From the bridge we had an 
excellent view of Glasgow Cathedral. 
We remarked how sad it was that the 
Molendinar Burn had been culverted 
and replaced with a broad, tarmacadam 
road.

We traversed the network of paths 
and structures in and around the 
Necropolis. The tombs and monuments 
were impressive in their scale and 
complexity. The bright sunlight cast 
deep shadows that accentuated detail 
in the stonework and aided our reading 
of text and detail. There was much 
laughter and joyous wonder on our 
walk. Fiona’s knowledge and expertise 
in the field of conservation was evidently 
clear from the outset and Mairi’s keen 
eye stood out as they shared their 
thoughts on local identity and craft. 

As we reached the top of the hill, the 
clear air and blue skies allowed us to 
see far into the distance. The skyline 
was dramatic and varied. The Tennent’s 
Brewery, Cathedral and Queen  
Elizabeth Hospital formed our immedi-
ate view (the link between alcohol and 
health wasn’t lost on us either). Church 
spires rose from the city centre framed 
by housing towers in all directions.  
We began our descent and ended  
our conversation by the new Wallace 
Monument at the foot of the hill.  
I remember leaving the Necropolis with 
a warm glow and a hint of melancholy 
that our conversation had ended.  

MAIRI It is something I do like, existing 
buildings. I like working against some-
thing and sort of responding to some-
thing. I think sometimes you get a more 
creative outcome, or if you’ve got a  
site where you’ve got tight constraints,  
I respond to that better almost than an 

A crucial aspect of the Voices of 
Experience conversations (since 2016, 
ongoing) is that they take place in a 
setting which has a connection with the 
work of each of the paired participants. 

These conversations all took place 
in, or relate to Glasgow. For Remnants, 
the Voices of Experience team has 
extracted specific fragments from each 
conversation which journey across  
the heart of the medieval city, extending 
to sites and concerns of a modernist 
metropolis in the throes of regional 
planning. An Impression written by one 
of the Voices of Experience team is 
accompanied by a selected dialogue 
from the audio recording. 

The prompts of the place – choice, 
journey, observations, walking together, 
responding to overall sites, built frag- 
ments or details – has led to a fluency 
of engagement with the participants’ 
past experience and present work.

The conversations were recorded by 
the Voices of Experience team, with 
initial transcriptions by Jenny Triggs. 
Documentation of the full conversations 
are in progress, towards making these 
materials available on the University of 
Edinburgh’s open research data reposi-
tory, Edinburgh DataShare, under a 
Creative Commons Attribution licence:
https://datashare.is.ed.ac.uk

Images and photographs by Voices of 
Experience.

“Working with historic 
buildings, there is 

always a degree of the 
unknown and a sense of 
discovery…. You can’t be 
expected to know what 

is really going on  
until you start pulling 

them apart.”

Fiona Sinclair, 
Conservation Architect

FIONA [Looking over the Necropolis] 
… That’s a great view. Good lord! Look 
at Robert Johnson of Shield Hall; he’s 
a big guy! Dearie, dearie, me. In fact,  
this is his whole family. Look, there’s a 
Johnson. There’s a … good lord! This 
is rather fine, actually. I wonder if it was 
expensive to …

MAIRI Would it be anything to do with 
the heights of the headstones, in terms 
of wealth? Or what’s on the ground?

FIONA I’m not really sure. I think  
it’s the location. Yes, I think they tend 
to be less expensive, ground layers. 

MAIRI Gosh, that’s quite a contrast 
through the trees there, looking at the 
steel and the tenements! Tenements!  
I mean Tennent’s.

JUDE Tennent’s brewery! 

FIONA I don’t know where the 
Mackintosh one [designed headstone] 
is. I suspect, it’s in this neck of the 
woods but … anyway there’s a very, 
very active group called the Friends  
of Glasgow Necropolis.3 Essentially,  
I wouldn’t say they look after it, that’s 
obviously not their responsibility, but 
they do a lot of good guided tours, a lot 
of fundraising and I think they won a 
Heritage Angel Award last year organ-
ised by the Scottish Civic Trust,4 I think, 
yeah, it was acknowledged that they’re 
doing a lot of work to bring people to 
the area and, I suppose, the more people 
they have visiting something like this, 
the more likelihood it is that money will 
be raised to restore the monuments 
that need it. I think they are crowdfund-
ing for the big monument [Monteath 
Mausoleum] we saw back there.

open space.

FIONA You can immediately begin 
the research if you are asked to look  
at a building and it doesn’t matter what 
age it is. I’m working on Anderston 
Kelvingrove Parish Church which is 
1960s 1, but you immediately start to do 
a bit of research: you research the 
architecture, you research the client, 
and you build up this astonishing kind 
of social history and then you start  
to get interested in what that client has 
done perhaps before or elsewhere, 
what that architect has done before 
and elsewhere, and before you know  
it … unlike new building, which is quite 
focused (I suspect you get your brief 
and you know, start to … sketch designs). 
The thing about historic buildings is 
that you tend to go off at a tangent and 
you find yourself with this kind of, you 
know … some aspects of the work will 
produce results. Working with historic 
buildings, there is always a degree of the 
unknown and a sense of discovery … 
you can’t be expected to know what is 
really going on until you start pulling 
them apart. For instance, I’m about to 
look at the fountain in Alexandra Park 2 
and today we found the gravestone of 
Walter Stewart of Kennyhill who sold 
the land to Glasgow City Council and 
it’s in the North Burial Ground. So 
you’re kind of walking around, kind of 
connecting things. There’s lots of great 
connections when you’re working with 
historic buildings. Mairi was talking 
about architecture school being a family. 
People that work on historic buildings 
– it’s a bit of a family as well. You know 
you kind of swap [ ] photos, you swap 
“oh I’ve found this book”, you know, 
“which is out of print”, you know you 
swap old maps, you [ ] swap contacts, 
things like that. It’s less isolating,  
I think, than working on new buildings.

MAIRI I think having the history’s 
really interesting when you are looking 
at older buildings. Quite often on a new 
building project we look at historic 
maps to understand the street pattern, 
quite often because we’ve got com-
bined sewers that are so deep that  
we can’t move them, so we have to go 
back to the old street pattern. It’s  
a nice thing. It’s a romantic story that 
you’ve got and you feel like you are 
connected to it in a way, and I think that’s 
why I like older buildings, especially 
within rural villages. I’m particularly 
drawn to them.
…

Fiona Sinclair and 
Mairi Laverty

Glasgow Necropolis
1st October 2016 

“I like working against 
something… I think some-

times you get a more 
creative outcome…”

Mairi Laverty, Architect

C O N V E R S A T I O N S  I N  P L A C E

JUDE I know the Glasgow Women’s 
Library do a walk round the Necropolis.5 
Have you ever been on that?

FIONA  There’s a lovely wee leaflet, 
which I think is about the women  
that are buried here or the important 
women who have been associated with 
the Necropolis. 

JUDE I keep meaning to go on that. 
This would have been a good day for it. 

FIONA This would have been a great 
day!

FIONA I’m fascinated by this … these 
triplets … Thomas Binnie, builder.  
Oh well, I think he’s quite well known 
actually, Thomas Binnie, builder. Name 
rings a bell. There’s David Binnie, 
builder, and then David Ross, merchant. 
This is a very sizeable piece of wall! 
Oh! Another boiler chimney. You’re 
never far from a boiler chimney. Well, 
there aren’t anything like as many now. 
I like a bit of industrial architecture,  
but eh …

R E M N A N T S  “ H O W  Y O U  B U I L D  A  C I T Y ”

1
http://portal.historicenvironment.
scot/designation/LB52172
[Accessed 1 Feb 2020].

2
http://www.whatsonglasgow.co.uk/
listings/alexandra-park/
[Accessed 1 Feb 2020].

3
https://www.glasgownecropolis.org
[Accessed 1 Feb 2020].

4
https://www.scottishcivictrust.org.uk/
[Accessed 1 Feb 2020].

5
https://womenslibrary.org.uk/
discover-our-projects/women-
make-history/glasgows-women-
and-the-necropolis/
[Accessed 1 Feb 2020].

Fiona Sinclair 
is an author, historian and architect, accredited in 
Conservation Architecture at Advanced Level, and 
studied at Strathclyde University. She has worked 
on the care and repair of a diverse range of historic 
buildings, including scheduled ancient monuments, 
churches, country houses and estate cottages, 
designed landscapes, tenements, a synagogue, a 
medieval town house and a malt whisky distillery. 
Her Glasgow-based practice has expertise in the 
preparation of conservation plans, condition surveys, 
feasibility studies, building repair strategies, listed 
building conversions, and adaptive re-use propo- 
sals for buildings that are at risk or redundant.  
The use of traditional materials and techniques  
is a central component of the practice philosophy. 
Fiona has twice been President of the Glasgow 
Institute of Architects and is currently a Trustee of 
the Scottish Civic Trust. She co-authored North 
Clyde Estuary – An Illustrated Architectural Guide 
with Frank Arneil Walker and was a contributor to 
the Argyll and Bute, Lanarkshire and Renfrewshire 
volumes in the Buildings of Scotland Series.  
She has also written on the Glasgow buildings of 
Alexander Greek Thomson, authored the definitive 
history of the Glasgow Institute of Architects, and 
wrote Scotstyle: 150 Years of Scottish Architecture 
(1984), and co-edited and co-wrote its successor 
publication in 2016. Fiona is currently working  
on a project to rebuild from scratch a car designed 
by her grandfather in 1920.

Mairi Laverty 
is an architect and employee-elected Director at 
Collective Architecture, joining in 2010 after com- 
pleting her Masters in Advanced Architectural 
Design at Strathclyde University. During her studies 
she spent four months studying at the ETH in 
Zurich. Since joining Collective Architecture, Mairi 
has worked on a variety of projects ranging from 
sustainable masterplans, public buildings, large- 
scale housing, conservation and regeneration pro- 
jects. Mairi completed the award-winning residential 
regeneration project in Sighthill and is currently 
developing proposals for phase one of the Water 
Row regeneration project in Govan, Glasgow. Mairi 
previously worked with Elder and Cannon Archi- 
tects and John Gilbert Architects in Glasgow.  
She has also taught part time at the University of 
Strathclyde and has engaged in student design 
reviews as a guest critic at the Mackintosh School 
of Architecture. In addition to teaching, Mairi has 
been a judge for the Glasgow Institute of Architects 
Design Awards and has most recently presented 
at University of Dundee as part of their guest 
lecture series.
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“There is a sense that we are inside. 
You’re walking past on the outside, and look how 

special our little world in here is!”

Akiko Kobayashi, Architect and Community Activist

Adele Patrick 
and Akiko Kobayashi

Greyfriars Garden
13th Sept 2019

Impression by Suzanne Ewing 

We planned to meet at The Lighthouse, 
Mitchell Lane, where many conversa-
tions and events had taken place a few 
months before as part of ArchiFringe 
2019. Adele, Sue and Janice’s Raising 
the Roof residency was a warm and 
lively presence amongst the impressive 
array of exhibitions, provocations and 
people involved in this fourth annual 
iteration.

Akiko has been involved in the 
ArchiFringe since its inception, and this 
seemed a great venue to meet for our 
conversation, where we could recall 
and respond to overlaps, interests, 
inward-looking project spaces and 
orienting views over the city where the 
Glasgow Women’s Library has solidi-
fied an innovative culture and commu-
nity around women’s stories, collections 
and spaces.

However, the day before, in our last 
minute email exchanges, we realised 
that there had been some confusion. 
This was going to be the ‘real thing’ 
conversation, not a plan for one. Akiko 
seemed disappointed about the venue: 
“I think we can do MUCH better… A 
place that can spark conversation as 
well as being a symbolic backdrop …
somewhere a bit more exciting … may- 
be a ‘meanwhile’ community garden 
even, with a nice shed to sit in and 
chat.” Some quickfire hopeful emails 
led to a wonderful offer from Veronica 
Low, member of Greyfriars Community 
Garden, who negotiated eleventh-hour 
key access.

I approach up the hill from plush 
Ingram Street, surrounded by recently 
built looming University buildings, to- 
wards a modest wooden fence. I recall 
a wasteland and aspirational plans to 
recuperate urban qualities of ‘College 
Cross’ 25 years ago. As I bring my bike 
up, I notice Akiko, already at the gate. 
This must be the garden.

SUZANNE  You said this was a ‘stalled 
space’? So, what was here before?

ADELE Do you know, it was just a 
site. And it had been for a good wee 
while, so I think the purpose behind the 
Stalled Spaces initiative 6 is to animate 
spaces and engage communities. I 
mean I think this is a pretty exemplary 
model in terms of productivity! 

But I have been thinking, I brought 
this book 7, Akiko, that I thought, I don’t 
know if you have come across it? But 
in a wee while maybe have a little leaf 
through. It just occurs to me when I am 
in a space like this, that it’s a text that 
has been a real lodestar over the last 
wee while. In thinking about space, and 
the way that individuals, communities, 
those that have been remote from 
architecture and remote from develop-

being immediately local because it 
seems like its all short term let flats 
and student housing and offices.

ADELE Right.

AKIKO And it’s not necessarily that 
tenements look out onto the space, or 
those streets lead up to the space. So, 
when you get a pocket of land like this, 
I’m always interested in meeting the 
people who genuinely feel like they’re 
local.

ADELE Ownership, absolutely.

AKIKO They don’t necessarily get a 
chance to gather in the way that you’d 
expect people would in a really lived-in, 
well-worn neighbourhood.

SUZANNE It’s gorgeous.

AKIKO Peas.

ADELE And foxgloves … sweet peas 
are so gorgeous. I mean it’s incredible 
how little land you need to have some- 
thing really productive and viable [ ] if 
you’re thinking about trying to be more 
sustainable. It’s not rocket science.  
It does feel like [ ] the City Fathers are 
still reasonably narrow in terms of [ ] 
thinking about what people should be 
entitled to! 

AKIKO The word that I always think 
about in places like this is occupation.

ADELE Yes!

AKIKO  Occupy a space like this. And 
you don’t have to dig into the ground. 
You just plonk your stuff on the ground.

ADELE But’s that a hell of a lot of 
things happening in a very limited 
space … it’s fantastic.

“It doesn’t take much, 
does it – seeds and a 

bunch of women!” 

Adele Patrick, Co-founder, 
Glasgow Women’s Library

ing an impact in the civic landscape, 
and then having a leadership role in 
that – how that plays out in terms of 
feminism … but also thinking about 
collaborative work in general – it has 
been really helpful. In this fabulous 
essay that I have just been reading, the 
authors, who are architects, are talking 
about getting a group of women 
together to garden. In the book it’s 
expressed diagrammatically with 
beautiful colours. 20 people expressed 
as a line, working together along a 
grid. Through gardening, the women 
start doing things like campaigning 
around composting, you know, and 
they go off in a certain direction, and 
then maybe some of them start getting 
quite involved in political discussions, 
you know that are wider, maybe around 
a school or this, that and the other in 
the local area. And the way that this is 
expressed – people, a little bit of 
space, architects – helps that genera-
tive process. The mapping of the 
impact on a wider environment. I love 
the way that this is expressed in a 
blossoming. It is very apt when we are 
looking at the gorgeous flowers here. 
But I really like that idea of … space. It 
doesn’t take much, does it – seeds and 
a bunch of women! …

R E M N A N T S  “ H O W  Y O U  B U I L D  A  C I T Y ” C O N V E R S A T I O N S  I N  P L A C E

AKIKO … I like the way they’re 
dangling over the edge as well!

SUZANNE We’re just looking at 
strawberries, we’ve got some cour-
gettes I saw.

AKIKO  There are definitely huge  
courgette flowers in there.

SUZANNE There’s all sorts of  
ornamentation.

AKIKO That one’s full of tomatoes, 
that one.

ADELE Herbs and a hammock.

AKIKO  Bees, flowers and bees.

ADELE Gorgeous.

SUZANNE And clematis, that’s 
gorgeous. But we are right in the 
centre of, just off the High Street in 
Glasgow. It’s quite noisy, obviously.

AKIKO Exactly.

SUZANNE Talking about women, do 
you know what collective or group set 
up Greyfriars Garden? 

ADELE I know that Irene, who’s a 
Councillor, is part of this, and Veronica 
Low and … I think there were some 
people who were sort of fairly, not 
well-connected, necessarily, but like 
people who know the ropes and know 
how to bring something like this about. 
But as far as I know, it was people who 
are fairly local.

AKIKO I think it’s really interesting, 
the idea of local people. Because the 
community garden that I was involved 
in,8 it’s quite central, but there aren’t 
many people that you would identify as 

6
https://www.glasgow.gov.uk/
stalledspaces
[Accessed 1 Feb 2020].

7
M. Schalk, T. Kristiansson., R. Maze, 
eds., Feminist Futures of Spatial 
Practice: Materialisms, Activisms, 
Dialogues, Pedagogies, Projections 
(Baunach: AADR, 2017).

8
https://www.akikokobayashi.co.uk/
communities-2
[Accessed 1 Feb 2020].

Adele Patrick 
has been developing innovative cultural projects 
rooted in equalities and in academic research and 
community learning and teaching for over 30 years. 
Adele co-founded Glasgow Women’s Library 
(GWL) in 1991 and is currently GWL’s Creative 
Development Manager. She has had a key leader- 
ship role in GWL which has grown from a grass- 
roots project led by volunteers into a Recognised 
Collection of National Significance, the sole 
accredited museum dedicated to women’s history 
in the UK and an influential, change making cultural 
organisation. Trained as a designer at Glasgow 
School of Art (where she subsequently taught 
Gender Art and Culture) she is continually colla- 
borating with writers, visual artists, filmmmakers 
and performers. She has been involved in three 
women’s/equalities focused housing projects in 
Glasgow, most recently Raising the Roof, in 
partnership with Sue John and Janice Parker. She 
became a Clore Leadership Fellow in 2018, her 
post-Fellowship research explores feminist leader- 
ship.

Akiko Kobayashi
is an Edinburgh-based Architect who currently 
supports a number of third sector clients such as 
the Pregnancy and Parents Centre, Edinburgh 
Palette (artists’ spaces) and Care for Carers 
(carers’ charity). Other collaborations include the 
Lothian Birth Centre co-designed with midwives 
and Woodland Tribe self-build adventure play- 
ground (this year built in a community forest for 
the South West Mull and Iona Development Trust). 
With Assemble Collective Self Build CIC, she 
works towards enabling community-led housing 
development, having recently produced the 
Roadmap to Collective Self Build for the Scottish 
Government, and a feasibility study for Clachan 
Cohousing Group who are looking to acquire a 
site from Glasgow City Council.

She sits on the boards of several organisations 
and is a co-founder of The ArchiFringe. Beyond 
built environment design, Akiko’s main area of 
interest is land reform, particularly within the 
Community Empowerment (Scotland) Act, and she 
has been involved with the Community Right to 
Buy bid for the Sick Kids Hospital, and the 
potential Community Asset Transfer at the Astley 
Ainslie Hospital, Edinburgh. She has worked in 
architectural and engineering practice in London, 
Sydney, Tokyo and Edinburgh since 1992 on 
projects across sectors, studying at Cambridge, 
Dundee and Edinburgh in between.

AKIKO  And what’s really nice is that 
people can walk by on all sides as well. 
I think it’s the nature of scale – the 
scale of your community garden is really 
important. Not too small, not too big.

ADELE Absolutely!

AKIKO And also, enclosure. So, you’ve 
got solid hoarding down this side, but 
normal fencing down this side, and 
something quite perforate down that 
end. I imagine there are people that 
wouldn’t really like gardening down that 
end, but prefer to be a little bit more 
hidden away here. But other people 
who do quite like occupying that. There 
is a sense that we are inside. You’re 
walking past on the outside and look 
how special our little world in here is!

It’s a microcosm of how you build a 
city, isn’t it? And how people in society 
learn how to live together and take 
care of their own little plot, their own 
little patch.

ADELE And each other.

AKIKO And recognising that it’s part 
of a wider thing that you’re trying to do 
together. I always find it fascinating.
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projects are looking at temporary archi-
tecture and this idea of ‘pop-up’, which 
has become so fashionable at the 
moment, and that kind of tickles archi- 
tecture. So I think it’s only now that I’m 
mature, but no, architecture wasn’t 
really on my radar, but it seems an 
obvious … I liked Art and Design and  
I liked Geography and it seems …

KIRSTEEN Well geography’s a nice 
subject for collaboration with all 
different kinds of people.

HEATHER And they always say 
about geographers that you’re kind of 
master of none, you know, you kind of 
know a little bit about everything and 
that probably …

KIRSTEEN That’s what they say 
about the pure planning course …

“When I started in the 
Council ... I was the  

only female planner.”

Heather Claridge, 
Planner

When we got to the flat Kirsteen 
greeted us with a generous smile and 
led us into the brightly lit living room 
framed by two large vertical windows 
overlooking mature trees to the street 
below. To the rear of the room there 
was a table with a plethora of reports 
and drawings meticulously arranged 
for us to view, with an accompanying 
notepad and pen. Kirsteen had prepared 
a tray of tea and biscuits on delicate 
china. Whilst she arranged hot drinks 
in the kitchen, I unpacked our rudimen-
tary technical equipment and notebooks. 
Heather and I chatted away quietly, 
capturing short glimpses of the neatly 
bound reports with their duotone covers. 

Both Heather and Kirsteen seemed 
a little apprehensive at first, so we 
didn’t launch into our conversation too 
quickly. I was also aware that my head- 
phones were overly large and were 
dominating my face (I made a mental 

Kirsteen Borland 
and 

Heather Claridge 

Kirsteen’s tenement flat,
West End, Glasgow

10th June 2017

“Well that’s what the 
professor said; 

you see they didn’t really 
want women architects.”

Kirsteen Borland, 
Retired Architect and 

Town Planner

Impression by Jude Barber 

Kirsteen has several documents, 
drawings and photos that we thought, 
in planning, we might look at and 
discuss, it therefore made good sense 
to gather at her flat, which is situated 
on an impressive terrace between 
Argyle Street and Kelvingrove Park.  
I had cycled there as it was a relatively 
bright day and was reminded of how 
intact and coherent Glasgow’s West 
End is compared to some other parts 
of the city. I chained my bike to the 
railings hoping that this would be ok 
with the residents. Whilst doing so  
I bumped into Heather looking for the 
address. We rang the bell marked 
‘Holmes’, were buzzed in and mounted 
the communal stone stairs to the 
second floor. Whilst doing so, we re- 
marked that Kirsteen (93 years old) 
would make this journey every day.

R E M N A N T S  “ H O W  Y O U  B U I L D  A  C I T Y ” C O N V E R S A T I O N S  I N  P L A C E

Kirsteen Borland 
studied architecture in Glasgow and worked on 
the Clyde Valley Regional Plan led by Sir Patrick 
Abercrombie, Sir Robert Matthew and Sir Robert 
Grieve. After completing her degree in architec-
ture, she studied town planning in London. She 
then took a post with London County Council. In 
1954 she joined her husband’s practice in 
Glasgow, Jack Holmes & Partners. 

She was elected ARIAS in the 1960s and a 
Fellow of the RIAS in 2013. During the later 1960s 
and 1970s she worked on development plans for 
town and county councils, the Highlands and 
Islands Development Board and the Scottish Office. 
She also convened the Environmental Committee 
of the RIAS for a number of years, becoming in 
1977 one of the first women to sit on the RIAS 
Council. From 1986–1996 she served on the Royal 
Fine Art Commission for Scotland.

Heather Claridge
is a chartered Urban Planner and Urban Designer 
with a background in Geography. Currently Heather 
is on secondment to Architecture & Design 
Scotland (Principal Design Officer) to develop a 
project exploring how we design places for a 
changing climate, supported through the Scottish 
Government’s Climate Change Division. Prior to 
this, she has worked at Glasgow City Council 
since 2008, leading on a diverse range of spatial 
strategy, regeneration and green/blue infrastructure 
initiatives. Heather has been responsible for 
leading on the strategy for Glasgow’s River Clyde 
waterfront and has helped build creative partner-
ships at different scales within Glasgow’s Canal 
Corridor. She has also co-delivered the interna-
tionally recognised Stalled Spaces temporary 
urbanism programme. Heather is an Academician 
for the Academy of Urbanism and in 2018, was 
recognised for her creative approach to planning, 
when she was awarded UK Young Planner of the 
Year 2018 by the Royal Town Planning Institute. 
She was also listed as one of planning’s 2019 Top 
50 Women of Influence.

note not to use them in future). 
Kirsteen showed us around the orderly 
flat. We enjoyed looking at architectural 
drawings and artworks on the wall. 
Kirsteen told us that the flat had initially 
been the practice studio she had 
shared with her husband/partner (Jack 
Holmes) and colleagues.

We started our conversation back at 
the table, poring over the planning 
reports and photos Kirsteen had sourced. 
Heather clearly marvelled at Kirsteen’s 
body of work and the opportunity to 
view her original work. It was incredible 
to hear about it first-hand and to look 
through historic documents such as the 
Clyde Valley Regional Plan. Kirsteen 
was incredibly modest and self-effac-
ing – at times appearing puzzled by our 
interest in her. She too showed a keen 
interest in Heather’s on-going work, 
character and energy. As their conver-
sation evolved, the parallels between 
their individual practice struck me and 
we ended our fruitful conversation by 
looking at some large maps of Glas-
gow. I took some pictures of Kirsteen 
and Heather talking together. They 
both seemed genuinely enthused and 
happy to have met one another. I felt 
privileged to have witnessed their 
blossoming alliance. In fact, as we left, 
they agreed to meet again.

HEATHER When I started in the 
Council, in the team I went into I was 
the only female planner. There was a 
female planning technician, but then 
there were eight other guys in the 
team, so definitely there was a notice-
able kind of gender imbalance there.

KIRSTEEN  It’s different now. The 
Mackintosh School is about 50/50 boys 
and girls who are going in. My daughter 
was at the Mackintosh …

HEATHER A bit of a mix, yeah.

JUDE  One of the challenges we have 
at the moment is people not staying in 
the profession. That’s the challenge 
now; so that they’re coming into it, [but] 
they’re not staying.

KIRSTEEN There’s not enough work. 

JUDE Yeah, but it’s typically the 
women who are falling away.

KIRSTEEN Oh, I see. Well that’s 
what the professor said; you see they 
didn’t really want women architects, 
students, because they went off and 
got married and retired.

HEATHER But not in your case …

KIRSTEEN Not in my case.

HEATHER Studying now … urban 
design, I think it’s almost [a case of] 
when do you stop studying? Because 
even doing this … I think I’d love to do 
a bit more landscape architecture, 
because a lot of the projects I’m doing 
are landscape architecture. A lot of my 
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with the cars slowed down. I mean, we 
had a great time. We had a good old 
discussion about it.
…

CATHY This is actually one of the 
green routes that we’ve been looking  
at – how people walk from Abronhill to 
the Town Centre.

So I was looking at this area in parti- 
cular and these houses, because you 
have got these areas where, you know, 
there are long paths that are quite kind 
of straight, [ ] and there are still some 
visibility issues, and they feel a wee bit 
secluded in areas …

ANNE It’s a safety kind of thing, the 
safety issues … I don’t know if you 
know East Kilbride at all, but East 
Kilbride was designed before Cumber-
nauld and it was designed with rounda-
bouts and underpasses. And of course 
that is all cast to the wind [nowadays]. 
The underpasses have all been closed 
because they weren’t safe. So it’s 
safety. Cumbernauld was the next 
stage – no underpasses but the paths, 
are maybe more overlooked. You know, 
a la (what’s her name), Jane Jacobs,  
I think a lot of interest was in ‘let’s put 
eyes on the paths’. So, I don’t see 
many eyes on this path. The hackles 
would immediately rise on me if I  
had to walk along here in the evening,  
I would think ‘nobody’s here’.

Anne Duff 
studied architecture at Glasgow School of Art, 
graduating in 1954, and was elected ARIBA in 
1956 and ARIAS in 1977. From 1956–66 she 
worked in Cleveland, Ohio, US, initially working on 
private houses, housing layouts, schools, churches 
and student housing at the practice of Robert A. 
Little & George F. Dalton & Associates. As the 
office expanded, she worked on larger projects 
such as the design and detailing of Cleveland 
Metropolitan Hospital, with specialist needs such 
as emergency rooms, perinatal units incorporating 
research, monitoring devices and electronic equip-
ment. Anne also worked for city planners, William 
A. Gould & Associates, and participated in several 
design competitions. Returning to Scotland in 
1968, she worked for Cumbernauld New Town 
Development Corporation, supervising house 
building in Abronhill and other areas. This included 
designing a new Patio House Plan, the first house 
designed in Cumbernauld in the newly introduced 
Metric System. She also initiated the Road Layout 
and Housing Concept for the Town Extension. In 
the early 1970s she moved to Aberdeen, working 
as a self-employed architect, and became active in 
architectural education, managing the RIAS CPD 
Aberdeen programme from 1988–98, and partici- 
pating in the ‘Architects in Schools’ initiative in  
the late 1980s.

Cathy Houston 
is an architect at Collective Architecture in Glasgow 
and Edinburgh. She joined the practice in 2001 
and has been lead architect on a variety of regen- 
eration schemes incorporating housing, retail, 
office, community facilities and public realm. 
Examples include the award-winning Glasgow 
Women’s Library, Blochairn Regeneration for 
Blochairn Housing Association and Meadowbank 
Regeneration for The City of Edinburgh Council. In 
2012 Cathy was named ‘Architect of the Year’ at 
the UK-wide Women in Construction Awards. She 
has been involved in teaching, most specifically at 
the Architecture Department at Newcastle University 
and continues to lecture and tutor throughout 
Scotland.

"It's a safety kind of 
thing ... a lot of interest 
was in ‘let’s put eyes  

on the paths’… if I had to 
walk along here in  

the evening, I would think 
‘nobody’s here'."

Anne Duff, 
Retired Architect  

and Educator

Anne Duff and 
Cathy Houston 

Cumbernauld  
2nd October 2016

Impression by Jude Barber 

Anne, Cathy and I arranged to meet at 
Collective Architecture’s studio on the 
top floor of the Mercat Building on 
Glasgow’s Gallowgate.9 This meant we 
could then travel together by car to 
Cumbernauld. We had a quick cup of 
tea whilst I gathered equipment and  
we planned our route. Cathy and Anne 
immediately ‘hit it off’ and began to 
share stories and anecdotes. I knew 
both participants well – Cathy is my 
colleague and Anne had been a tutor in 
Aberdeen when I had studied there. 
Anne described her involvement in the 
early planning of housing within the 
New Town. Cathy added that she had 
recently completed a green infrastruc-
ture strategy for Cumbernauld to 
improve connections, ecology and 
walking routes. 

It was a bright, sunny day and we 
agreed that it would be good to ar-
range the conversation during walks 
around three key areas within Cumber-
nauld – Seafar, Carbrain and Kildrum. 
We packed up our things and headed 
down to the car. Cathy drove whilst I 
recorded snippets of their conversation 
en-route. Anne was animated with a 
distinctive, infectious laugh. As we trav-
elled, she entertained Cathy and I with 
stories of her work abroad and nuggets 
of architectural wisdom. Cathy also 
talked passionately about her ambition 
for quality housing and her journey into 
architecture. 

Our first stop in Seafar was short but 
packed with conversation. We studied 
the render and timber-clad houses that 
cascaded down the hillside. Anne 
described their unusual layouts that 
placed living areas on the first floor to 
capture southerly views to the land-
scape beyond. A steady flow of resi-
dents joined us in our walk through the 
leafy network of cobbled paths and 
courtyards. Anne animatedly described 
her working life and living with her 
sister and niece in Seafar whilst working 
at the Corporation.

As we moved on to Carbrain and 
Kildrum, Anne and Cathy talked 
passionately about their shared desire 
to keep cars away from people and 
their homes. Whilst well-populated, 
these areas felt less comfortable to 
walk around due to a convoluted network 
of narrow lanes, low pends and poorly 
overlooked courtyards. At times it felt 
as though we were walking along 

endless routes lined with high timber 
fences and walls.

We ended our journey at Kildrum 
and made our way back to the car. As 
we walked towards the outlying car 
park it struck me that both architects 
seemed to care deeply about the archi- 
tecture of the everyday, quality housing 
and improving the lives of ordinary 
people. It therefore seemed entirely 
fitting that they had walked and talked 
together in such a quotidian landscape.

JUDE That famous scene from [the 
film] Gregory’s Girl 10, when Gregory’s 
walking on the road …

ANNE I had people divided up into 
small, primary, secondary and adults … 
and then those Gregory’s Girl teenagers! 
The mother and toddler would walk  
on the path, the mother with the pram 
would walk on the path, the old people… 
There really weren’t a lot of old people 
in Cumbernauld in those days, ‘cause 
they were all young families. There’ll 
be a lot of old people now, if they’ve 
survived. It’s funny how that’s changed 
over the years, ‘cause it was young 
families who came. Anyway, I did this 
study, I called it ‘Cars and Kids’, and I 
decided at the end of it that you cannot 
separate cars and kids, so therefore  
I came up with a scheme to slow down 
the cars to kids’ level and mix them all 
together. A central area for the cars 
and the kids. Stop the car, make it crawl, 
make it crawl into the space! That was 
the scheme for the town.

CATHY Brilliant, there you go! That’s 
really interesting, ‘cause obviously 
there’s always been the idea that you 
should keep them separate …

ANNE That was the original thought 
at Cumbernauld, and other New Towns 
followed. That was what Cumbernauld 
was all about: separation. And this is a 
good way to see it, you see, but you 
know, you can’t just put the car there 
and the people there. People have to 
get into the car. And also you come out 
the door with your toddler [and] you 
have to walk to a safe place with your 
toddler before the toddler can play, 
because, you know, these nasty cars 
are here you see. So how do you solve 
that? And of course I was interested 
‘cause I was living with a small child 
[my niece, also called Anne], which 
makes you far more aware. You know,  
I had to be careful, I’d say “now don’t 
go there Anne, you know, we have to 
keep on this, this is for us. You only go 
there when you’ve got mum with you  
or Aunty Anne or someone you know.” 
Anyway, have you got that in some 
kind of report now?

CATHY I can send you what we’ve 
done. Absolutely. I would be really 
interested to see what you have done 
as well. 

We never manage to go into that 
level of detail. ‘Cause actually that’s 
really important. It’s looking at, you 
know, how people use the pedestrian 
routes. 

ANNE Yes. Yes!

CATHY We are analysing that they’re 
maybe not being used as much as they 
should be. ‘Cause a lot of people just 
don’t know about the routes. You know, 
some people will just assume that they 
need to get into the car to go to the 
supermarket, when actually it’s only  
a 15-minute walk or a 10-minute walk.

“To look at why people 
aren’t using the paths 
at the moment… I think 

it would be really 
interesting to see your 

study, because a lot 
of the issues won’t have 

changed.”

Cathy Houston, Architect

ANNE Absolutely. So the idea is to 
encourage them to use the routes?

CATHY Well, it’s to look at why people 
aren’t using the paths at the moment. 
And I think it would be really interesting 
to see your study, because a lot of the 
issues won’t have changed. You know, 
at the end of the day they’re very 
practical issues that you’re describing 
there. I mean, in the middle of winter 
you don’t want to be walking for miles. 
So it’s very difficult, because in this 
particular Council, you do feel that the 
Roads team and the others, they are 
very separate. It’s all about safety, and 
safety seems to gazump everything, 
you know, so they want to keep pedes-
trians and cars separate, but …

ANNE The way our offices were laid 
out, my studio-office was right next to 
the Road Engineer’s … and the Road 
Engineer that was working on the town 
extension with me, you see. I had long 
discussions with him and he kept 
talking to me about sight lines for the 
cars and, you know, “you can’t have 
the bend, you can’t put houses close to 
bend because you need to have sight 
lines”. And I said, “Do you only think 
about cars, Neil?” I said “What about 
the people? You want the car to go at 
30 miles an hour. I want it to go at 10 
miles an hour.” And so I eventually 
persuaded him and did a new layout 

R E M N A N T S  “ H O W  Y O U  B U I L D  A  C I T Y ” C O N V E R S A T I O N S  I N  P L A C E

9
At the time of our recorded 
Conversation we were unaware that 
the Mercat Cross and Mercat 
building, adjacent to Collective 
Architecture offices, had been 
designed by the UK’s first registered 
architect, Edith Burnet Hughes.

10
1981 film. https://www.theguardian.
com/film/2015/nov/03/how-we-
made-gregorys-girl-john-gordon-
sinclair-clare-grogan-bill-forsyth-
movie
[Accessed 1 Feb 2020].
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Edith Burnet Hughes. Image courtesy of Edith Burnet Hughes’ great-grand  
daughter, Kirsty Maguire. © All rights reserved.

been strong: she clearly shared his 
antipathy to the Modern Movement and 
respect for classical architecture. Her 
major works included the 1924 compe-
tition design for Coatbridge War Memo- 
rial (1926) – a copy of the classical 
Choragic Monument of Lysicrates, but 
with open colonnade and no dome, 
typical of the simplified, low-relief 
classicism she favoured. Her design 
for the Glasgow Mercat Cross (erected 
1930) again evoked historical sources. 
She was architect to Lansdowne 
House School (1951–8); John Watson’s 
School (1958–68, now SNGMA 1); and 
St. Mary’s Episcopal Cathedral and 
Song School (1956–66), all in Edin-
burgh. The work at St. Mary’s included 
design of the screen, wrought-iron 
gates, replacement font and cathedral 
furniture. Having been refused election 
as Associate of RIBA in 1927, because 
she was female, in 1968, Edith Hughes 
became the first woman to be awarded 
an honorary fellowship of the RIAS. 

Entry on Edith Burnet Hughes by  
Diane Watters. An extract from The 
Biographical Dictionary of Scottish 
Women (2018), The Edinburgh Univer-
sity Press.

Burnet, Edith Mary Wardlaw, m. 
Hughes, born Edinburgh 7 July 
1888, died Stirling 28 August 1971.  
Britain’s first qualified woman architect.  
Daughter of Mary Crudelius and 
George Wardlaw Burnet, advocate. 

Edith Burnet followed her grandfa-
ther John Burnet Senior and her uncle 
Sir J. J. Burnet into the study of 
architecture. Her grandmother, Mary 
Crudelius, had campaigned for women’s 
higher education. Edith Burnet studied 
art and architecture 1907–11, in Paris, 
Dresden and Florence, then at Gray’s 
School of Art, Aberdeen (Diploma, 
1914), working with the head of depart-
ment, T. Harold Hughes (1887–1947), 
whom she married in 1918. They had 
three daughters. With Hughes and A.C. 
Bryant, her first professional submis-
sion was a competition design for 
Ottawa Government Buildings (1914). 
She lectured at Gray’s and Robert 
Gordon’s Technical College 1915–19. 
After her husband’s demobilisation, 
they both concentrated on practice. 
T.H. Hughes worked briefly in the 
Glasgow office of Burnet, Tait & Lorne, 
Edith’s uncle’s practice. Edith was 
apparently refused employment in their 
London office because the toilet acco- 
mmodation for ‘ladies’ was inadequate. 
In 1922, T.H. Hughes became Director 
of Architectural Studies at Glasgow 
School of Architecture. Edith passed 
her final RIBA exam in 1928. The 
Glasgow-based phase of her career 
included a mix of public and monumen-
tal commissions (in the family tradition) 
and a number of small, bespoke 
housing projects in northern Glasgow 
and Stirlingshire. The latter, sometimes 
co-designed with her husband, allowed 
her to develop her interest in ‘labour-
saving kitchen design’ (RIBA Journal 
1972). In 1926 she lectured on archi-
tecture for BBC Scotland. Her marriage 
was ‘uneasy’ (McKean 1987), but her 
husband’s influence appears to have 

FD
I never saw my mother …

MOTHER
In the dark …

FD
… more than four or five times

MOTHER
… I’ll come to you

FD
I never saw my mother … more than 

four or five times

MOTHER
Across the fields …

FD
I never saw my mother …

MOTHER
through the night …

FD
… except by dark …

MOTHER
… over the stream, and past the farm 

… where the dogs bark

FD
I never saw my mother by the light of 

day.

MOTHER
… planting time … harvest time …

cherry time … spring time …

FD
She was with me in the night.

MOTHER
… in the fall time

FD
Long before I waked she was gone.

MOTHER
… in the dark …

FD
My father was a white man … I never 

saw my mother except …

MOTHER & FD
… by night

FD
Long before I waked, she was gone.

MOTHER
I never saw my mother …

FD
I never saw my mother …

MOTHER & FD
… by light of day … long before  

I waked she was gone.

O F  I N V I S I B L E  W O M E N

‘Mother and Child’ is one of seven 
sound installations within the Merchant 
City Voices project (Glasgow, 2012).  
It is derived from an 1845 memoir  
Narrative of the Life of Frederick 
Douglass written by orator and former 
slave Frederick Douglass, describing 
the events of his life. 

This piece is an two-voice, call and 
response between Frederick Douglass 
(FD) and his Mother. 'Mother and Child' 
was located at the Tobacco Merchant’s 
House, 42 Miller Street, Glasgow.

The Merchant City Voices project was 
a joint, co-initiated collaborative sound 
installation by writer Louise Welsh and 
Jude Barber of Collective Architecture 
for Glasgow City Council.

https://www.collectivearchitecture.com/
projects/projects-merchant-city-voices

Sources
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Brodie, BSc’.2 Also awarded her diploma 
was Marion M Shaw, later ARIBA.3 
Sadly, Brodie is almost an ‘invisible’ 
woman in Glasgow School of Art’s 
archives, which hold only two of her 
student drawings of a papal villa.4 In 
fact, she left a barely-perceptible paper 
trail anywhere, which makes recon-
structing her career problematic. 

Notable however, is her contribution 
to the Empire Exhibition of 1938 in 
Glasgow’s Bellahouston Park. Whilst 
working at the prestigious London 
practice of Burnet, Tait and Lorne, 
Brodie was one of the emerging talents 
selected by Thomas Tait, the Chief 
Architect, to assist him on the 174-acre 
site. Her pivotal role was overlooked 
and omitted from press reports, and it 
was only later discussed, with her 
students, by Brodie herself. Multiple 
factors prompted the Empire Exhibition 
– originally intended as a ‘foreign’ 
rather than an ‘imperial’ trade fair. 
Glasgow’s Labour council backed the 
official event to showcase Scotland’s 
hoped-for industrial recovery, after the 
economic Depression. It would provide 
jobs, publicity and a morale-boosting 
update on previous such jamborees. 
Theoretically, the Exhibition’s aims 
included promoting peace, trade and 
progress in the Empire and ‘at home’, 
but rather ironically, it was the Scottish 
exhibits and futuristic layout that 
proved the greatest attractions. In the 
mid ‘30s, the concept of colonial rule 
was becoming problematic. As an 
indication of rising nationalist feeling, 
India, the most populous and culturally 
diverse of the UK’s many colonies, 
refused to participate at all. 

Brodie designed the Women’s 
Pavilion totalling three exhibition halls, 
a large semi-circular, muslin-draped 
‘fashion theatre’ (seating 400), and a 
gallery displaying historic costumes.5 
Local artist Sadie McLellan created 
both a stained glass window (Venus 
and cherubs, using Brodie’s ‘favourite 
colours’ of green and blue), and a  
25ft × 8ft mural panel. This showed a 
‘studious’ girl, and various professions 
(‘ballet dancer, veterinary surgeon, 
lawyer’) and ‘picturesque’ industrial 
types, for example, mill-workers, fisher 
girls, and a hairdresser.6

Modern culture understandably places 
a high value on the first, the person 
who achieves or invents something 
new. But the accomplishments of con- 
temporaries in the second, third and 
later cohorts, are now being examined, 
some for the first time. By widening 
their scope, researchers are also 
recognising the previously under-valued 
skills of groups and teams of women 
acting together.

Britain’s first qualified female archi- 
tect was a Scot, Edith Burnet Hughes 
(1888–1971). Following close behind 
was Margaret Brodie (1907–1990) the 
middle daughter of a civil engineer.  
All three Brodie sisters were highly-
accomplished graduates; the eldest 
was assistant to the publisher William 
Collins, and the youngest became a 
dentist. Margaret Brodie studied at 
Glasgow School of Architecture taught 
by Burnet’s husband, Professor T. H. 
Hughes.

Brodie was strong-minded, deter-
mined and outwardly self-confident, 
although later remembered as a ‘highly 
complex’ mixture of progressive and 
traditional views. However, ‘the original 
has only its own self to copy’, so 
steering her own path in a very male-
dominated profession, would almost 
inevitably result in a uniquely eccentric 
persona.1 Opportunities to study abroad 
were limited, and in 1930, ‘for the first 
time … the Keppie [Travelling] Scholar-
ship of £100 for the best scholar … 
was won by a lady, Miss Margaret B. 

In tribute to her formidable organisa-
tional abilities, Tait also employed Brodie 
as the Empire Exhibition’s de-facto site 
architect, managing anything from 
2–4,000 workers each day.7 She was 
both Tait’s amanuensis, sitting at a 
drawing-board in a muddy site hut, and 
arranged daily on-site tasks. Brodie had 
to contend with torrential gales (‘Pavil-
ion blown down’), tradesmens’ strikes 
(‘Serious hold-up feared’), and skills-
shortages.8 She dealt with men on three- 
shifts, including working by arc-light. 
On the last weekend, ‘5,000 men 
hustle[d] final touches at Bellahouston.’ 9 

The entire site had to be literally 
transformed in 14 months, from first 
ceremonial silver-spade cutting (March 
1937, by Lady Elgin) to the opening  
(4th May 1938). The steep timescale 
necessitated standard components for 
most buildings, which gave Thomas 
Tait’s masterplan the necessary 
aesthetic and conceptual unity. There 
were 104 individual structures on the 

souvenir map alone, not including an 
amusement park and ‘An Clachan’, an 
improbably ‘anthropologically correct’ 
Brigadoon village. 

A few newspapers commented on 
Brodie’s upcoming pavilion, but it was 
the aristocratic Lady Elgin, and political 
activist ‘Mrs Walter Elliot’ (Katherine, 
sister of Margot Asquith) who were 
constantly interviewed. As convenors 
of the Women’s Committee, only they 
appeared in the Official Guide, and in 
May 1938, it was two of her male 
colleagues who met the Queen at the 
Women’s Pavilion.

Brodie’s war service was both similarly 
exceptional and hidden – she worked 
for the Air Ministry, planning airfields in 
East Anglia, construction of which 
peaked between 1942 and early 1944. 
There were 46 in Lincolnshire alone, 
as well as hundreds elsewhere, so 
discovering her contribution would be 
illuminating. 

As ‘invisible women’ go, Brodie was 

too modest and selected only 22 pro- 
jects from her own work, to donate to 
Glasgow City Archives in 1990, when 
she ‘retired’ aged 83. Although she 
obviously wished to be remembered  
for the 15 church plans she chose to 
preserve, her other projects, and war 
work remain largely unknown. Her 
American travels are not noted, and 
the importance of oral history is sharply 
emphasised by her major organisa-
tional role in the Empire Exhibition of 
1938. She spoke about it to her numer-
ous students, but it was only in 1988 
that Neil Baxter preserved the story  
by publishing it.10 

In architecture, the physical end 
product is usually the architect’s 
memorial. In Brodie’s case, working in 
concert with other women (and thou-
sands of men) on a temporary project 
is her memorial. Now, Brodie needs  
to be further researched, as a more 
permanent memorial to her talents.

1  
Obituaries – C.C. Lee, The 
Independent (22 April 1997);  
N. Baxter, Glasgow Herald  
(19 Apr 1997); Anon, Building 
Design (2 May 1997).

2  
The Scotsman (25 Nov 1930), p. 6.

3  
Marion Shaw (1906–98), from 
Dumbarton, is another female 
architect who requires more 
research. She probably worked 

for Alexander Mair’s practice in 
Glasgow after graduation, and 
later moved to Troon (http:// 
www.scottisharchitects.org.uk/
architect_full.php?id=204744) 
[accessed January 2020].

4  
M Brodie, Villa di Papa Giulio, 
1926, elevation and plan 
drawings, Glasgow School of Art, 
Archives & Special Collections, 
NMC/0370A & B.

5
Descriptions from Empire Exhi- 
bition Official Guide (1938), 
pp. 161–4; Scotsman (15 Feb 1938).

6  
Milngavie Herald (5 March 1938), 
p. 5.

7
Numbers of temporary workers 
vary during construction period, 
initial hopes were for 4–5,000 
tradesmen (Scotsman (10 Feb 

1937), p. 11; Dundee Courier  
(10 Feb 1937), p. 3); with building 
underway, ‘2,300’ and ‘3,000-
odd’ men were employed 
(Aberdeen Press & Journal  
(3 Mar 1938), p. 7); Portsmouth 
Evening News (28 Mar 1938), 
p. 6; and towards completion, 
‘4,000’ and ‘5,000’ tradesmen 
(Scotsman (9 April 1938), p. 12; 
Dundee Courier (2 May 1938), p. 7).

8
Aberdeen Press & Journal (31 
Jan 1938), p. 7; 3 Mar 1938, p. 7.

9
Dundee Courier (2 May 1938), p. 7.

10
P. Kinchin, J. Kinchin, and  
N. Baxter, Glasgow’s Great Exhi- 
bitions (United Kingdom: White 
Cockade Publishing, 1988), p. 149.
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Mannequin Parade in the Women of the Empire Pavilion,  
© Stanley K Hunter, Scottish Exhibitions Study Group.

Margaret Brodie (pictured top, centre) 
and Lady Elgin in conversation with 
workers laying electric cables at the 
Empire Exhibition at Bellahouston, 
Glasgow. The group includes Lady Muir 
of Blair Drummond, Mrs Walter Elliot, 
Mrs Cecil Weir, and Miss M.C. Ritchie, 
members of the Women’s Committee, 
The Scotsman, 24 November 1937, p. 7

Illustrations by Laura Richmond.
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industries dropped from 104, 900 to 
86, 700 and after the calamities of the 
1979 recession (what David Donaldson 
has described as the ‘Black Death in 
the rag trade’1), the number of factories 
and workshops going out of business 
increased rapidly.2 Imports of cheap 
and fashionable clothing had penetrat-
ed the British fashion market, threaten-
ing the viability of domestic manufac-
turers on one hand and enthralling 
shoppers on the other. By 1980, 30% 
of clothing for sale on the High Street 
had been manufactured cheaply abroad, 
and the proportion increased every 
year.3 Glasgow’s historically significant 
centre of fashion and textiles could not 
escape these pressures and thus its 
streets grew quieter by degrees; empty 
factories became derelict and danger-
ous. Skilled machinists and tailors lost 
their jobs and it seemed certain that a 
whole culture of fashion would disappear; 
in February 1980 the Glasgow Herald 
published an anguished requiem to the 
deteriorating local rag trade, warning 
that it was ‘living on a knife-edge’.4

In the years between 1966 and the 
early 1980s Marion Donaldson had 
gone from kitchen table cottage 
industry to the top of British fashion; at 
its peak the company employed in 
excess of 80 staff, was spread across 
seven premises in the Broomielaw 
area, and was trading around the world 
– as far afield as Saudi Arabia. But its 
fortunes were intimately bound with the 
prosperity of Glaswegian manufactur-
ing and supporting local factories was 
a priority; Marion Donaldson clothes 
were designed and manufactured 
within a square mile, and that was 
central to its success. In 1983, follow-
ing a catastrophic fire in its Brown 
Street premises, Marion Donaldson 
moved to the heart of the old rag trade 
district into a former banana ware-
house at 93 Candleriggs. By this point 
Marion Donaldson and the factories 
that manufactured its designs were 
clinging on in the face of a powerful 
global fashion industry that had gener- 
ated an international culture of cut-
throat competition and price warfare in 
manufacturing. Among the most 
important surviving Glasgow factories 
was Renoir, based at the junction of 
Albion Street and Bell Street, staffed 
exclusively by highly-skilled women 
who had worked in the rag trade for 
their whole lives – around 30 machinists 
and pressers, arranged in two parallel 

lines in one factory space in a working 
tradition that was on the verge of 
extinction. 

In 1989 Drapers’ Record ran a spe- 
cial issue examining Glasgow’s renais-
sance. As part of the city’s aspirational 
redevelopment, the old run-down rag 
trade area was transformed into the 
new ‘Merchant City’. According to 
Drapers’, the Merchant City was 
‘Glasgow’s up-and-coming area with 
disused tobacco warehouses from the 
heady days of nineteenth-century 
trading being converted into smart 
apartments for the nouveau riche’.5 A 
whole history of fashion production 
was eradicated in this ‘Merchant City’ 
marketing blitz (a history which is only 
now being recovered), and it signalled 
the beginning of the end for the 
Glasgow rag trade. Within a couple of 
years, rising rents and gentrification 
saw local manufacturing diminished to 
a fraction of its 1966 levels and when 
Marion and David Donaldson retired 
and closed their business in early 1999 
it really was the end of an era. Among 
the first factory casualties was Renoir, 
which soon afterwards went into admin- 
istration making its skilled workforce 
redundant. Within a few years the rag 
trade was gone and in its place the 
‘Merchant City’ was firmly established 
as a stylish urban enclave full of inde- 
pendent boutiques, bars, and restau-
rants. But the ghosts of the rag trade 
are still there, and if you look closely 
enough you might just catch a glimpse. 

The thing about skilled labour in 
fashion is how difficult it is to find, and 
how far you have to go to find it. In the 
pursuit of artisans who can turn sketch-
es into beautiful garments, vast dis- 
tances are covered – a criss-cross of 
journeys, which, if visualised, would 
form a lattice-work across and around 
the globe. It was different before. In 
Glasgow in 1966, for example, the 
distance between the fashion designer 
Marion Donaldson and the skilled 
fashion workforce of the rag trade district 
(an area loosely-bounded by Miller 
Street to the west, Ingram Street to the 
north, Briggait to the south and Gallow-
gate to the east, and home at that time 
to some 95 ‘Clothing Manufacturers’) 
could easily be navigated on scooter. 
Marion and David Donaldson worked 
on designs at their kitchen table in Hill 
Street then hopped on their Lambretta 
and scooted down, through the city 
centre towards what was then an indus- 
trial inner-city network of grid-pattern 
straight streets and narrow alleyways 
full of factories, warehouses, and 
workshops – secret spaces, up closes 
and behind walls, not visible from the 
street. In this hidden world Marion 
Donaldson’s design sketches were 
transfigured by the hands of skilled cut-
ters and machinists into multi-dimen-
sional garments in fuchsia needle-
cord, psychedelic Liberty velveteen, 
and rich purple tweed.

These streets were the beating heart 
of Scottish fashion and the distinctive 
identity of this district had been shaped 
over centuries by its association with 
the cloth and needle trades. In the 
eighteenth and nineteenth centuries its 

proximity to the Clyde was essential for 
the import of raw materials (especially 
cotton from the slave plantations of the 
West Indies and Americas) and the 
export of finished goods. The concen-
tration of fashion, clothing, and textile 
manufacturing in this area was further 
intensified in the late nineteenth century 
and again in the post-war period, as 
immigrants to Glasgow – particularly 
Jewish immigrants – founded their new 
businesses on this eastern fringe of the 
city centre. By the twentieth century, 
proximity to the river was less impor-
tant, but the College Goods Station on 
the High Street provided a vital service 
in the national dissemination of prod-
ucts made in local factories. By the 
time Marion Donaldson was scooting 
down from Garnethill with a folio full of 
sketches, this area was long-estab-
lished as the centre of the Scottish rag 
trade, and the variety of fashion 
businesses here was testament to the 
vibrancy of post-war British fashion: 
belt-makers, button-makers, button-
dyers, hat and cap manufacturers, 
bespoke dressmakers and tailors, 
seamstresses, alterationists, dry 
cleaners, fashion agents, wholesalers, 
importers, exporters, model agents, 
drapers, cutters, pressers, and on and 
on. Every whim of fashion could be 
catered for. 

Throughout the 1960s and 1970s 
these streets heaved with skilled men 
and women making clothes for Marion 
Donaldson and hundreds of other 
designers, but as the 1970s gave way 
to the 1980s things changed. Between 
1973 and 1976 the numbers employed 
in the Scottish textile and fashion 

1  
David Donaldson in interview,  
30 March, 2015.

2  
The Scottish Council Research 
Institute, The Scottish Textile and 
Clothing Industry: An Analysis  
of the Scottish Input-Output Table 
(Edinburgh: S.C.R.I, 1978), p.3.

3  
D. Sandbrook, Seasons in the Sun: 
The Battle for Britain, 1974–1979 
(Allen Lane: London, 2012), p.264.

4  
A. Laing, ‘Trouble in the Rag Trade 
Over Cut-Price Clothes Invasion,’ 
Glasgow Herald (15 Feb 1980), p.7.

5  
S. Stowe and K. Yardley, ‘City of 
Surprises’, Drapers’ Record (8 Apr 
1989), p.19. 

Elspeth King (1993) The Hidden 
History of Glasgow’s Women.  
The THENEW Factor (Edinburgh and 
London: Mainstream Publishing)

Author Elspeth King wastes no time  
asserting the ambition of her work The 
Hidden History of Glasgow’s Women, 
declaring in its opening paragraph  
that her research aims to provide an 
antidote ‘to the male-dominated historio- 
graphy which still prevails in the city 
and which mirrors its legendary 
Machismo culture.’ Throughout the 
work – organised more or less chrono-
logically – King examines the fore-
grounding of male characters through-
out Glasgow’s history, calling to 
attention their female contemporaries 
whose exploits live on in the traces 
they leave on the city, but whose identi- 
ties have been forgotten or simply 
concealed from view.

King coins the term ‘The Thenew 
Factor’ to describe this prevalent pheno- 
menon, named for the mother of  
St. Mungo (Glasgow’s patron saint)  
St. Thenew. Unlike her son, who is to 
this day indisputably symbolic of the 
city itself, Thenew is seldom acknowl-
edged as a figure in Glasgow’s history, 
typifying the historic overlooking of 
successive women whose contributions 
have irrevocably changed the spheres 
of medicine, politics, commerce and 
religion in Glasgow.

This is no less the case with those 
women who have shaped the urban and 
architectural cultures of the city. King 
uses Glasgow’s St. Enoch’s Centre as 
an example: despite being named for 
St. Thenew herself, the funding Church 
of England ‘failed to restore any know- 

ledge’ of the figure upon the centre’s 
opening in 1989, and to this day little is 
known about the woman behind the 
contrastingly well known commercial 
hub. King later uncovers the legacy of 
the similarly hidden figure of ‘Barrows 
Queen’ Maggie McIver, who shaped 
and gave a still-lasting permanence to 
the iconic Barras in the 1920s, and who 
conceived of and built the Barrowlands 
Ballroom. McIver, like many of her 
fellow women subjects in the book, was 
acting somewhat counter to the rule of 
law in housing some 300 hawkers in 
her Marshall Lane Yard; by giving them 
a permanent home, local street traders 
would not be charged by police.

So too does Thenew, as Scotland’s 
first recorded rape victim and battered 
woman, serve as precedent for the 
enduring suffering of these female 
figures at the hands of men. As King 
combs through Glasgow’s histories 
and shines a spotlight on the extraordi-
nary women whom she ‘excavate[s] …
out of the records,’ the violence, abuse 
and struggle that underlines, but does 
not undermine, their stories is seem-
ingly ineluctable. As with McIver in her 
circumvention of the law, the vast majority 
of women included in the book are 
those who have acted outwith the 
boundaries imposed on them by societal 
convention, legal restriction and personal 
circumstance to fight for a better world 
for themselves and others, with men 
acting as their aggressors on both per- 
sonal and systematic scales.

I am reminded of the legacy left by 
Kathleen Veitch, who broke the mould 
of her time by becoming one of Scot-
land’s first qualified female architects. 
Her life story is one of groundbreaking 

historic success for women in architec-
ture, but there is no shortage of patri- 
archal characters in the narrative  
who would stand opposite her goals.  
Upon commencing her studies at the 
Architectural Association in 1924, for 
example, the head of school Robert 
Atkinson said of women architects that 
they would ‘find a field for their abilities 
more particularly in decorative and 
domestic architecture rather than the 
planning of buildings 10 to 12 stories 
high.’ She was presumed murdered by 
a local man, who subsequently went 
uncharged following questioning, in 
1968. Historic Environment Scotland 
draws a tragic parallel, which, similar  
to King, mingles the transgressions of 
violence with those of forgetting:

‘The full circumstances of Kathleen’s 
death, like much of her architectural 
work, remain unrecorded in the 
history books.’ (Donnelly, 2019)

King includes this quote on the female 
reformer Mrs. A.S. Hamilton, who 
toured Scotland giving feminist lectures, 
from the Glasgow Free Press:

‘The truth was her object, and by 
that she would stand or fall.’

It is a statement that perfectly captures 
the spirit of Glasgow’s women explored 
in the book. By contrasting the retro-
spectively brave and moral actions of 
pioneering women throughout history 
with the laws and societal norms 
defining the time period in which they 
existed, King celebrates the disobedi-
ence, defiance and disruptiveness of 
her heroes, which the oppression of 
patriarchal tyranny necessitates. King 
calls forth the endeavours of women 
who stood against slavery, the poll tax, 
low wages, exploitation and war, telling 

in her own words ‘the story of women 
who selflessly dedicate their lives  
to helping others survive the effects of 
man-made scourges,’ and who rose up 
in opposition with the social and legal 
frameworks of their time to do so. 

There is much to be learned from 
the past in King’s The Hidden History of 
Glasgow’s Women; I noted that, in fact, 
the historic logic used to argue the 
championing of (what we now under-
stand to be) feminist ideals is not as 
unfamiliar to me as a twenty-first-
century woman as I might first have 
anticipated. Of the working-class women 
in the Independent Labour Party in the 
early 1900s, King writes:

‘[they] were told by their brothers 
that women’s suffrage was a side 
issue and that they ought to not 
waste their time on it but to work for 
socialism instead.’

A sentiment from 100 years ago, King 
proves through her research that it is 
only by ‘angrily disregard[ing] such 
opinions,’ by fighting against the tide, 
and by asserting our right to be heard 
that we can write ourselves into the 
narrative, and consign the Thenew 
Factor to history.
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John Nixon, Washing on the Banks of the Clyde at Glasgow, 1790, watercolour. Collections of Glasgow Museums / People’s Palace. 

Girls at machines, Marion Donaldson’s in-house factory, 
Robertson Street, Broomielaw, 1980. © Marion Donaldson Collection.
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Matrix (1984) Making Space. Women 
and the Man-Made Environment 
(London and New South Wales: Pluto 
Press)

HOW DO CITIES WORK FOR  
WOMEN? HOW DO WOMEN WORK 
IN CITIES? 
Written by seven members of the 
MATRIX feminist collective, active in 
London during the 1980s, this book 
explores an understanding of how 
women are ‘placed’ in post-war designed 
environments – both spatially and in 
terms of social reality. They work to 
correct the ‘invisibility of women’s lives 
to the professionals who plan buildings 
and cities’ (p. 6). Lucidly presented 
chapters by different authors, collate 
historical scholarship, convey how 
building plans can be read, trace the 
first women to enter the UK architectural 
profession, and link research with the 
collective’s own experiences of work, 
education, home and living in the 
context of the Women’s Movement. 
The book contributes to thinking about 
a feminist approach to design, and the 
promotion of women in all aspects of 
the design and planning process.

Elspeth King (1993) The Hidden 
History of Glasgow’s Women.  
The THENEW Factor (Edinburgh and 
London: Mainstream Publishing)

HOW ARE WOMEN’S HISTORIES 
UNCOVERED? 
King draws from her experience as 
Curator at The People’s Palace, Glasgow, 
to connect a range of visual and 
material evidence drawn from the 
Glasgow Room Archives and other city 
collections. She pleas for individuals 
and groups of women to see their own 
archival and historical material as 
having value for public preservation. 
Written at a key moment in Glasgow’s 
reinvention of city identity when it was 
European City of Culture in 1991 (the 
book was funded by the Scottish Arts 
Council), King builds on feminist work 
from the 1970s undertaking ‘the 
archaeological process of trying to ex- 
cavate women out of the records’ (p. 13). 
She shows how the writing of history, 
as affecting cultural perceptions, can 
also shape the built environment. A 
striking graphic map of ‘St. Thenew’s 
Gate’ introduces the book. Amongst 
the rich photographic content, there 
are many examples of individual women, 
and of women at work in the twentieth-
century city: as shop owner, in facto-
ries, at the Barras markets, the Lady 
Artists’ Club, and the Women in Profile 
office (an early precursor of Glasgow 
Women’s Library) in the early 1990s. 
The prints of washer women around 
the Clyde and Glasgow Cathedral hint 
at the way women occupied areas  
of the city when it was at the peak of 
Empire.

Alison Irvine, Chris Leslie, Mitch 
Mitchell (2015) Nothing is Lost  
(Glasgow: Freight Books)

HOW ARE STORIES AND  
MEMORIES OF A PLACE  
DISENTANGLED? 
Dominant city narratives of architectural 
and urban history attend to large struc- 
tural projects, the visible, completed 
legacies of construction, skewed to 
cases of origin, invention and author-
ship. More elusive are accounts of 
change, alteration, destruction and the 
specific effects of these more temporal 
aspects of urban dwelling. Photogra-
pher Chris Leslie, sociologist Alison 
Irvine, and graphic ethnographer Mitch 
Mitchell, together focused on the 
tangled legacies of regeneration in the 
East End of Glasgow at the time of the 
2014 Commonwealth Games. The 
three volumes are structured through 
their observational medium: Leslie’s 
sequence of images of The Ballroom, 
The Market and The Wasteland; Mitchell’s 
Dialectograms; Irvine’s essays drawn 
from her oral history work and on-site 
encounters. Particular people and 
places reappear in each- Maggie 
McIver/ Barrowlands, Gary Barton/ 
Schikpa Pass, Alex James/ showpeo-
ple yards. These close observations 
and their distilled visual and narrative 
documentation offer a way to find and 
capture the ‘Nothing’ of overlooked 
areas and communities.

Sara Sheridan (2019) Where are the 
Women? A Guide to an Imagined 
Scotland (Edinburgh: Historic Environ-
ment Scotland)

HOW AND WHO DOES A CITY 
MEMORIALISE? 
Inspired by Rebecca Solnit’s re-making 
of a map of the New York subway, 
where stops are only named after 
women, Sheridan, with illustrator Jenny 
Proudfoot, acts as an enthusiastic tour 
guide to explicitly reinvent a Scotland 
currently foregrounded by debates on 
national Independence. Arranged geo- 
graphically, its Glasgow section opens 
with a quotation from architect Zaha 
Hadid, one of the few women featured 
in the book who have had an active 
role in designing or planning the city’s 
built environment. Edith Burnet Hughes, 
Scotland’s first professional woman 
architect, features in an imagined exhi- 
bition in The Lighthouse. Like Glasgow 
Women’s Library Walking Tours, the 
book’s format is episodic, an active 
looking and telling of stories in a 
sequence of places, melding the relatively 
few existing street names, buildings, 
plaques, sculptures and billboard 
slogans featuring women, with an array 
of imagined ones that actively make 
women and their stories visible. 

 Voices of Experience  
Recommends

All recommended publications can be found at 
Glasgow Women’s Library, 23 Landressy Street, Bridgeton, Glasgow, G41 1BP

“How you build a City”
Akiko Kobayashi, Architect and  

Community Activist

Voices of Experience is an investigation 
into overlooked women who have 
made, or are making, important contri- 
butions to the field.

The project aims to deepen and extend 
the archive of architecture, through the 
listening, editing and presenting of site 
-based conversations as audio archive, 
transcript and for public scholarship. 
@voexperience

 

“Collaboration and clarity are my two favourite things. 
Collaboration with other people. It’s not easy. I think you have to reduce your 
personal ambition a bit to work with other people. And clarity of what you write 

particularly, so that people can understand what you say.” 
Kirsteen Borland, Retired Architect and Town Planner 

R E M N A N T S  “ H O W  Y O U  B U I L D  A  C I T Y ” R E A D I N G ,  L I S T E N I N G ,  L E A R N I N G

Glasgow Women’s Library (GWL) has 
been creatively pioneering the accu-
mulation of material that seeks to gather 
and communicate stories, histories and 
evidences of women’s lives, not just for 
academic record, but as a means of 
enhancing and mobilising current and 
future action. Having worked with GWL 
from the earliest stage of the project, 
the work of Voices of Experience will 
be offered to the Library, its users and 
visitors, to build a collection in the 
broadest sense around the theme of 
women’s contribution to the making of 
the built environment. Suggestions and 
additions to this are always welcome. 
Please contact 
hello@voices-architecture.com

“I think what is really important is actually to make sure you listen to people and make sure 
you have a sense of humour. Because actually, architecture is relationships.” 

Denise Bennetts, Architect

 “Always keep in the 
swim! Keep where the 

action is! Don’t give up! 
Stay in the swim! 

It served me very well.”
Margaret Richards, Retired Architect 

“We’re in the 
minority: let’s 
use it to our 
advantage 

and embrace it as 
a strength.”

Fiona Sinclair, Conservation Architect

“If the days of overt condescension towards women professionals are finished 
(except within the offices of certain heads-of-state), 

my advice is remember the long haul that has opened doors for you; stay loyal in 
defence of opportunities won – not just for yourself but for sisters everywhere.”

Kate MacIntosh, Retired Architect 

“Working together, 
that is what makes our 

profession so 
vibrant a career. 

It’s exciting to be an 
Architect.”

Joyce Deans, Retired Architect

“I believe it’s all [about] collaboration … 
if we don’t all work together, we will never get it right.” 

Jocelyn Cunliffe, Conservation Architect
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C O N T R I B U T O R S 

T I F F A N Y  B O Y L E 
is a curator, researcher and writer, 
based in Glasgow. In 2009, she formed 
with Jessica Carden the independent 
curatorial practice Mother Tongue. 
Mother Tongue participated on the 
2011/12 CuratorLab programme at 
Konstfack, Stockholm, and between 
2013–19, Tiffany studied for her 
doctorate at Birkbeck College. Recent 
projects include ‘Code-Switching and 
Other Work,’ a solo presentation from 
Montreal-based artist Nadia Myre at 
The Briggait for Glasgow International 
Festival of Visual Art 2018; ‘Transpar-
ency: Alberta Whittle and Hardeep 
Pandhal’ at Edinburgh Printmakers, 
2019–20. A solo presentation ‘7×7’ by 
Susan Pui San Lok, as part of Glasgow 
International, is forthcoming. In May 
2018, Mother Tongue was awarded an 
Art Fund New Collecting Award to work 
with Glasgow Museums, together 
identifying a number of artworks for 
acquisition. Other recent grants include 
a Paul Mellon Centre Research 
Support grant, and Tiffany’s receipt of 
a Postdoctoral and Senior Scholar 
Research Fellowship from the Hauser 
& Wirth Institute New York. 

M O R A G  C R O S S 
is an independent researcher and 
archaeologist, specialising in histories 
of buildings and land ownership. Her 
archival research explores the unex-
pected links between previously un- 
known figures, especially women, and 
their social networks. She has worked 
on over 80 projects including business 
histories for the Mackintosh Architec-
ture website, Glasgow City Council’s 
official WW1 website, M74 industrial 
archaeology research, and research 
into Edinburgh’s India Buildings,  
Victoria Street. She also participates  
in the Voices of Experience project. 

J A D E  H A L B E R T 
is a historian of the British fashion 
industry and a lecturer in Fashion Busi- 
ness and Cultural Studies at the Univer-
sity of Huddersfield. Her ESRC-funded 
PhD was in History at the University  
of Glasgow, and explored the functions 
of the British Fashion Industry from the 
1960s to the 1990s taking the Glasgow-
based fashion business Marion  
Donaldson as its central case study. 
The history of the modern British rag 
trade is her current area of research, 
and she is especially interested in oral 
histories of manufacturing and media-
tion in the post-war period.

C A I T L I N  M C L E O D 
is a Scottish postgraduate student  
of architecture at the University of 
Edinburgh. She has a strong interest  
in writing about architecture and the 

wider social and environmental issues 
affecting the profession, particularly 
with regard to mental health, gender 
and climate change. Caitlin has 
previously contributed to publications 
such as student magazine Crumble, 
the RIAS Quarterly, SEDA Magazine 
and Urban Realm blogs online, and 
has contributed to GIAS CPD events 
as a speaker. She is currently a 
columnist writing about contemporary 
architecture in Edinburgh for Cobble 
Tales, a team who run public architec-
tural walking tours of the capital.

L A U R A  R I C H M O N D 
( E N C O R E V E R S E S ) 
is an Edinburgh-based artist and print- 
maker, with a background in fashion 
and textiles. Her work takes a graphic 
approach to explore the relationship 
between play and order and is often in 
response to self-made works of fiction, 
poetry and wordplays. She has partici-
pated in two open studio workshops at 
the Bauhaus in Dessau, working with 
fellow designers and artists to explore 
and disrupt distinctions between obser- 
vation and making. Her research while 
there led her to focus on the lesser-
known work and histories of Bauhaus 
women. Laura works alongside Catriona 
Duffy and Lucy McEachan at Panel,  
as a freelance project coordinator. 

( R W P )  R H O N A  
W A R W I C K  P A T E R S O N 
is an artist and writer from Glasgow. 
She is currently Associate Artist for 
Gallery of Modern Art till 2021 and is 
the only Scotland based Research 
Fellow for Theatrum Mundi. In 2018 she 
was awarded the Scottish Book Trust 
Prize for Poetry, recent commissions 
include a series of choreopoems for 
Scottish Ballet and a new series of film 
poems for The Fruitmarket Gallery, 
Edinburgh. Her chapbooks Putty and 
Armatures are both published by slo-mo 
books and available at Good Press 
Books. 

D I A N E  M .  W A T T E R S 
is an architectural historian at Historic 
Environment Scotland and teaches at 
the University of Edinburgh. A special-
ist in nineteenth and twentieth-century 
architecture and conservation in 
Scotland, she has undertaken a 
succession of research based publica-
tions including Homebuilders (2015) 
and St Peter’s, Cardross: Birth, Death 
and Renewal (HES, 2016). She is 
currently researching the history of her 
hometown, Cumbernauld, and Edin-
burgh’s historic school architecture. 

L O U I S E  W E L S H 
is the author of eight novels including 
The Cutting Room, A Lovely Way to 
Burn and Death is a Welcome Guest. 
She has received numerous awards 
and international fellowships, including 
an Honorary Doctor of Arts from 
Edinburgh Napier University and an 
honorary fellowship from the University 
of Iowa’s International Writing Program. 
Louise is Professor of Creative  
Writing at the University of Glasgow.

E D I T E D  B Y

P A N E L 
is a curatorial practice led by Catriona 
Duffy and Lucy McEachan. Based in 
Glasgow, Panel celebrates design in 
relation to particular histories, archives 
and collections through exhibitions, 
events and cultural projects. Their pro- 
gramme engages designers and public 
audiences and also makes connections 
with practitioners and institutions 
whose work extends into visual arts, 
craft and other cultural contexts and 
frameworks. 
www.wearepanel.co.uk

V O I C E S  O F 
E X P E R I E N C E 
is a collaborative project led by  
Suzanne Ewing, Jude Barber and 
Nicola McLachlan. Motivated by the 
lack of recognised female presence 
and role models within architecture and 
the built environment, Voices of 
Experience is an investigation into 
overlooked women who have made 
important contributions to architecture 
and the built environment. 
www.voices-architecture.com

S U Z A N N E  E W I N G 
is an architect and educator, Professor 
of Architectural Criticism at The 
University of Edinburgh and co-founder 
of Zone Architects. Her teaching and 
research are motivated by exploration 
of Architecture’s interdependent relation 
with city, culture and society. She is 
interested in activating the role of the 
imagination through spatial, material 
and visual practice and research tech- 
niques.

J U D E  B A R B E R 
is an architect and founding director at 
Collective Architecture. The employee-
owned and controlled studio is based 
on principles of creative freedom, equity 
and sustainability. In 2018 the practice 
was named Architect of the Year at the 
UK-wide AJ Awards. In parallel with 
her studio practice, Jude has under-
taken several close collaborations in- 
cluding the award-winning Empire Café 
with writer Louise Welsh during the 
2014 Commonwealth Games. Jude is on 
the Board of Glasgow Women’s Library, 
is a member of RIBA Architects for 
Change working group and recently 
joined Glasgow City Council’s Place 
Commission. 

N I C O L A 
M C L A C H L A N 
is an architect and founding member  
of Collective Architecture – an employ-
ee-owned and controlled studio. Nicola 
has a passion for socially sustainable 
architecture and strives to ensure 
individuals have a voice in the future  
of their built environment. Nicola is 
currently leading a series of ambitious 
public sector, mixed use, intergenera-
tional projects and the Scottish  
Government’s ‘Housing towards 2040’ 
travelling exhibition. In 2018, she  
was awarded The Young Women’s  
Movement Award for 30 under 30. 

C I V I C  R O O M
is a non-profit gallery, based in Glasgow’s 
High Street.* Guided by an advisory 
board including artists, curators and 
architects, the organisation seeks to 
share a critical engagement between 
artists, the built urban spaces sur-
rounding High Street and communities 
both local and international, residential 
and transitory. 

The ‘Of Lovely Tyrants and Invisible 
Women’ programme is organised by 
Civic Room and co-curated by Director, 
Sarah Strang and Curator, Alasdair 
Campbell. Remnants is a part of the 
programme and is generously funded 
by Creative Scotland with additional pro- 
ject funding provided by Historic 
Environment Scotland. Civic Room 
receives support in-kind from Oran Mor, 
Carson & Partners and Civic Room 
Advisory.
www.civicroom.com
@civicroom

* During 2021, Civic Room relocated 
their programme from High Street  
to a temporary venue at North Street, 
Anderston, Glasgow.
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