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PREFACE

Aslibee has been variously interpreted by all:of»
the important érchiteétural critics interested in the
inflﬁence of the British Arts and Crafts movement. At the
same time Ashbee chose to reflecﬁ upon his career when he
compiled his four-volume '"Memoirs' in 1938, other scholars
'ﬁere writing about,British'architecté and designers of the
late niheteenth and early twentieth centuries, Writing in

the late 1930s when what Summerson calls the "cult of the
pioneer! was,widespread,'NicHolas Pevsner wrote Pioneers

of the Modern Movement. Since revised and retitled, the

book includes references to Ashbeé,'”a more original
thinker and more energetic reformer than [Walter] Crane,"
who, Pevsner believed, surpassed William Morris. Pevsner
attributesva étyle "more revolutionary‘than Voysey"‘to |
Ashbee, architect of the Cheyne Walk houses. }Pevsner
documents Ashbee's'shift in attitude abouﬁ the machine
that/occurred near the Guild's close and quotes Ashbee's
1911 Axiom that incorpoiateslthe use to the machine with
the Guild Idea. Pevsner then disqualifies Ashbee from the

ranks of '"'true pioneers of the Modern Movement' because

Ashbee had not '"from the outset stood for machine art."

i
I
|
!




In 1936, Nikolaus Pevsner wrote an important
article on Ashbee and William Morris that appeared in

Deutsche Vierteljarhsschrift fiir Literaturwissenschaft und

Geistesgeschicte which has been translated as "William

Morfis, C. R. Ashbee and the Twentieth Cehtury” and pub-

lished in the Manchester Review in 1956. 1In the 1956

foreword to the article, Pevsner apologized for this earlj
article, but stated also that the part on Ashbee was still
sound. Pevsner singled Ashbee out as "a really original

and extensive thinker," whose ideas went beyond the
general trends of the Arﬁs and Crafts movement.

For the sake of purity of definition and of
though;, Ashbee's consisgent attempts to regulate the
machine are dismissed. This thesis is based in part on a
premise that movements, far from exclusive from one |
another, do not spring forth suddenly and without rela-
tion'tb the preceding generation.  Moreover, Ashbeé's
career with the Guild of ﬁandicraft extends_throughoUt the
transitional years when British éxperiméntal design -
reforms of the Arts and Crafts movement were inherited and
chosen as models for aréhitectufe_and the prodﬁétion of
the applied arts in Germany and Ameriéa. It seems, there-

fore, that Ashbee's contribution to the important ideolog-

ical shift to the machine age merits scholarly treatment
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that neither succumbs to the ''cult of the pioneer" nor
ignores entirely‘AsHbee's position in the formﬁlative
years of the Modern movement in Germany and America.
.While the study fOCuses upon Ashbee's work in Chicago and
London, the recognition of Ashbee's ideals by progressive
designers and reformers of the Vienna Secession substan-
tiates further the signifiéancé of the Guild Idea.

Sigfried Giedion, in Space, Time and Archi-

tecture: The Growth of A New Tradition (1940), wrote of

the Arté and Crafts movement, payiﬁg special attention to
the generation after that of William Morris, which had
made a serious effort to reform the public's appreciation
of household furnishings. Citing Arthur H. Mackﬁurdo,
T. J. Cobden-Sanderson, and Charles Ashbee as artisté}"who.
did not share Morris' hatred of modern techniques and
business methods,” Giedion re¢ognized'importantly the more
realistic and flexible approach to the machine taken by
Ashbee and his genefation. Such conciliatory efforts were -
thought to be significant byvdesign critics of around 1900
and by later design historians such as Alf Bge.

In a 1952 Victoria and Albeit'Museum exhibifion
of Victorian and Edwardian decdrative arts, Charles
Ashbee's and.M. H.Béillie Scdtt’s cooperative decorative

work at the Palace at Darmstadt was given particular
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focus. Carried out for the Duke of Hesse in 1897—98, the
architecture and furnishings marked a turning point in
Ashbee's internatioﬁal reputation. Over fifteen silver:
designs by Ashbee were included in the 1952 exhibition,
particularly those pieces which. showed "originality"
rather.than those which depended upon past styles for
their'stylistic,inspiration. In this study, én effort was
made to identify iﬁfluential sources for Ashbee's silver
,designs. | |

In his 1957 book, Gothic Revival to Functional

Form, Alf Bge was the first'modern critic to recognize the
depth of Ashbee's.éontribntion to the ideological accept—‘
}anée of‘the machine as a writer and as an architect-
designer‘V’Like Ashbee, Bge recognized the split between
the créft tradition and small workshop on the one hand and
mechanical mass-production and éommercialism'on the 6ther.
Bde pointed out that some important_sdlutions.to‘the'ques-
tions raised by the firstzgeneratioﬁ of Arts and Crafts |
refofmers.were found in Britain by’Ashbée and his genera-
 tion, which had been able to unite the ihtérests of
commercial mechanization with the standards of the
architectfdesigners; Furthermore, Bge considered Ashbee
"the chief‘prdgenitor of this school of thought——an artist

and an organizer of outstanding ability," whose success
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was due to his architectural training and his sympathy
with the "humanism" of Ruskin and Morris. Bge, elaborat-
ing on this idea, also'provided support for the purpose of
this thesis when he wrote on page 150:
 This [humanism] became an integral part of his
own programme; but with the greater understand-
ing of a younger man he ventured to combine it
with the forces of modern industry. His writ-
ings and his activities merit a profounder study
that can be given here, however intimately con-
nected with Victorian theories of design they
may be. ‘
Bge seems to resist assigning Ashbee to the exclusive and
restrictive category of_ﬁioneer and acknowledges the -
multifaceted character of the architect Ashbee and the
experimental movement in which he participated.
In 1967,'Shir1ey-Bury wrote an article entitled,
"An Arts and Crafts Experiment: The Silverwork of C. R.
Ashbee," for the Victoria and Albert Museum Bulletin in
which she spotlights Ashbee as "one of the most original
designers of silver working under the aegis of the Arts
and Crafts movement.'" The article neatly summarizes the
chronology and development of Ashbee's Guild and School of
Handicraft. Although the movement was founded upon a
variety of reasons, there is no discussion of Ashbee's

ideas about machinery or its role in a society that was

increasingly taking it for granted.
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More recently, Gillian Naylor devoted‘an entire

chapter to Charles Ashbee in her bgok, The Arts and Crafté
Movement. The first author to treat in detail Ashbee's
ideas on the machine and his relation to the Modern move-
ment, Naylor pdints out Ashbee's national andv'
internatiénal recognition both in exhibitions,and publica-
‘tions as well as»his shifting thoughts at the time after
Ashbee and Wright had met and traded ideas. Subordinating
the part played by both the failure of ﬁhe Guild and the
climate at the time, Naylor aésigns prime importance to
Wright's influence in the radical change of thought by
Ashbee. Néylor concedes correctly that Ashbee went no
further than Wright and although he envisions a system of
standards that incorporate craft idealS'with the ﬁew Sys-
tem of machinery, Ashbee remained persuaded largely by the
handicraft ideél. Nonetheless,.it can be argued that how-
ever hesitant this opinion was, Ashbee's late acceptance
of thé machine was one of the few links Eetween.the two
centuries separated by ethics of design, one guided by
hand production and the_othef guided by machine produc-
tion. |

A second major exhibition, held at the Royal

Academy'of Arts in 1972, was entitled "Victorian and
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Edwardian Decorative Art: . The Handley-Read Collection.
Charles Ashbee and the Guild of Handicraft received con-

siderable attention, especially in their association With'

the Glasgo@ School. Discussing Ashbee's preference of
handicraft, nowhere is the role of the_machine discussed
in detail. Alastair Service recognized the character of
the British Arts and Crafts movement iﬁ Edwardian

Architecture: A Handbook to Building Design in Britain

1890-1914. Describing the ”elegance and.power of Voysej"
in Ashbee's well-known Cheyne Walk buildings, Service
describes Ashbee es “one'of'the most magnetic characters
‘and wide-ranging craftsmen.in the Arts and Crafts move-
ment" and as "founder of the progressive and influential
Guild and School of Handicraft.'" Service admires the
simplicity of Ashbee's interiors at 39 Cheyﬁe Walk aﬁd-
prefers some of Ashbee's architecture to Voysey's.
| - John Summerson‘wrote in his 1976 Glasgow lec-
ture, "The Turn of the Century: Architecture in Britain
- Around 1900," that the forty-year-old emﬁhasis on that

period as "progressive and modernizing” was exploited in

order to justify the British Modern movement. Summerson
asserts correctly that such a narrow interpretation dis-

torts an understanding of the reformative architectural
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climate of London around 1900 and he therefore avoids
entirely the trap of what he calls the "cult of the
pioneer." Examining the controversies-about architecture
at the R.I.B.A., Summerson illuminates the significant
architects of turn of the century London in a far more
objective context. Stre331ng the leading role held by
George Bodley and Richard N. Shaw, Summerson singles out
"other self-assertive individualists in search of what
they took to be essentiel” that inclﬁdes'Ashbee, an
architect of ”picturesque artiness;” While this thesis
purposefully avoids exaggeration of Ashbee's pioneering
role in late nineteenth century British architecture and
desigﬁ reform, it nevertheless reveals in detail the -
acknowledged impoftance Ashbee carried in London and
Chicago around 1900. Similarly, the third chapter’incor—
porates a brief dlscu381on of the Vienna Secess1on s
strongly—felt affinity with Ashbee's Guild Idea.
" Ashbee's influeﬁtial role in the Midwest is

recognized by Sharon Darllng in a Chlcago Historical

Soc1ety catalogue and exhlbltlon Chicago Metalsmiths in

1977. Ashbee's visit to Chicago, his relation with Jane
Addams and Hull House, the meetings between Wright and

Ashbee, the importance of Oscar Lovell Triggs, and the
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intimate connectiohs between‘Chicagoland the British Arts
and Crafts'movement are given careful review by Darling.
Ashbee's significance in the history of Chicagd metal-
smithing is attested to stylistically by the Kaio.Shbp
whose metalsmiths crafted silver objects very similar in
design to silver objects-designed by Ashbee. Although

Ashbee's ideas about machinery are not the concern of this

exhibition, it is significant that one of Chicago's most
important silver shops, in its desire to craft objects in
a modern style expressivg of the progressive ideals of the
| Midwest, looked to the silverwork désigns.of.Charles
Ashbee for their early inspiration. Ashbee's silver
repfeéented a model of excellence in modern design that
thié shop felt équalled the best of the English Arts and
Crafts. \

Althdugh'ﬁore active in decorative arts than in
architecture, Ashbee is considered by Henry-Russell
Hitchecock imporfant as "one of the first Europeans,td
appréCiate the significancevof Wright' and the appropriate
European architect—deéigner to write introductory remarks
in the'l9ll Wasmuth publication of Wright's work.
Hitchcock, like other Writérs, conéiders the Cheyne Walk

houses as Ashbee's most significant architectural




projects, "at least comparable to Voysey's.". Hitchcock
emphasizes in this cgnteXt that "English decorative art
exercised a-major influence on the Continent.”..Although
not the primary focus of this thesis, Ashbee's influence
uponvmembers of the early Vienna Secession, treated in
Part ITI, provides clear evidence'tp support the idea that
Ashbee's Guild of Handicraft, his Guild Idea, and his
later writings were used as workshop and ideology models
on the Continent.

In contrast to scholarly épinions that place
Ashbee in the context of the Modern movement, Anscombe and:
Gere consider his role as leader of the Guild to beumore
important than his role in the Modern movement's nascent
_ideology, omitting Ashbee from a chapter on Modernism
except for his role as a transmitter of ideas. Signifi-
cant is the description of Ashbee's visit to Chicago,
where he was so strongly impressed by Wright.

Recently, two of the most important books
related to the career of Charles Ashbee have‘been-pub—

lished. In 1980, Lionel Lambourne wrote Utopian Craftsmen

which examines the Arts and Crafts movement in both
England and America. An ehtire chapter, "Utopia Versus

Reality" is. given to the history of Charles Ashbee's Guild
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of Handicraft, paying special attention to the Guild's

move to Chipping Campdén. The authéfvcharacterizes Ashbee .
as "'both the most éuccessful and the most enigmatic
exponent of the ideology of the Arts and Crafts Movement,"
yet ignores entirely Ashbee's‘struggle with the role of |
machinery, his influential trip to America, and his
friendship with Frank Lloyd Wright. Lambourne's efforts
are praiseworthy, nonetheless, for aséembling many impor-
tant Arts and Crafts subjects under one title.

In suppoft of this interpretétion'of Ashbee's
contribution, Peter Davey breaks rank with his British
scholars to consider Ashbée as an Arts and Crafts aréhi- 
tect who, Davey believes, was ''the most original thinker
of the later Arts and Crafts movement." Davey is the
first to treat seridusly Ashbee's writings that deal
specifically with machinery and his interpfetation lends
credibility to Ashbee as a modern thinker, whbse firm
training in ideals df the Arts and Crafts movement sustain

him in his search for a positive position for machinery.

Fiona MacCarthy's book, The Simple Life, is
devoted entirely to Ashbee's rural life experiment of the
Guild moving'to Chipping Campden. This. thorough and

detailed investigation is concerned more with the history
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of England's back—to—the~1andvmovement than with archi-
btectural or design history. Much of Ashbee's personal
biography is illuminated, discussing many of his lifelong
friends such as Edward Carpenter, G. L. Dickinsoﬁ, and
nearly every important figure of the late Arts and Crafts
movement. MacCarthy engages the complicated question of
Ashbee's contributions to the late Arts and Crafts
ideology.that'was embraced by the‘Modern movement only to
dismiss ény connection between Ashbee and the acceptance
of the machine in European circles of applied arts design.
That Frank Lloyd'Wright selected Charles Ashbee to intro-
duce his work--intimately committed to the positive role
of the machine--is evidence enough to render Ashbee's
poSition in the formative years of the Modern movement
worthy of examination. To ignore this role is to ignore
the conclusions about machinery Ashbee himself drew from
his Guild experience and, worse yet, to promote—a
‘long-standing-myth that cdnfines Ashbee to the neat and
tidy,medievélist intefpretation of the Arts and Crafts as
a whole.

British interest in Ashbee and the Guild was

amply deanstrated by the recent Cheltenham Art Gallery

and Museum exhibition held by the Fine Art Society of
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London, which assembled a retrospective exhibition of the
Guild's work and published a catalogue to,accémpany it.
Writténvby;members of the Society, thé essays disCuss
'Ashbee's life from college days throughoﬁt the tenufe of
the Guild, blacingvAshbée strictly within the British Arté
and Crafts movement both aésthetically and‘ideologically
in terms of his role in improving social welfare and the
living conditions and educational'opportunitiés of the
laborer. The author chooses to omit any of Ashbeéfs
tfavel to America and any of his connections with the
~early Modefn movement . ‘
Similarly,'Peyton Skipwith describes the history
of the Guild and AShbee'églife in an entifely British
‘setting, thus choosing to deny again the obvious role
played by Ashbee in modern‘desigﬁ.history. Both of these
British studies are sufficient in their tréatment of the
Guild's handcrafted production, however, such an approach
emphasizes the need to treat in detail Ashbee's contribu—‘

tion, to Modern design in its formative years after 1900.
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INTRODUCTION

"Charies Ashbee and the British Arts and

Crafts Movement"

Charleé Robert Ashbee (186351942) is considered
a leading figure in the Arts and Crafts Movement because
of his Guild of Handicraft, which operated from 1888 to
1908.l Ashbee was the Guild's chief designer and primary
spokesman, remembered primérily for his silverwork designs
and for his many writingé’on design reform for the crafts
within the modern industrial conditions. It has been
generally understood by ébst architectural historians that
the Arts and Crafts movement did contribute significant
and useful axioms and principles of design to the twen-
_tieth century. . Nonetﬁeless, important, if not pivotal,
contributions made by Ashbee to the forﬁulative stages of
the Modern ﬁovement through his writings and some of his
designs for silverwork have been repeatedly subordinated
or totally ignored in scholarly criticism of Ashbee and
the Guild of Handicraft. It is my opinion that Ashbee's
consistgnt efforts to identify an acceptable role for
machines in design and manufaétﬁre of useful objecﬁsvwith-

out sacrificing the integrity of the craft tradition or




craftsman is an importaﬁt ingredient too long ignofed.
The so-called Guild Idea and the questions it raised were
addressed in the Guild's twenty-year history by Ashbee,
whose answers were important ideological con#ributions to
the early years of the Modern movement . vThe long success
of the Guild of Handicraft provided Ashbee the workshop
experience needed to formulate a moderh conception of the
role of machinery in the production of the applied arts.
This thesis investigates the development Qf.Ashbee's ideas
abbut_machinery throughout the Guild of Handicraft's
history. The twenty—yeaf histOrybof the Guild of Handi-
craft enabled Ashbee's ideas about the machine to evolve
in response to the praétical and ideological answers he
found in the workshop«and, very significantly, in his
travels to America.

The late nineteenth century in England was a
period of aesthetic conflict, ideologicalvuneasiness, and
expérimentation in the arts, both fine and decorative.
01d traditions and oid_artistic sﬁaﬁdards,'though not
entirely"rejected,'were found to be insufficient for
‘serving the‘needs of.a massive industrial society. Not
‘only were painters and sculptors in search of a meaningful.
modern style, but archiﬁects and designers were seeking to
establish a prominent role for the decorative arts‘in this

quest. Writers on and practitioners of the decorative




arts, often architects by training, reacted by creating

new ideals and production standards. One trend of this

reaction is the crafts ethic set forth in theory by John
Ruskin and in practice and theory by William Morris. o
Although closely allied with past standards—fpref
industrial standards;—the Arts and Cﬁ:afts_movemerllt,,2 most
significant from ca 1860 to 1915, was, above all, a
sociél, aesthetic, and mofal protest against the deplor-
able effects of un:egulated indﬁstry upon modern life.
For Morris and his followers of the Arts énd Crafts move-
“ment, modern life wés inéeparable ffom aesthetic experi-
ence. To maintain daily life ét‘a high standard required
artistic expression of a high standard.'. o
‘John Ruskln (1819 1900) and W1111am Morris
(1834- 1896) are the acknowledged forefathers of " thls
varied reformative design effort collectively known as the
Arts and Crafts movement. Most influehtiél during the
third quarter of the nineteenth.century, Ruskin wrote
abundantly about architectural design, history, and

ornamentation in books such as The Seven Lamps of Archi-

tecture (1849) or The Stones of Venice (1851-3). The

latter contained the important chapter, "The Nature of
Gothic," a formative eésay for the Arts and Crafts move-
ment. Because he was not a draftsman, Ruskin played his

most influential role in the movement as a critie and




theofetician.. Ruskin believed the Gothic period to be
superior to all others, especially his own, because the
Gothic allowéd the indiVidUal craftsman freedom to create
handcrafted.useful objects, for examplé. The medieval‘
~guild became the production model because the small work-
shop encouraged the individual craftsman's creative
efforts and, ~because there was no machinery, the craftsman
could work in a meaningful way directly with hlS material.
Each object, whether it be carved from wood, hammered from
precious"métal, or formed from clay, would be made |
entirely by onie craftsman.

Most important, perhaps, to this nineteenth-
cantury craft ethic formulated by Ruskin was the belief.in
the benefits of manual labor, rather than dependence upon
'tha machine; individual éfeative’design, rather than mass-
production; intimate,contact with the material to be
crafted, rather-than.the division of labor that accom-
panied mechanization; and the .integrity of a-single hand-
crafted object deéigned for its beauty and function,
rather than for its likeness to a hlstorlcal style or for

its commer01a1 value. The small handcrafted useful

object captured the attention of the movement which sought 

to raise the aesthetic rank of decorative arts from its
low position as a trade. The movement sought fervorently

to equate Craftsman with artist and the decorative with




|
the.fine arts. In reaction to the squalid industrialized | |
urban setting, Ruskin, Morris, and their many subsequent |
followers believed that a better life would be ensﬁred
when society surrounded itself with honestly méde, beau- o
tiful objects. _Thé movement was moralizing; its propo-
nents preached not only metﬁods of craft production and
workshop organization, but also the,need for honest and o
just citizeﬁs.

Many of Ruskin's writings inspired later Arts
and Crafts designers>and idealists; however, his essay,
"The Nature of Gothic" of 1851-3, elaborated best thev
movement's ideals for William Morris and other reformers.
In this essay, Ruskin defined Gothic with two broad
meanings: Mental Expression and Material.Form. While the
létter desCribed the actual architectural features such as
pointed arches and Windows or foliate 6rnament, the former
characterized "internal élements” which are the'"mental

tendencies of the builders."3'

Six different but over-
lapping characteristics Were’givén by Ruskin (Savageness,
Changefulness, Naturalism, Grotesqueﬁess, Rigidity, and
Redundance) to define thése subjeCtiﬁe aspécts of the
Gothic period's style. He believed that e?ery building,ﬁr‘
handmade object held emotional méaning and intellecﬁual
content in addition to the physical appearance!é This

didactic concept was seminal to the Arts and Crafts




movement and instilled many of the objects with added
meanihg. | _ |

For Ruskin and many of his followers, the thhic
period providéd'the best example of a happy life due |
largely to rewarding and meaningful labor. The intellect
and labor--or, as stated later, the mind and the hand--
were inseparablé in the béét conditions. Ruskin believed
in the handiéraft tradition, with all of its errors and
imperfections in production, because such mistakes meant
freedom of thought and represented what he termed the
"whéle majesty" ofhurnanity.5 Ruskin and those who
thought like he did disliked the flawless perfection of
industrialized mass—ﬁroduetion; forvit erased all evidence
of humaﬁ creativity and appiiéation. A perfect surface,
for instance, unornamented and unadorﬁed, meant mechaniza-
tion to the educated Victorian viewer. Workers foréed to
produce within the cohstraints of machines, Ruskin
believed, would lose their soul and_huménity within such
a degréding system of maﬁufacture; 'The division of labor,
moreover, was equal to the division of the whole person,
"broken into small.fragmeﬁts and crumbé of life,'" wrote
Ruskin,6 Thése who agreed with Ruskin, then, protested
strongly.against_sbciety's increasing dependénce upon fhe
machine. Concerned about the effects of pfolonged hours

minding a machine, Ruskin wrote the following grey outcome




for society:
But to feel their souls withering within them,
unthanked, to find their whole being sunk into
an unrecognized abyss, to be counted off into
a heap of mechanism, numbered with its wheels,
~and weighed with its hammer strokes...This
humanity for no long time is able to endure.
Ruskin's distrust of mass-production originated
“in his définitidn of Gothié arphitéctﬁre, which'inéisted
that eVery Gothic building differs ih somé important
respect from every other.8 Ruskin praiséd vafiety énd
change in design, tod, and rebelled against the moﬁotony
and exact repetition found in industrial methods. This
merely echoes his dislike of mass-production,>a s&Stem
which’was defined not by—ﬁariety but by monotony. |
Important to the Arts and Crafts movemenf's attention to
the'small‘individual decorative art object, Ruskin |
belieVed_thét in -a small project--such as a hammered
sil&er bowl-~one‘man's:thought could not be expréssed by
another . Furthermore, in regard to sound craft produc-
_tion; Ruskin wrote that '"'the difference between the spirit
of tquch of the man who in-iﬁventing; and the man who is
obéYing direétions is often all the'difference‘between a
_great and a common work ofiért.”g Here Ruskin recognized
thebimportance of creative exberimentation with materials.

This ensured that each object would be different from

every other.




Ruskin made exceptionvto’his guideline; however,
in regard to larger projects with measurable dimensions,
in which "it is indeed both poesible and necessary that
the thoughts ef one man should be carried out by the labor

1Q Such an axiom may have applied to Gothic

of others."
architecture, but Ruskin's contemporaries extended its
meaning to include a chief designer who guided the labor
‘of the craftsmen through the completion of their design.
Ruskin's guidelines in "The Nature of Gothic" were very
1nf1uent1a1 to the archltect designers who formed small
workshops or craft gullds to attempt to realize Ruskin's
ideals. Frequently the guild would have a leading
designer Whe may or may not have been a craftsman. A
tgreup of skilled workers in wood, glass, metal, or clay,
for instance, would carry out the designs executed on

paper by the chief designer. 1In other workshops, the

designer was himself a skilled craftsman who.could carry

out their own designs. Ruskin apparently allowed for both

systems. It is generally well-known that many of these
pioneering designers were inspired both by Ruskin's
writings as well as by.the then debased state of contempo-
rary design.

| Regarding principles of craft maﬁufacture,
Ruskin laid down in "The Nature of Gothic" three rules

whlch formed the ba31s of all future Arts and Crafts




movement workshops. Although many of the craft guilds
developed their own style, Ruskin's principles served as
the starting point of handicraft production. To ensure

"healthy and enobling labor,' Ruskin wfote the following
rules for craftsmen and designers, which were at the core
of Ashbee's experiment and that of others:
1. Never encourage the manufacture of any
- article not absolutely necessary, in the
production of which Inventlon has no
share.
2. Never demand an exact fiﬁish'for its own
sake, but only for some practical or -
noble end.
3. Never encourage imitation or copying of
any kind, except for the sake of preserv1ng
record of some. great works. '
The designer who followed these rules was effectively
putting Ruskin's theory partially into practice. To an
audience aware of Ruskinian'principles, a handcrafted
object from one of the guilds would express not only its
styie or outward fbrm, but also an ideology of craft
production that was defined by honesty, individuality,
and liberty. Like the Gothic building, the handcrafted
object was defined by its form and carriéd'meaning through
its method of production. Ruskin's principles insisted
that each decorative art object should be created out of
necessity, nobility of purpose, and individuality of

design, all of which were embraced and enlarged'upon by

subsequent design reformers who were guided in their
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efforﬁs By Ruskinian ideas of design.

The notion fhat decorative art and architecture
could convey social and aesthetic ideals appealed
immediately to the early Arts and Crafts reformers around
1860 who, after reading Ruskin's works among others,
rebelled against an over industrialized and_inhuman
production system. This réaction'frequentlyvfound expres-
éion in the small craft guild or workshop. Craft
designers believed strongly that with the dignity of sound
craft production came a ;eal'improvemént'in’the’standards
of daily life.

The most influential designer and writer early
in the Arts and Crafts movement was William Morris,
remembered for his titanic energy as a SOCialist,
designer, writer; and créftsman. Morris's ideals were
inspired‘by both the writings of John Ruskin and his own
early association with the Pre—Raphae1ite Brotherhood or

PRB.12

Formed in.1848, this secretive fraternity of
painters and poets iﬁsisted upon serious subjects wifh
symbolic meaning. They painted in a realistic and
medievalizing style reminiscent of Italian painting of the
‘late ‘l4th century. Ruskin defined the PRB's single
principle as ''that of absolute, uncompromising truth iﬁ
all that it does, obtained by Working everything, down

13

to the most minute detail, from nature only." Morris
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associated withimany of the PRB and.discussed with them
new standards of beauty that recognized the imporfance not
only of the fine arts, but also of the decorative arts.
vConsequently, the PRB ﬁainters William Holman Hunt; Ford
Madox Brown, Dante Gabriel Rossetti, and Edward Burne-
Jones]‘4 began designing simply styled furniture which they
painted with scenes from Ehglish legend. The PRB and
William Morris sought to design artistic objects for their
homes, paying special attention to decorative detail,
truthfulness to materials, honest and straightforward
constructlon and the benefits ef a small workshop.

These early experiments in design reform were
successful enough to permit the formation in 1861 of‘a
design firm known at first as Morris, Marshall, Faulkner

and Company.15

- The company was organized within a year
after Morris moved into his famous Red House, designed by
Philip Webb in 1859-60, Inspired by Ruskin's writings,
.Morris wanted nothing ready-made for his new home and set
out to furnish the entire interior With hand-made items of .
his own design. Morris and friends of the PRB, particu—b
larly Rossetti‘and Burne-~Jones, collaborated in the

house's interior decoratiqn. Resulting from this small
private effort at reformative design and craftsmanshlp,

the 1nter10r decoration company that produced wallpapers

tapestries, stained-glass windows, private-press books,
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and furniture throughout the long tenure of Morris and
Cbmpany., Morris increasingly took over the design of the
- firm's objects, which were praised in major international
exhibitions. Together with his lectures and his numerous
Writings, the designs of Morris made him extremely influ-
. ential throughout most of the Arts and Crafts movement.
Walter Cranel6 wrote later of Morris and Company that
their rebellious efforts
represented in the main a revival of the
medieval spirit (though not in letter) in
design; a return to simplicity, to sincerity,
to good materials and sound workmanship; to

rich and suggestive surface decoration, and
simple constructive forms.l7

The successful exampleiof William Mofris's designmfirm
encouraged arehitects and reformers of the next generation
to begin other craft guilds end workshops, especially
during the 1880s. | _

| Arthur H. Mackmurdo (1851—1942),.trained'ae an
architect under James Brooks;l8 recognized the need for

19-thus he

unity of'design in an "organic" architecture;
designed everyiobject for use in his Buildings. An avid
reader of Ruskin, Mackmurdo iealized'thevneed for his
designs to be.carried out by other craftsmen. Further
‘contact with Ruskin lead Mackmurdo to enroll in Ruskin's
cless at Oxford, from Where’the two travelled to Italy in

1874, In 1882, having trained himself in various crafts,

Mackmurdo founded the Century Guild, one of the Arts and
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Crafts movement's earliest experiméntallguilds based on
the teachings of Ruskin and the example of Morris. The
Cehtury Guild, Mackmurdo believed,“was'formed in order
"fo render all branches of art the sphere no longer éf the
tradesman, but of the artist..." and to "restore building,
decoration, glass-making, pottery, and wood-carving and
.métal to their rightful place beside painting and
sculptufe.”20

Mackmurdo's guild gave recognizable form to
ideas that at that time wére'shared,by many architects
.and craftsmen interestediin‘redefining‘standards.of beauty
and conditions of craft Erdduction. Mackmurdo's aes-
"thetic, under the new influences of Italian Renaissance :
and Japanese art, extended the stylistic boundaries estab-
lished by Morris and Company. Moreover, Mackﬁurdo
promoted experiﬁentatioh and individuality through his
~guild example aﬁd his-bwn,design'aesthetic.' Lastly,
Mackmurdo began an important early quarﬁerly publicafion

devoted to the nascent craft ethic called Hobby Horse

(1884) wherein Ruskin, the PRB, and other reformers wrote
to encourage the spread of their ideas. The Centufyngild
ended its successful activity in 1888 as individual

members followed their own careers,21

In 1883, several architect-craftsmen, known as

the St. George's Society, began to meet in order to
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attempt to impvae art and architecture. The group sought
to bring together artist, architect and craftsman and
thereby restore the unity of the arts, namely "architec-

n22 This

ture, painting, sculpture, and the kindred arts.
group was joined in 1884 by another group known as the
’”Fifteen” that included Lewis Day, John Sedding and
Walter Crane. That yeaf,“1884, the highly impoftant Art
Workers' Guild was founded in London by thé leading
members of these two groups. The membership inothe early
years included C. F. A. Voysey, Harrison Townsend, Arthur
‘H. Mackmurdo, Williaﬁ Mofris, Charles Ashbee, Richard

23

Norman Shaw, Edwin Lutyens, and Roger Fry. From this

group was formed the important Arts and Crafts Exhibition

Society in 1888. These two organizations, the Art_'
Workers' Guild and the Arts and Crafts Exhibition.Sooiety;
were the most important organizations for the exhibition
and encouragement of new‘design and,standérds of beauty in
‘the handicrafts created by the most significant figures in
the Arts and Crafts movement,

The interpretation'of Ruskin's and Morris's
goals varied in this second geﬁeration of reformative
architects and designers that included Walter Crane,
William Benson, C. F. A. Voyséy, M. H. Baillie Scott,
A; H. Mackmurdo, William Lethaby, and Charles Ashbee.24

Cumulatively, their work and writings brought forward Art
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Nouveau or the Modern Movement.in design and aréhitecture.
To many of the Arts and Crafts designers, the Art Nouveau
seemed artificial and in conflict with many of their.
iﬂeals. The sinuous curves and abundant ornament that
characterized much of Art Nouveau design was considered
to be contrary to Arts and Crafts.beliefs in simplicity
and the frank expression of construction and materials.

On the'bther hand, some of the later Arts and Crafts
réformative ideas contributed to American and Continental
effofts in the early years of the Modern movement.

Thé Arts and Crafts movement began undoubtedly
in part as a reaction against the maéhine and its obvi—.
ously detrimental impact on the production of applied
arts. But the machine could not be denied. The conflict
between thebapplied arts and the machine was inevitably to
be reconsidered and theoretically resolved by later more
realistic thinkers, including Chaﬁles Ashbee, Wﬁo bélieved
that only good artists and designers could édequately
solve these problems of production. By the late 1880s,
even William Morris had shifted his thinking to grant
machinery a limited role and, by the year 1900, a small
gfoup of more realistic designers in England developed an
ideology Which‘encoufaged the‘acceptance of the machine.
The genefation'after Morris included the most conclusive

thinkers in regard to the machine conflict. A leading
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British architect and designer who éontributed signifi—‘
cantly to the early stages of the resolution>of this
conflict between art and industry was CharleS'Ashbee.
Only recently have his idedlogical efforts carried out
during the hiétofy of the Guildvof Handicraft received
any scholarly attention.25 One purpose of this thesis is
to make evident the contributions'Ashbee and hié Guild of'
‘Handicraft made ﬁo bring together hand-craftsmanship and
the machine in the production of decorative art objects
during the early.years of the Médern movement .

‘The purpose of thisfMaster's Thesis devoted to
Charles Ashbee (1863—1945) and the Guild.of Handicraft is
twofold. Its broadest goal is to summarize Ashbee's

ideological and aesthetic contributions through the Guild

to Arts and Crafts_design from 1888 to 1908 and after, as
well as to investigate his ideas about the growing role of
méchinery in the production of the applied arts. This
primary purpose will be substantiated by the éecond, Which )
1is to study the.profbund influence of the Arts and Crafts
- movement, carried beyond its native soil by Ashbee{ updﬁ
America, particularly Chicago and some East coast cities.
Regarding art historical method, the writer
believes that an accurate appraisal éf Ashbee's contribu-
tion to modern design theory will result when one places

him within the multiplicity of the artistic setting in the




17

years after 1898. At this time Ashbee began to formulate’
~his mature definition of standard in craftsmanship and |
machinery's role in the production of beaﬁtiful objects.
In addition to England, this setting most certainly
includes, above all, Chicago, where Frank Lloyd Wright and’
members of the Prairie School were active.

Until recently, art historians have been
comfortable treating Ashbee strictly within the confines
of the Arts and Crafts, thereby maintaining a precise
pattern of developmeﬁt in the history of architecture and
designvfrom the Arts and Cfafts movement into the Modern-
movement, It'wduld‘be dangefOUS for an art historian to
isolate Ashbee from the numerous significant inflﬁences
which he, more than most of his contemporéries, became
involved with. Ashbee not only contributed significantly
to the Arts and Crafts movement with his designs for
silver, jewelry, furniture, and typography, but also,
through his activities in America and Austria, recognized
very early in Europe the growing role of the machine.v
This contribution is often subordinated to the Guild's
successful years around 1900. It is pertinent,.therefore;
to underscqre'Ashbee's role in convincing the Europeans to

accept the machine in matters of design and craftsmanship

‘early in the twentieth century.




1863

1869
1883

1884

1886-7

1888 -

1893
1894

1895

1896

1897
1898

Chronology

Charles Robert Ashbee born in London to
Elizabeth and Henry Spencer Ashbee.

Frank Lloyd Wright born.

Ashbee enters Wellington and Klng s College
Cambridge.

Art Workers' Guild founded in London.

Ashbee articled to Gothic Revival architect
George F. Bodley for two years while living at
Toynbee Hall in London's East End. Ashbee
begins teachlng a Ruskin reading class there.

Ashbee establlshes the Guild and School of
Handicraft.

The Arts and Crafts Exhibition Society is
founded in London

Frank Lloyd erght begins practlce of archl—
tecture

Ashbee publishes A Few Chaptefs in Workshop
Reconstruction and Citizenship.

Ashbee's ”Magple and Stump" House completed on
Cheyne Walk in London and is decorated by the
Guild of Handicraft. :

Ashbee visits East Coast cities in America that
includes Philadelphia, Boston and New York.

Chioago Arts and Crafts Society founded.

Darmstadt artist's colony establlshed by the
Grand Duke of Hesse. The furnlshlngs were
designed by M. H. Baillie Scott in collabora-
tion with Ashbee and executed by the Guild of
Handicraft.

Ashbee and Guild of Handicraft are exhibited
for the first time in America at Philadelphia's

18




1900-1

1901

1902

1903

1906

19

T-Square Club and then at the,Chicago Archi-
tecture Club.

Ashbee starts the Essex House Press in London.
Liberty and Company 1ntroduce "lymric" style
silver in London.

First Secession exhlbltlon in Vlenna

Ashbee tours American cities on behalf of the

‘National Trust and also lectures on the

British Arts and Crafts movement. He meets
Frank Lloyd Wright in Chicago at Hull House.
Chicago Architecture Club exhibits work of
Charles Ashbee and the Guild of Handicraft as

.well as work by Frank Lloyd Wright.

Clara P. Barck (later Welles) begins Kalo Shop
in Chicago. .
Oscar Lovell Triggs, Professor of English at

“the University of Chicago, founded the

Industrial Art League, which is largely shaped

by Ashbee's ideas. Eighth Secession Exhibition.

devoted primarily to the applied arts in which
Ashbee and the Guild of Handicraft are repre-
sented by a room of Guild designs. Koloman
Moser purchases Ashbee-designed silverwork.

Rose Valley Association founded by William L.
Price.

Wright delivers lecture "Art and Craft of the
Machine" at Chicago's Hull House.

Ashbee and Guild of Handicraft moving to rural
setting of Chipping Campden.

Fifteenth Secession Exhibition features jewelry
designed by Ashbee and executed by the Guild of
Handicraft.

Triggs publishes Chapters in the History of

The Arts and Crafts‘M0vement.

Seventeenth Secession Exhibition includes
jewelry by Ashbee and executed by the Guild. of
Handicraft.

Morris Society founded in Chicago by Joseph
Twyman and Oscar Lovell Triggs.

‘Twenty-fourth Secession Exhibition features

silverwork and jewelry designed by Ashbee and
executed by the Guild of Handicraft.




1908

1909
1910-11

20

Guild of Handicraft is ended.

Ashbee returns to America for lecture tour which
included a visit to Chicago.

Ashbee publishes Craftsmanship in_ Competltlve
Industry.

Wright publishes first version of "In The

Cause of Architecture'" in the Architectural
Review.

Ashbee publishes Modern Engllsh Silverwork.

Two edltlons of Frank Lloyd erght s
Ausgefiihrte Bauten are published in Berlin.
The 1911 edition, Frank Lloyd Wright
Ausgefiihrte Bauten, includes Ashbee's
Introduction (See Appendix 3).

Wright visits Ashbee in Chipping Campden.
Ashbee publishes Should We Stop Teaching Art?
Ashbee writes series of articles "Man and The:
Machine" for House Beautiful. :
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Originally founded as the Guild and School ofv.
Handicraft in 1888, Ashbee's cooperative'and educational
experiment in craft reform was active fof twenty‘years.

By 1895, the Guild workshops had consumed all ovashbee's.
attention and so the school was closed in that year. |
Known thereafter simply as the Guild of Handiéraft,
Ashbee's craft workshops ptoduced furniture, leatherwork,
jewelry, metalwork, decorative painting, and art books in .

26 From this

keeping with the designs supplied by Ashbee.
workshop experience, Ashbee was able to refine his Guild
Idea which, in essence, Qas'the ideological hub of the
workshop. The Guild Tdea défined for Ashbee and his
workers the meaning of’fheir handicraft and set before
them the problems of design and execution that were in
need of improvement within the modern industrial setting.
The Guild Idea, through all of its changes, stood for
individuality of'désign, the importance of crafts as a
méasufe of beauty, and for the improved charaéter of daily
life by means of a standard of beautiful production within
a craft context.

Charles Ashbee was the dnly son born to his_
Jewish mother from Hamburg and his father, a sﬁccessful

British export businessman and bibliophile. Deciding to

begin his college education rather than to continue the:
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family business, Ashbee attended Wellington and King's
College in Cambridge from 1883 to 1886 and graduated with
 an,M.A._in_history. It was at Cambridge that Ashbee‘Was
instilled with much of the idealism that continued to
nurture the Guild of Handicraft and the Guild Idea.

At Cambridge, Ashbee was exposed tb a variety of
reformative trends gatherihg momentum in the 1880's. He
was receptive to movements promoting a return to rufal
ways valife and seeking to better the conditions of the
working.class. Ashbee was.impressed most by his feadings
in art and architecture,Ithe‘most,influential of which
were the writings of John Ruskin. Not surprisingly,
Ashbee became acquainted with others who shared these
ideals of reform in the arts and in the daily lives of the
‘working class;- His two most valued and influential.
friends at Caﬁbridge were Goldsworthy Lowes‘Dickinson and

Roger Fry.27

However, it was Edward Carpenter28 who most
intensely affected Ashbee's youthful‘aﬁd expanding
idealism. Through this small group, Ashbee was exposed to
all the leading ideas about communal life, beauty, truth,
craft ethics, democratic principles, and Socialism. Most
importantt‘perhaps, was Ashbee's introduction to William
Morris. Morris provided a model of reform through the

crafts and Ashbee was attracted to his efforts to revive

handicrafts in order to bring about needed aesthetic and
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social reform. Recognizing the appérently unréconcilable
conditions Qf their society in which free life at
Cambridge contrasted with the obviously degradipg and
unhealthy conditions of the industriallworking class,
Ashbee and his comrades'sought-practical means to improve
the social and industrial setting of late nineteenth-
century England. |

| | As a student and through his interesf in the
newly forming-craft ethic of Ruskin and Morris,vAshbee was
undoubtedly aware of the efforts of many significant
reformative architects,aﬁd designefs working since the
1860s in the English Gothic Revival.style,_such as James
Brooks, Richard Norman Shaw, George E. Street, Philip

Webb, and George F..Bodley.29

Learning the influential
social and aesthetic position of the architect-designer,
Ashbee at Cambridge thought he would make a career in
architecture. To this end, he was articled to George F.
Bodley from 1886 to 1888. At this time, Ashbee lived and
worked at the University's settlement.at.Toynbee Hall in
the squalid East End of Loﬁdon, where philanthropic
efforts had been underway fof over ten.years to assist the
city's‘pbor working classes. As the resident architect,
Ashbee taught a Ruskin reading class and a few drawing and

decoration classes. Important lessons were learned here

by Ashbee, whose Cambridge-born idealism was forever
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tempered by the reality of the industrial horrors and
their subsequent demeaning influence on the laborers'
daily lives that Ashbee witnessed so vividly while working
at Toynbee Hall. It is significant that Ashbee's Guild
Idea was born not in the quiet sunshine of Cambridge among
the intelligentsia, but in the smoggy, dense and‘ciatter-
ing East End of London among the downtrodden workers,
~while he was a student of George F. Bodley.

From 1886 to 1888, Ashbee was articled to George
F,vBodley (1827—1907),3O.a first generation Arts and
Crafts architect recogniéed'for his ecclesiastical
projects in the Gothic Revival style. Bodley is also
known in this context as a very early customer of Morris
and Ccmpany. Over fifty years later, Ashbee recalled
Bodlej's lesson that "for the architect,-the first eim.inf

life was the search for beauty.”31

‘Bodley had developed
an English Gothic.Revival style of architecture, as seen
in his St. Augustine's Church (1870-74)>in Pendebury,32
that reflected thevteachings of A. W. Pugin. Bodley and
his contemporaries John P. Sedding, James Brooks, and
George E. Street were significant to Ashbee's generation
for their interpretation of Ruskin's ideals and because

their offices provided a meeting place for their students

to discuss the new ideas of architecture and the c¢rafts. ‘

Shaw's office, for example, contained students and
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associates that-formed the nucleus of the St. George's
Society, a chief ingredient of the important Art Workers'
Guild.

Bodley's reputation was recognized past,1900 not

33 ‘This important

only in Englandvbnt also in America.
early link between Américan and English Gothic Revival
architecture, represénted in part by the work of Bodléy,
bore fruit later during the Arts and Crafts movement when
his pupil, Charles Ashbee, developed further the aesthetic
dialogue between English and American centers of design
reform. Like Bodley, Ashbee also influenced the Arts and"
Crafts movement in America. Like his teacher who encouf-
aged a retufn to English stylistic preCedents to find
sources for a truly modern étyle, Ashbee studied English
craft precedents in order to evolve a Guild style that was
both modern and English. This dual aesthetic was inspired
by the previous generation's, such as that of Morris, the
PRB, and other designers, who sought to révive an appre-
ciation of English art during thé 18503,>1860s, and 1870s. .
Most designers of the Arts and Crafts movement held this
regard for an earlier English tradition, believing that
‘the origin of a new andvoriginal modern style lay in_an
understanding of past styles.

Nevertheless, there is evidencé of a particular

Practice by Bodley that would certainly have caused second
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thoughts in Ashbee, just as they did in Norman Shaw who,
in writing to J. D. Sedding, complained:

Look at the enclosed photo and say it is not

copied (and I use the word advisedly). I don't

mean imitated--but clean copied from old work--

‘general design and detail down to the smallest

cusp. It is possible that this can be great

art--1 fear not—-and yet it is a good work of

Bodley's. .
Although no'building is identified thls statement reveals
much about the Arts and Crafts movement s meaning of
individual style and its dlsapproval of direct copying
from older examples. Progressive Arts and Crafts design-
ers, such as Ashbee,'insisted upon individual artiétic
expression that was bred -from a thorough knowledge of
traditional handicraft techniques and regard for materi-
als; the final pfoduct was to be completely modern in its
style.

Regarding the generation of Bodley, Ashbee felt
thatvits members perpetuated a tradition based upon the |
false separation of the fine arts of painting and
sculpture from the minor arts such as metalwork, weaving,
bookmaking, or some other handmade utilitarian objects.

As an architect, and inspired somewhat by the expression

of Italian Renaissence art in which all the arts were

unified by architecture, Ashbee‘believed that unity of
design expressed_through an identifiable guild style could

be achieved in the small workshops directed at Essex
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House, the.Georgian style building in Loﬁdonvthat was the
Guild's home from just after 1888 to 1902.3° There his
improved production conditions could elevaté'currént |
standards‘of'beauty. Ashbee wrote:

Bodley and the architects...Leighton, Watts,
Holman Hunt, even Burne-Jones were all, however
sympathetic, aloof from the new movement. I
think perhaps the cleft between us was of the
beautiful world of our desire and the materi-
alistic universe were incompatible...The real
help now came from our East London workmen
[who] revealed to me that not only were the
materialistic Universe and the mechanical con-
ditions of life we were fighting inseparably
connected, but that we were also passing out of
them. This was a matter not merely of science
but of poetic vision through the arts.36

It seems that Ashbee recalled his years as a writer and
designer during the iateﬂArts and Crafts period as a time
of idedlogical stfuggle. Ashbee's answers were provided
by thebworkshop experiences in which the,ultimaté chal-
1enge was to'instill human qualitieé in the arts for a
Society bogged down by industrialism, and thereby to
improve the sense of beauty. The Arts and Crafts problem
wés/summafized.Well byvAshbee when he wrote: "There it
was this commodity...if you make one you coﬁld make many
but you must make it human; that was the.test.”37 The
experimental pﬁrpose of the Guild Idea was to explore thé

capacity for architect-designers to preserve the integrity

of a sehsitively designed, handmade art object.




29

‘Together, the idealism of Cambridge, the read-
ings of Ruskin, the training with George Bodley, and the
reality of working with the underprivileged laborers were
contributing factors to the formulative dévelopment of
Ashbee's Guild Idea. This concept was summed up within
the Arts and Crafts context by Ashbee when he wrote:

The movement shall be a workman's movement;

that it shall be one for the nobility and

advance of English Art and Handicraft; that

it shall be developed not on the basis of

mastership in the ordinary sense, but co-

operatively as an industrial partnership

and that the arts and crafts, united in the

Guild, shall be the children of the mother

art of architecture.38
The Guild Idea was not an inflexible system for Ashbee,
and when reconsidering the history of the Guild of Handi-
craft, two rather different expressions.weré born from
Ashbee's thesis. The earlier definition, closer in spirit
to Ruskin's and Morris' concepts of a guild and the
rejection of the machine, paralleled the approximately
first decade of the Guild, from 1888 to 1900. The second
and .later definition still relied upon the Guild's found-
ing principles, but by the close of the Guild of Handi-
craft in 1908, the Guiid Idea meant something quite
different to its originator. The shift was defined by the
incorporation of the machine. Ashbee was able to bring

together the machine and the handicraft ideals of the Arts.

and Crafts movement.
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To Ashbee and many of his colleagues, one of the
most. perplexing questions addressed at the time was the
role to be played by machinery‘in the production of high-
quaiity applied‘arts. The Guild Idea addressed this issue
early in its history. It is the author's belief that
Ashbee posed important and relevant questions about the
machine very early in the Guild's development and within
its more Medieval revival context.' Ashbee was able in
1894 to describe the Guild Idea in the form of what he
called aphorisms. In the spirit of a mottb, Ashbee's
aphorisms were>es§entially ideological guidelines within
which his notions of beauty, workshop production, handi-
craft, and modern design were contained. From the early
1890s to around 1900, they succinctly suﬁmafized the
various evolutions of his Guild Idea as it was modified
through workshop experiencé; changing public taste, or the
nascent Modern movement.

In his 1894 book, Chapters in Workshop Recon-

struction and Citizenship, Ashbee‘wrote an impOrtant
introductbry chapter; ”Some Defihitions}Towards an Ideal,"
in which hebdiscussed beauty or productioﬁ standards in
relation to social developmentvor thé_créftsman. The
following chapter centered around the 'need for the culti-
Vétion_of beauty'" and in discussing at length this aspect

of the Guild Idea, Ashbee laid down some of the WOrkshop's
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early guiding‘aphorisms. Addressing the machine problem
was for Ashbee only one of five early goals (Appendix 1).
The urgency of this production issue remained alive
throughout the Guild of Handicraft's evolution. Ashbee
believed in 1894 that his Guild plan was a significant
attempt to resolve the machine-handicraft conflict, for
he wrote:.
That the problems of machine production will
have by degrees to be solved from within the
workshop. That a sharp distinction will have
to be drawn between what is produced by
machinery and the direct work of man's hands,
and that the standard of artistic excellence
must depend ultimately upon the pleasure §iven,
not to the consumer, but to the producer. 9
This statement concisely defines how Ashbee set out with
his investigative Guild Idea to resolve the machine con-
flict.
The second and more mature phase of the Guild
Idea, nurtured within a progressive and more modern con-
text than was present in the early 1890s, could be char-
acterized as a time when Ashbee was able to resolve his
questions about the machine which were raised earlier in
the Guild experiments. Still maintaining his preference
for a handicraft ideal, Ashbee carefully shifted from his
dislike of the machine toward an acceptance of its place
in the area of applied arts design. This shift took time

to occur and it is now important to consider this process

within the development of the Guild of Handicraft.
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Arts and Crafts ideals germinated with Ruskin
and Morris wére put into practice when numerous small

craft guilds formed in the 1880s and 1890s. Clearly,

Ashbee was motivated by many forces, both creative and
 social, and by his own belief in the possibility for ‘ , f
improvement in design through his own ideas. Ashbee was

stepping in time with the'rapidly growing Arts and Crafts

1888, the same year as the important Arts and Crafts
Exhibition society first exhibited the movement's leading
designers and craftsmen. The surprise to many, including

Ashbee, was that the Guild of Handicraft was so success-

movement, foﬁnding the Guild and School of'Handicraft in

ful. It prospered for twenty years. From his formulation
of the Guild Idea, his Guild experiment, and from his | i
efforts to write profusely about the problems in art and

industry, Ashbee was able directly to address ﬁith some {
profound imﬁlications—-if not solutions--the issue of
machinery as it applied to the decorative arts.

_," During the two years with Bodley, Ashbee lived
at Toynbee Hall in London's East End, where he formed a
Ruskin reading class and taught drawing and decoration.
The students attempted to apply their ideals, inspired by
Ruskin, to practical education, but they found |

apprenticeship defunct...destroyed by subdivi-

sion of labour and mechanical production...the
teaching function and the workshop function
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everywhere divorced...The application of the

principles of art to material, to its limita-

tions and necessities, nowhere taught.40 '
With three foﬁhding members and four workmen, Ashbee began
the Guild and School of Handicraft: 'Very undefined at
first, the notion was that a'school should be carried on

in connection with a wofkshbp.' Ashbee‘began as director
of both, but as the Guild expanded, he concentrated his
efforts upon it and the school came under anbther
director. |

| The Guild of Handicraft met with wideépread and
great prosperity. From 1888 to 1902, when the Guild and
its galleries were located primarily at Essex House in
London; Asﬁbee’s_designs as executed by the Guild members
were increasingly praisedvas his craftsmen's skills
developed and Ashbee's sense of a Guild style matured.

In 1890, the Guild members moved from a nearby.warehouse
to larger premises on Mile End Road to the Essex House
. which provided larger Wofking spaces than the upper floor
of a Commercial Street warehouse. At the samé time, a
fetail shop was opened on Brook Street. - Not only wefe
Guild of Handicraft items purchased by private customers,
contemporary architects, or the London School board, for
instance, but they were fepeétedly exhibited in inter-

national expositions and illustrated in reputable profes-

sional journals.
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As an architect affiliated with the Royal
Institute of British Architects, Ashbee was active as an

architect of new structures and as a preservationist of

41

old structures. Ashbee participated with the so-called

"anti-scrape" architeqts who were best represented by
Morris and‘the Socieﬁy for the Protection of Ancient
Bﬁildings. Around 1900, Ashbée was aétive with the
National Trust, which sponsored his trip to America in
1900-1. As a preservation architect, Ashbee was attracted
to Chipping Campdeh for its"restorétion potentiél as well
as for its idyllic‘settiﬁg for the Guild members.

As stated in -the Foreward, Davey, Pevsner and
Hitchcock address Ashbee;s architectural designs. The
1895 "Mégpie and‘Stump”vhduse was perhaps the best of a
series of original‘buildingsV(Plates 1 and 2) designed in
1897 by Ashbee for Cheyne Walk in Chelsea (Plate 3). 72
and 73 Cheyne Walk (Plate 4) appear to'bevmore inspired by
Shaw, while the only surviving examples, 38 and 39 CHeyne
Walk (Platev5), are equal with.the.work of C. F. A.‘desey
in originality and simplicity of design.‘ This is -
particularly true, writes Alastair Servicé, of thé'
exterior and interior (Plate 6) of 39.Cheyné Walk.
Particuiarly good evidence exiéts ﬁo support the sﬁggeé—
tion that vernacular Cotswolds architecture influenced the

work of Arts and Crafts architects such as Ashbee. Local
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materials and skills used to construct buildings in
Chipping Campden (Plate 7) combined to create what Edith.

Brill labelled "urban'vernécular.”' That was‘expressed_ih

large.buildings of revived style such as Rodmarton Manor
(Plate 8). Ashbee's surviving Cheyne Walk buiidings
combine contemporary needs and abstract and siﬁple
surfaces with a picturesqué elevation that recalls the
Cétswolds-vernacular building tradition. Lastiy, Ashbee's
collaboration with M. H. Baillie Scott for the decoration
of the Palace at Darﬁétadt for the Duke of Hesse wés
widely published and qoﬁtributed significantly to estab-
lishing the Guild of Handicraft's reputation in 1898.

Iﬁ 1898, the Guild of Handicraft was registered
‘as a limitéd_liability company in érder to deal more.
soundly ﬁith'financial matters, a constant problem. A
period of well-being followed. By 1900, with seventy
workmen, the Guild produced silﬁerWork,:jewelry, wrought
iron furniture (Plate 9), and printed books, all of which
conformed to the stylistic guidan¢e of the head designer,
Charles Ashbee. 1In such a position of stylistic super-
vision, Ashbee and the Guild members functioned in the
manner of the model Italian Renaissance guild, in which
the minor arts were subordinated in style to the over-

riding influence of architecture.
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The Guild'of’Handicraft'svrecognitioh increased

throughout the late 1890s in England and on the Continent.

Numerous exhibitions, commissions,‘and\reviews_were com-
plemented with the silverwork, furniture, jewélry, |
leatherwork, modelling, and private press books produced
by the Guild of Handicraft. Ashbee‘was a familiar name to
the Arts and Crafts Exhibition Society's audiences in

. London and to similar groups abroad. The Guild's work

was known to readers of important periodicals such as Art
' 42

Journal or The Studio, Dekorative Kunst, or The Builder.

The Guild's work, especially Ashbee's silver and jewelfy
designs, received much praise in.a circuit of exhibitions
in the European cities of Manchester, Liverpool, Dublin,_
Berlin, Munich, Vienna, Frankfo;t, and Paris, as well as
in the American cities of‘ChicagQ, St. Louis, Detroit, |
Cleveland, fittsburgh, New York, Philadelphia, and others.
Ashbee or the Guild, or both, were‘represénted in every
exhibition of the Arts and Crafts Exhibition Societj from
its’first in 1888. It is notable, too, especially in
View of the many German cities where Ashbee's work was
exhibited, that around 1900 Ashbee became a member of the
Vienna Secession, fOunded'in 1897. |

| The early Ruskinian interpretation of the Guild

Idea was outlined at the start of the Guild and school of

Handicraft when Ashbee translated aﬁd published The
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Treatises of Benvenuto Cellini on Goldsmithing and .

Sculgtﬁre in 1888. When he focused his attention upon the
1ife'and work of Cellini, Ashbee revealed one aspect ofv
the Guild Idea, which was the organizational‘role played
by the architect. Recognizing how in the Italian Renais-

sance architecture was seen as the mother art of all the

arts, Ashbee believed that the architect-designer was an

irreplaceable figure_in‘a'small'workshop, Just as the

master architect of the Renaissanéé oversaw the various
craftsmen engaged in a large project, architect Ashbee
brought discipline bf«deéign and synthesis of style to
every 6bject crafted by the Guild of Handiéraft craftsmen.

Ashbee considered Cellini's writings to .be a set
of guidelines or a ”workshoplbook” thatlwas intended to
instruct Guild members and other craftsmen in techniques
and methods of the Renaissance goldsmith. The book
provides a great deal of information about metalwork
techniques. - For the purpoSe‘of detailing Ashbee's early
handicraft attitudes, the‘preface allows for early
glimpses of his attitude towérd the machine. Ashbee
wrdte:

To those of us who in recent years have been

seeking to lift the art of the goldsmith out

of the slough of industrial despond, to show

once more what the human hand and fancy can

create, and to relegate, without repudiating

it, the machine to its right place in rela-
tion to human endeavour, all this manifold
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production of rubbishy trinkets, useless orna-

ments, and things made for 'the Market,' is

stupid and wasteful and makes for the destruc-

tion not the ennobling or beautifying of life. 3
It is important to note two things about this 1888 state-
ment, whiéh was an attémpt by Ashbee'tq defiﬁe the place
of machinery. First, rather than completely rejecting the
machine, Ashbee implies that he accepts its position some- |
where. Ashbee's definition is novel when compared to many }
of his predecessors, but at this early point, his ideas
about the machine are somewhat undéfihed'and untested.
The widespread use of machinery was ﬁncontrolled in the
craft setting and, consequently, blaméd for "useless
ornaments." Helurged that machinery should be consigned
to a positioh inferior to that of the handicrafts. What
is importanf is that the machine's position is included in
Ashbee's reformative scheme rather than rejected oﬁtright ’ | 1
ahd that its position is one of low rank. The second
point to be made is that Ashbee implied that he‘Was part ‘
of a larger group of Arts and Crafts designers and
writers seeking common goals, one of which was to bring
aesthetic standards to the application of machinery to
handicraft production. | | | ﬂ

Regarding the surviving eXamples of Cellini's
metélWork,'Ashbee makes cleér his own aesthetic prefer-

ences by detailing what he saw as problems, or a
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"vulgarity about Cellini's work, from the modern point of
view--the point of view that distinguishes between gold-
smith and sculptor, between craftsman and designer."

Ashbee also complained of "a want of feeling for propor-

tion" and that '"the whole is marred by the overcrowded

nbh Considéring the Arts and Crafts movement's

détail.
dislike of the overabundance of useless ornament fbund on
so many Victorian objects, ‘it is no surprise that Ashbee
protests when he finds Cellini's work lacking the unity of
a well designed and carefully ornamented object.

Thus Ashbeé, as a designer of silverwdrk for the
craftsmen of his Guild, preferred spirituality, a good
sense of proportion, and a unity of parts for»his'designs.
As aﬁ architeét,'AshBee preferred each part to be.simplé
and distinguishable. .Although names such as Voysey,
Baillie Scott, and Ashbee were, by the 1890s, more fre-
quently mentioned in publicatiqns'than thé name of Morris,
it is necessary to discuss Ashbee's relation to Morris in
the years surrounding the formation of the Guild and
School of Handicraft. Although in the years after 1900,
Morris' ideas seem to be ofviess immediate'significance to
Ashbee, at no time did the influence of Morris disappear
from Ashbee's career. The early Guild years, in the late
1880s and early to middle 1890s were when Ashbee was most

closely tied in spirit to William Morris.




40

According to an entry in his "Memoirs,'" Ashbee
met Morris for the first time in July, 1886 at Toynbee
Hall where Morris was delivering a lecture on the aims of

Art:.45

At this time, Morris had been designing tapestries
for mass-preduction, which was an eariy indication that he
allowed some role for the machine. The beliefs held by
Morris in relation to~machinery in 1886, two years before
Ashbee's Guild experiment was begun, are important, there-
fore, for outlining Ashbee's earliest ideas about the
machine. It is clear that late in his career, Morris,'r
after leading the craft reform movement through nearly
three decades, redefinedﬂhis previous notions about
machinery. Morris had become more flexible, it seems, and
tolerated the machine for the'production of art objects.
Ashbee jotted down some of Morris' most striking ideas
from the lecture and one note refers”specifically to>
Morris' idea about machinery. Ashbee quoted Morfis as
having said:

This ugliness of our ege is seen in the growth

of machinery. But in the use of machinery note

two things the one good the other evil, the

good where the machine is auxilliary (sic) to

the man, the evil where the man is auxilliary

(sic) to the machine. '
, MOrris'claimed in the lecture that contemporary society
had succumbed to evil conditions‘dominated by the indus-

trial and commercial system. Ashbee noted from the

lecture that, for daily needs and for minor forms of art,
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society could improve its conditions substantially if
machinery was limited to a subordinate position.

'In an essay written by Morris in 1888, "How We

Live and How We Might Live," there is reference made to

machinery as part of the ideological baggage inherited by
Ashbee and his contemporaries at the time.when Ashbee had
begun to formulate his Guild Idea. This essay by Mbrris
was written at the same time that Ashbee was first iﬁtro-
duced to him. In this essay, Morfis wrote:

I have spoken of machinery being used freely for
releasing people from the more mechanical and
repulsive part of necessary labour and I know
that to some cultivated people, people of the
artistic turn of mind, machinery is particularly
distasteful, and they will be apt to say you
will never get your surroundings pleasant so
long as you are surrounded by machinery. I
don't quite admit that it is allowing machines
to be our masters and not our servants that so
injures the beauty of life nowadays. 1In other
words, it is the token of the terrible crime we
~have fallen into of using our control of the
powers of nature for the purpose of enslaving
people, we care less meantime of how much happi-
ness we rob their lives of.

When Ashbee confronted Morris in December 1887 with the
idea of a related school and guild, Morris was apparently
less théﬁ enthusiastic and considered the scheme to be

”useless.”48

Ashbee's effort was not without precedent
because other guilds had been attempted with some success
earlier in the 18803.  However, Morris' response may,
indicate ﬁis displeasure at the number of craft guildsv

springing up at the time and that were in competition with
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Morris and Company or he may have been unfamiliar with a
guild as experimental as Ashbee's Guild and school of
Handicraft wouldvbe. .

Ashbee began the Guildvand_School of Handicraft
with untrained workers recruited from London's East End,
which indicated that he may have been.concérned with
revising traditional methods of workshop organization that
relied on well-trained craftsmen. To Ashbee,. the means of
production were more important than the finished product,
which emphasized again_Ashbee's'belief_in the importance
of joy for the produéer.‘ Suah a belief is oﬁé of many
Morrisian ideas admired by Ashbee early in the 1890s.
Ashbee believed that wheﬁ the workshop conditith‘were
impfoved from the present ones in which the industrial’and
commercial needs dominated the human needs, then the
product wauld improve. »Secondly, Morrisvmay not have
understoodbAahbee's Guild to be fundamentally'different in
spirit from his own efforts, which depended more on
historical precedent for their sources than Ashbee's
would. Despite Morris' hesitation, Ashbee was committed
‘to seeing his reformative guild plan tested. His enthusi-
asm and his trained sense of a unified style led the Guild
of Handicraft through twenty years of success.

| Ashbee was not alone in his quastioning of the

place for machinery. Indeed, some of his contemporaries_
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in the Arts and.Crafts movement designed for machine pro-
duction, which seems to cbntradict the early aims of the

ﬁovement. Rather than avoiding the.machine in handicraft
production, Walter Crane, A. H{.Mackmurdo, Lewis Day,

“C. F. A, Voyséy, and William Morris are known to have
designed occasionally fof machine produétion. Moreover,
W. A. S. Benson and Reginald Silver designed metalwork
exclusively for machine production. Silver designed
finely proportioned silver vessels in a Celtic Revival
style,‘known as ‘the Cymrié liﬁe, for Liberty and Company.
Mass-produced and conseqﬁently less.expensive, both the |
Tudric and the Cymric style of Liberty's silver was. in
competition with Ashbee's designs aﬁd'contributed to the
decline of the Guild of handicraft, especially after_l902.

The most innovétive of Ashbee's contemporaries
in metalwork was W. A. S. Benson. Both are mentioned in
~periodicals and exhibition catalogues as the most |
individualistic in their designs of lighting fixtures and
vessels made of precious metals. For instance, the - |
respected German critic in London in the late 1890s;

Hermann Muthesius, wrote in Das Englische Haus that Benson

was the first to develop designs for lighting fixtures
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"from [the] purpose and character of metal as material.'”

Benson was educated at Oxford and received some archi-

tectural training. However, he gave up this career when
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he chose to open'his own metal shop, after much persuasion
from William Morris. Benson was closely associated with

Morris and Company,’fbr whom he designed metal fixtures.

Benson was also associated with the Art Workers' Guild and -

the Arts and Crafts Exhibition Society. Benson's style of
metalwork was very simple. and austere, due in part to the
wide use of mechanical spihning. The very highly finished
surface differed significantly in appearancé and aesthetic
intent from the hand-hammered surface of a silver object
executed by hénd in Ashbee's workshop.

As the Guild of Handicraft's two decades passed,
Ashbee's goals remained relatively unchanged. He sought
to improve standards of beauﬁy for the applied arts, to
find modern solutions to the problematic application of"
industry standards to artistic handicraft production by
means‘éf the_small workshop, and to encoﬁrage the expres-
sion of individuai craftsmen. |

The Ashbee "Memoirs' provide additional informa-
tion concerning Ashbee's Guild Idea and its practicé,in
the Guila of Handicraft during its formative yéérs that
stands out more prominently than his books and articles
already discussed. Around the same time that Ffank Lloyd
‘Wright wrote his'autobiography, Ashbee was compiling in |
1938 all the letters and personal journél entries for his

1

"Memoirs,'" writing introductions to each of the major
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parts. ' Such reflective and autobiographical writing,
benefitting ineﬁitably from hindsight, musﬁ be'approaéhed
with cauﬁion.v Yet, a certain awareness of people, ideas,
and events survived from the past as the essence of N |
Ashbee's idealistic younger days. Such reflectivelwriting
serves to summarize, in Ashbee's words, the ideas and
people most significant to'achieving his goals as the
leader of the Guild and School of Handicraft.

Regarding the entire Arts and Crafts movement,
Ashbee described those years as

‘

a time moreover when new forces were shaping
that were to have great influence in English
aesthetics. Among them were the Art Workers'
Guild, the Society for the Protection of
Ancient Buildings, the Arts and Crafts Exhibi-
tion Society,--and generally what is sometimes
-called the Arts and Crafts movement; a term
now of the old world because the ideas it
embodies have become part of European and demo-
cratic equipment.50
Looking backward on his career as an architect-designer,
Ashbee acknowledged how many of the important lessons of
his Guild Idea in particular and the Arts and Crafts
movement in general had been incorporated within modern
design in the years following the close of his guild.
Ashbee, then, was an active participant in the formation
of "new forces" which significantly affected applied arts
design in the early twentieth century.

The last two decades of the nineteenth century

in London were years when the leading designers and
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Writers.of the Arts and Crafts movement displayed ﬁheir
best efforts through guilds and societiés for 1ectﬁre and
exhibition purpbses. For Continental‘and American archi?
tects and designers'alike, British design was the model to
be emulated in the 1870s, 1880s, 1890s, and early 1900s.
On the Continent, the szt highly regarded Arts and Crafts
designers were William Morris, Walter Crane, Chafles |
Ashbee, C. F. A. Voysey, M. H. Baillie Scott, and Charles
Rennie Mackintosh. All of these figures were active in
two organizations that define most succinctly the.British
movemeht. An examinatioﬁ of these two, the Art Workers'.
Guild and the Arts and Crafts Exhibition Society, is use-
ful for outlining the London Arﬁs and Crafts setting in
which Ashbee began his career. |

A radical reformative trend such as the Arts
and Crafts movement, in its early history, when comﬁosed
of many differently tempered designers; sculptors, and
painters, benefits from a sense of uhity if any’legible
message is to be conveyed.: For the diverse group who
sought to re-establish a close and cooperative relation-
ship between architects, artists, and craftsmen, the
formationbof,the Arthorkeré' Guild in 1884 by a grOup'of
Richard Norman Shaw's pupils was a much needed étep
. toward organization. Another group,'known as fhe Fifteen,

was led by Lewis F.'Day and Walter Crane and it joined the
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Art Workers' Guild to form a larger and more effective
organization. Its clearly-stated purpose was to exist for
"craftsmen in architecture, painting, sculpture, and the
kindred arts, as an alternative to the Royal Academy and

”51 ~Strangely, the Art Workers' Guild preferred

the RIBA.
not to gain a great deal of'publicity‘and chose instead to
provide a secluded setting for the exchange of ideas,
techniques, and_aesthetics. Members of the Art Workers'
Gﬁild included J. D. Sedding, C. F. A. Voysey, Harrison
Townsend, William Morris, Wélter.Crane, A. H. Mackmurdo,
Richard Norman Shéw, Edwin Lutyens, Roger Fry, and Charles

Ashbee.52

Writing in his ”Memoirs”'in the 1930s, Ashbee
underscored the importance of the Art Workers'vGuild:
”Most‘English painters, architects, sculptors, and crafts-
'men of distinction who have been touchea with ﬁhe modern
spirit have in the last fifty years at one time or another
been members of or been influenced by the 'A.W.G.' (93
Ashbee, as founder of the School of Handicraft must alSo
have known that the true significance of the Art Workers'
Guild lay in areas of art administration and education,
for to be elected to itsbmembership qualified the hoidér
to ﬁighly resﬁected administrative positions.

Admlnlstratlon d1d not, however, suit the needs

of another factlon of the Art Workers' ‘Guild who felt the
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need tdvexhibit:their work and.to proclaim their beliefs
on a regﬁlar bésis. Thus, in,1888, under the direction of
Walter Craﬁe,.and through thé devoted efforts of membé:s
such as T. J. Cobden—Sénderson, William De Morgan, Lewis
F. Day, and especially W. A. S. Benson, the first Arts and
Crafts Exhibitioﬁ Society's éxhibition was opened.
Although nowhere in the catalogues is there discussion
“devoted to the role of the machine in han&icraft produc-
tion, the Society did n§£ exclude craftsmen who were known
to design for maés production. . For instance, Benson is
recognized as a designerlof metalwork to be mass-produced
by machinery and his work was ofteh.exhibited. The
society's exhibitions were held annually for the‘firSt
three years and then tri-annually in order to maintéin
Standards:of high quality. Importaht hefe,'Ashbee's Guild
of Handicraft exhibited tweive pieces in the first exhibi-
tion.

The Arts and Crafts Exhibition Society published

catalogues for each exhibition and The Studio devoted
'lengthy'iliustrated and detailed reviews of the'artistic
handicrafts. If the exhibitions pfovided visual testimony
~to the movement's ideals, then the society's catalogues
provided readers with their message, which sums up quite
accurately the beliefs of most of the major Arts and

Crafts designers, no matter how different were their
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individual contributions.
The exhibition catalogﬁes were often prefaeed by

the society's president, Walter Crane. His ideas, identi-

fied closely with those of the society, are important to
quote in some detail beceuse Crane, like Ashbee, was one
of the first British representatives of the Arts and'
Crafts movement to visit Chicagovand to comment upon his
visit. Crane, in the first catalogue, regrets the 1ess of
important individual contributions within the.modern
industrial system, which ﬁas permitted by society to
operate under the “mieapplication'of machinery, driven b&
trade competition, purely'commercial affairs instead of

54

~growing out of 'organic necessities.'" He complained

further of the art market which was artificially con-

trolled by salesmen and advertisers. Much to thevdetfie
ment of skilled individual craftsmen end ultimately to

society‘s standards of beauty,vCrane‘and his supporters
belieVed,'the current comme;cial’sjsfem neglected skili

and fine design in favor of cheap products and high

profits,
Members of the Arts and Crafts Exhibition
Society feared that traditional English handicrafts were

endangered to the point of'disappearance,'wiped out by

mass-production, and were to be replaced by men who minded

machines rather than men who used their creative
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sensibilities and their hands to design and to produce
individual art objects. To remedy this situation, the
exhibition catalogues listed both the designers and the

producers. The temperament is clearly one which sides

with the individual craftsman rather than with machinery.
Thoughtful design, creative energy, and well-applied craft
skills were clearly emphasized. In a movement without a
reéognizéble or self-proclaimed style, there was ample
latitude for individual desigﬁ.

The Arts and Crafts moVemgnt's most fervently
held beliefs were summed.up'by Crane when he wrote, "If
Art is not récognized in the hﬁmblest object and material
and felt to be as valuable in its own way és the more
highly rewarded pictorial skill--the arts cannot be in a

" sound condition.”55

' For the important Arts and'Crafts
designers, the minor arts, the result of individual skill
and design, were to be considered as significant as the

fine arts. This embracing theory of design, with archi-

tecture as the unifying element, was an essential feature

of Ashbee's Guild Idea and the movement in general. An

~ ideal which echoes in America'during the next decades was’
summarized by Crane‘in the second Arﬁs‘and Crafts Exhibi-
tion Society's exhibition of 1889 when he claimed that
"Any attempt to initiate or render‘the'qualities peculiar

to one material in another leads the workman on a false
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track. Lastly in regard to materials, Crane wrotg;
"Plain materials and surfaces are infinitely preferable to
inorganic and inappropriate ornament." Aesthetic language
was employed in London describing the preference in 1889
for unornamented plain surfaces on‘objécts which have been
made with attention toward organic principles of design.
Such language relies on aesthetic principles which will
become central to what Ashbee calls in 1911 "the style of
the Middle West.">’ - |

An importaht publication organized by the Arts

and Crafts Exhibition Soéiety, Arts and Créfts-Essays by .

Members of the Arts and Crafts Exhibition Society, was

prefaced by William Morris. The book was twice reprinted,
which testifies to its widespread impbrtance as an influ-
ential disseminator éf Arts.and Crafts ideals. A new
definition of beauty,'which relied for its strength upon
the decorative arté, was sought to replace the current
definition of beauty that relied almost exclusively upon
pictorial standardé. This opposition between the decora—
tive and fine arts couldAbe.viewed as a measure of how far
- removed from the acceptedvstandards of beauty handicraft
vproduction had been pusﬁed by the industrial system.
Exhibitions and catalogues, espousing Arts and Crafts
ideals, were believed to help establish a new standard

which incorporated the fine and decorative arts within an
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improved staﬁdard of beauty that relied largely upon
unity of parts, simplicity of surface and ornament, and
organic necessity as a guiding deéign pfinciple.

Not surbrisingly, the book's 1eading.essay by
Crane 1is entitled,'”Of‘the Revival of Design and'Hahdi—

craft,” in which he states, "The true root and basis of

all Art lies in the handicrafts." Artistic instability
would prevail, Crane argued, if there existed ''no room or
chance of recognition for really artistic power and feel-

n58

ing in design and craftsmanship. In regard to

machinery, which was the perceived enemy of beauty allied
to use, Crane expréssed an idea which will reoccur later
when Ashbee and Wright debated the proper place for the
machine. Crane wrote of the effects of machinery:
With the organization of industry on the grand
scale, and the enormous application of machinery
in the interests of competitive production for
profit, when both art and industry are forced to
make their appeal to the unreal and impersonal
average, rather than to the real and personal
you and me, it is not wonderful that beauty ‘
should have become divorced from use, and that
attempts to concede its demands, and the desire
for it, should too often mean the ill-considered
bedizenment of meaningless and unrelated orna-
ment .59 '
The conflict between the needs of the average and the
needs of the individual are what will separate Ashbee and
Wright in 1900, according to Ashbee's '"Memoirs.'
Crane expressed many ideas which were eégerly

supported by his contemporaries, many of whom were members
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of the Society. Thus Crane summed up quite well in his’
essay the thrust of the Arts and Crafts movement when he
wrote:
It is a protest‘against-that so-called indus-
trial progress which produces shoddy wares, the
cheapness of which is paid for by the lives of
their producers and the degradation of their
users. It is a protest against the turning of
men into machines, against artificial distinc-
tions in art, and against making the immediate
market value, or possibility of profit, the
chief test of artistic merits.
Ashbee's writings, it will be shown, contained similar
language when he was working in the 1890s. . Moreover,
Ashbee was writing from the point of view of a practicing
designer in charge of a small workshop. The Arts and
Crafts movement stood for the needed improvemént in a wide
.Vafiety'of aesthetic, social,-educatioﬁal, and industrial
issues. The Art Workers' Guild and the Arts and Crafts
Exhibition Society were two long-lasting and significant
platforms from which the reformative architect-designers
could espouse their ideals.
'An architect-designer like Ashbee was someone
who fashioned not only the plans and elevations of a
building, but also someone who might oversee the creation
of the furnishings to be included in a building's
interior. 'In the 1890s, the building and its interior

were not often viewed as unified in the same sense as they

were by other afChitécts, such as Frank Lloyd Wright, in
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the 1900s. An.architect-designer‘was concerned almost
exclusively with residential architepture and thus super-
vised the design of a building intended to be beautiful,
useful, and protective. Tﬁe objects for household use
that he désigned were also intendedvto-be’useful, beauti-
ful, and in aesthetic harmony with the character of the
house's interior. The houée and decorative art object
were viewed separately in terms of an identifiéble style;
.thus a handcrafted object was thought to have an integrity
of beauty all its own.

The'architect—designer was primarily an archi-
tect’ and secondarily a designer and so aimed for an over-‘
all unity of parts in an architectural sense whenever a
fixture or utilitarian object was designed. The architect-
designer had been trained to subordinate all parts of a
design to the effect of the wholevbuilding. In turn, the
most successfully designed object, to an Arts and Crafts
érchitect?designer, expressed an architectural elevation
of character-in which each element, like each part of an
elevation, was subordinated to thé whole composition.
Aéhbee's silverwork, it will be shown, exhibited just such
an‘architéctural Sense of design. Moreover, its success
vlay partially in its cbnformatidn stylistically to the
important Arts and.Crafts ideals of simplicity of surfacé,

judicious and appropriate ornament, and an expression of
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the character of the material..

Perhaps the 1argesﬁ group. of architect-designefs
and the first to be recognized as coordinated movement was
that group active in Great Britain and America throughqut
the Years of the Arts and Crafts movement, from about‘1860
to 1912, Prominent members of the British movement
included G. E. Street, William Burges, Richard Norman
Shaw, Philip Webb, M. H. Baillie Scott, C. F. A. Voysey,
and C. R. Ashbee.61

The last point regarding the late nineteenth-
céntury-Arts and Crafts érchitect—designer's role is that
rarély did any of them actually make the objects they
designed.. In the case of Ashbee, hié well-known silver-
work was made by the Guild metélworkers after his designs.
Aslibee oversaw the production of the Guildfs wares not as
a'craftsmén with tool in hand,‘but rather as an architect-
designer with an overall.Guild style in mind. Ashbee's
reéponsibility was to see that each object conforméd to
his didea of the Guild style.. This all-encompassing method
-of design and craftsmanship wa$ executed in the small
workshop and published in Ashbee's books and articles.
Ashbee's ideas were frequently expressed by means of
desigﬁ, thus injecting objects with design-related |
ideologies. For example, Ashbee's silverwork was composed

around architectural ideals whereby all of the different
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parts were held together by an architéctural sense of the
whole. Ashbeé'addressed this major point when he wrote;
"the Arts and Crafts, united in the Guild, shall be the
"children of the mother art of'architecture.“62
The architect-designer stood for the indi-
viduality not only of the craftsman or producer, but also
for that of the client. Often each object was designed
for a particular house setting by an individual designér
who had only one project.or one interior in mind. This
design process éliminated demand'for and reliance upon the -
mass-produced and manufaéturéd article from the trade.
M. H. Baillie Scott, the well-known contemporary of and
collaborator with Ashbee, wrbte, "The fastenings for.the
doors and windows, the grates'and furniture, all sﬁould be

specially designed for their special positions and not
selected from the pattern book of the manufacturef.”63

Ashbee, in agreement with Baillie Scott's belief, sought
to desigﬂ.useful objects to be executed by the créftémen

in an identifiable Guild style. This preserved the

object's integrity as well as the Guild of Handicraft's

individuality. It is important to distinguish from

Baillie Scott's idea, however, that a Guild object was not

always designed for only one setting. Rather, such an

object was designed as an individual handcrafted item

vmeant>to suit aesthetically a singular type of modern
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éetting. This setting was characterized by an anti-
historicist approach to previous English art'traditions.

| Ashbee's workshop experience paralleled'many
larger issues important to the Arts and Crafts movement.
Some specific design reform principles are attributable to
Ashbee alone. For example, Ashbee's ideas of the 1890s,
the first decade Of.the Guild of Handicraft, are quite
distinct but not entiréiy'different from his ideas of ca
1900 to 1908, the second decade of the Guild. What
dramatically and‘éertainly represents a sizeable contribu?
tive effort to:the early‘tfansitional years of the Modern
moveﬁent are Ashbee's aphorisms, mentioned earlier in
relation to the Guild Idea.

The early}goals and foundations of the Guild aﬁd

School of Handicraft are suécinctly gathered by Ashbee in

his book, An Endeavour Towards the Teaching of John Ruskin

and William Morris, which was written from a retrdspective
point'of view'in the years around 1900. The Guild of
Handicraft owed'its-origins to three trendé in England
which Ashbee identified as the Socialist movement, thé
call for teéhnical education, and the révival of English
decorative'or industrial arts. Ashbee expanded upon one
of the craft revival's'definitive purposes which,

| implies a rebellion against inutilities, a één—

viction that machinery must be relegated to its

proper place as the tool and not the master of
the workman, that the life of the producer is
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to the community a more vital consideration than
the cheap production which ignores it, and that
thus the human and ethical considerations that
insist on the individuality of the workman are
of the flrst importance.

When Ashbee and some of his students at Toynbee-  Hall
attemptéd to apply their new ideals;_inspired by reading
Ruskin and Morris to practical application, they found
apprenticeship‘défunct, the time-honoured manner
by which a youth learned his craft, destroyed by
the subdivision of labour and mechanlcal produc-
tion, we found the teaching function and the
workshop function everywhere divorced, which for
the proper study of industrial art to material,
to its limitations and necessities, nowhere
taught;--Those 'principles, the understanding
of which is the glory of every great aesthetic
period, and gives to the workman the subtle
sense of true craftsmanship...
At first, Ashbee sought to improve these conditions By
closely associating a school with a workshop. However,
the Guild's growth, success, and his determination to find
practical solutions to proBlems of craft production withiﬁ
the. Arts and Crafts ideals abSOrbed‘Ashbee's full atten-
tion.

‘ Similar to ideas of Ruskin and Morris and during
the early years of the Guild of Handicraft, Ashbee
regarded the medieval guild as a workshop tradition with
standards of production that were applicable‘tO'modernv
design needs. Because the Arts and Crafts writers and

designers were striving for a system of handicraft produc-

tion guided by the unifying effect of architecture, the
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modern idea of a guild of workmeh or craftsmen whose
~efforts were guided by a central designing architect was
widely supported. The Guild of'Hendicraft was Ashbee's
clearest stetement of his belief that a similarly organ-
ized workshop could substantially improve the applicatidn
‘of design to industrial conditions. An important ingredi-,
ent in the solution.to the'machine—handicraft conflict,
Ashbee believed, lay in the small guild-like workshop,
where questions 6f-utility, beauty, ornament, materials}and
prodqction could be answered in the application of hand
and mind to design and material.:

The most substantial book written by Charles

Workshop Reconstruction and Citizenship of 1894. 1In this

Ashbee during the Guild's first decade was Chapters in |

book, Ashbee's pfimary objective is to answer queetions
about art and technical education; hoWever, some chaptefs
reveal Ashbee's ideas about industry, craftsmanship, |
standards of beauty, and the role of machinery. From
these considerations, an understanding of_the Guild Idee

emerges. These terms, central to the problems which the

Guild was established to deal with, are distinguished by

Ashbee in the following manner. Art was "the highest

imaginative production for human delight or service," and

he accepted Ruskin's definition that 'the object of Art is

either to tell a true thing or to adorn a serviceable
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one. .. Ashbee defined Craft as 'technical producfidﬁ,,in
which the hand works alone or under the immediate guidance
of the brain" and Industry as ''production in which the
machine or the hand works, but net under the direct
guidance of the brain;”66‘
Obviously, these definitions provided for some
overlapping and.a‘degree of fleﬁibility for which Ashbee

should be credited. Ashbee's reformative design plans
centered aroﬁnd the acknowledged ideals of the Arts and
Crafts movement throughout the history of the CGuild.
Ashbee's conception of the iﬁterrelation ef art, craft,
and industry expanded as “the Guild progressed into the o
1890s and as the.artistic-climate responded to the growing
effects of the Arts and Crafts moveﬁent. |
In his essay, "On the Teachln0 of De31gn and Its

Bearlng on Workshop Reconstructlon from Chapters in Work-

shop Reconstruction and Citizenship, Ashbee revealed an

affinity with'earlier Arts and Crafts ideals. Central is
the Belief that the medieval guild tradition and the work
produced in England under these pre- 1ndustr1a1 condltlons
were the standards at which modern de31gners should alm

in their pursuit of a new style. He defined these as '"the
j‘tradition of the Guild and'the‘tradition of the Workshop,”ﬂ

which "implied a system of cooperation and a passing down
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of methods of craftsmanship.' Ashbee then'contrasted
unfavorable modern conditions of an industrial system to

whathhe believed to be the more favorable conditions of

the medieval past. But it is crucial to point out that
Ashbee qualified his ideas and cast this retrospection in
a thoroughly modern context. He believed it would be

"orotesque to require that old traditions shall be applied'

W67

to these conditions, the latter referring to his own

time. Ashbee pressed instead for:
any development' of the Co- operatlve Society, or
embryo Guild, [that] brings us nearer, not to
the medieval workshop, to that we can never
return, nor should we seek to do so, but to the : |
conditions that made p0551ble the productlon_—f~
its commodities. b3

The Guild of Handicraft was the stage on which Ashbee was
to test this early belief ih pre-industrial ‘conditions
which in 1894 did not openly advocateiot even accept'v
machinery in the small workshop. Ashbee believed firmly
at this time that in order to re-establish good de51gn in
the small workshop, old tradltlons must be combined w1th
new conditions. For instance, individuality of expre381on
and fine craftsmanship united with good design were for
Ashbee outstahding characteristics of past ttaditions.

He sought to apply such standards to the new conditions
defined by industrial mass-production of the applied

arts.69 Such a belief seems to imply, however, that at
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this early date Ashbee was seeking tovjustify father than
to deny the dominating, but aesthétically uncontrolled
position machinery had already assumed. Ashbee looked to
the past for a new design standard by which mddern
machines could be regulated, rather than for a means of
escape frbm present design problems. Unlike some early
Arts and Cfafts promoters,.Ashbee sought means té regu-
late--not to refute--the machine in design.

This sough;—after étandard envisioned a recall
of those identifiable aesthetic standards and workshop
conditions that regulateﬁ the.craftémeﬁvand'toolé in a
medieval workshop. Under these conditions; Ashbee
believed individual expréssion,'high quality craftsman-
ship, and careful subordination of skills to a greater
aesthetic aggregate, or a uhifying workshop style, would
exist to the benefit of the worker. Ashbee did not
' promote a blindly romantic return to past centuries, but
rather to the favorable conditions that Would_encourage
high;qualityvcraftsmanship. As ﬁhe chief designer for the
Guild, Ashbee understoéd‘the.similérity that might exist
between a craftsman and his tools cohtemporary with -
Cellini's workshop and the modern.factory worker and his
tools—?the_machiﬁe. Thé medieval craftsman was seen to be
in cbntrol of his tools.or, in other words, joyful in the
production of his craft. The factory worker was seeﬁ to

be at the mercy of his machines, which by dominating the
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workers' lives and stifling their individually creative
efforts, elimineted eny joy in production. .Whet was
needed desperately soon, Ashbee persuaded, was a reorgani-
zation of the modern factory‘modeiled in spirit

‘after the standards and small workshop conditions

of the medieVal,guild.' Ashbee sought to test hié Guild

Idea by means of the lessons learned in the small Guild of

Handicraft workshops.

His Guild Idea, elaborated upon early in the_

Guild's history in Chapters in Workshop Reconstruction and

Citizenship, was admifed'in.the 1890s and later embraced

.on the Continent and in America where designers attempted:
‘to establish standerds of‘beauty fofvmachine production.
Ashbee elaborated further on the workshop organizetion in
the abeve mentioned book: | |

for though the workshop will always need its
architect or constructive designer, our newer
system of responsible cooperation will inevita- »
bly approximate the medieval guild system, in

which the workman was enabled to put his own
individuality into his work.70

Ashbee recognized the special task that was required of an
architect-designer who was ‘organizing the efforts of a

craft guild. The workshop simply could not function

without the architect. This "constructive designer,' said
Ashbee, had the training as an architect to compose a
unified style through the individual labors of his crafts-

men. Each workshop, though similarly organized, had its
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own potential style, depending upon the ability of the
archltect de51gner s sensitivity toward harmonlous composi-
tion. Just as an architect channeled the many dlfferent
parts of a building into a unified aesthetic stétement, an
architect;designer channeled the multiple effofts of his
craftsmen toward a recognizable workshop style. |

Ashbee was qﬁite successful ét achieving a Guild
'style in his workshops, parﬁicularly in silverﬁork and
printing. This style; briefly, is characterized by
sweeping curves in wirework, some elements of floral orna-
ment, and small colorful enamel or precious stone details.
Working closely with inexperiencéd éraftsmen‘may have
enabled-him to mold their_growing ability into his own
distinctive guild style more easily than if he had worked
with established craftémén with mény years of experienée.
Ashbee recognized this heed to:tune the workshop to the
high standards of beauty and design that a professipnal
architect was so well equipped to guide. Each craftsman's
individuai effort could be seen as a spoke of the larger
and more important wheel, the workshop style. |

The ideological step from coordinating the
multiple efforts of men with tools to guiding the produc-
tion of numerous machines was taken somewhat experimen-
fally by Ashbee in the late years of the Guild‘of Handi-
craft, just after 1900. This is not ﬁo say that Ashbee

equated men and machines. Ashbee recognized that a
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workshop principle could be appliedvbeneficially'tovthe
production of objects by machines. Ashbee remained loyal -
to the aesthetic standards recognized in the handicraft
tradition, 'yet he was able to provide a feasible wofkshop
model that would preserve high standards of beauty in’a
modern industrial setting.

The earlyVMbdern-movément's concern with the
limitations ofimaterials and the derivation of a beautiful
form from the object's intended function were quesﬁions
raised by and ideals inhérited directly from‘a humber of
Arts and Crafts Writers and designers, one of whom was
Charleé Ashbee. - The workshop provided the setting con- .
ducive to testing the quéiities of the craftsman's
materials and tools. Ashbee wrote, "In the first place,
the right understanding of forms of ornament;—éelements
df,design, is only possible in their direct bearing on

. : . 1
forms of material,--elements of,constructlon.”7

With
regard to the producer's role, Ashbee wrote, ''The complete
power of the craftsman over his material can only be

achieved by learning the values of material.”72

Technique
and style were concepts oflgreat importance tb Ashbee_whd
thought that neither could be taught successfully in |
classrooms. The small workshop remained the laboratory
for testing Ashbee'S'suggestions for the improvement of

decorative art. In the 1890s, Ashbee's activities with:

the Guild of Handicraft could be viewed as a series of
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searches or experiments whose scope of interest was,widei
Nonetheless, Ashbee set down a number of aphorisms or
principles t}uat‘éharactérized the Guild's and his own
ideological goals. For the widely recognized problem of
machinery and the factory, Ashbee wrote that

the problem of machine production will have by

degrees to be solved from within the workshop.

That a sharp distinction will have to be drawn

between what is produced by machinery and the

direct work of man's hands, and that the stand-

ard-of artistic excellence must depend ulti-

mately upon the pleasure given, not to the con-

sumer, but to the producer.’/3 ' ' ‘
This statement is at the core of the aesthetic and indus-
trial dilemma that_Ashbeevwaé‘attempting to solve through
the craft experiments of .the Guild of Handicraft.

From within this highly regulated, yet highly
experimental small workshop; Ashbee sought to define
standards of beauty and handicraft produétion that would
be applicable to the inevitably soon-to-come workshop that
was organized almost entirely around the machine rather
than the Workbench.' The secret ingredients which Ashbee
pursued were quality of design and manufacture, both of
which he saw as having been largely ignored, when compared
to the urge for profit. This quality of craftsmanship
would only be defined with the actuél materials beingv
manipulated in the hands of a sensitively guided and

admirabiy trained craftsman. In other words, the joy

given to the producer was considered more important to
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study than the joy given to any,uhknown consumer‘of,trade
objects. | | | R

With regard to Ashbee's Guild Idea, pleasure in
production implied a complete sympathy of tﬁe craftsman
with their material and a total understanding of the
boundarieS»ofaité manipulative»capability. With thia
intimate understanding of the materialé, a craftsman was
free of the shackles of machinery to create a beautiful
and useful object. The root of this thought lies in the
ideas of Ruskin andiMorris who believed labor to be both
beneficial and pleasurablé to the workman. Thus, Ashbee
‘was assured as the lead Qesigner that‘the craftsman's

individual integrity would not be lost.

i
Ashbee paralleled what was machine?madé with ‘
pleasure given to the consumer and what was handmade with

pleasure given to the producer. ;Ashbee'and_his‘contempo-

raries realized that unfa&orable industrial conditions
existed and they believed them to be detrimental to modern
standards of beauty and artistic productlon but Ashbee

vnearly alone, chose not to fulflll the handicraft condi-

tions by depending completely upon tradition.. Instead,

Ashbee sought to interrelate what were then seenvasv |

apposing forces; machine prdductidn and handicraft

standards of beauty. The Guild Idea, implemented for

twenty years through'Ashbee's Guild of Handicraft, was a

realistic attempt to link the standards of beauty
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established in a small workshop with the inevitable larger-

scaled manufacturé of applied ért objects’by machines.
Progfessive changes to modern conditions were what Ashbee‘
was seeking. The distinction between man-made and machine-
made was necessary; however, Ashbee tried to improve upon

the definition of machine-made to instill the process with

standards derived from hand-made craftsmanship. This was
indeed a new craft ethic. |

In the early 1890s, Ashbee's attitudes toward
‘the machine, unrefined and‘untested, included both recog-
nition and rejection. Acknowledging machinery as he did
in the aphorism last quoted, Ashbee‘also condemned in 1901 -
the overwhelming role it‘held:

The factory system as applied to industrial art
is harmful, and by the factory system I take as
implied the method of organization by which
large bodies of men work under mechanical con-
ditions with subdivision of labour. To extend
this system to the production of a work of art
and attain satisfactory results is impossible.’4

Regarding the admittedly enormous question of the relation-
ship between the decorative arts and the industrial sys-
tem, Ashbee wrote:

The whole ethics of industry are involved in
this, but the ethics of industry will be deter-
mined in the workshop only...The dignity of
labour, the standard of life, the necessity of
leisure, the need for curtailment of unnecessary
and unproductive labour, and of national waste,
the province of the machine, its position as the
basis of social re-construction, these are all
primarily workshop problems, and will, in due
course, be settled from within, not without, in
fact, are being settled now. They are, many of
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them, questions we cannot shirk, but they are, .
many of them, questions whose consideration we
can postpone. Upon. them, however, Art depends;75

There can be no doubt, then, that Ashbee considered the:

mission of the Guild Idea to be broad and serious in its
scope. - From his position as anvarchitect, he realized
that the current design»problems'would be corrected within
the context of the modern guild where the indiVidual
craftsman would be able to determine the limits of his
‘material as well as the préctical application of machinery
to reputable production. | |

A second, but 1éss,significant primary source
for study of Ashbee's early conception of the Guild Idea
was published in 1892, féﬁr yeafs after the Gﬁild experi-

ment had begun. The Manual of The Guild and School of

“Handicraft, that Ashbee characterized as '"'a statement

based upon the experience of several years' successful

1

practical work,'" was intended primarily for school
teachers; however, certain statements bear examination in
order to define Ashbee's ideals early in the Guild's

history.

Ashbee was keenly aware that the Guild and

School of Handicraft were novel--or experimental--and
recognized the special place his efforts held at that

1176 AS

time, referring to the Guild members as "pioneers.
such, Ashbee believed his group to be actively searching

for new answers to identifiable design problems in unknown
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intellectual and untested artistic areas. 1In the Guild
manﬁal,iAshbee attempted to define the Guild Idea as he
understood it in the 1890s, when, through the guiding

principles, he insisted:

that there is a dignity in handicraft rightly
pursued and rightly understood; that the cry of
the application of art to industry, of sounder
technical training, can only be met by the right
understanding and study of handicraft;...that,
in order rightly to understand and to produce,
production must be founded on some sort of
cooperative basis, and the principles of master-
ship modified so as to give freedom to the
individuality of the producer...The principles
which went so far towards the success of the
recent Arts and Crafts Exhibition--of bringing
forward the designer and the exutant of each
piece of work--we consider, are fundamentally
sound;...that any productive business, where a
man's brain and hand are brought into play,
should be based upon them.77 *

Ashbee continued by stressing the great importance‘of tﬁe
individual producef and the leading design role to be held
by an architect, ''a senior workman," with whom the‘crafts-
men should have as much direct‘contact as possible. When
describing haﬁdicraft production, Ashbee defined the
”Workshop principle" as unteaChabie in classrooms;
instead, Ashbee urged that production "must have direct
rélation to material in every possible variety.'" For him-
self, the chief designer, Ashbee beliéved'that "a designer
cannot be taught on paper; he must be taught in wood, in
clay, in leather, in metal, in wax, in the actual sub;
stance in which he is to design;”78

In summary, the Guild Idea was intimately
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connected with direct contact with materials to be
crafted. TFor the craftsman, the primary focus of much of
Arts and Crafts ideals, they were simultaneously to
maintain direct contact with their material and with. their
designér as frequently as possible. In this process,'the
architect-designer was able to confront questions aboﬁt
the part to be‘played by the machine. Ashbee sought to
maintain fine handicraft standards within an induétrial
setting, but without sacrificing thé integrity of the
individual craftsman, his traditional skills, of his sensé
of design to the machine process. From the above—duoted
statements, it appears that some of Ashbee's ideas con-
fiict with one another aﬁa that he chose to address or to
ignore some of the important design questions of the day.
This may be true of Ashbee in the 1890é; however, the
"American Interlude," as_Ashbee called his trip to America
inhis '""Memoirs,' was to provide Ashbee with inéight needed
to synthesize his Guild Idea.

) The femainder of Ashbee's writings throughout
the 1890s were concernediwith the many different tech-
niqﬁes of jewelry and metalwork. Of most importance in
the present context of workshop organization is the 1894

Art Journal article devoted to the manufacture of 16th-

79

Qentury Italian jewelry. Studying the sixteenth-century
Italian Renaissance workshop, this article reveals

Ashbee's admiration of the workshop organization, the




72

unity of all the arts in the Renaissance period, and the
insistence upon the ''intrinsic worth" of each handmade |
object. Again, rather than favoring the copying of
‘Renaissance jewelry or attempting’to lapse romantically
into the past for escape, Ashbee celebrated sixteenth-
century workshop conditions as models to be regarded when
seeking'to improve modern coﬁditions and to raise the
standards of beauty. In the nineteenth century, much of
what Ashbee praised in the Renaissance workshop methods,
he strove to improve even more as the leading designer.in
‘the Guild of Handicraft. Fine metalwork distinguished the
career of Ashbee and Cel%ini, thé Renaissance metalworker
Ashbee so admired. Fine metalwork stood out as the Guild.
of Handicraft's most successful emulation of the "workshop
principle' Ashbee so 6ften wfote‘abOUt.

The éarly decorative work of William Morris was
displayed in the fixtures and decorations he designed with
members of the PRB in his Own_house, the Red House.

Charles Ashbee and the Guild of Handicraft were able in

1895 to design and execute the decoration and fixtures for

'Ashbee's own house on Cheyne Walk in Chelsea. Known as
the '""Magpie and Stump" HQuSe (Plate 5 ), the building and
its contents were published in the May, 1895 issue of The
Studio where the house was described as a "successful

experiment." The use of Gothic detailing, undoubtedly
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learned in the'officé of his teacher Bodley, is éubordi-
nated to the "sensible use of good material™ and "artistic
reticence of expression." The designer's housé, "very
comfortable and eminently practical,'" is described in
detail, contrasting the officeé and studio with a "more
medieval" dining rodm.SQ

Regardiﬁg ornamentation in-the "Magpie and
Stump" House, Ashbee's work is praised for '"here Mr.
Ashbee had tried by its simplicity of form or beauty of
surface to let the item in qﬁestion serve its purpose’

n8l Such a

thoroughly with no added'ornamept whatever.
statement attests to Ashbee's awareness of form, material,
.and function. = The hall %ireplace is illustrated and
singled out in the article as particularly well designed.
The fireplace was frequently the center of attention for_v
the designer of a room and so the hearth carries some
imporﬁance to English domestic architecture in the Arts
and Crafts movement, both symbolically and stylistically.

_ Architectually, the interior was praiéed for "an air of
space...secured by a fine sense of proportion,”.while the
“exterior is noted for 'its picturesque quality by means of
red brick and white stone.' If this seems to resemble

common - Queen Anne style architecture of the day, fhe
reader was encouraged to realize that 'little of Queen
Anne or any other prevailing fashion' is apparent, yet

also that the house "does not arrogantly insist on forcing
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originality as its chief claim." The article did not
assign é brand new style to the house, but found Ashbee's.
design to»ekpress originality in "a distinguished
,manner."sz |
The‘article continues in descriptive terms to
demonstfate Ashbee's successful solution to a narrow site
and to echo in its review some of Ashbee's most treasured
ideals. The most highly regarded aspect, it seems, is
" Ashbee's originality of detail when decorating the
interior. Thus, all the metalwork and particulafly the
electric light fixtures carried out by the Guild received
praise. As an example of Ashbee's architecture and his
design abilities in the applied arts, the ”Magpie.and'
Stump" House, taking its name from_an old inn on the site,
was as imporﬁant to Ashbee's reputation as the Red House
was to that of William Morris. Here Ashbee exbressedvhis
Vrole as the Guild's architect-designer in an identifiable
and succinct'manner. | | v
, Only a few yeérs later, in 1898, Ashbee was part
.of a highly important comﬁissidn to be cafried oﬁt in |
collaboration with M.H. Baillie Scott for the Grand Duke
of Hesse at his new palace in Darmstadt. Although Baillie
Scott was ‘the chief designer of the furniture, Which was
then made by Ashbee's Guild of Handicraft, the metalwork,
including the electric light fixtures, was designed by

Ashbee alone. This large and important Darmstadt
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commission from a leading patron, recognized in its‘own

day as very significant, underscores the wide reputation:
Ashbee and thé_Guild of Handicraft carried in progressive
circles only ten years after their experimental start in
design and decoration. A ﬁair of articles was published

in The Studio International in August, 1898 and April,

1899 by M.H. Baillie Scott to discuss the importance of
the commissioned work and to illustrate examples of the
palace's decoration which he designéd for the Guild to

83 Much of what Baillie Scott wrote reflected his

produce.
consistent agreement witﬂ Ashbee's Arts and Crafts ideals.’
’. The first article dealt specificélly with the
furniture for a sitting room for the Grand Dﬁchéss;;some'
of which were mbdifiéd from designs by Ashbee that had
been featured in an Arts and Crafts Exhibition Society
exhibition. Whether designed by Baillie Scott or Ashbee,
all of the objects were crafted in the Guild of Handicraft
workshops under Ashbee's supervision.:_The furniture is
highly decorative and colorful due to the use of inlaid
stained woods and ivory and polished metalwork applied
over Qolored leather. Tﬁe motifs wefe pfimarily floral
and the most exuberant decoration;‘in the form of colérfﬁl
inlaid materials, was reserved for the interior surfaces

of desks, secretaries, and writing cabinets. Severity and

simplicity were expressed in the outline of the pieces,
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much like the elaborately inlaid, but severly outlinéd
furniture of the eighteenth-century English cabinet-makér,
Thomas Sheratohyv The article raised issues which by 1898
were familiar themes to believers in the Arts and Crafts
ideals of craftsmanship.

Baillie Scott summarized in his article the
current state of design, immersed in the art and machine
"dilemma, in terms that were very similér to Ashbee's dis-
‘mayed evaluation when the Guild and School of Handicraft:

first started. He wrote:

The old traditional knowledge is dying or dead,
and as yet we have nothing to replace it. The
prevalence of the commercial spirit, the influ-
ence of machinery on the minds and the hands of
the workman, and, above all, the want of per-
ception on the part of the public, are all
causes to retard the development of a true
knowledge of craftsmanship.384

A "true knowledgé of craftsmanéhip,' in_the'context of
Baillie Scott's comment, probably implied more than just
techhical ability. Higﬁ quality workmanship was essen-
tial, of course, but Baillie Scott, as well as Ashbee, was
seeking a new attitude towards cfaffsmanship based upon
ﬁOrkshop‘experience that>couid'monitor thevrole of thg
machine in the applied arts. vFor both designers, the
machine was still interpreted largely as outside of this
"true knowledgé." Some years later, however, after going

to America and after the Guild had closed, Ashbee rein-

terpreted the terms of this '"true knowledge of
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craftsmanship" ‘after grappling with the many-sided issues
of machine production. Although Ashbee nevérlgave upvhis
devout belief in high-quality handcraftsmanship, he did
find, for the first time in England, a significént place
for machinery in Arts and Crafts vocabulary. ‘Unlike the
mofe narrow-minded and stubborn Arts and Crafts thinkers
whd refused to allow a respectable or praiseworthy place
for the machine, Ashbee perﬁitted his. thinking, if not
ﬁis workshop practice, to change in accordance with his
single most imporfant endeavor, the Guild of Handicraft.

Baillie>Scott éonciuded fhe-article by stressing
that the‘harmony of the Darmstadt Palace commission furni-
ture and metalwork was due to the integration of sound
créftsmanship.with consistent deSign exhibited by Ashbeé
and his guild members. Baillié Scott's task as the
project's chief designer was to coordinate the overall
design of every object éo that all commissioned items
would be unified by an individual and recognizable style.
Baillie Séoﬁt reélized that when it was important for a
number of differently crafted items to be harmonized in
sﬁch a way, Ashbee‘s craftsmen were well trained in con-
forming their varied craft productions and individual
skills to a uniform guild style. Regarding this, Baillie
Scott wrote: |

The fact that there is a unity about the carry-
ing out of all these designs is largely due to
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the sense.ofischool and individuélity»that the

Essex House craftsmen display, and which Mr. 85

Ashbee's system encourages and makes possible.
Baillie Scott ﬁraised Ashbeé's ability as an architect-
designer to integrate a building's interiorAarchitectuxe'
with its many forms of decoration such as lighting fixj
tures, furniture, or metalwork. The Guild of Handicraft
was unique in its time for providing this kind of work,
noted abové for its "unity of'design.” This notion was
Significantly different from previoﬁsly accepted modes of
Victorian design that, by copying.the infinite variety of
historical styles,iwasvdéfined by a lack of harmony.
When architects such as Baillie Scott and Ashbee became
involved with designs for houses,vtheir architectural
training encouraged integration of all parts to form a
unified whole. The Guild of Handicraft, whéther it was
producing cabinets,'silverwork, leatherwork, or metalwork,
manufactured individual items united in design by the guild
style as defined by Ashbee. Although individual stylistic
featufes ére difficult to.isolate, the Arts and’Crafts
movement enlisted identifiable rules of design. Most
important were individuality of stylé, simplicity, and
formal qualities that expressed the character of the

crafted material.

In the second article for The International

Studio, Baillie‘Scdtt continued his ideas and criticisms -
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in é vein similar to the first article. His comments on
the meaning of certain ornamentatlon is espec1ally rele-
vant to Ashbee's use of floral ornament and figural
repoussé decoration Wthh so clearly dominated hlS des1gns
in the 18903. Until near 1900, few surfaces remained
untouched and, thus, remain associated stylistically to
Arts and‘Crafts standards of beauty derived probably from
Ruskin's and Pugin's definition of ornamentation based
upon Nature or Gothic ornament. Compared to the methods
»and the decoration used in Cellini's metalwork, on the
other hand, which Ashbee‘criticized for its overcrowded

- and riéhly detailed ornament, Ashbee preferred still é
Ruskinian treatment of natural ornament that was reduced
to decoration which unified and articulated the parts in
an architectural sense.

When describing color and ornament chosen for

the Darmstadt Palace, Baillie Scott pointed to an unspeci-.

fied poem as a source for the prevalence of white, green,
and/orange., Such colors contrast stronglyFWith one
another in a coloristic effect and thus amplify the role
of decoration. The extensivé use of ornament, which
implied a variety of intricate and carefully executed
handicraft'techniques,_may serve as a visual protest'
against-machinery. Machine-work largely eliminated any

effects of handcraftsmanship, such as hammer marks in
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'silvef objects, by homogenizing the surface effect and
ﬁecessarily eliminatingvdetails of ornament usﬁaliy
carried out by hand. For‘instance, a superficial compari-
son of Ashbee's handcraftéd metalWork with W.A.S. Benson's
work designed for andlexecuted by machines will bear this
~idea out. It is necessary, however, to detail wﬁat had
been characterizing the Guild style of Ashbee's metalwork
in the first deéade of the Guild of Handicraft.

-Charles_Ashbee's most successful desigﬁs of
decorative art objects were the silver utilitarian and
COmmemorative‘veséels made between the years 1898/ 1899
and 1908. Although the Guild of Handicraft metalworkers
were active from the start, the earliest metal objects
were of insufficient quality in both design and technique
to merit attention (Plate 10 ). It took some years for
Ashbee to'syntheéize a Guild of Handicraft style and for
the apprentice metalworkers to attain the proper'knowledge
of their materials, craft; and individual limits. That
the metalwork designs and their execution matured gradu-
ally through many years of experimentation in design and
techﬁiques in the small Workshop is testament to the
potential inherent in Ashbee's Guild Idea. |

By the late 1890s, Ashbee's Guild of Handicraft
was widely acclaimed in publications and exhibitions for

its beautiful metalwork which was individual in étyle and
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expressive geherally of the reformative craft ethic.
Ashbeé's silver designs, moreover, were much in keeping
with the expressed desire of creating a modern style which
had been de;ived with respect to past traditions as well
as within reformed workshop éonditions. Thus, in metal;
work moré than in other Guild media,'the Guild Idea WaSv
shown by Ashbee and his créftsmen to be a reputable craft
ethic and method of production. The best Guild silverwérky
éxhibited individuality of style,»expfesséd clearly the
limits‘of the material as well as its craftsmanship, and
stood for a revised standard of beauty that enveloped thé
‘handicraft tradition. -

Any elaboration upon Ashbee's silverwork designs

begins with his own publication, Modern English Silverwork,
which illustrated one hundred silver designs that Ashbee
in 1909 believed to be the best guild efforts in precious

86 The introductory remarks are significant for

metals.
_théir morevspecific attention to thenworkshop traditibn
which Ashbee had sought to revive within the modern indus-
trial setting when he began the Guild of Handicraft. For
Ashbee, the workshops stood for style, high standards,
'individuality, and character in éraftsmanship. The work-
shop, furthermore, was an experimental setting in which

sensitive craftsmen and their chief designer collaborated

to identify useful application of modern maéhinery to
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craft tradiﬁions without loss of integrity to-workman,
craftsmanship, or product. This goal-would inevitably
take thne Ashbee realized, but would protect handicraft
from the misapplication of ﬁachinery; Ashbee belieﬁed
that this protectien would benefit industry's future.
Thus it seemed evident to Ashbee himself that this Guild
experimeﬁt was a transitionai element in the procese‘of
machine regulation.

For Ashbee, the traditional workshop setting
instilled a type of craft knowledge, acquired through
~personal experience, tﬁae was defined by three elemenes:
history, technique, and style. The study of Cellini's .
metalwork and methods of craftsmanship, for example,
equipped Ashbee and the metalworkers with an understanding
of both the craft's history and its various techniques.

An understanding of the history of metalwork enhanced
modern techniques. Style however, was a far more elusive
~and challenglng concept for Ashbee and the Gulld because
it required of Ashbee the ability to design obJects 1n

a modern, identifiable stylistic language  that expressed
modern conditions and the revived craft ethic of Ruskin
and Morris.

Ashbee described'three requisites of a good
siivef object. These ideas underpinned the spirit of the

Guild's work and were realistic expressions of the Guild
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Idea in the workshop. Both the designer and craftsman
should allow the piece to express ''feeling and character,"
Which‘Ashbeé found difficult to define precisely, but
which, to some extent, must have implied individuality;
His second rule, guarded by his training as an architeét;
called for "an appreciation of the whole." This principle
would seem to deny the possibility of excessive or vulgar
ornament, which often obscured an object's profile;
thereby its proportions and overall form were lost to the
viewer. Moreover, the individual efforts of each qrafts;
man who wbrked on a single piece were unified and guided
toWard the all-important guild style. The third requisite

wasv”traditional workshdp knowledge," which meant the
silversmith must uhderstand the history of their craft
and, most impqrtantly, its techniqueé when adapted to the
mddern workshop.87 Creation of individual‘style-required
a far deeper knowledge of the material itself than did the
mere copying of‘already accepted sty1es and tested tech-
niques. The latter réquisité, furthermore, allowed for'
the craftsmen to suggest new ideas to the-designer and
thus fufther the development of an individual guild style.
Finely-crafted silver objects brought the most
serious attention to Aéhbéé and the Guild of Handicraft.

The Guild éilverwork, all of which was guided by Ashbee,

ranged in style from elaborate figurative or floral




84,

orhamentation-preferred by Ruskin, for‘instance, to the
comparatively simple and sparingly ornamented pieces .
-preferréd in the late 1890s and early 1900s by tﬁe second
vgeneration'of-Arts and Crafts designers (Piates 11 énd
12). The Guild silvérsmiths crafted items for religious
and secular purpéses~that included chalices, challenge.
cups, mustard posts; tea pbts, table utensils, and fine
jéwelry (Plates‘13 and 14 ). An examination of exhibited
or published silverworks or the illustrations from-

Ashbee's Modern English Silverwork, reveals that, as a

designer, Ashbee was not afraid to ornament his pieces in
a rlch and decorative manner throughout the Guild's
history. Ashbee had been trained in. modelling and thls
his single craft skill, probably influenceéd much of the
silverwork designs. Similarly, his selective regardbfor
the workshop of Cellini, and Renaissance Italy in general,
~sustained his interest in figural and floral motifs.

On many elaborate commissioned pieées, for
exanfple, Ashbee was probably réquested to embellish an
object with floral or figural ornament. On the other hand,
Ashbee could also keep ornamentation to a minimum, bégin—-
ning especially in tﬁe years around 1898-99. He disliked
the so-called vulgar quality of some of Cellini's over-
ornamented désigns and likewise harassed the contemporary

taste for not only too much ornament, but also for
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historical ornament copied from earlier styles. Rathef

than copying ornament from books, Ashbee insisted that he
and his workshop try to create their own modetn;style and
types of ornament. At the same-time,.Ashbee's Guild Idea
'was.imbued with the history of English art and handicraft;
Ashbee believed that important lessons in design cduld be
learned from studying past'English_traditions. A plate

from Modern English Silverwork, for instance, illustrates

a silver cup that wés modelled after an earlier
Elizabethan prototype, but which differs in the treatment
of the floral ornament. |

Ashbee relied essentially on two design
principles. Aicraftsman, first of all, should exploit the
limitation of his material and his own skill. With these
two forces’linkéd and through the individual efforts of
the craftsman with a chief-desigﬁer in a worksho%, a
modern -and individual style could emerge.‘ Secondly, the
workshop should allow the particular intended function of
a piece dictate first its form and, dependent upon that,
allow the form to dictate the amount aﬁd type-Qf ornament
to be used. |

Ashbee's silver can be distinguiéhed by numerous
stylistic features including the use of éolorful enamels,
solid cast figural supports, pronounced embossing and

repoussé work, and the shimmering handwrought silver
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éurface (Plate 15 ). The repeated use of cast figures on
standing cups or other 6bjectS'can be traced to Ashbée’s
skills as a modeller. A taste for the youthful male'ﬁay
have originated with his aesthetic preference for Italian
Renaissance and Classical Greek art (Plates 16 and 17 ).
Furthermore, two technical featﬁres single out some of
Ashbee's silver designs: the graceful manipulation of .
silver wire and the careful placement of precious stones
(Plate 18 ).b Judging by the surviving silverwork and the

designs illustrated in Modern English Silverwork, these

twb features, used alone or in cqmbination, ideﬁtify
silver or.jewelfy prodﬁéed by the Guild of Handicraft.
The most popﬁlar'objects were ones which employed these
distinctive elements, such as the green gléss decanters
mounted with a silver cover and twisted wire handlés or
glass lined silver dishes with curving wire handles and
set stomes (Plates 19 and 20 )f

In order to summarize the Guild style in
Ashbee's designs for silverwork, four important sources
will serve to represent the variety of designs cOmpléted

from 1888 to 1908. The widest selection of Ashbee silver-

work is provided in his 1909 book, Modern English Silver-

work. .The’seCond source is the small collection Ashbee

silver at the Victoria and Albert Museum in London,.begun'

in the late 1950s. The third source is Sotheby, Park,
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Bernet Company in London whose cataiogues provide illus-
trations of Ashbee silver recently offered»for'sale at
auction. The fourth source is the importanﬁ exhibition
cétaiogue from the 1981 exﬁibition, "C.R. Ashbee and the
Guild of Handiéraft,”‘organized by the Cheltenham Art}
Gallery and Museum.

Ajsﬁrvey of Ashbée silver designs has led me to‘
conclude that, Broadly Spéaking, two periods of production
can be discerned within.the twenty yeafs of Guild produc-
tion. Theifirét is approximately from 1888 to 1898f99~
when the Guild of Handicraft was begun and during which .
time Ashbee and his workmen Were able to evolve an
identifiable style which emergéd around 1898?99.- It was
at this time that the Guild of Handicraft received its.
eafliest'interﬁational recqgnition and praise. The second
period iasted approximateiy from 1898—99 to the close of
the Guild in 1908. Although some similaritiés exist
between objecté made late in period I and period II, in
the/hature of brnamehtation, for instance, objects made in
the last decade of the Guild appear to be of higher'qual—
ity design. Further, there seems»to exist a more
consistent and individual expression of a Guild style,
modern in its definition andvrepresentative of Ashbeé's-”
reformed ideas about héndicrafts and thé machine that

coalesced after his study and tours in the United States.
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Silverwork from the first decade of the Guild of
Handicfaft was technically clumsy and stylistically_mofe
dependent upon past examples than that of the second
decade. Relying closely upon Cellini'svmethods, Ashbee
and the metalworkers produced objects that appear more
heavily ornaménted and complicatéd in form than the
lighter proportioned and more simply ornamented objects
madé later. For example, an 1899 brass charger (Plate
21 ), a ca 1890 salt cellar (Plate 10), and a ca 1895
gilt metal sporting cup are all examples of early Guild of
Handicraft metalwork in ﬁhich richly decorated surfaées}
embossed or incised exuberantly, cast elements, and.a rich
and complex profile defiﬁe an object type far more |
historiciét in-its technique and decoration. All threé
are derived loosely from a Baroqué vocabulary of form and
decoration that included scalloped edges, circular bosses,

‘cast brackets, and emboésed floral motifs. An excellent
example of embossed silverwork survives in the V & A -
collection (Pléte 22 ). Although the technique evokes the
common Baroque preference for embossing, Ashbee has
employed a very modern decorative motif, the péécoCk.
Whiplash curves, in an Art Nouveau manner, help to contain
the design of this large salver. A second example of
period I silver from the same collection is an unmarked

silver bowl (Plate 23 ). Peculiar in proportion and
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unsettling in its érrangement.of pafts, the most obviously .
historicist feeture is the use of a cabriole leg, coﬁplete
.with pad-like feet;'five of these legs, usually found"oh
furniture, are joined by wire stretchers, also of an
elongated cabriole form. Only the embossed and incised
floral band along the upper part of the bowl expresses the
stylistic preference in the 1890s for abstracted naturali
forms. v

From illustrations in Modern English Silverwork,

.examples similar to the above three piecee are found on

plates 6, 38, 40, and 70. A cup and cover, typically .

richly colored and decoreted ih enamels and precious

stones, is enriched with embossed elements and dolphins;as'

well as with cast sea-horses. Baroque in its rich variety

of materials and colors, the cup also adheres to a neo-

classical style with the dolphins aﬁd sea-horses. This

piece was probably a commission and appears to date to o |
the early perlod because of its Cellini- llke enrichment

and Baroque quality of color and ornament A mustard-pot

and two salt cellars (Plate 24 ) probably dates to the
early Guild years for the repeated use of circular bosses
and vines, like that of the above-mentioned salt cellar.
Items A and B repeat the use of the neoclassical dolphins
which resemble their eighteenth-century predecessors'very

closely. Such exact adherence to historicist elements
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appears té fade as Ashbee and the Guild workers approach
their own individuallstyie in the yéars around 1898-99.

At this time, uﬁprecedehted stylistié features aﬁpear on a
variety of Guild of Handicraft objects that idéntify the
work of Ashbee during the latest years of this first
period. ‘ | | » |
| | By 1898-99, Ashbee and the Guild metalworkers
had found an individual Guild style. Abandoned cbmpletely
on such pieces are the Baroque complicated forms and rich
.use of polychromatic materials. Instead, plain_hammered
surfaces without any embdssing or incision reveal éimply
the form of the piece (Plate 25 ). The shimmering sur-
face, rippled by the repeated hammering, suffi¢ed in
Ashbee's opinion to express the material's character as
bwell as the craft process. For color or for visual
interest, occasionally a single small precious stone would
be set so as to complement the form and surface rather
than to dominate it (Plate 26 ). Essentially, Ashbee
fourd at‘this time an individual aesthetic expressiﬁe more
directly and far more‘simply.of silver as a material.

Fine proportion and plain surfaces expressed Ashbee's Arts
aﬁd Crafts sensitivity and displaced the more Cellini-like
or Baroque manner of earlier guild silverwork. Nonethe-
less, Ashbee continued to design richly ornamented pieces

that at times relied upon historical models.
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Two objects from the V & A Collection, for
example, express this‘new1y discovered sense of a Guild

style for both are very different from previous Guild

metalwork and exhibit qualities for which Ashbee was
praised as the designer. A silver bowl and cover (Plate
27 ), the latter decorated with plainvred enamel and a
single precious stone, carries avnoticeabie.architectural
quality in its clear articulation of parts and simultane-
ous unity of design. The arcade-like suﬁports of Wirework
hold a silver bowl with beading that resembleé an archi-

tectural molding in its role of determining the propor-

tions. Circular bosses, once part of a complex Baroqué
ornaméntal vocabulary; become instead part of a modern
Arts and Crafts aesthetic expressed through simplelpropor—
tions, plain surfaées, aﬁd clear geometric forms. A
silver dish is even more simple in its form and decora-
tion (Plate 28 ). A low broad bowl, unornémentéd except
for the lip, is held by a gracefully curved handle con-
sistihg of a pair of joined silver wires that extend and
flatten where they join the bowl. The hammered sprface
expresses the character of silver as well as the craft
which formed it into a useful object. A hand-hamméred
surféce also expressed'fhe labor ofvthe créftsman who
formed the object; Wire handles express whatbonly metal

can be shaped into. Absent are the naturalistic motifs
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and ofnamental~elements from past stylistic periods. What
is left is an individual guild style indicative of the
designer's aesthetic and of the crafted material.

Such plain and simple items were representative;
of the Guild Idea and were recognized in their time for
their individual character. The Guild Idea was for
Ashbee representative of the comradeship and conmunal
effort inherent in the small craft workshop. It also
stood for individuality of style and the worthiness-of‘
human labor and the dignity of craft. ’Like‘ﬁhe fine arts
and the artists, the decarative'arts and craftsmen were
guided by reputable standards of beauty and the modern
cail for a new craft ethic. The silver bowi; forbexample,
expressed individuality of style. Moreover, in the work;'
shop a variety of craftsmen would have worked on ‘the
bowl's various parts: a silversmith would havevhammered
up the bbwl, another would probably pﬁll out the wire, énd
a third would set the stone. - If there was enamelling,
yet/énother craftsman would contribute to the bowl's
‘manufacture. All of these efforts were then guided‘and
united in their application to‘a,design by Aéhbee, Who
acted as the craft guild's overseeing afchitect-designer.
Just as architecture was viewed as the mother of the arts,
Ashbee as architect acted so as to unify the individual

efforts of his apprentice craftsmen into a clear and ‘ ﬂ
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récognizable Guild style. This workshop organization, in
its recognition of individual effert and comradeship, was
- to Ashbee very expressive of his Guild Idea. The.silver
bowl (Plate 29 ) expressed the Guild Idea through its
architectural proportiens'and composition of parts, its
plain and simple sﬁrfaces SO expreseive of the material
and the craft, and ite individuality of style.
| | An important part of the Guild Idea which finds
expression through Ashbee's silverwork was a respect for
traditional handicraft skills and styles, particularly as
represented by pre-industrial periods. A reformed craft
ethic derived its stylistic gﬁidance,,in part, from a
study of historic precedent. The idea was not to copy
directly from historic examples, but instead to adopt
reepectfully forms and inspiration from England's artistic
past. In the.metalwork shop, there survives clear evi-
dence that, for Ashbee, the last quarter of the eighteenth
century represented a_significant precedent from which to
derive a truly national stylistic expression.

In the Workshop, Ashbee seems to have used
"Adapted Deéigns” as a source for developing a new
style. Employing the well-known double-haﬁdledvsilver
butter dish or bowl of (plate 28) ca 1900-02 as an
example, there appears to be some evidence of
earlier English silver forms Being used to develop a

guild styled piece. From an unpublished photograph album
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in the V & A’library,.a series of'haﬁd drawn ”adapted de-
signs'" exist (Plate 30). One in partiéular may have
inspired the double wire curved handles of the butter dish.
The drawn desigﬁ was clearly derived from English silver
tureens executed thfoughodt the 1770's by silversﬁiths
such as Matthew J. Boulton (Plate 31). Particularly sim-
ilar in inspiration to the Ashbee butter dishes is the
horizontal charaéter and the-attenuated double handles 6f
silver wire. The adapted de31gn probably played an inter-
medlary role in the stylistic transition from hlstorlc
.precedent to modern example. Thus, as part of the Guild
Idea's respect for.historiCal precedent, these adapted
deéigns were drawn as préﬁotypes to be étudied‘while a
craftsman was searching for a modern and individual
eXpreésion of stylé. | |

Another styllstlc source to be briefly cons:aered
for Ashbee s silver designs is. the graphic de31gn requlred
for the Essex House Press. Begun in 1898, this private
pressreffort was inspired by Morris' Kelmscott Press;
Indeed, AshBee was able ﬁo secure much of‘the Morris press
eqﬁipment and some technicians in order. to bégin the
priﬁting of the books which he himself designed. For
this, in the spirit of small medieval hand—pfessed books,
Ashbee designed his own typeface ahd, important for the
iﬁfluence upon‘aspects of the‘Guild silverwork,_ornameﬁtal'

alphabet. Three different complete alphabets of ornamental
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~init ls were designed by Ashbee, all of which expreés the

imprint of his style (Plate 32). When compared, the under-
lylng Guild style is expressed similarly in the metalwork

and graphlc designs by Ashbee from ca 1898 to 1905.

There is an important precedent for an obvious

and strong exchange of influence- between graphic and

. metalwork design. For Ashbee this probably became a

factor of his design principles in 1898 when he was
required to compose his own style of ornamental letters.
Already favoring elegént curves, Ashbee proceeded to
design letters that-weré decidedly cufvaceous. At the
same time, ca 1898—1900,"Ashbee identified particular
stylistic features with which to identify his silVerwork.
It would be logical for the designs of his letters to
influence his two dimensional designs drawn for silver-.
work. 'The single ornamental letter, because of its
decorative function, need not conform to the lines of a
page nor to adjacent letters. It becomes more than a
letter to be(read, to become é two—dimensioﬁal design and -
bears the maker's style. " For Ashbee, the broad whiplashﬂ
curve of the ornamental letters is noticeably present in
. the whiplash curve of the wirework handles on the double
handléd boWls or on the curving wires of the decanters.

In his book, Art Nouveau, Robert Schmutzler

characterized Ashbee's style as a "curved and swinging
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style of Art Nouveau."8® 1In his own time, Ashbee objected -

to an association with the French style that was viewed as’
being superf1c1al.- The exception in Ashbee's design,
however, could be his silver or his graphics. If the
whiplash curve or curvilinear elements in general best
summar;ze Art Nouveau style metalwork, as in the jewelry.
of René Lalique, for instence, then much of Ashbee's
silverwork and ornamentation could be included within‘the
boundaries the Art Nouveau style. Some of Ashbee's

graphic designs serve to Justlf] an Art houveau stylistic
characterlzatlon. The 1mpressed red and black bookcover to

Craftsmanship in Competitive Industry, has been favorably

and accurately compared by'Bury to his silverwork (Plate
33 ). The sweeping, curvilinear; thread-1like silverlwire
is clearly a'whiplash—like design and conforms to Art
Nouveau tendencies.

The bold bookcover is mostly ornamental and high-
yly decorative in its effect andvmay be compared briefly to
_Art’Nouveau examples. Another more immediate source of
graphic design for Ashbee might be the work of Aubrey
Beardsley, who was active in the late 1880s and 1890s and
played an 1mportant part in the private press movement. 89
Beardsley embodied in his style the long, sweeping and
sensuous. curving line, a highly decorative composition,

and harmony between solid and void that characterized the
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Art Nouveau style. - '"London Art Noﬁveaﬁ,' as Schmutzlér
calls the work of other more conservative British désigh-
ers, was more rectilinear and simpler in style thahv |
Beardsley's work. Ashbee's designs for his Essex House

Press seem more comparable to the continental Art Nouveau

than to what Schmutzler called London Art Nouveau. None-

theless, Ashbee's silverwofk seems to employ a simple
surface and less exuberant.system of ornament and could
be favorably compared té London Art Nouveau as Schﬁutzler
defined it. But Ashbee had little regard for Art Nouveau
design and protested wheﬂ his name was included in‘any Art
Noﬁveau context. .
| Schmutzler pointed out Beardsley's great éppre?
éiation for Attic vase painting, especially of the red-
figure style. This tyﬁe of ceramic decoration depends
largely upon a thin but tautly contoured black line for
its aesthetic-éffect. It has not yet been suggested that
Ashbee may have found inspiration for his graphic and
silvér designs from Attic vases. There is evidence, how-
ever, that Ashbee wasvactively.interested in the history‘~
of the craft. Ashbee wrofe in his "Memoirs'' of a visit to
Sicily where his house, Villa San Giorgio, waé ﬁnder
constructibn'in 1907. He récords having visited the site
with nbne'other than J.D. Beazely, the contemporary

British connoisseur and widely-published scholar of Greek
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vase painting from Oxford. Ashbee and Beazely, while
examining the house's foundation, uncovered fragmeﬁts of
ancient Greek vases. Ashbee, appreciative of the ihdi-.
vidual craftsmanship and skilled design inherent in Greek
vase painting, wrote in his journal:
When in Sicily this time I travelled with
J.D. Beazeley (sic). He was studying Greek
vases, and we wandered around together. Here.
was a man whose aesthetic approach fascinated...
his scholarly point of view as we poked about
among the potshers, his drawings, his pencil
enterpretations of Greek vase painters as we
fingered the fragments revealed the real
thing--sympathy for the hand and the tool.90
Given this association with the design and craftsmanship
of_Gfeek.vases, some of Ashbee's graphic designs compare
well with the best work of red-figure vase painting that
relied upon taut black outlines and perfect control of
two dimensional design for its effect. Against a red clay
background, areas of solid black and black outline con-
tribute equally to compositions balanced by the juxta-
position of solid, void, and 1iné. Compare, for examplé,

the ‘design of any tYpical,red—figure kylix by the.

Penthesileia Painter to Ashbee's well-known cover to his

book, Chapters in Workshop Reconstruction and Citizenship
(Plate 33 ). Both designs were composed entirely of areés
of solid black and black outlines, although Ashbee's
design is somewhat Art'Nouveau in character. Notice the

elongated swirling and curvilinear outlines. The book
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cover design consists of compositional elements not
d1531m11ar from those used by the ancient Greek vase
painter. If the exclusive use of SOlld black shapes and
outlines were not enough evidence to confirm Ashbee's
strong interest in Attic red—figure vase painting, con-
sider that ﬁhe book .cover's color is clay red with the black
industrial motif set against it much like an Attic warrior
is represented in outline against the fed ceramic body.
Lastly in regard to Ashbee's silver designs and
their relation to ancient Greek vases, shape must be con-
sidered. The exchange of'stylistic influence, and in some .
cases exact replication, between the silversmith's and
potter's crafts is documentéd throughout the histhy~of
vthe decorative ‘arts. Renaissance Italy, Roéoco France, or
Neoclassical England are periods when close styliétic ties
existed between silverwork and pottery. Although not the
most frequent source for ths Guiid's silver objects, Greek
vases may have proﬁidedvsome models for proportions or
profiles for Ashbee's'silver»designs. . One of the Guild's
most'popular shapes, a butter of jam dish (Plate 34 ),
sxhibits a horizontal qualityvdue_to the broad bowl and
elongated pair of wirework handles. ‘Similarly, a Greek
kylix is composed of a broad bowl and elongated handles
that may have provided Ashbee with a point of departure-

for his own design. Ashbee would not have preferred to
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slavishly copy this historical form, but may have recog-
nized the intimate bond between utility and beauty that
exists in tﬁe best Greek pottery. These design-principles
may have inspired Ashbee, who looked to traditional models
to confirm his belief in the need for truth to materials
in the production of beautiful and useful objects.

From our modern point of view, Ashbee's éafliér
desires for extensive and complicated hand-crafted orna-
mentation have little to do with the plain surfaces and
simple forms derived from an aesthetic which pursued a
clear expression»df,funqtéon'and utility through a lack
of drnaméntation. Some of Ashbee's eériy silver designs
seem to be an overihdulgence in handicraft techniques.
Frdm Ruskin and Morris forward, ornamentation meant
handcraftsmanship. It took some time before plainlsur-
faces, so often linked automatically with machine produc-
tion, could also‘mean handcraftsmanship. This is partic-
ularly true‘for silver,vwhich is made primarily thfough |
hammering. - A hand-hammered silver sﬁrface shimmers
 beautifu11y as a result of the production and thus
expresses the materiai and the craft. Handcraftsmanship
was expressed by the rippling surface of the silver vessel,
an expressive quality of silver well-suited to Ashbee's
craft ethic. Within the context of Ashbee's métalwork,

plain and simple pieces, sparsely ornamented, appeared,
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élthough by no means exclusively, around 1898499. - These
simple vessels were the'deéigns that brought about thé
early definition of a trUe.Guild style and which receivedv‘
the praise of native and foreign critics in exhibitions
and publications. |

Ashbee's'silverwork was exhibited frequentiy at
home as well as on the continent and in America. The
Guild's productions were featured in the iﬁitial exhibi-
tions sponsored by the Arts and Crafts Exhibition Society
of 1888, 1889, and 1890 apd thereafter in each of the

tri-annual exhibitions. International Studio featured

reviews of the exhibitions and such influential praise,
read in Europe and America, contributed much to a
designer's success. Ashbee and the Guild of Handicraft

“ were featured and illustrated often in the International

Studio reviews, most favorably in the late 1890s, at the
same time Ashbee was able to isolate a guild style.
Patrons, as well as other designers abroad who studiea
such’' reviews would likely be influenced by the featured
designers. For example, in a review of the fourth_Arts
and Crafts exhibition in.l896,'the writer claimé that an
entire number could be devoted to"Aéhbee{s exhibited
pieces,Amost of which were metalwork and jewelry. A large
covéred diéh was praised for good proportions and curves

which '"show vivid appreciation of the simple grace
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obtainéd by direct treatment." 'Ashbee,bthe writer con-
tinued, "knows when to be silent, when to let the broéd
sweep of the undecorated surface prepare you for the final
ornamentation which heightens the beauty of the object{
instead of hiding it underneath a sﬁperfluous mass of
applied ornament.'" The author expressed clearly that
‘beauty was to be eQuated with a plain and unornamented
surface, which nearly opposed Ruskin's insisténcé'that
beauty, in part, arose from naturalistic ornament. When
a piece by Ashbee was more richly decoréted, the design's
integrity was maintained because this enrichment was
"subsidiary to the main form." Much of Ashbee's jewelry
was illustrated to point'oﬁt that the common association
between precious stonés_énd vulgarity.could be broken by
the exemplary work of»Ashbee.-91

Aymer Vallance wrote for International Studio a

review of the 1899 Arts and Crafts exhibition in London
and chose this year also to review the then present state
df.the decorative arts in Great Britain.92 Ashbeéfs Guild
of Handicraft at this time'was.acknowledged as.one of the
most important Arts and Crafts workshops, a reputation
establiéhed at about the time of the Guild style's
definition; Part II of the series of articles devoted
some pages to defining the relationship between the

artisans of the Guild of Handicraft and their designer,
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Ashbee, who tried "to elicit the potential talent of the
93

workshop." His job was to supervise the execution of
his des1gns and to suggest changes in the workshop
accordlng to hls 1deas of the Guild's own particular
workshop style. '”It is not, of course, to be pretended
that they havegyet_inaugurated a fully equlpped organic

style of ornament on totally fresh lines," Vallance
wrote,94 and then stated that Ashbee would have agreed
with him. Furthermoré,ﬂVallance wrote that the Guild's
adﬁance toward a fresh style is more apparent in jewelry
and metalwork then in.the other guild productions. The
article seemed to imply that the Guild's work had the—
potential to create a new style of ornament.

For Ashbee, then, the first ten years of the
Guild ef Hendicréft was a pefiod much under the influence
Qf the writings of John Ruskin and William Morris;
however, by the close of the Guild in 1908, Ashbee'had
taken important theoretical steps.into the Modefn movement.
A combination of workshop experienCe and, very likely, his
contact with the American archiﬁect—designer, Frank Lloyd
Wright, brought the realization to Ashbee that the machine
filled an undeniable role in‘contemporary applied arts
productionnand edncation. By 1911, when Ashbee had

written Should wé Stop Teachin Art?, Ashbee had modified,

but had not entirely abandoned his traditinnal and
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vconsérvative Arts and Crafts position in regard to
handicrafts. | :

Writing from Toynbee Hall, before the School of
Handicraft had closed, Ashbeeleﬁcapsuiated the central
purpose of his guild experiment in the following terms:

The main object of the Guild and School of

Handicraft is the application of Art to

Industry. In all the work of both the School

and the Guild, the actual designing is con-

sidered the most important thing. In the

Guild, it is sought to encourage the workman ‘s

1nd1v1duallty 5
This statement was written before 1895 and contained
ideals that have implicitiy dismissed certain beliefs
important to Ruskin and Morris. Fbr instance,'Ashbee
éought to re-establish the importance of the draftsman's

~individual contribution not only to the‘productionlof an
object, but also to the process of its design. Con—
currently, Ashbee.has quietly accepted a very modern
sensitivity toward the design.process. Rather than prais-
ing the benefits of labor of the actual hand'manufactUre
of an object as Ruskin and Mbrrié would have, Ashbee, in
the position of an architect and not a craftsman, empha-
sized design, the more intellectual side of the workshop
system. fhis was a position Ashbee‘was weli—suited.to

take as an architect in the 1890s when the meaning of

design was being redefined to include more and more the

ability of the architect. For instance, Modern English
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Silverwork, is more accurately an architect's portfoliO'
than a design book, which illustrated Ashbee's silverwork
designs with plans and elevations much like an architect'é
presentation drawing.

Secondly, Ashbee pointed out that fromvthe'
beginning the Guild and School of Handicraft was dedicated
to "the application of Art to Industry.'" This quest, far
more experiméntal in the late 1880s and 1890s than a
simple rejectibn of the'machine, carried Ashbee to America
where applied arts and the machine wefe found to be more -
compatible than in England. =~ The reasons for this accept-
ance of the machine in America are manifold, but certainly
Ashbee felt it necessary to travel there to examine work-
shop éonditions. »His experiénce had indicated to him that
answers to the questions raised by thé Guild Idea were not
to be found in England any longer, but'rather in the more
pfogressive<cities in America.

The so-called "happy nineties' were to close
with Ashbee introducing a decisive element to his guild
experiment, one which was to affect profoundly the last
‘years of the Guild of Handicraft and which consolidated
the sought—after conclusions implicit'in the Guild Idea.
Ashbee visited the United States and 1ectured in the lead-
ing'aftistic'centers. The subsequent effects of this new

and critical ingredient can be traced ideologically in
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PART II
Interlude
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An American

e
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By the mid-1890s, machinery'é‘fixed position had

'largely been acknowledged within the context of applied
arts production. By means of the Guild Idea and the |

products of the Guild of Handicraft, Ashbee contributed to

defining the limits tb which machinery could be applied in
the production of the decorative arts while simultaneously
maintaining high artistic standards of design, truth»td
materials énd the craft, and individuality of the crafts-
man. Ashbee inherited a knowledge of the evils'of indus-
trialism in arts and craftslproduction,'andvhe took the
initiaﬁive to regulate its use and to restrict its appli-
cation, so that human creativity, artistic excellence,
and, indeed, the knowledge of craft production and the
handicraft standard would not be lost. 'This change of

attitude, demonstrated by comparing Ashbee's aphorisms

from 1894 with those of 1909-11, are the consequence of a

significant new influence introduced to the Guild experi-

ment by Ashbee in the late 1890s. The important tfips to

America, where Ashbee was exposed to all that was best in
the American Arts and Crafts movement, are thought to be

the starting point for Ashbee's shift toward an acceptance

of the machine.




109

- Referred to as '"‘An American Interlude" in his
"Memoirs'' Ashbee's first trip to America was in 1896, from
March 22 to May’ll; when he visited many East coast’cities
that ingludéd Boston,IPhiladelphia5 Ithaca, and Néw York.
The second trip lasted from Octobér 28, 1900 to February;
1901, when Ashbee toured many more cities'dn'behalf.of the
English National Trust. In addition to promoting the
National Trust; the second trip brovided:countless oppor-
tunities for‘Ashbee to enquire further and more widely
about American'industrialism. The indices fo the ”Memoirs”
included numerous citiesiwhere he was able to deliver
lectures regarding the National Trust objectives as‘well'
as afchitecture‘and the related craffs.

Ashbee's ties with Amériga in 1896 seemed to be
strongest in Philadelphia, a leading A@erican city'of
architgctufe and design, where he delivered lectures on
the Arts and Crafts movement. One reason Ashbee was -
keenly interested in Philadelphia may have been the pres-
encé there of Charles G. Léiand, known for his craft '
education courses for children. Leland had iived in
England dufingAthe_ISBOs,'the decadé when many of Englandfs
Arts and Crafts”guilds.and societies were being formed.

It is likely that Ashbee knew of Leland and his educa-
tional efforts because of Ashbee's work at Toynbee Hall.

There Leland's craft manuals, published in both England
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and America, may have been available for study. Secondly,
Leland published "Education in Industrial Art" in the 1885

Art Journal, which Ashbee probably had read while an

enthusiastic student in Cambridge, newly committed to the
arts as a means of social reform. | |

|  In her artiéle, "An Arts and Crafts Experiment:
the Silverwork of C.R. Ashbee,” V & A Museum Curator of
Metalwork Shirley Bﬁry'pointed out that when Ashbee was
férmulating his Guild Idea, he claimed it was not original
but had roots in "the practice of Medieval Italy and

I|96

Modern America. The latter may well have been a refer-

ence to Leland. The reference to Medieval Italy has been
disgussed in_reference to Ashbee's interest in Cellihi's
work, the Renaissance ideals of architecture as the super-
"intendent of all the arts, and the workshop conditions of
the medieval guild. ‘

Both Léland and Ashbee believedvin the ability
of the untrained child or labofer to benefit from learning
to désign and to execute by hand éome kind of manual craft
such as embroidery, leatherwork, modelling, woodcarving,
or metalwork. Students were taught to désign,_not to
copy, patterns which were simple énough to be executed in
many different media.v When Leland published his designs
and these ideas in Eng1and; promoting schools of handi¥

crafts in every village, the idea was éupported in London
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with the formation of annual exhibitions and small craft
societies. The Home Arts and Indﬁstries Association was
founded in London in 1884 as a result of theée gnd similar'
ideas. Charles Leland eventuallyireturned to Philadelphia
where similar plans of his were cafried out when the Arts
and Crafts movement was growing in America. Draﬁn to
Philadelphia perhaps to enquire about such efforts,-Ashbee
was able there to pursue his questiohs about the machine
at the art schobls and museums'- |

Ashbee was given a tour of Philadelphia's
Industfial School and Museumn, where hé recorded his
impression of a technical school whose pfogram iﬁcluded'
training with machinefy. An awareness: of Americé's prac-
tical accomplishments and its positive view of machineryv
had been pointed out earlier in British journals and
Ashbee probably expected»to Witness America's pride and
faith in industrialism. Given that a part of the Guild
Ideafé purpose was to.regulate machines in the appiied
arts, it seems plauéible to imagine~tﬁat a primafy reason
for Ashbee to visit America in 1896'may have been to
investigdte the conditions under Whichrmachihery was findf
ing such Widéspréad>praise, at a time when in England |
‘machines were rejected from the small craft shop. At this
vtime, also, American and Continental design was beginning

to surpass British efforts, whichvmay have provided an
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incentive to learn from leading centers.

One of his journal's longest entries, devoted to
describing his tour of the machines at an industrial
school, may support this motivation. Ashbee wrote the
following description of his tour-guide's response to the
machine:

When he got into the great machine room, where
all the engines were at work, the American soul
in him came out. The whir and the noise trans-
formed the thousands in which his thoughts were
measured into millions, it intoxicated him.

When the guide turned to declare enthusiastically to
Ashbee that machinery was the hope of America's future,
Ashbee wrote that

in a manner he was right, dimly, and fundamen-
tally, for the result of it all, so far is zero,
but right still because it represents foundation
laying, and when all the machines have been
invented and we at last have the perfected
types, I suppose we shall begin to live
life...98
Ashbee's vision into a'vaguely‘utopian society included
not only a few necessary machines, such as the labor-
savérs limitedly outlined by Morris in his eésay "How We
Live. and How We Might Live;“'but machines of many descrip-
tions. Inherent also is the idea that the machine's role
would by then be perfectly defined. Ashbee was clearly
aware of the art-industrial calamity of'the'period; how-

ever, he envisioned a time when the questions about

machinery's role in the handicrafts he and the Guild
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addressed would be answered. Then, as a result of experi-
mental guilds like his own, wealthvand leisure could be.
pursued with productive results.

While in Philadelphia, Ashbee also noted the
presence of wealth and leisure, but.complaioed'that the-
holders of this wealth shoﬁld be taoght to.use iﬁ.for |
better ends, noting households "full of endless unneces-

sary rubbish."g'9

Thus, Ashbee identified similar atti-
tudes and tastes in America that he protested egainst in
England and recognized the affinity between the English
‘and Aﬁerican-craft movements. Although he recognized
‘similarities in their goals, Ashbee needed time to learn
the differences in means to achieve them in America. Near
the end of the Guild in 1908, Ashbee's attitude toward the
machine had shifted in a manﬁer similar to the attitude of
his colleague and friend, Frank Lloyd Wright.

| In Philadelphia, Ashbee noted that the SChool's
machinery was doneted by large manufacturers with
the hope of training an optimistic generation of
America's youth to believe in machinery. Ashbee believed
that this faith in the machine was aeveioping from a
'sound training that recognized the limitations of machin-
ery. Devoted’to'improving a sense of beauty, Ashbee was
impressed in the school's machine room where he noticed "a

bright American boy playing the threads of one of the
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machines hard by, and as I watched him, he tossed me a nod

100 For Ashbee, one remembers,

and a smile at his work...
pleasure in work was for the producer rather than for the
consumer.b Ashbee witnessed in Philadelphia the smiling

approval of machinery by a youﬁg student minding a machine;

it was 1ikely.td,have been one of the earliest confident
associations with the machine that Ashbee had seen.

In America, Ruskin and Morris were also widely
read and their craft ethic was the foundation of Arts and
- Crafts societies and craft guilds in most cities aéross
the country. The craft éocieties of the 1880s and 1890s
in Minneapolis, New YorklvBoston, and Chicago were some of
the significant regidnal groﬁps_in the United States wﬁich
gave the American craft reform movement its formulative

definition. Although by the 18805'Philadelphié had lost

prominence in the arts to Boston or to New York, where.
Tiffany Studios and the Herter Brothers were so successful,
the Centennial City was not left out of the Arts and:

Crafts movement as it emerged in the late 1880s énd 1890s.

“In addition to the publication of The Lédies Home Journal

‘and House and Garden, Philadelphia's Arts and Crafts move-

menthl.gave birth to a créft community known as the Rose

Valley Association. Located in a rural setting very close

tovPhiIadelphia, the community was inspired not only by

William Morris's News From Nowhere, but also by Ashbee's
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Guild of Handicraft.

The Rose Valley Assoéiation}s founder-was the
Philadelphia architect, William L. Price, who, like
Ashbee, made an effort to publish‘his thoughts in his own

periodical, The Artsman, published from 1902 to 1907.

Price, again like Ashbee, directly addressed the problems
of machinery in the arts and insisted upon the importance
of materials, handcraftsmanship, and honest construction

to the individual craftsman.loz'

Best known for its
medievalizing‘furniture, the Rose Valley ASsociation'made
pieces that were heavilyJornamented in an unoriginalqahd
imitative Gothic Revival-style,.With little regard for
simplicity. Price's cfaftsmen fell into a romantic inter-
pretation of Morris's reforms, evoking a.crafts cOmmunity‘

like that described in News From Nowhere.103 Large

amounts of Price's furniture were decorated with histori-
cal ornament that often obliterated a piece's structure
and expressed the style of an earlier era. The craft com-
munity waS»only'briefly successful, géing‘bahkrupt in 1909
at a time when the popularity of the Arts and Crafts move-
ment in Europe and‘America was declining.

Significant to this analysis of Ashbee's influ-
ential traVeis in America at the turn of the century, the
Rose Valley Association originated and flourished during

the second decade of activity for the Guild of Handicraft.




116

Price's community is good evidence that Ashbee's Guild
Idea attracted adherents outside of England during the
' Guild's important later years.
At Cornell University, '"one of the great centers
of future America,' in Ithaca, New York in April, 1896,
Ashbee was truly excited by the prospects of machinery as
it was applied to the American standards of production.
Referring to the éampus as the '"university of the future"
and frequently returning to Cornell as exemplary in the
regulation of machinery and instruction of its proper use,
Ashbee recorded that
If any place is to tame these young Titans of
blind force, these men of electricity and
steel,--the perfectors of the mechanical bases
of life, Cornell will do it. It was as evident
as day to me, when I passed from those magnifi-
cent workshops, all a-storm with mechanical
force, the boys labouring at the forge and the
engine. .. '
The tone and vocabulary of Ashbee's comments excel the
resigned acceptance of the machine expressed by the first
generation of Arts and Crafts thinkers in the late 1880s.
At Cornell, Ashbee could envision with some enthusiasm
what he may have‘thought to be thé ideal workshop for the
future, where machinery was regulated in such a way as to
produce beautiful utilitarian objects and to preserve high
artistic standards. The Guild's and Ashbee's role was to

pass on true artistic standards based on past traditions

of handcraftsmanship to those designers capable of
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applying them to larger.workshops where machinery'wssv
employed. Ashbee, like other leading modern designers,
recognized that America was the contemporary leader of
sound machine production standards. In devoting his
efforts to the potential capabilities of machines in
modern life, perhaps Ashbee passed the'torch from one
tradition based on craft to another based on machinery,
but which also looked to its own immediate past--the early
Arts and Crafts movement--for standards of beauty

Ashbee found 11tt1e to pralse in some areas of
‘the Northeast where ‘the academlc Beaux-Arts tradltlon in
architecture and decoration had become so prevalent.
While at Cornell, for example Ashbee wrote: ''These
academic archltectural schools must remain dead unless
like the schools of engineering and mechanics, they touch

n105 This single‘statement embodied the

actual material.
essence of what characterized the historicist tradltlon of
architectural styles as well as a central premise of
Ashbee's generation of Arts and Crafts designers and
writers in both America and England, united in their reac-
tion agsinst academic training. For Ashbee's generatiom,
design taught in studios from textbooks was entirely.
inadequate. The Guild Idea was dependent upon the direct

manipulation of materials by a craftsman in a small work-

shop.
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In the above quoted'statemént, Ashbee rejected
an architecture based upon past styles or books of orna-
ment that paid no attention to the workingvof_matérials.
Instead, Ashbee promoted a system of architecture and
related design standards baéed upon direct contact with
the materials_or upon an expression of the materials used.
This strong awareness of materials arase directly from
Ashbee's small workshop production, which proceeded from
an individual craftsman's diréct manipulation of silver,
copper, wood; leather, or paper in the manufacture of
Guild objects. Clearly,'Ashbee applied this workshop_
metﬁod and standard, his Guild Idea, to a systém of
~architecture and decoration as a.means of expressing a
modern aesthetic. The‘direét éxperience_of creating a
design within the limits of a material formed the core of
Ashbee's standard. He sought to apply this workshop
principle to all of the decorative arts which were guided
in.style by what he called the mother art of aréhitectarei

’ Viaiting the city of New_York in'April, 1896,
Ashbee toﬁred Sloane and Company, a reputable American
metalwork shop. Ashbee Was disappointed when he was shown
"endless symbols of waste and luxury;——hothing that
revealed any real joy in the producer, or character in the

w106

product. Apparently in the éamé aetting,.Ashbee found

a hand-hammered silver cup with a good sense of design and
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which was expressive of its material. When Ashbee
remarked that it was the best piece of silvafwork he had
yet seen in the United States, his host explained that
it was too costly to produce and that nobody Wanted to buy
it. Such standards had been only too familiar to Ashbee
during the 1890s in London. v

Althoﬁgh Ashbee himself left America for London
in May, 1896, and would not return again until October,
1900, his architecture and designs for the Guild of Handi-
craft were first exhibited in America in Philadelphia in
1898. Ashbee;s circulation'in 1896 among Philadelphia's
architectural circles and among'the important industrial-
ists and educators must have provided this important
opportunity to promote his Guild Idea and the Guild of
Handlcraft.- In addition, his own publlcatlons and other
critical reviews of the Guild's work had appeared in

International Studio. Thus; by 1898, Ashbee's ideas and

the Guild designs were familiar to those in America con-
cerned with the reform of design standards along the lines
of the English Arts and Crafts movement's éxperiments.'
After a decade of productioﬁ and design improvement,
Ashbea's Guild of Handicraft represented a very successful
' guild experiment to Americané in the late 1890s. |

The host organization'fqr the Guild's first

exhibition in Philadelphia was the T-Square Club, which
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exhibited the work of significant architects and designers
in their annual exhibitions. From Philadelphia, the
‘exhibition reached Chicago, where the Chicago Architec-

tural Club had been exhibiting the early work of Frank

Lloyd Wright and his contemporaries. It is significant
that Frank_Lloyd Wright's work was exhibited in the same
exhibition as Ashbee's first Chicago exhibition. Thus,
the two Arts and Crafts architects were associated in a
professional sense two years before they aCtdaliy met.

Two years later, in 1900, works By Ashbee and
the Guild of Handicraft Qere exhibited a eecond time by
the T-Square Club in Phi%adelphia and by the Chicago
Architectural Clﬁb, giving more exposure of Ashbee aﬁd his
Guild to its increasingly enthusiastic American audience.

Two critics for Inland Architect and News Record wrote

reviews of the 1900 exhibitions ianhiledelphia and
Chicago and drew attention to the increasingly strong link
between Arts and Crafts movements in America and England,
whose purpose in part was to resolve the conflict betWeen
the machine and the applied arte.

In his review of the 1900 T-Square Club exhibi-
tion, Herbert Wise chese to illuétrate two entries, one of
which, Woburne Wodehouse, beionged to Ashbee. Regarding
the entire‘exhibition,‘Wise cemmented that ”the-standard

of work and the general character of the designs are
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excellent," singling out for lengthier critiéism the work
of Ashbee and the Guild of Handicraft. Wise wrote: |
The interior and eéterior views of Mr. C.R.
Ashbee, as well as several drawings by him of
detail in metal and wood, are highly individual
and show a rare character and refinement. We
are fortunate in having such an interesting
feature in our exhibitions as this simple and
refined work...107
Although the complete endorsement of Ashbee's work is
significant for his early American exposure, the moét
important characteristic in regard to Ashbee's emerging
modern viewpoint is the obvious‘Simplicity of hié designs.
It would be difficult to pinpoint which examples Were in
fact exhibited, however, from the metalwork shop, the
butter dish, tﬁe glass decanter, and similar types were
very popular Guild products. These were illustrated>often
as typical Ashbee metalwork designs, which were repeated
variations from a single design. Thus, each decanter was
assured to be individual ih design as well as representa-
tive of the Guild style. |
- In the 1900 exhibition,‘the Chicago. Architec-
tural Club displayed thé work of Ashbeéband-Wrightv | |
together for the second time. The'catalogue listed the
participants and their objects, many of Whom were British.
Among Ashbee and the Guild's thirteen exhibits were

included silverwork designs, the Magpie and Stump House,

furniture designs, and interior and exterior views of
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Woburne Wodehouse. Thié selection aécurately summarized
the best of Ashbee's architectural and design efforts com-
pleted thus far in fulfillment of tﬁe Guild Idea. Impor-
tant, too, the exhibition presented an Arts and Crafﬁs'
audience the prominent Ashbee designé; such as the Magpie
and Stump House, which had already béen pﬁblished in

International Studio and Art Journal.- Similarly for

Wright, the catalogue listed his important works such as
designs for his studio, the N.G. Moore fesidence,-the A.C.
McAfee residence, and the E.C. Waller residence. |

The Chicago Arcnltectural Club whlch stood for

n108 played a signifi-

"the new thought in art @nd-design,
cant part in the development ofsthat.city's progressive
architecture by establishing an exhibition to bringv
together native and foreign architectural talent for,study
and>comparison. The importance of this settlng can not. be
ovefemphasized, for during the late 1890s, erght and
other leading Chicago_architects had just begun to express
their new design ideas.‘ Their development benefitted
from exposﬁre to imbortant British Arts and Crafts archi?
tects shown at the Chicago‘Architectural.Club exhibitions.
Chicago, along with Philadelphié, New York, and other
éities, was recéptive to most Arts and Crafts writers and

architects, including Charles Ashbee and his British

contemporaries.
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The 1900 Chicago Architectural Club catalogue
included some introductory»remarks that reveal the cluB's
and the Chicago design reform group's ideals, which they
belieVed wefe exemplified in the work of their selected
participants. - Thelclub was assisted by the Chicago Arts
and Crafts Society andvtogethef they stood for "art which
is fundamental, in which form follows and expresses‘func—
tion--which aims to solve p;oblems'of utility in terms of

beauty" and which respects the past but strives con-

1109 Such

currently to place '"principle before precedent.
ideals wére considered tﬁen'to»be modern and iﬁnovative
when compared to deéign from the immediately preceding
decades. That Ashbee was included in thié select groub is
further testimony supporting the belief that Ashbee should
be considered as a participating--but not the decisive--
figure in early modern design when its ideals were being
formulated in Chicago.

For ﬁhe Arts and Crafts movement in Chicago, the
Chié¢ago Arts and'Crafts Society provided a needed focus to
the emerging reformative architects and designers. = This
organization was founded in 1897 in Jane Addams ' -Hull
House in circumstances that were not very different frOmv
London's Toynbee Hall. As a result, the goals of the

Chicago Arts and Crafts Society echoed the ideals set down

by the Morris generation, but the Chicago goals were,
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slightly different from those of its British counterparfs.
Wﬁereas the early Arts and Crafts reformers of the 1860s
and.1870s_in'Britain sought to expel .the machine from the
handicrafts, Ashbee's generétion of reformers of the 1890s
and early 1900s sought to include, within strict limita-
tions, the machine in the production of art objects. This
belief was far mofe wideSpread in Chicago and>other |
American cities fhan it was in London and other important
British cities. | ' |
The Chicago Arts and Crafts Society published

its constitution in the 1898 Chicago Architectural Club
catalogue. Necessitated‘by the prominent place held by
the machine in American industry, the Sééiety's'fifth and
sixth objectives directly engaged in a discussion of the
role machinery was to hold in thé refofmed setting. The
-fifth‘rule sought to encourage handicraft production among
its members in order to develop sound and tested ideals Qf
beauty to be applied to design for machiﬁe production.
This is eséentially identical to one.of the key principlés
which guidéd Ashbee's Guild of Handiéraff, which sought to
establish standards for industrial design through small
craft workshop conditions.

" The Chicago Society's sixth objective is most
noteworthy for its definition of the boundaries within

‘which the machine would be encouraged to operate.




Although there'is an identifiable Morrisian tomne, the
sixth objective's intentions are far more closely related
to what Ashbee had defined as the Guild Idea and what his
guild was practicing than to what the previous Arts and
Crafts reformers had done. Outlined in the 1880s and
18905, the principles which formed the Guild Idea and the
British Arts and Crafts movement generally compare well |
with the sixth objective of the Chicago Arts and Créfts
Sotiety:
| To consider the present state of the factories
and the workmen therein, and to derive lines of
‘development which shall retain the machine in
so far as it relieves the workman from the
drudgery and tends to perfect his product; but
which shall insist that the machine no longer
be allowed to dominate the workman and reduce
his production to a mechanical distortion,llO
When Ashbee was in Chicago, where he circulated with mem-
bers of the Arts and Crafts Society, the Chicago Architec-
tural Club, and the Art Institute of Chicago, he must have
sensed the similarity between his own Guild Idea and some
of the goals of American reformers. _ ,
The Chicago Architectural Club and the Arts and
Crafts Society were influential contemporary groups whose
purposes overlapped and differed. When comparing their
ultimate goals, a strong-similarity existed between the
Arts and Crafts Exhibition Society in London and the -

bcombined efforts of the aforementioned Chicago groups.

Both the American and British societies provided
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organizational platforms so that prominent Arts and Crafts
architects-designers'could exhibit their Work, publish
their ideas, and thereby bring about needed reforms in
standards of beauty énd methods of craft production. An
apparént difference, on the other hand,vrested in the
~reasons for the establishment of the two groups. |

In London, the Arts and Crafts Ekhibition
Society was formed in an atmosphere of strong protest, of
rebellion against the existing establishment as repre-
sented by the Royal Instltute of British Architects and
the Royal Academy, and as a protest agalnst the deplorable
social, economic, and aesthetic conditions which were the
consequences Qf an over-industrialized society. The |
Chicago Arts and Crafts‘Society was born out of local
industrial and handicraft conditions that, while at times
believed to be inhuman, were considered by many to be more
beneficial to society than their European‘counterparts.
Ashbee had witnessed this distinction in Philadelphia in
1896. In Chicago and other American cities, industrial
expansion was accompanied by-an emerging standard of
beauty which guided the use of machinery towards what
Ashbee referred to as 'mew thought in art and design."
Problems in American industrialvdesign»and craft produc-
tion wére not absent, howéver, and this condition encour-

aged the formation of Arts and Crafts societies devoted to
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maintaining high standards for production of beautiful
utilitarian objects within an-increasingly mechanized‘and,
to many, ugly society. 1In Chiéago and Ather like-minded
cities he viéited, Ashbee must have noticed the contrast
of aftitudes toward machinery between England and:America;

The.architecﬁural climate of Chicago in the late
1890s was ‘intimately connected with the British Arts and
Crafﬁs movement which was the most influential deSigh
trend in Chicago at the time. Beginning in the 1880s,
direct links existed between London and Chicago._ The.most
obvious example of how Cﬁicago's Arts and Crafts movement
was inspired by its English éounterpart was Jane Addams"
Hull House. Addams' efforts were founded upon her expo-
sure to Toynbee Hall which she visited while in London in
the late 1880s. Toynbee Hall and Hull Houée, with their
leaders Charles Ashbee and Jane Addams, prbmoted the
pursuit of handcraftsmanshio in responsé to the poverty-
ridden’conditions'and épiritually vacant conditions of the.
modern, machine-age city.

Ashbee was not only introduced to Chicago's most
prominent Arts and Crafts leaders such'as>Jane Addéms, but
also met with other citizens and educatioﬁal figures, such
as Oscar Lovell Triggs. A professor at the.University of
Chicago, Triggs authored numerous articles discussing art

and the machine and was perhaps best known as a leading
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figure in the Industrial Art League. The League, founded
in 1899, was one, among many, late nineteenth-century
organizations formed in response to the recognized need
for gu1d1ng the new industrialism in matters of art and
design. After Ashbee returned to London in February,‘
1901, Triggs heralded Ashbee as a vital ingredient to the
successful blend of art and the machine which was being
formulated at that time in Chicago under the leadership
of Ashbee's and Triggs' contemporary, Frank Lloyd Wright.
Thus, it is not surprising to find that Ashbee was the
focus of Triggs' study regarding industry and the machine.

The guiding principles of the Industrial Art

League were published in Triggs' book, Chapters in the

Hisrory of the Arts and Crafts Movement. One chaprer,
"Ashbee and the Reconstructed Workshop,' described for the
Chicago audience.the importance of Charles Ashbee and the
Guild and School of Handicraft. 1In writing this favoraBle
--review of Ashbee's guild, Triggs belie#ed that the gOalsr
and ‘concerns of the Industrial Art League-in Chicago and
the Guild of Handicraft in London were alike. This point
of view, perhaps, was the result of discussions held
between Ashbee and Triggs in Chicago. Triggs borrows
lengthy eections in order to define Ashbee’s‘beliefs
during the early Guild years. Discussing fhe question of

production, Triggs quoted the following query from Ashbee:
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This mere trifle of mine, of what use or beauty
may it be, will it give any one delight? Maybe
not, maybe it is useless and unlovely, and will
give no man pleasure. What then?ll
This simple question, to both Ashbee and Triggs, was the
essence of the handicraft-machine debate in which the
craftsman was at the core. Triggs wrote articles as well

as books in support of a new standard of design. For

instaﬁde, Triggs published an article in House Beautiful

in 1902 that outlined the Induétrial-Art League's goals
to the magazinefs national audience.

The article, reprinted as an appendix to his
bbok, outlined the League's four primary goals, which were
to provide guilds with the neéessary workshops, tools,
means of exhibition, and instruction in the industrial
arts; to set up libraries and museums devoted to indus-
trial arts;.and,.finally, to promote arts and crafts by
means éf:publications, lectures, or exhibitions. All
these goals originated earlier with the English Arts and
Crafts movement, and thus resemble Ashbee's Guild Idea
quite closely. The Guild of Handicraft was based upon .
instruction; maﬁual wofk, exhibition, and publication.
Very similar to Ashbee'é guild experimént, the Industrial
Art League was described by Triggs as 'a sort of indus-
trial laboratory where new materials and processes may be
wll?2.

experimented with, and special invention encouraged.

The motives of the Industrial Art League, then, modelled
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as they were on Ashbee's Gﬁild of-Handicraft,vweré testi-
mony to the influential role heldvby Ashbee in the Arts
and Crafts movement in Chicago.

Howeverlsimiiar were the motives and envisioned
goals of these Chiéago ahd Lbndon réformers; important
differences existed in their fespective’means. The Guild
of Handicraft was based on a fundamental respect for the
'English craft tradition from medieval times through the
laﬁe eighteenth ceﬁtury. The Ihdustrial Art League, in
contrast, tended to emphasize its enthusiasm for the
nascent application of méchine teéhnology to the manual
arts. It is significant, especially when studying
Ashbee's impact upon the Chicago Arts and Crafts movement,
that Triggs recogniZed the Guild of Handicraft as the
exemplary English craft guild by which to model a reformed
ﬁodern induétrial workshop. This position places Ashbee
aﬁd the Guild squarely in the cenﬁér of the transition,
during the years between approximately 1900 and l905;:from
the>Eﬁglish Arts and Crafts movement with its emphasis oﬁ
manual production, to the Amefican Arts and Crafts move- -
ment with its emphasis, after 1900, on machine productioh.

With regard to the Industrial Art League as an
"industrial laboratory," there appearéd.to bé a close link
to Ashbee's Guild Idea.. This concept would have been well

understood in Chicago due in‘part to Ashbee's wvisits in
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1896 aﬁd 1900 and to earlier publications which familiar-
ized Chicago's Arts and Crafts designers and architects
with Ashbee. What changes in Chicago is the position held
by the machine in the scheme for reform. Like Ashbee who
urged direct contact with materials, experimentation in
production in a small workshop, and individuality of
expression, TriggS'applied the Guild Idéa to the indus-
trial arts setting found in Chicago. He suggested direct
contact and experimentation With new materials as well as
spécial invention, or individuality. Here is Ashbee's
workshop principle adaptéd to modern American conditions,
which employed new materials and praised the machine.
The’application of Ashbee's Guild Idea in the
formation of the principles and daily‘practices of the
Industrial Art.League by Triggs must have been quite
‘deliberate. Triggs' chapter on Ashbee in his 1902 book,
written in part, perhaps, when Ashbee was in Chicago,
summarized Ashbee's Guild as "another milestone on the
road to Industrial freedom--on the testimony both of its
work and of its purpose as recorded in the writings of

C.R. Ashbee.”113

Triggs, a leader of the Chicago Arts and
Crafts movement and a respected supporter of the machine,
vregarded Ashbee's combined efforts as an architect-

designer and as a reformative writer to be significant for

the achievement of his own goals as well as for the
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fulfillment of industrial design reform. Not only was
Ashbee's desigh.work praiSed in Chicago, then, but his
numerous books and articles WerevaVidly reéd and promdtea
in Chicago by 1eading'indpstria1»design reformers, such as
Oscar Lovell Tfiggs. | |

Triggs wrote that Ashbee continued his argument
"

by stating that the handmade object was symbolic,'for its

goodness consists in the spirit put into it, and the

doing it..;"114

Triggs seemed to admire Ashbee's 1894
“attitude toward hand-prodﬁction; he quoted_anothér far;
feaching idea of Ashbee'éjthat described an example of
machine-made work as "soulless.' Tempering this tone-
slightly, Ashbee encouraged the return of individuality to
industrial design whi¢h'had destroyed fine—qﬁality
products and, consequently, the producef. Triggs elabo-
rated more upon Ashbee's ideas from his book, quoting large
_portions to demonstrate Ashbee's ideal workshop. For
instance, Triggs cited Ashbee's definition of design,
stréngly architectural in character, as '"that element in
any art or craft by which the whole hangs together,‘first

”115 To Ashbee and

constructively, then aesthetically.
Triggs, the skillful manipulation of materials, the actual
handcraftsmanship, would encourage a beautiful product.

Triggs' clearest acceptance of Ashbee's Guild

Idea rests near the end of his chapter where he quoted
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Ashbee's brief comparative definitions of art, industry,
and craft. ‘Triggs diécussed the Guild, or ''workshop as
factory," as a productidn system which
shall be integral as to its work, human as to
its motives, artistic as to its ends. By
integral labor is meant that the workman must
give his entire energy, physical, moral, and
intellectual to his work, and that all his
faculties must touch his work at all points.
By human motives is meant that the producers
and not the things produced, are to be valued
and conserved. By artistic ends is meant that
work must constantly tend towards imaginative
production. 'Art' is the 'higher production,'’
differing from 'craft,' which is technical pro-
duction, and from 'industry,' which is mechan-
jical production, only in the degree of personal
creativeness involved in the process.ll6
The language and ideals employed by Triggs to summarize
the Industrial Art League's aspirations are very closely
related to. those held by Charles Ashbee. Given the above
definitions of art and industry, one implicit purpose of
the Industrial Art League was to find ways to guarantee
high quality mechanical production which was guided by
artistic standards and fine craftsmanship. The factory
was .to become a workshop, urged Triggs, who turned to
Charles Ashbee's Guild and School of Handicraft as a
model.
The architectural climate of Chicago in 1898 and
1900 was intimately connected with the British Arts énd

‘Crafts movement which was the most influential design

trend in Chicago at the time. Beginning in the 1890's,
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directilinks existed between London and Chicagd.

Although Walter Crane visited Chicago and
lectured fhere in the early 1890's, significant efforts to
introduce the ideas of Morris and the Arts and Crafts
movement to Chicago and the Midwestlwerevbeing'taken very
near 1900 5y an Englishman, Joseph Twyman (1842-1904), who
had earlier moved to Chiéago. He 1ecturedvfrequently.
around Chicago about the new crafts ethic begun by Morris

and, significantly for thiS'study, read a paper entitled

"Furniture" at the 1900 Chicago Architectural Club exhibi-

tion. Twyman argued forhdesign principles based upon
“”honeéty of construction [and] the nature of material,"
Which were dear to leading craft réformers in Englaﬁd and
America including; among others, Frank.Lloyd Wright and
Charles Ashbee.

In regard to the use of the.machine, Twyman
echoesvhis English Arts and Crafts counterparts, including
Ashbee, when he condemns the carving machine which '"has
not ,added one spark ofvjoy to the maker of furniture nor

n118 Not surprisingly, Twyman had collected the

the user.
work of Morris and Company. In 1903, at the Art Institute
of Chicago, he established a permanent William Morris
room. . ) |

Although Ashbee and Wright had still not met

face to face, their work was shown together for the second

117
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time in the 1900 Chicago Architectural Club exhibition.
Given this.repeated association between Wright and Ashbee -
and the favorable reviews of Ashbee'é desigﬁs in Ameriéan
periodicals, the progressive-minded viewerlwould no doubt
consider Ashbee aicomrade with Wright in the establishmentv
of a new and thoroughly modern archiﬁecture'and design.

The Chicago Architectural Club's 1900 exhibition was'givén'
more prominence by the arrival there of Ashbee 1ater thét
year in December while he was touring America promoting
thé English National Trust.

The two Chicagé Architectural Club exhibitions
in 1898 and 1900, where Ashbee and Wright were displayed
~as co-members of the movement devoted to finding a solu-
tion to the conflict between machinery and the crafts; .
were fairly. conclusive proof of‘AshBee's.pivotai position
as a link between London and Chicago. Although Ashbee had
apparently made contact with progressive thinkers and |
writers in Chicago years before this first visit, his
actual contact in 1900-1 with the leading members of the
Chicago efforts prdvided Ashbee the catalYtic eﬁvirénment
within which he may have modified forever his attitudes
toward the machine.

Thus,'Ashbee's work was exhibited‘in 1898 and
1900 in two of the most prominent American Arts and Crafts

sdcieties, the T-Square Club of Philadelphia and the
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Chicago Architectural Club. The years between 1895 and
1900 witnessed the formation of many American crafts
societies and so widespread was- the English ﬁovement's
‘influence that by 1900, the Arts and Crafts movement was
more highly regarded in America than in its homeland. 1In
Chicago, for instance, Ashbee was surrounded in 1900 by
strong arguments in faﬁor of a total embrace of machine
production which was not too unlike that which he had
witnessed in Philadelphia four years earlier. But Chicago
was the ideological melting pot for two components of the
Arts and Crafts debate, the-ﬁachine and the individual‘

craftsman.

When Ashbee returned to London from his 1900
tour of America and his visit in Chicago, he had been
exposed to most of the significant industrialists, design
reformers, craftsmen, artists and architects who were
taking an active part in the American Arts and Crafts
movement. In Chicago, Ashbee was introduced to Jane
Addams, Joseph Twyman} Oscar LQvell Triggs, Frank Lloyd
Wright, among others with whom He discussed the movement's
goals and limitations. Ashbee's "Memoirs" clearly describe
his excitement about Chicago's ptominent ad?ances in |
architecture and design as well as some of‘the trends
which encouraged for Aehbee the validity of his Guild

Idea.’




137

However mﬁch Ashbee was impressed or influenced
by the work of Wright and the Prairie School, Jane Addams
at Hull House, the Chicago Architecture Club or The.
Chicago Arts and Crafts Soc1ety, the effects of Ashbee's
visit and the success of the Guild were felt in Chicago,
too. There is pfoof in Chicago, moreqvef, jﬁst as there.
is in Philadelbhia with The Roée‘Valley Association,‘that
Ashbee's Guild--and, mdre‘particularly, his silverwork
designs--provided a highly regarded wbrkéhop méthod01ogi-
cal and stylistic model to at ieast one very important
Chicago Arts and Crafts ﬁehal wdrkshop, the Kalo Shop.

Small shops pfqducing furniture, ceramiés;
glass, and fine metalwork opened throughout the city
during the late 1880's, the 1890's, and the early 1900 s,
when the»Arts'and Crafts ethic was so highly respected and
widely embracea in America. One of Chicago's most
significant contributors to Arts and Créfts metalworking
was Clara Welles' Kalo_Shop: which was opened in 1900 in
Park Ridge, a'suburh of Chicago. The household shop was
organized very much like Ashbee's Guild of Handicraft.
Like the metalworkers working with Ashbee, silversmiths in
the KalQ Shop produced by hand fine silvér objects after
line drawings by their chief designer, Clara Welles. Not
only workshop method, but also the importance of workshop

style was introduced to the Kalo metalworkers by Welles
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who must have‘been aware of Ashbee's contributions to the
Arts and Crafts movement.

Clara Barck Welles (1868-1965) was only five.
years younger than Ashbee. From Oregon, she had comé to
Chicago where she enrolled in the Art Instituté School's
"department of decorative design. »Upon completion of her
coursework in 1900, she opened the Kalo Shop which takes
~ its name from the Greek word for beautiful, kalo. This
jdealistic title reappears in the Kalo Shop motto:

w119 1905 marks the year

""Beautiful, useful, and enduring.
‘when the Kalo Shop beganlproducing jewelry and metalwork,
a decision due in part to Clara‘Bar¢k's marriage to a
.metalwdrkef; George S. Welles. In their Park Ridge home,
the Welies couple set up a combined school and workshop
known as the Kalo Art-Craft Community, an organizatibn
which echoes Ashbee's cbmmunal Guild at Chipping

Campden as well as William Price's Rose Valley Associa-
tion. In the workshop, young men and women--unlike
Ashbee's all male workshop--learned the craft of metal-
working in the Kalo manner perfected by its designer
Clara Welles. Much_like Ashbee's Guild and School of
Handicraft, Welles taught techniques of ﬁetalworking.to
young apprentices through actual.workshop experiénée in
what she herself called "a school in a workshop.“lzO

As stated préviously, Ashbee's silver can be
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-distinguished most clearly by his ﬁse of simple hand-
wrought silver surfaces which are enhanced by the usevof
wirework or the piacement of a single precious stone. The
silverwork of the Kalo Shop designed by Clara Welles
around 1910 employs a similar‘aesthetic, one which_pointé
to Ashbee and thevGuild of Handicraft as a stylistié
source. Pitchers, tea accessories, and jewelry were
popular kalo Shop items (Plates 35-9). The latter, in the
fdrm of stiék pins or brooches, exhibits the same emphasis
on the careful placement of colorful precious stones
(PlatésAO—ll ‘Although iE is clear that Welles must have
been aware of Ashbee's precedent, particularly in the use
of set stones, both were designefs in their small handi-
»créfts workshops where metalworkers were encouraged to

121 the Guild

conform to an individual workshop style.
Idea was”adopted by Clara Welles, then, for use by silver-
smiths in the Kalo Shop. |

In 1908, Ashbee and his wife Janet travélied to
many of the same cities visited in 1900. They made a
brief wvisit to_Chicago and Oak Park where they Visiﬁed
Wright; However, this visit waé of little éignificance
compared to his earlier National Trust tour. In his
Memoirs, Ashbee notes in a disappointed manner, that

Chicago has lost much of its vigor as he had understood .

it in 1900. Having also met with Louis Sullivan and Jane
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Addams, Ashbee wrote the following description of the
‘changes in his journal:
The Soul. of the City is sick, and she knows it,
poor thing.... It is more than merely a
temporary check to material development, it is
a growing belief -among her finer minds that we
are not as certainly on the right lines as
eight gears ago we had the conviction we
were. 122 : ‘
About his friend Wright Ashbee sensed that Wright '"has
grown bitter, he has drawn in upon himself...”123 While
in Chicago, Ashbee delivered two lectures at the Art
Institute of Chicago entitled "William Morris'" and 'The
Pre-~Raphaelite Brotherhood And Their Influence Uponv

Modern Life."124

Although thié trip may have contributed.
to his four-part series 'Man and the.Machine“ for House |
,Beautiful published 1909-10 (See Part‘III), it appears
from Ashbee% "Memoirs' that this 1908 trip to America only
contributed to a sense of resignation to the machine agé
félt'by Ashbee at the very time his Guild of Handicraft
was forced to close.

/ Chicago Was,an-American hotbed of architectufal
iﬁnovation, both in writing and in practice. It is
difficult to summarize all that had been accomplished in
progfessive design after the 1893 Columbian Exposition,
however, one topic was celebrated whose validity and

significance remained unchallenged: the machine. 1In the

machinery building, '"Palace of Mechanic Arts,"




141

mechanization was praised and its permanent positipn'was
genuinely acknoﬁledged. Its definite place in modern -
civilization was welcomed. Unlike England, where the
sordid effects of machinery upon the daily life and:the
arts were vigorously protested through socialiét propa-
ganda as.well as thrdugh the efforts of certain Arts and
Crafts.leaders (which did not include Ashbee), America
increasingly acknoWledged that its future, both economi-
cally and érchitecturally, rested with the promotion of
the machine. Ashbee had been made aware of the éttitude
during his first trip to.America_in 1896, when he visited
Philadelphia, New York and other Easﬁ coast cities.
Aithough_artistic guidance héd not yet caught up with the
rapidly‘expanding system of méchinery during the 1890's,
‘when most American architects and designers were striving
furiously to replace European historicist styles with a
truly expressive American style of design, by the turn of
the centufy, Chicago architects had brought forward new
.designs and thinking to expréss the American machine age.
In Chicago, where the British Arts and Crafts movement had
its most significant and influential impact;.the handi-
craft revival was paralleled by an embrace, not a rejec-
tion of machinery.

Concluding, London and the British Arts and

Crafts movement represented the rejection of the machine
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in fa&or of the revival of handicrafts, while Chicago and
the Midwest Afts and Crafts movement represented the
acceptance of the machine. "As an important part of a
progressive and positive-minded attempt from the start to'
reconcile art and industry, Ashbee, although his roots lay
in London, was intimately connected with the Chicago Arté
and Crafts movement through the exhibition of his wérk,
his Art Institute lectures, his association with Wright,
and his Gﬁild's capacity as a model. Ashbee, unlike most
of his British counterparts, sought to reconcile art and
industry from the very eérly years of his Guild experi-
ence. Thus, this ideology links Ashbee closely to the
Chicago Arts'and Crafts movement and spgcificallyvto the
American desires to deﬁelop its crafts ethic in tandem
with the machine. As such, Ashbee could clearly be viewed,
from the American Arts and Cfafts movement's development,
as an impoftant participant in this movement, which
contributes sd~significant1yvto'the early Modern movement.
If Ashbee's position in 1900 should be diluted due to his
retention of a purely handicraft guild operation, then his
writings after the Guild closed most assuredly define
Ashbee's later contribution as modern. By 1910, Ashbee
had realized the undeniable position of the machine, both
through the guild experience ana through his association

with Frank Lloyd Wright.
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‘The importancé of Charles Ashbee to the develop-
ment of the Chicago Arts andACrafts-moVement, whichvwasi
more progressive and modern. in its aims than the’London
counterpart, has‘been demonstrated thus far by three
phenomena. Needless to say, Ashbee surely benefitted from
this unique position. First, Ashbee's designs for the_
Guild and some of his architectural projects were
exhibited in 1898 and 1900 at the Chicago Architecturél
Club exhibitions. Important enough as a forum from which-
to exhibit his own work, the real significénce of the
“annual exhibitions lay in.Ashbee's fepéatéd association
with Frank Lloyd Wright and his progressive contemporaries.
Secondly, while Ashbee promoted the British arts and
crafts ideals when he was in Chicago in 1900, he alsq
searched for American 301utions.to problems of art and
industry faced at home by the Guild when in conference
with Wright, Jane Addams, Louis’Sullivan, Joseph Twyman,
and perhaps Oscar Lovell Triggs. Lastly, more than most
qther British Arts and Crafts designers, Ashbee and the
Gﬁild_were recognized as a model--particularly in
Chicago--of those ideals of the British movemént which
were held most highly by Chicago architects and design
reformers.' The Kalo Shop and Wright's‘recognition of
Ashbee's talent are substantial evidence to support this

‘influential role‘held‘bY'Ashbee.
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Any perceptlon in Chicago of Ashbee s modernlty,
whether intended or accidental, will help to establlsh
Ashbee's recognizable role in the~formative years of the
Modern movement in America,ne matter how passive when
compared to his Midwest colleagues. When contrasted with
his British contemporaries or to the previous generation
of British Arts and Crafts reformers, who admittedly at.
times made room for'the machine, Ashbee participated more
actively in the formulatiﬁe debate in the early years of .
the twentleth century that establlshed a positive rapport
between handlcrafts and the machlne This participation
began in Chicago and elsewhere in America around 1900. It
continued to develop during the next decade through his
continued contact with Frank Lloyd Wright and thus with
the entire Midwest progressive movement and secondly
through the conciusions he drew during last years with the
Guild of Handicraft.

Ashbee's passive activity, which could be inter-

preted as a period of reflection upon the obvious contrast

between the Chicago and London movements which only
Ashbee could carry out effectively due to his exposure to
Chicago, became active in the years around 1910 when he
wrote his most important book on the ideological and‘.
practical conclusions of the Guild Idea experiment. For

Ashbee, the conclusions.to be drawn from the guild
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experiment amounted to a series of aphorisms, one Qf which
promoted an acceptance of the machine in the realm of the
applied arts. Bﬁt this is getting ahead of the argument.
In Chicago, where the méchine was already praised ahd
completely acknowledgéd as a potentially vital aﬁd‘beaﬁtiQ

ful artistic force, Ashbee's ideals that blended fine

'craftsménship, the small reconstructed workshop, and the
simplicity and individuality, were recognizedvas the
sought-after guiding principles.

H Accdrding to the appropriate ehtries in his
'""Memoirs,' Ashbee was in Chicago in late November ahd early
Deceﬁber, 1900 and appareptly met Wright at this fime.
Just as when he met William Morrié for the first time and
recorded.his_impressions in his journals, Ashbee records
in some detail his first meeting with Frank Lioyd Wright:

Wright is to my way of thinking far and away
the ablest man in our line of work that I have
come across in Chicago, perhaps in America.
He not only has ideas, but the power of expres-
sing them & his Husser house over which he took
: me, showing me every detail with the keenest
. delight, is one of the most beautiful and most
‘individual of creations that I have seen in
America. He threw down the glove to me in char-
acteristic Chicagoan manner in the matter of the
Arts & Crafts & the creations of the machine.
'My God' said he, 'is machinery, & the art of
the future will be the expression of the indi-
vidual artist through the thousand powers of
the machine, the machine, doing all those things
that the individual workman cannot do, & the
creative artist is the man that controls all
this and understands it.' He was surprised to
find how much I concurred with him, but I added
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tﬁe rider that the individuality of the average
had to be considered, in addition to that of the
artistic creator himself. As we looked at
building after building in Chicago, we put the
common denominator of our principle to the test,
and found much wanting. -
Ashbee and Wright spent about one week together ih-
Chicago, but théir professional relationship extended most
importantly throughout the first decade of the twentieth
century. Their discussions of the meaning of art, craft,
induStfy and the role of man and machinery weré signifi—
cant for both aréhitect—designeré and it was some years
later, around 1910 in Engiénd, when Ashbee's ideas about
handicraft production truly showed the long-term impact of
Wright's ideas. Both Wright and Ashbee corresponded
duriﬁg this decade after their first meeting and Ashbee
returned to Chicago in 1908. A comparison of Ashbee's
early and late aphorisms wiil show quite clearly this
ideological influence.
Most importantly, the continued contact with
Wright provided Ashbee the opportunity to write in
_Lonéon, after the Guild had closed, his reflections on the
effects of his American inteflude. The Guild of Handi-
craft closed, but it could never‘be considered a faiiure.
The twenty-year period of active Guild prbduction |
answered for Ashbee many of the industrial'and craft ques-

tions that brought about its foundation. ' Where London's

Arts and Crafts movement failed to answer more
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realistically certain queries about the machine, the
American Arts and Créfts movement,, aS‘experiehced most:
importantly fof Ashbee in Philadelphia and Chicago,
provided acceptable guidelines regarding the_machine for
mechanical production. Ashbee participated directly in
the Midwest progressive movement around 1900 and througﬁs
out the following decéde by correspondence with Frank

Lloyd Wright.
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Ashbee returned to London in February, 1901
where he continued to work as an archltect and the chlef
designer for the Guild of Handicraft. Major changes were
to come to the Guild as a result of many factors not the
1east of which were Ashbee's ideas brought back from hls
meetings with Wright. The climate and conditions of the
.British Arts and Crafts movement were beginning to show
important changes,; too, which were to affect significantly
the last years of the Guild. The Guild style in metal~.
work, attained around 1898-99, was to underge little
alteratlon durlng this perlod |

Ashbee was able to synthe31ze the lessons of the

guild experlment in two maJor books, Craftsmanshlp in

Competltlve Industry (1908) and Should We Stop Teachlno

Art? (1911) in which the art-industry inquiry, pursued -
through Ashbee's application'of his Guild Idea to a small
workshop, is resolved as completely as his experience
would permit. Although Ashbee, to the end, remained
committed to the handicraft ideal, his writings reveal
clearly his recognition of the important roie in design
held by machinery. | | |

It seems plausible to speculate that Ashbee, a
close associate of Wright when he wrote '"The Art and Craft
of the Machine," considered himself to be a significant

member of this pioneering and experimental group in
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Chicago. After all, the Guild of Handicraft was expli-
citly pioneering and experimental from the start and, seek-
ing answers to similariproblems in the machine debate, was
regarded by the Chicago Arts and Crafts movement as a
model craft workshop.

Clara B; Welles and the Kalo Shop aﬁd Oscar
'Loveil Triggs and the Indﬁstriél Art League were founded
upon guidelines derived largely frbm the example of
Charles Ashbee and the Guild of Handicraft. Their efforts
continued past Ashbee's 1901 Chicago visit. So, too, did
the aésociation‘beﬁween Ashbee and Wright, an association
that began in part in the 1898 Chicago Architectural Club
exhibition. The most significant‘results of their com-
munications, for Ashbee, oécurred throughout the ten years
after 1901. Letters and visits were exchanged between the

tﬁo»architect—désigners'and finally in 1911, Ashbee.was

asked by Wright to contribute an introduction to his 1911

book of designs, Frank Lloyd Wright Ausgefiirhte Bauten.
During the last decadé of the Guild, theﬁ, Ashbee remained
a contributing designer and writef in both Chicago and
London during the formulafion of modern design.

Having discussed the goals and activities of
Ashbee's Guild of Handicraft from 1888 to 1899, there
remains the last years of Guild work to 'discuss. By 1900,

the work of Ashbee and the Guild was respected and well
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known to its London audience through the Arts and Crafts
Exhibition'Society exhibitions and through.the Guild's
géllery and exhibition spaées at ‘Bond and Brook Streets.
Theirvark was known abroad,'furthermore; thrdugh exhibi-
tions ét the Turin internationél Exposition as well as
through the éighth (1900) exhibition of the Vienna
FSecession.126 The best efforts of the Guild of Handicraft
were the designs commissioned by the Duke of Hesse at |
Darmstadt, however, their high quality metalwork continued
to be produced in thebrecognizable Guild styie, with
silver wirework, occasibﬁal~coldred énaméls, and carefully-
SetipreciOus stones as the identifying elements.

Within the five years or so following the
successful Darmstadt commiséidn, Ashbee designed what
remained to be the best examples of Guild metalwork. The
.mdst'strikiﬁg, perhaps; is the green glass deéantér (1902)
mounted with a silver wire handle and ornamental straps
that surround the glasé body (Plate 41 ). A simple bottle
is made elegant by the additionvéf é triplet of éilver
wires that encircle the baée.and join at the handle's
base. From this, a half dozen silver wirés emerge and
then twist to fOrm the handle which is attached to the
bottle at the neck with a simple embossed strap. Again,
Ashbee exploiis the.maleability of silvér to express the

material through the narrow and twisted wires. The




152

translucence of the glass and the volume of its shape are
expressed by the wires which are visible through the glaSs
as well as around the bloﬁn glasé'form.- This was é
popular type and numerous variables on the design exist.

Ashbee considered it a very successful design and included

if as Plates 59 and 20 in his design book, Modern English

Silverwork (Plates 11 and 42 ). From his description,

two types of these bottles existed. The second was
deéigned with a lip and spout with hinged cover, allowing -
the contents to be pOuréd. |
Another populaf design was the single or double
handled silver bowl set With one or two pfeéious stones
(Plate 43 ), which made its initial appearance.late in the
first periQd. Like its prgdecessor, a 1902 example con-
sisted of a plain hammered silver bowl, low and horizontal
in profile, and held by a pair of silvér wire Handles
(Plate 28 ). Numerous variations éf.this type survived

and Ashbee considered it, too, important enough to include

as Eiate'l7 in Modern English Silverwork (Plate 20).
When a cover was included, it was apparently enamelled and'
set with a precious stone. | |

With regard to the above decanter aﬁd silver
bowl; it is noteWorthyithat Ashbee had drawn a single
principle_designifrom which variations could be crafted.

It has already been shown that these pieces perhaps best
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represent'the Guild style, however, they also Wént far in
fulfilling the Guild Idea's importance attached to
individuality. From the single design, a craftsman was
apparently allowed--and probably encouraged--to intérpret
this type in order to create an»individﬁal decanter or
bowl. Such creative participation in the design and.
execution of a piece would likely bring a sense of joy to
the producer and thus enhance his life according to
Ashbee's ideals; Finally, such individual expression
would be at no cost to a Guild style as long as the essen-
tlal character of the de81gn was malntalned To that end,
Ashbee was present as the chief overseeing Guild desigﬁef
to insure harmonious stylistic expression.

Nonethéless, variety remained the key feature of
Ashbee's métalwbrk forms. The Guild style elements |
remained intact frequently on one-of-a-kind examples, such
as the tall covered cups represented as Plates 72 and 65

in Modern English Silverwork (Plates 44 and 45). The

latter, richer in its ornament than some other Guild
silvérwork; is decorated with set stones and a wirework
cone.  The floral érnament is decidedly modefn in its
abstraction. Such geometric simplification was prominent
in the period around 1900. The craft itself is well
-expressed thrbugh its casting and embossing techniques,

while the form, based generally on historical
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examples remainsvsimple in profile. Ashbee's Plate 72 is
yet more moderﬁ_in>its expression, barticularly with the
attenuated silver wires and set stones that combine t6
evoke a modern abstract aesthetic. Again, the simplé form
of the cup retains‘the designer's and the period's
expressed preference for simplicity;'déspite the rather
pronounced embossing on the foot and 1id.

Ashbee's only craft skill; it was hoted, was
three-dimensional modelling. He also seemed to prefer
male-figures in both his silverwork_and préss designs.
Such preferences were repeatedly shown on Ashbee's
designs, which were probably influenced as well by his
‘respect for'the Italian‘Ranaissénce period whenkthe male
figure was admired as a source of ideal beauty. The Guild
style in metalwork, then, was at times punctuated by

sﬁpporting male figures such as those reproduced on Plates

iOO, 79, and 68 invModern English Silverwork (Plates 46,16—

17 ). 'Example.Abon theylatter plate survives today

in the Victoria & Albert Museum Collection. 1In each

of these examples, a classicélly proportioned male nude

serves as a suppoft of the vessel's bowl and may be yet

another indication that Ashbee was seriously interested in

ahcient Greek as well és Neoclassical artistic expression.
In summary,,Ashbee sought to éxpress his Arts

and Crafts ideals such as truth to materials, indiVidualﬁy;
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and simplicity of form and ornament in deference to
.function, through plain hammered éilver‘surfacgs, simplé
wirewérk and stone settings, and a modern Vocabulary of
abstract ornament (Platéséﬂ-S). Wheﬁ necessary, Ashbee did
not hésitate to adapt a historicél precédent to a form |
expreésive of the Guild étyle, but which also expressed.
the Guild's resﬁect for past traditionv(Plate 49). _Oﬁ
the other hand, it must be made clear that the stylistié
e#chahge between Ashbée metalwork designs.and both
Chicago metal workshops and American metalwork designs in
general wasvfrom London to America. ‘At no time is it
apparent that Ashbee's Guiid‘style was infiuenced by
American designs in metaiwork or other cfafts_pursued by
the Guild of Handicraft. | |

;Both stylistically and ideologically, Ashbee's
Guild Idea and Guild stYle, astexpressed through the
‘silver designs, were important contributions made to, the
British and American Arts and Crafts movements. In tﬁis
1sense,'Ashbeé can be seen as a transitional figuré who
eﬁerged from a Morrisian handicraff reform movement and
who, in the end, had shed his ﬁedievalizing backgrouna in -
favqr of a more:modern aﬁd realistic approach to design
‘reform. The last decade of the guild years provided
Ashbee‘thé knowledge with which he couid adapt his own

ideals to the demands of the machine tradition. By no
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-means,'howevef, Qas this shift felt to be a surrender .
Idealistic thfoughout the last years of the Guild, Ashbee
incorporated hislrecognition.of_the machine within a set
of aphorisms which applied handicraft standards to machine
production methods.

Although neither employed to_the same extent n@r
with the same cheap stahdafds of mass production as by the
large commercial competitors,,the machine, in thé form of
saws in the furniture shop or as used to roll out sheets
of silver, was used by Ashbee and the Guild of Handicraft
in a very limited and reéuiated manner. Fof’Ashbee, these
machines assisted with drudgery, but by no means were they
allowed to become part of the creative handicraft process.
In short, machines were not permitted to overcome or re- .
plaée hand-production. | |

The Guild's last years after 1900 were frustrat-
’ing for Ashbee and its members who were faced with imita-
tive competitoré who introduced mass—ﬁroduced and
inexpensive decorative arts. Most significant stylistic
imitation and market competition came from the Cymric and
Tudric style metalwork mass—produced by Liberty and
Company beginning in April, 1899. While the Cymric stYle
metalwork (Plate 50 ) was not entirely derived from
ancient Celtic art, the more successful examples closely

followed silver designs by Ashbee. It is surprising to
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realize that the Arts and Crafts Exhibition'Séciety'
exhibited,such work, but it is not at all surprising to
realize that less-expensive Liberty and Compaﬁy metaiwbrk
damaged the finaﬁéial sécurity of the Guild of Handi-

127 Having become a limited company in 1898, the

craft.
Guild of Handicraft was unable to escape from financial
confusion and monetary 1055._>This, along with shifting
tastes,_forced the Guild of Handicraft to close in 1908.
Some members remained'affiliated and continued to prdduce
Guild of Handicraft objects for a few years. Another very
significant factor contributihg to the Guild's frustra-
tions in its last years was the group decision to mové
the Guild of Handicraft--its members and their families
totalling 150 people--to the rural setting of Chipping
Campdeh. |

This idyllic agricultural Cotswolds village was
located north of London ébout seventy miles and was
believed to be close enough to London for the Guild mem-
bers to improve their daily 1ivgs through'living close to
the land while maintaining the vital link tovtheir handi-
craft retail market. - The idea to move the.Guild to a
rural, agricultural setting was not new for Ashbee, who
had rented cottages fof weekends during which Guild mem-
bers would be able to relax their bodies and to improvev

128

" their minds in the natural surroundings. The movement’
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had largely been a protest against demoralizing urban
squalor; part of its solution, widely believed at the
time, was to improve character and standards ef living by
working in an idyllic setting.

The late 1900s, rife With.utepian schemes begin-

‘ning with Morris and News from Nowhere, gave rise to a

back-to-the-land movement much in step with the handicraft
ideals of the Arts and Crafts movement;' Like thendesires
for simple and honest handicraft production as a means to
express the individuality of the craftsman; the dignity of
his labor, and the charaeter of the material, the so-
called "simple life' was an attempt tb_return to basic
needs or life functions. Rejecting the complexities of
urban'industrial life, simple-lifefs embfaced the
straightforward, simple lifestyle demanded’in an agricul-
tural setting.‘ Raising their own food, making their own
elothing, exercising regularly, making their own furniture
and participating in the Guild were, to Ashbee, sources of.
spifitual enlightenment, moral integrity, and a healthy
life consistently denied in the city,. ‘

The village of Chipping Campden was‘carefuliy
selected.  Its English rural beauty survives to the
present and in 1902 its native stone buildings were vacant
and in need‘of restoration.. Here were ready-made, simple,

vernacular old buildings ready for adaptation to the needs
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of‘a craft guild. In‘turn, the Cotswolds craft tradition
and archltecture as well as the"untarnished landscape and
trad1t10na1 llfestyle were to 1nfluence profoundly artists
and architects such as Ernest Gimson (1864-1919), the
Barnsley Brothers and Charles Ashbee.: 129
| The Guild experience itself d1d not suffer from
the move. The library, museum and all of the craft work-
shops, including the press, were moved to Campden.
Visitors arrived in large numbers to view Arts and Crafts

130 Quarters were

principlés in action as a way of life.
made for guests to stay in and for a few short years after
1902, it abpeared that the Guild of Handicraft would
survive in its rustic setting. After 1905,»however, the
financial picture grew dim-and for reasons cited above,
the Guild of Handlcraft was ended in 1908. |

The setting and the fortunes of Ashbee's Gu1ld
of Handicréft changed during its second decade. So, too,
did the Guild style during the late 1890s and early 1900s
whenrthe simpie_proportions, plain silver surféces and |
reticent ornament of the'silver—moﬁntcd green glass,
decanter or two—handléd silvcf butter dish, for instancé,
stood_out.és:more modern in design and expression than
previous ﬁedievalizing examﬁies. The underlying source
for modification of the Guild experiment lay,‘ultimately,

with a slight but significant shift in Ashbee's Guild
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Idea. These changes were.largely caused”by resolutions,
if not practical answers, to questions about art and
industry. Ashbee Ead foﬁnd, after more than ten years of
experience with the Guild and direct contact with leading
reformers in the American Arts and'Crafts movement, espe-
gially in Chicago, that the machine could be regulated.
Moreover, the standards by which to regulate craft reform
and applied arts design, unknown largely in 1888, had been
discovered in part by 1908 through the small experimental
workshops of the Guild of Handicraft.

| l-This is not toléay'that Ashbee actively experi-
mented at length with machines in his workshops, but
rather that he~strové there to establish handicraft
standards of beauty éﬂd production. Seeking ideals more
than practical machine definitions, Ashbee incorporated
the machine into his Guild Idea. Although there were
machine-driven tools in the Chipping Camden workshops
after 1902, the machine was not incorporated into Ashbee's
axioms until 1912. As before, he made these ideals public
through his writings. As before, also, it appears that
foreign designers, after 1908, profoundly impressed with
Ashbee's ideals, adopted his mature Guild Idea.as an
important part of their definitive principles of design.

AshBee's seasoned Guild Idea was discussed in

two important books, Craftsmanship in Competitive Industry
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(1909) and Should We Stop Teaching Art? (1911). The

latter evolved from a series of articles published in

America in House Beautiful in 1910 entitled fMan_énd the
Machine." Writing from>a set of aphorisms in Should We

Stop Teaching Art?, Ashbee addressed the machine in four

out of six idealistic guidelines that. characterized the

Guild Idea around 1910, two’yéars after‘thé‘Guildvovaandi-

crafts had ended (Appendix 2). Thus, the Guild Idea had been

drawn to concentrate upon the machine for its conclusions
and,vas will be shown, to_stepIOut of the Arts and'Crafts_
movement's eérlier rejeéfion of the machiné as set forth

by John Ruskin. )

‘Craftsmanship in Competitive Industry covers a

variety ofvsubjects dear to Ashbee but many are irrelevaﬁt
to thié_discussion of Ashbee, art, and‘industry, Thus,
only subjects relevant to the Guild Idea and the limita-
tion of machines in the craft workshop will be discussed.
In the first chapter, Ashbee reiterates the importance of
the/Arts and Crafts movement and its‘quest to resolve
,questions of standard, production, méterials, limitations
of the machine and quality of life for both the'coﬁsumer
and the producer. Ashbee believed ﬁhat the movement

carried "an ethical significance' and furthermore that it
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brings indeed into modern'Indﬁstry a little of

that Soul, that imaginative quality in which our

civilization is so lacking. It reminds us that
the imaginative things are the real things, and
it shows us that when they are to be expressed

in man's handiwork, they must come into immedi- .

ate contact with material, must touch actual-

ity.131 -
Present problems were to be dealt with through "sound pro-
duction" and "the inevitable regulation of machine produc-
tion and cheap labour,'" Ashbee wrote, much in keeping with
previous fundamental notions of his Guild Idea.

The: second chapter discusses problems encoun-
tered with the Guild of Handicraft and some of its goals,
such as '"to uphold Standard and humanize Work,” Much of
this reiterated earlier writings and so does not need
repetition. Nonetheless, Ashbee had the benefit of twenty
years of'experience and could discuss certain issues with
mqre clarity. Ashbee was able to recognize the forces
which brought the Guild éxpériment to a close. More
importantly, he identified the_Value of his Guild Idea as
beneficial to future generations' ”aspirapions,of‘labour
and craftsmanship."

Thé machine issue was considered directly. and
Ashbee's pursuit of "principles of right and wrong in
craftsmanship and the use and abuse of machinefy" had led
him to conclude that workshops such as his could indeed

benefit from the use of the machine without totally sacri-

ficing handicraft sténdards, as previously thought. For
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instance, Ashbee used the_furniture and metalwork shops te
distinguish between the hend and the machine. For Ashbee,
machlnery was not repudlated but the idea was
that in those cases where the hand was better
used it should be used, and that the customer
was not to be put off with the machine-made
article on the score of cheapness, nearness or
trade finish.132 . - ’ »
In the woodworker's shop; the Guild Idea allowed for the
use of a maehihe—driven circular saw to cut a plank, but
should there be any additional carv1ng it was to be done
with tool in hand and not by any carving machinery. lee—v
wise, is the metalworker‘s shop, a silver plate could be
rolled out by a milling machine;vbut any subsequentbwork
ﬁust bevdone by hand. Aibowl was to be raised by hand-’
hammering and not spun in the chuck. As'discussed; this
handicraft method clearly expressed the material and‘the
method‘efvmanufacture. Ashbee illustrated the tall cup
'and cover presently in the V & A Collection (Plate. 15) as
an example of silver Wthh was raised by hand from a sheet
of silver pressed by a machine.

In this context, the machine finds its way into
the Guild experiment and confributeS'td the manufacture of
Guild products, but its actual process is kept secret in |
any expressive sense. A pieee of Ashbee silver never
revealed any use of the machine, even if made in accord-

ance with sound machine applicatioh. Ashbee and the Guiid

of Handicrafts stood for the handicraft tradition,
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nurturéd.by architecture; at no time did their work
express a machine aesthetic. Nonetheless, Ashbee:did
introduce limitations of the machine that were in keeping
with his Guild Idea. Ashbee permitted machine production
in his craft workshops, but only under regulations that"
protected handicraft skills, individual design, direct
contact with materials, and the dignity'of labor from the
censorship of a machine-dominated production process.

In the third chapter, he attempted to find ways
to eliminate competition between the hand and the machine
by regulating each in a éméll workshop. Another unfair
competitive factor Ashbee sought to eliminate was that of
the amateur. The quality of product and method of produc-
tion surveyed through the careful training of Guild mem- -
bers Was at risk due to the influence of both machinery
and the amateur. Ashbee stfove to witness
the province of the handwork and the province
of the machine work so defined, that the former
when it is demonstrably better in its direct
product and its human resultant than the latter,
shall not continue to be at the latter's
mercy.133 '

Ashbee recognized that his efforts,Aas.well as those of
many of his‘dontemporéries, had provided the methddolog—
ical means to regﬁlate both handwork and machine Work so

that one did not benefit at the expense of the other. . The

remaining thirteen chapters of Craftsmanship in

Competitive Industry explore political and economic
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philosophies not relevant to the purpose of this thesis,
but which are not thereby undervalued by their exclusion.

~Although alfeady-disqussed as a source for

metalwork designé, Ashbee's Modern English Silverwork
(1909) provides some additional;insighté toAhis ideas--
some of which are contradictory and'cqmparatively
extreme--about the méchine} Ashbee stated quite frankly
that the machine was what separated good work frombbad,
what interrupted the technique's integrity, what eradi-
cated traditional.handic;afts; and what obliterated indi-
vidual style. When unrééulated (and this is the distinc-
tion for good and bad uéglof the machine) thevmachihé
threatened the very existence of Craft believedvAshbee,'
who wrote ''when the machine enters‘the Craftsman dis-
ap_pears.”134 This-strong condemnation refers most speci-
ficallyvto the inability of a»craftsman.to appreciate his
craft as a whole, when machinery was allowed to interrupt
the process of hand-crafting a single object. Using the
process of spinning off é chuck as an example, Ashbee
noted that the problem of maChinery is not exclusiVely
aesthetic, but rathér of ﬁrdcess of technique. A workshop
éeases to function in a traditional craft sensé with the
introduction of machinery. Unregulated machines destroyed

traditional handicrafts and to Ashbee, the experimental

Guild of Handicraft sought ways to define regulation..
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Ashbee did not favor total rejection of the
machine. Its significance was defihed by its plaée in the.
production process. He specifies quite clearly Whére
‘machinery's place was to be -in the crafting of silﬁer when

he wrote the following in Modern English Silverwork:

I have no objection to using the dental fret for
modelling in silver...still less do I mind the
polishing lathe, or belting it to the engine,

but if the doing of these accessories,--for

observe they are accessory, not vital to my

craft as a Silversmith,--disorganizes the eco-

nomy and inventive power of my workshop, then as

a Silversmith I am better without them.135
Ashbee récognized the value of machinery as a labor-saving
device and as something-—Whén uﬁfegulated—-to protect
craft productién from. His desigﬁ thebry was essentially
rooted in the handicraft tradition and was not an embrace
.of a new macﬁine aesthetic.

. Ashbee's opiﬁion against machinery must be
understood within the context of the British Arts- and
Crafts‘movement aﬁdvin contrast to the American Arténand
Craﬁts'movement's different and more progressive adapta-
tion of the machine. Ashbee had studiéd the'AmeriCan,
application of machiﬁe produét to ité craft tradition ahd,
in aIPOSition to recognize what he was searching for in an
ideal fulfillment of his Guild Idéa, found.the Ameri@an,
ideas superior to those iﬁ.London. Citihg Louis C. .
Tiffény'(1848—1933) and his‘methdds of craft prodﬁétion,

Ashbee witnessed the machine problem ''much more highly and
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intelligently worked-out.” As chief designer of the
studies, Tiffany had proven how helpful it was to invite
artists and’designers to assist with ﬁheir designs for
machine production. On the otherrhand, Tiffany Studios -
were not without stylistic influence from British and
Continental design sources, one of which is the jewelry of
Charles Ashbee; Louis C. Tiffany'a'Peacock necklace of -
1902 was probably inspifed substantially by Charles
Ashbee's earlier and widely illustrated Peacock brooch of
1900, 136

In England, Ashbee was frustrated by the
apparent insensitivity of the trade which exploited
machinery's capability to reproducelcheaply any number of
poorly designed and executed silver objects."The distinc-
tion could be made visually between good and bad work.
Ashbee wrote that "...wherever it can be shown that the
introduction of machinery destroys human inventiveness,'
skill, and imaginatinn;'it is harmful, wasteful and

wl37

futile. " Thus, Ashbee made clear in Modern English

Silverwork the limited conditions under which the machine
could be toleratéd in a craft workshop without loss to
either product or producer. -

Before examining'Ashbee's second British publi-
cation on art and induétry, an important series of.

articles appeared in an American periodical considered to
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‘be progressive in its period. Beginning in June 1909 and

ending in September 1910, House Beautiful published a

four-part series written by Ashbee entitled "Man and the

Machine." The four two-part articles were entitled "Arts
and Crafts in England,' "The PreQRaphaelites-aﬁd Théir
Inflﬁence Upon Life," ”The Sou1'of Architecture," and "The
Return of the Village." AShbee's reputation had already

been established in leading,American cities by the Arts
and Crafts exhibitions or articles reviewing Guild
products that were pfevalent around 1900. Ashbee's
participation in the Amefican Arts and Crafts movement
continued beyond hié l90¥ visit by means of the EQEEE
Beautiful articles, his Qngoing association with Wright
and, later, through his Introduction-to Wright's Frank

Lloyd Wright Ausgefuhrte Bauten.

In the first article for House Beautiful, "Arts

and Crafts in England,' Ashbee summarized the movement in
England and his own place within it by 1908-9. Much of>
this may have already been known to participants in the
American Arts and Crafts movement, especially in Chicago,
but the periodical's national audience was likely to learn
from Ashbee's experienée.- Defining the movement's origins

and its purpose as "Those occupations or pursuits in the

practice of which the individual comes into direct contact

with his material, and is enabled to give expression to
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138

his own fancy, invention, imagination,"” Ashbee then
distiﬁguished what was peculiar to either the British or
American movements. Protesting against ''the sporadic

”139’Ashbée asserts

hammering on metal of the lady amateur,
that in England, craftwork "must have the individual touch
~of the maker; there must be no machine between him and

what he 1is producing"_l40

and there must be some human
expression. Gi&en this conception of the machine's posi-
tion, it appeared that true production, in the creative
sense, began_aftér>any labor-saving machine work had been

finished. Thus, the machine, although'allowed into the

workshop, was divorced from the individual creative

[

process. The '"making of useful things has brought it into
direct conflict with the dominating power of modern life;

nlal according to Ashbee writing to

industrial machinery,
‘an American audience in 1909.

. In the second‘part of the same article,-Ashbee
defined his guild's purpose as a craft-by-craft struggle
to separate what is bestrmade‘in direct contact with the
material by hand from that best made by machiné.’ Admit-
ting, importantly, that the movement'svoutlook had
changed during the pfeQious forty years, Ashbee pointéd
out that '"the development of industrial machinery iﬁ
America.has not affected the arts and crafts here as
nwl4?2

seriously as it has affected ours in Englénd. This'
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benefit was not without a price; however; with the
dominance of machiné production over an already scarce
tradition of handicrafts, Ashbee believed there to be less
opportunity for aesthetic -production in America.

The second article dealt exclusively with the
importance of the'Pré-Raphaelife Brotherhood in the moti-
vations of the‘craft reform movement and is, thus, of
littlevreleﬁance to this study. Similarly, the fourth
article, "The Return of the Village," dealt with the ques-
‘tions of an agrarian lifestyle and peftains very slightly
to this thesis. Oné poiﬁt;'h0wever; from the latter
article served to summarize well the place of the Guild of
Handicrafts withiﬁ the back-to-the-land movements of the
early 1900s. Just as in the workshopé so too in the field
a boundary of control must be drawn between thevmanﬁal and
the mechanical. The land reform efforts stood 'for the |
use of the hand as against the machine; it dignifies |
labor; it cancels the casual, the product of the machine.
It insists upon the best land, the best méterial, as a
condition of success; it necessitateé certain forms of

wld3

machinery. Ashbee reaffirmed also that the problems

associated with the machine could be solved without _
"placing an embargo upon the invention of machinery.”l44
"The Soul of Architecture'" was the third article

in the series and is important to this study because it
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deals explicitly with some of Ashbee's.ideas about the‘
‘machine. Writing that "architecture expresses life'" and
-assigning much ethical, politicaliand'social_significance‘
to his profession, Ashbee blamed the then current "disin-

145

tegration of architectural traditions" on the machine.

Without the érchitect the crafts were left powerless
against mechanical industry or, worse, 'industrial
chaos-.”146 Two essential solutions rested with the
architect's profession that could bring life to the soul-
less industrial setting. As an a?chitect,.Ashbee believed

he could give every building some idea or character that
distinguishes it from others and work truthfully with
‘every material that he designed for. Repeating from an
earlier article the meaning of arts and crafts as occupa-
tions in which the individual craftsman, without being
cancelled by the machine, is allowed to work directly and
creatively with his chosen material, Ashbee related this
cardinal Guild principle to modern building in two ways:
! In old days, before the coming of industrial
‘ machinery, all architecture was the architecture
of fine craftsmanship, all of it was what would
now be called 'arts and crafts architecture'...
In our day, however, architecture is both
the work of machinery and the work of craftsman--
ship. We are the richer by this new, this
second means of approach, if we will only learn
to choose between what should and what should
not be done by machinery...Ll47

In this statement, Ashbee encompassed the machine and

craftsmanship within a veryvpositive‘contéxt. An important
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final distinction between the American and British move-
ments is made. In England, Ashbee wrote, '"We do not objegt_
to good standardized machine forms, but we prefer the

craft when we can get it, and we will not have thé machihe—
made detail or machine—made'ornament of any sort. Detail
implies the human,Athe‘individual...”lé8 His new resolu-
tion incorporated both the machine and handiérafts but
with important'limitatibné. - Rather than ééparating the'
two issueé, Ashbee celebrates the pOtential benefit to
society ffom éombining machinery and craftsmaﬁship in this
new approach. -

It is precisely this ”new'approach” that Ashbee.
had‘grbwn to.sﬁpport‘which culminated in the last major |
book relating to the Guild Idea. The resdlﬁtions of the
art-industry questions he ‘had found from over twenty years

of experience were published in the form of six aphorisms

in his 1911 book, Should We Stop Teaching Art? Having

worked through many of the problems of art and the handi- .
crafts under industriél qonditions, Ashbee éttempts ﬁo
oﬁtline an eduCational‘systemvbased upon these six prin-
ciples. Although much of his theoretical text’is not
germane to this investigation, the chapter defining and
déveloping"these axioms 1is a Valuéble source for summariz-
ing Ashbee's ideas about the machine. Four of the six

axioms relate to the machine and thus indicate how crucial
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an ingredient this‘art—industrial question was in the
Guild Idea. (Appendix 2)

Ashbee did not introduce any radical new ele-
ments to his craft ethic in 1911; however the resolved
tone of the selected axioms indicated his own recognition
of the limitetions inherent in the Arts and Crafts meve—,
ment and his Guild Idea. 1In contrast to American ideas
about the ﬁachiné, Ashbee realized that in Britain, the
Arts and Crafts movement had accomplished all that it
could.

Of the fbﬁr reievant exioms, numbers I, V, and
VI are of the most direct consequence to ideas about the
relation of art and industry. Axiom I stated: |

Modern civilization reéts on maehinery, and no

system for the endowment, or the encouragement,

or the teaching of art can be sound that does

| not recognize this.149 '

Ashbee placed full emphasis on the position held by the
machine without the previous fearful belief that all
craﬁt, all individuality would be conseqUently destfdyed.
Ashbee redefines his generation's'attempts to resolve Arts
and Crafts movement issues when he defines it as the |
”first consiStent attempt to give expression to the Afts

under the conditions which Machinery impOsesL”lSO‘

How
different this is from the_genefatibn of Ruskin Whieh

sought to evade the machine.completely.
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This shift of thinking for‘Ashbee can be illus-
trated more clearly if his views toward Ruskin,inl1888 are
contrasted with those of 1911. Remembering thét the Guild
and School of Handicraft began ffom the éfforts of a small
Ruskin reading class at Toynbee Hall, it is indicative of
the shift in his thinking by 1911 that he wrote of John |
Ruskin that.hé "never got beyond the débédcle of the arﬁs
at the time of the industrial revolution iﬁ the 18th
century; they have never seen the need for reconstruction.
Their philosophy of Art has never been brought‘up to

date.”l-51

Like Wright, Ashbee rejects the Arts and Crafts
movement to an extent unimagiﬁable when it is remembered
that the Guild began as a Ruskin reading class.

Axiom V reiterates what Ashbee had already con-
cluded by this date and related to the above axiom:

" Machinery is neither all good nor all bad. An
intelligent community will distinguish which is
which, and the aesthetic eaucatlon of the com-
munity in our day should be directed towards
this distinction between the bad and the
.good 152

Here, again, the Arts and Crafts movement is revealed for
its inherent ethical stand; it was a movement unrecognized
by any single overriding style, but which was clearly
defined by its principles. Ashbee stressed that part of
the difficulty lay in simply admitting to the problem.

Once this was done, Ashbee knew from his Guild experience .

that the solutions had already been defined.
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Resting upon the results of his workshop experi-
ment, Ashbee answered the machine question with a final
and conclusive statement in Axiom VI:

The experience of the last twenty-five years

has shown that in many trades and crafts the

distinction between what should and what ’

should not be produced by machinery has already

been made.l5
Ashbee concluded the chaptér‘by stating that the above
discovery, the result_of experimental guilds, craft socie-
ties and diligent training‘in a small workshop, was the
"achievement of the Arts and Crafts mo'vement.”.]‘s4 In
addition to protesting aéainst using the machine to
produce things better n@de-by hand, Ashbee attests that
the movement protested agaiﬁst the obversé. It was wrbng
to promote craftsmen to make mechanical things by hand
when the machihe could do the work as well or better.
Ashbee used the production of chain links as an example.

The achievements of the Arts and Crafts movement
were produced through similarly guided craft guilds and
design reformers not oﬁly in Britain, but also in Germany
and America. It is apbarentzthat Ashbee pérticipated'in
the American Arts and Crafts movement, especially around
1900, and, furthermore, that he learned much about the
propér.applicétion of machinery from efforts in Chicago.

In particular, it was Ashbee's meeting with Wright in 1900

and their continued contact in the years following that
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contributed significantly to Ashbee's '"mew approach' to
the machine duestion. Undoubtedly, the Guild of Handi-
craft provided Ashbee with the practical workshop solutions
to craft techniques and materials, as_weli as the develop—
mentbof an individual style, but it appears that the
associatiod with Frank Lloyd Wright may have provided the
catalytic theoretical impulse for a change in Ashbee's
ideas about the machine.. |

| That the aesthetic climate of Chicego was more -

compelling to Ashbee than any other American city is

shown in his 1901 publication, A Report By Mr. C.R. Ashbee

to the Council of the National Trust for Places of

Historic Interest and Natural Beauty, on his Visit to the

‘United States in the Council's Behalf. Having travelled

‘through fourteen states where he addressed fifty to sixty
different groups, Ashbee wrote most approvingly of
Chicago. While there, he spoke to tem different audi-
ences: three at the Art Institute of Chicago, one at Hull
House; one at the Jew's Institute, as well as at the
Chapter of Architects of Illinois, the Archaeological
League, and the University ovahicago. In addition, a
committee was formed from members of the city's various
art and social reform groups that included the Architec-
tural Ciub, the Arts and Crafts Society, the Christian

Socialist League, the Antiquarian Society, the Public Art
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School Society, the Chicago Art AsSociation;’and the

Municipal Art League.ls5

‘Ashbee thoroughly immersed him-
self in the city's Arts and Crafts movement and, haviﬁg
met with its leading reformers, wrote in his report that

"Chicago is the only American city I have seen where some-

thing absolutely distinctive in the aesthetic handling of

‘material has been evolved out of the‘Industrial
system.”156 There Ashbee felt strongly that questions
about art and industry which he himself had raised were
being effectively dealt with by the leading architects of
Chicago. For Ashbee,'oné architeéﬁ,in Chicago was 4
'important enough to identify by name in his‘report>and

"

that was Frank Lloyd Wright; Whom Ashbee described as ''one
5f the leading spirits among the younger architects.”lS7
- Around 1900, an important design idea was being
formulated in the Chicago chapter of the Afchitectural
League known as ''pure design.' Emil Lorch and Robert
Spencer‘were then credited with defining the_principles
of th;s abstract form of design, which promoted the-use of
geometric forms in architectufe; By using simple
geometric shapes such as the cube or square, pure
designers would ekpress the building énd its parts in an
abstract mannér rather than thfough historical styles.

Although it is not known whether Ashbee was immediately

aware of pure design while he was in Chicago in 1900, it
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is generally known that Frank Lloydlwright was,ihflueﬁced
by some of its prihciples. In this important year
formulatiﬁg pﬁre design principles, Ashbee was repiesenped
in the Chicagb Architectural Club exhibition of 1900 by
fourteen entries, which was more than what Wright was

158 Ashbee and Wright were associated with

represehted by.
one another throughout the years after 1900 and it is con-
cei&able that Ashbee may have been introduced to pure
aesign principles throughihis discussions with Wright.
Even so, it would be difficult to imagine that

Ashbee was unaware of pure design notions while in

Chicago. In the Chicago .Architectural Club Catalogue of

1900, the authors identify their club's close connection
with the Architectural League of America which stood for

nl59 Lorch and Spencer

"the nsw.thought in art and design.
had dsfined this new design as ''pure design'' based on
abstract forms. The catalogue continued: "It [pure
design] stands for art which is fundamental, in which form
follows and expressss function--ﬁhich aims to solve prob-

160 . .
" Even more similar

lems of utility in terms of beauty.
to a British Arts and Crafts movement idea was the Chicago
Architectural Club's respectifor thevpast Which,‘unlike

much of the British movement, was able to place principle

before precedent. Thus, the association between Wright

and Ashbee, the fact that Ashbee's exhibits outnumbered
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Wright's in the.1900 Chicago Architectural Club and. the
:Architectural League of America in matters. of new pure
‘design, together imply that Ashbee's position in the
Chicago Arts and Crafts setting could well have been
pivotal. Ashbee's Guild’Idea, his workshop principles and
already before 1900, some of his silverwork designs, stood
for many of the same basic principles that Lorch and
Spencef employed to chéracterizé their new tﬁought in art
and design. Wfight, influenced moré‘than many of his
Chicago colleagues by pure design, may well have 1eérned
important handicraft priﬁciples, particularly in regafd'to
materials, from C.R. Ashbee. |

Nohetheless, Wright went much furthér than
Ashbee in his acceptance of a modern design system that'
embraced the machine. Whatever Ashbee may have aspired to
in,his.idealistic writings, he never‘actively'espoused a
machine aesthetic to the same degree that Wright did, In
order to enhance an uhderstaﬁding'df Ashbee's ideas about
the machine and ‘their rank in the early formulative years
of the Modern movement, two highly important essays .by
Wright; written in 1901 and 1908, should be examined.

On March 6, 1901, Frank Lloyd Wright delivered a
lecture to the Chicago Arts énd Crafts Séciety at Hull
House entitled ''The Art and Craft of the Machine." Two

weeks later in a revised edition, the same paper was
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delivered to the‘Western'Society'of Engineers. It was
first published in the catalogue of the l4th Annual
Exhibition of the Chicago Architectural Club in revised
form the same year. It was a lecture of fundamental
impact upon the architecture and desigﬁ of the Midwest, in
which Ashbee had participated‘énd had since followed
through continued contact with Wright. Many of Wright's
ideas were similar to Ashbeé's, yet the Chicago architect
had slightly diffgrent opinions about the machine.

Unlike Ashbee by this date, Wright had fully
accepted the machine, in‘which "1iés the only future of

"161 Wright did not simply reject, either,

art and craft.
the ideals of the craft movement but rather believed that
old ideals ﬁould appear redefined. Wright'beiieVed that
Morris “miscalcﬁlated" the machine, but evefy artist
honored the ideals of Morris. Art in the traditional
handicraft sense had been made 'obsolete and unnatural" by
the machine said Wright, and it was the responsibility.ofv
the ‘architect to discover a new aesthetic language; "the

n162 In part, Wright argued

poetry of this Machine Age.
for the machine which would free soCiety from poor-

quality artistic efforts and for SIMPLICITY, a concept

which Morris recognized, Ashbee incorporated in his Guild

style and which Wright focused on as "vital to the Art of

1163

the Machine. Wright, however, defines simplicity
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differently thén the English who,uée.it as a form of pro-
test. Rather Wright described simplicity in art as."a syn-
thetic, positive quality in which we may see evidence of- 
mind, breadth of scheme, wealth of detail, and withal a
senserf completeness fouhd in a tree or a flower.'”16.4
Wright thought it time to learn from the machine rathef
than to be defiant in the midst of the machiné age. Wright
translated Morris' sense of simplicity into a procesé of
"elimination" by means of an understanding of the machine.
From the British movement, so bound by a sense of protest,
“only Ashbee and a few otﬁers were able»to_perceivé that
the machine was ''salvation in disguise.'" Ashbee was
clearly the most outspoken English design theorist writing
in a spirit similar to Wright's in favor of the machine.

Wright's idealistic language rarely contains the
practical teaching found in the wfiting of Ashbee, who had
only to study his Guild development in order to examine
the potential of his ideals to actually affect production
standards. In the closing paragraphs, Wright spoke of a
workshop situation that waé not dissimilar from Ashbee{s
Guild experiment. Although Wright doesvnot identify
Ashbee's Guild, by that date Wright would have recalled
Ashbee's work when he sought:

;n éxperimental station that would'represent_

in miniature the elements of this great pul-

sating web of the machine, where each preg-
nant process or significant tool...would have
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its place and where the best young scientific

blood could mingle with the best and truest

of these things. '
For Wright, "these things" likely referred to lerge modern
machines that were in need of application to a small work;
shop setting. Ashbee was pfaised in Chicago, if not
openly by Wright, then by equally impditant design groups,
for his experimental'guild in which Ashbee attempted to
define limitations fof machines. |

Like Ashbee, Wright believed firmly that the

problems of the machine and art were going to be solved

well and appropriately by the artist alone who was capable.

of grasping the significance.of the machine. Like
Ashbee's purpose, also, Wright's purpose in "The Art and
Craft of.the_Machine“ was largely an appeal on an
ideoiogical level for attempts to define a new and modern
art that rested firmly and confidently in the Machine Age.
Like Ashbee, Wright recognized the value of experience to
function for the artist as the means "to prove, that the
machine is capable of carrying to fruition high>ideals in.
art--higher than the world has yet seen'”166

Ashbee, in 1900;'Was not as confideﬁt with the
machine as Wright, however much he was able to recognize
its permanence. While in Chicago, Ashbee and Wright spoke
frankly and opehly about their ideals' similarities and

differences with regard to the machine. Their discussion
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was noted earlier from Ashbee's '"Memoirs", however, their
association was to continue across the Atlantic by means
of correspondence and, apparently, evén a'contract from
Wright to Ashbee requesting some type of Guild 6f Handi-
craft‘product.167 The letters began in 1902 and.coﬁtinued
through‘l939 and thus only a select number of the earliest
letters are pertinent to this study.

Although the letters are important for provihg
Ashbee as a truéted link between the British Arts and
'Ctafté movement and the early Modern movement as it‘was
developing in Chicago juét after 1900, none of the letters
reveal any significant cqntribution.to the design ideals
of either Wright or Ashbee. Their solutions to the
machine problem wére different and they were discoﬁered in
writings and experience rather than-ih letters.

The first publiéhed letter is from Wright to
Ashbee on January 3, 1902, written in response to‘an invi-
tation to England. Wright'replied that poor finances kept
him in the Midwest, howéver, he stéted that he had read

Ashbee's Report...to the Council of the National Trust. ..

on his Visit to the United States (1901) "with avidity."

Wright spoke well of Ashbee's Endeavour type, designed in
those years for the newiy founded Essex House Press, and
also was glad to tell Ashbee that he had recently read of

him in an American periodical as well as 'the Review,"
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referring most likely to the Architectural Review. Wright,

in a friendly and professionally interested tone, con-
cluded the letter with the following: "You see'my ears-
are prlcked up for news of you and my eyes are on the

“168 Clearly, Wright held

watch for 31gns of your work
Ashbee in high regard and acknowledged Ashbee's interest
in the Chicago craft refOrm,_an intéfest which Ashbee
prdbably made known to Wright while.thevaere in discus—_
sion.

The elusive ”Signs.of your work' which Wright
was 1obking for may simpiy refer to the illustrations in
periodicals. On the other hand, it seems. equally
plausible that this phrase may mean some tangible design
efforts or workshop organizatién;that reflected the influ-
ence of Ashbee's Guild Idea or hlS work If this is so,
then it can be concluded: rather safely that Wright was
implying his'respect for Ashbee's effortsvand was also
aware of the potential the Guild Idea held for assisting
with a solution to the machine problem. Tﬁis.letter,
written after Wright's appeal for a solution in "Thé Art
and Craft_of The Machine,'" may indicate Wright's récogni-
tion of Ashbee's ﬁork as a body of experience énd.ideas
that could contribute some of its wisdom to an American

solution to a problem originally identified by the British

Arts and Crafts movement.
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After this letter, unfortunately, there isva gap
of six years before the second preserved letter. 1In
reference to a possible trip ﬁo Chicago while on.another‘
lecture tour, Ashbee had wfitten Wright in October, 1908,
which is an important year for both architectsﬁ: For
Ashbee, the Guild of Handicraft had shut down; late in
1908 he began the series of articles "Man and the Machine"

for House Beautiful; and, perhaps because of these two

factors, made a trip to America. For Wright, 1908 was the
year of, among other projects not relevant to this study,
his important essay, ''In the Cauée of Architecture.”
In reply to Ashbée, Wright wrote in October,
1908, that he knew of no one he wouid rather see inv |

‘Chicago. Wright looked forward to seeing Chicago with

Ashbee and noted that he had recently read a review of

Ashbee's 1908 Craftsmanship in Competitive Industry and"

was pleased to have had a chance to read it..169 In rela-

tion to previous discussions, Wright asked Ashbee just how

much they might differ in 1908 contrasted with their
earlier views. Wright implied that perhaps they would
agree about some points over which they had once differed.
Thus Wright was acknowledging the shift in Ashbee's ideas
in regard to the machine. By 1908, Ashbee was convinced
that there was a position for the machine in handicraft

production that, if regulated, would not necessarily mean
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the destruction of that craft or of handicraft standards
in general. |
.Later, in December, 1908, Ashbee traﬁelledvto
America‘with his wife and stayed with the Wrights. This
Chicago visit was by no means as exhilarating for Ashbee
as his 1900 visit. His '"Memoirs" récord]nisdisappointment
with the climate in Chicago then which seemed 'toned down
from eight years ago.' From a 1ong journal entry; Ashbee
wrote that 'the Soul of the City is sick and she knows-
it...It is more than merely a temporary check to material
development, it is a groﬁing belief among her firmér minds
that we are not sb certainly on the right lines as 8 years
égo we had the conviction we were.”l70
Ashbee also discussed his meetings'witﬁ Wright
and Louis Sullivan; it was the former,.Ashbee belieVed,
who had made ''the SChaol of the Middle West," later known
as the Prairie School. While Wright was described as
bitterly withdrawn, Sullivan was described as ''the strange
half cohereﬁt genius who first struck ﬁhe light of life
into architecture here." Sullivan had given Ashbee MS

i

which Ashbee
wl71

chapters of 'Democracy--A Man's Search,'
described as '"'a dreamy chaotic prose epic. This
Chicago trip was, then, reflective for Ashbee and a time

to visit old friends, including Jane Addams.

The visit did not provide for either Ashbee or
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his colleagues in Chicago any new direction. It is very
likely, yet, thatbAshbee and Wright discussed art and
architecture and they probably talked about Wright's ideas
as they were then recorded in_his essay ”In.the Cause of
Aréhitecture.” Ashbee, in turn, was preparing to Wfite
his.seriés "Man and the Machine,' and probably shared his
ideas with Wright. Clearly, the tone of Ashbee's accept-
ance of the machine, discussed already, reflected not only
his own conclusions about the machine as a result of the.
Guild experiment; but.a1§o what he inevitably learned from
his discussions withAWright§» |

Two lettérs from July, 1910 suggest the possi-
bility that Wright, either for himself or for a client; |
_ordered.two'items from ﬁhe Guild of Handicraft sometime
dﬁring the six-year hiatus in the surviving cbrrespondence.
In the July 8 and 24, 1910 letters to Ashbee, there was
reference made to "two items in which you are concerned un-

172 Wright then asked for the craftsman's name but

paid."
forgot to enclose the check which was sent in the July 24,
1910 letter. That Wright had sent to Ashbee's Guild.of

Handicraft for decorative items,lpresumably fdr one of his
recent buildings near Cﬁicagd, indicated that Wright coﬁld

look to Ashbee for objects fitting to.a Prairie ‘School

interior. Iﬁ'Wright's eye, perhaps, Ashbee's Guild style
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expressed simplicity and material sufficiently close to
‘Wfight's ideals to'be_included within a Prairie Schoél
design.‘ The Chicago-London exchange, .then, between
~ Ashbee and Wright may not have Been equal, but it was cer-
tainly an exchange in both directioné; |

The July 8 and 24, 1910»1etters from Wright to
Ashbee are significaﬁt for other reasons too. Wrighﬁ dis~-
cussed in the earlier letter how he and Ashbee appfoached
a particular_pbint in their practice of architecture,:
which seemed to include their ideas about the so-called
-established order. Wrigﬂt claims that to build he must
tear down and the art of building for him is then con-
trasted with Ashbee's ability to influence Wright toward a
more conserving apprdach, a quality:in Ashbee much admired
by Wright. Although exactly Whét order Wright referred to
was ﬁnclear;'it was clear that he looked to Ashbee as‘
someone whom he could learn from. Describing their
similar goals and different approaches as practicing "from
different ends of the same stick," according to Ashbee,
Wright concluded that "I haﬁe learned much from you
already in ways you 1ittle suspect——and will learn |

173

more. Wright confessed that he was seeing things in

ways that Ashbee would have liked and wrote "I would like

‘to see some of them (worldly things) through your

nl74

eves. Although tempting to draw broad conclusions, it.
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seems evident that Wright had é high regard for Ashbee's
vision and ideas about design that has not been given much
‘attention. In support of this is the way in which‘Ashbeé
outnumbered Wright in‘exhibits at the 1900 Chicago
Architectural Ciub exhiBition.

The July 24, 1910 Wright-Ashbee letter was
interesting for its-refefence to the Wasmuth publication
project that was so completely'occupyihg-—and frustrat-
ing--Wright while in Italy. So frustrated was Wright théf
he suggested pulling out of his commitment and employihg
Ashbee's help to find.soﬁeone more suitable as a pub-
“lisher. More importantly, Wright turned to Ashbee’fér
editorial assisténce, perhaps'due,to Ashbee's experience
with His own Essex House Press. Wright wrote "I will send
you a proof or two so'ydu ﬁay judge of the scope of the
work and its character...1l should like your ériticism, 

too.”175

Wright then described the prbposed editions,'
including the Sonderheft, for which Ashbee was eventually

asked to write an article. This was published in 1911

entitled, Sonderheft der Architektur.des XX. Jahrhunderts:

Frank Lloyd Wright. ‘Ashbee's contributing article was

titled "Frank Lloyd Wright: Eine Studie seiner Wirdigung

von C.R. Ashbee F.R.I.B.A." The Sonderheft was published

separately as Frank Lloyd Wright Ausgefiithrte Bauten.176

The Introduction by AShbee for the popular edition, Frank:
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Lloyd Wright’Ausgefﬁhrte Bauten was requested the follow-

ing‘September when Wright stayed with the Ashbees in
Chipping Campden. Ashbee's Intfoduction was translated
into English under the title, "Frank Lloyd Wright: A
Study and an Appreciation by C.R. Ashbee, F.R.I.B.A."

(Appendix 3) and was also published in WesternlArchitect._
| Alah Crawford, English scholar on AshBee, |

describes Ashbee's Introduction as “sympathetic, but not

uncritical" and which "runs mostly‘along expectéd

lines."177

Crawford concludes that "Though he may be said
to have ’ihtroduced' Wriéht”s work to Europe, he did not
introduce him as a mbdelitolbé closely followed.v It was
his‘principles, and not:his style;vthat Ashbee admired,”l78

Most significant for this study is Ashbee's consideration

of Wright as an architect who, like himself, has grappled |

seriously with the problem of the machine. Although they
differed in the stylistic expression of their own resolu-
tion of standards of beauty and the impact of the machine,
both’Ashbee and Wright should bebrecognized as being in
agreement about the inevitably positive influence the
machine was to have in the fields of architecture and
applied arts design. .

A brief examination of Ashbee's Introduction
will serve‘to highlight what Ashbee regarded as Signifi-‘

cant contributions made by Wright in Chicago that could be
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uéeful aﬁd beneficial within the European arehitectufai
context, which was concerned with similar issues. To a
European audience,. Ashbee began,‘American buildings evoke
four things in style; the Englieh tradiﬁion, the French
Beaux-Arts, the purely utilitarian skyscraper, and lastly
"the buildings of a new spirit, as we see it on the

w179

Pacific coast and in the Middle West. Pointing to

Wright as the first and best architect to embody the

latter style, Ashbee described the characteristics of this’

new spirit as lacking reference to any Eurppean tradition
to which Europeans were so aecustomed. In sum, its-
features included "a departure from treditidn,'a dis-
tinctiveness of surroundings, and a consequent character
of its bwn, a delight in new materials, ahd an honest use

n180 Ashbee, having described Wright's

of machinery.
training, characterized the difficult conditions under
which Wright isolated "a manner of his own and worked out
his own principles" prior to the arrival in Chicago of
influence from progressive schools abroad, including the
British Arts and Crafts movement. ol |

| Ashbee continued by describing the Winslow House
and Unity Temple and then quoting ideae about design and
the machine from some of Wright}s essays. Like Ashbee,

Wright was praised for identifying an artist's limitations

as hisfbestbfeatures. Ashbee had already put his faith in
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an abprentice's limitations as sources of individual crea-
tive design. Ashbee also agreed completely with Wright's
belief that the machine was a permanent fixture 6f.modern
civilization. Declaring that in America an ”imﬁaiénce”
existed between the standards of craftsmanship ahd the
power of mechanical conditions, Ashbee described Wright as
"the first Américan architect who has sought consciously
to express this fact, to readjﬁst tﬁisbalance."lS2

The result of Wright's efforts, in which Ashbee

himselfvplayed a developmental role, was described by
| 183

Ashbee as 'the style of the Middle West." In language

rather contradictory to his Guild Idéa,'Ashbee then
insists that individualism in»AmErica was £oo strong and
was in need of some softening qﬁalities. When Ashbee |
turned to compare Wright's work with British érchitecture
he declared’ |

We feel that between us and him there is a kin-
ship. We may differ vitally in our manner of
expression, in our planning, in our touch, in

, the way we clothe our work, in our feeling for
proportion, but although our problems differ
essentially, we are together at one in our
principles. We guard in common the lamp of
truth. We hold equally with Lloyd Wright that
structure should be self-explanatory, that iron
is there for man's service, only he must learn
to use it rightly...ls4

This phrase serves well to summarize how Ashbee himself
believed there was a close connection as well as an

exchange in both directions between himself and Wright.
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Since his earlier and pivotal visit to Chicago in 1900,

 Ashbee followed the work of Wright and the "style of the

' Middle West" very closely. Althoﬁgh Ashbee found the

Prairié School to be too severe styliétically, there was -
agreement in principle-ovef what would best resolve the
machihe issue..

For Ashbee, this realization came after many
yeafs within the Guild workshopé, his travelftq America,
and his contact with Wright;. In some of his silverwork

around 1898-1900, and in his books Craftsmanship in

Competitive Industry and Should We Stop Teaching Art? of

1909 and 1911, Ashbee readjusted his craft principles to

allow the machine a favorable position  in the Guild Idea

as it matured during the last decade of The Guild of

Handicraft. From his studious travels in America and

particularly in Chicago, Ashbee learned that the machine

could be involved éuccessfully in the new spirit of-

‘architecture and design in which he played such an

important transitional part during its formu1ation.,

From Wright, Ashbeé'learned a mofe positive view
of the machine, which was reflected in his own writings
around 1910. Ashbee and Wright exchanged réading large
parts of each other's work at the tbneand both indicated iﬁ
their chrespondences'hOW'tﬁey benefitted from the other's

ideas. From differences arose compromises that became the
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legacy of'thé Arts and Crafts movement. Ashbee's Intro-

duction to Wright's Frank Lloyd Wright Ausgefiihrte Bauten

quoted at length from Wright's In The Cause of Archi-
185

tecture (1908) which is ample evidehce'of Ashbee's
respect for that important éssay._ in é letter to Ashbee,
Wright regretted théir quarrel over this article, whichv
apparently arose out of a misunderstanding of the notion
of individualiém; as wéll as to what extent_Ashbee
believed Wrighﬁ.to have been influenced by Japanese
design.

In the end, thé machine was part of Ashbee's
final definition of axioms that made up the Guild Idea.
Elusive, yet commanding much of Ashbee's attention-throughr
~out the tWenty—year Guiid of Handicraft experience, the
machine question,‘as addressed by Ashbee, served as an _
importaht contribution to the next generatidh of designers.
Not excluding Wright, those who benefitted from Ashbee's
understanding Qf the relationship between traditional
.handicraft.ideals.and modern machine production iﬁcluded
.Koloman Moéer, Henri vaﬁ de Velde, and members(of the

Vienna Secessioh'who modelled their workshops after

Ashbee's Guild of Handicraft.l86

Secure within -the
American movement,’Ashbée and his work were followed
by a number of important Continental designers, who

carried the Guild Idea's implications one step further.




CONCLUSION

Charles Ashbee and Modern Design

Primary sources studied in this thesis have inc-
cluded articles,,books,_ahd the unpublished "Memoirs" of-
>Charles Ashbee as well as the_silverworkvdééigns executed
by the Guild of Handicraft’from 1888 to 1908. Having de-
scribed the history of the Guild and having elaborated upon
the meaning of Ashbee's primary concern, ﬁhé Guild Idea,
there is no doubt that Charles Ashbee was a prominent figure
in the Arts and Crafts movemeﬁt as an architect, designer,
and-author. Ashbee's designé and objects executed by the
Guild of Handicraft were exhibited and published in England,
Germany, Francé, and America where reformative designers
often responded with praise and respectful adoption of the
Guild Idea.

| At the éame time, however, the primary evidence
suggests strongly that Ashbee can not be considered oniy'aé
an Arés‘and Crafts designer devoted blindly to handicraft
revival happily existing in é rural medieval-like setting.
From the early 1890's through 1911, Ashbee.has been shown
to be committed to finding a resolution to the art and ma-
chine conflict that originated nearly a century earlier.

Learning from the Guild of Handicraft experience, Ashbee

195
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was a second-generation Arts and Crafts movement designer
committed to incorporating the machine rnto the craft work;
shop. In order to define the machine's limits, Ashbee ex-
perimented within his own Guild workshop endvexamined suc—
cessful machine-run workshops in America. Finally, in
1911, Ashbee‘redefined the Guild Idea with a set of axioms
which were intimately connected to regulation of the machine
within standardsyof beauty which sustained the handicraft
ethic he was so committed to. Ashbee's mature Guild Ieea
of 1911 represents a eignificant ideological-end practical
contribution to the formuletive years of modern design. It
was then that the next generation looked to the conclusions
of the Arts and Crafts movement for support As an import-
ant link between the new spirit in de31gn and architecture
in London and Chicago, Ashbee transformed his craft_ideals
~of the Arts and Crafts movement into a thorqughly modern .
language in keeping withvthe machine age. He was assisted
in this pursuit by his long contact with Wright; but so,
too, Was Wright's new ideological expressioﬁ enhanced by
his eontact'with_Ashbee.

Widely praised'in America, but ndwhere more than
in Chicago, Ashbee also was respected in progressive
circles on thevContinent,' His Guild experienee and his ori-
gins in the British Arts and Crafts movement appealed to a

European audience eager to advance their aesthetic language -
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and stylistic expression into the twentieth century. How-
ever different were Ashbee's and Wright’élsolutions, their
agreement in principle éllowéd}Wrightian ideas to be ushered
into thé European design theatre through the eyes of Ashbee.
On the Continent ‘around 1900,‘Ashbeé;é Guild of

Handicraft was embraced by members of the Viéﬁna Seceésion.
Koloman Moser bought examples of"Ashbee silver for his pérj
sonal collction. Henri van de Velde‘lobked closely at
Ashbeé's.Guild of Héndicraft when he modelled the founding

principlés of the Wiener Werkstatte. Hermann Muthesius de-

voted an article to Ashbee in Dekorative Kunst (1898) and
discussed his role in the formulative years of the Modern
movement by including Ashbee and his metalwork in Das

Englische Haus.

The Continental adoption of the Guild Idea falls
beyond the parameters of this thesis. Ashbee's long-term
and influential exchange ﬁith Wright 1is strohg enough evi-
dence to secure rathervpermanently Ashbee's position:hlear—
1y modérn design. Moreover, Ashbee's. commitment to attempt
to resolve the machine question characterizes. the bést of
what the late Arts and Crafts movementvofferedtxitwentieth—
century machihe design ideaé as they were being formulated
from around 1900 to 1910. Unlike Wright's more fevolution-
~ary embrace of the machine instead of medieval handicraft

as a source of design ideas, Ashbee's vigorous participation
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in and contribution to the maéhine débatevin London and
Chicago in the last decade of the,@ineteenth century ahdv,
first decade of the twentieth century confirm his position

as an original contributor to modern design at the turn of

the century.
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~APPENDIX 1-

"A Few Aphorisms"

from

Chapters in Workshop Reconstruction and Citizenship

(1894) p.- 16.:

That the cfown and fulfilment (sic) of natioﬁal
life is a wise understanding and enjoyment of Beauty.

That the 6n1y hope for the devélopment of the
sense of Beauty is among ;he artificially cultured class
of artists and the artisan; the one concious, the other un-

concious.
| That undervmodern conditions of Art, picture paint-

ing is forced inté an artificial prominence and the construct-
tional and decorative arts, the real backbone, have, as yet,
no right recognition among us. |

That the problems of maéhine production wili have
by degrees to be solved from within the workshop. Thaf a
sharp ‘distinction will have to be drawn between what is pro-
duced by machinery and the direct work,of'man's handé, and
that the standard of artistic excellenée‘muStvdepend, ulti¥
mately upon the pleasure given, mnot to the consumer, but to
.the prOducér.

That at the preéent day the social problem has

prior claim to the artistic.
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—~APPENDIX 2-

Guild of Handicraft Axioms
‘ from Charles Ashbee's
Should We Stop Teaching Art? (1911) pp.2-3.:

AXIOM I.- Modern civilization rests on machinery, and no
system for the endowment, or the encouragémént, or the

teaching of art can be sound that does not recognize this.

AXIOM IT.- The craft cannot be learned in the school, the
craft can only be learned in the life of the workman in the

workshop.

-AXIOM III.- The purpose of the "Arts énd Crafts" is to set
a standard of excellence in all commodities in which the
element of'beauty_enters. The tendency of machine industry
is to "standardize'", that is to say, to create as many
pieces of ahy commodity tp.a given type as is economically

possible.

'AXIOM IV.- Standard of excellence in the industrial arts
acts in competitive industry aé Gresham's Law acts in coin-
age. The bad coin tends to drive out the good. So the bad
product tends to drive out the good product, the unskilled
workmahFand thé machine tend to drive_out'the skilled

craftsman.
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AXIOM V.- Machinery is neither all good nor all bad. An
intelligent community will distinguish which is which, and
the aesthetic education of the community in'our day éhould
be directed towards this distinction between the bad and

the good.

AXIOM VI.- The experience of the last twenty-five yeafs has
shown that in many trades and crafts the distinction between
what should and what should not be produced by machinery has

already been made.
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_APPENDIX 3

"Frank Lloyd Wright:
A Study and an~AppreCiation by C. R. Ashbee, F. R. I. B. A."

Introduction by Charles Ashbee to
Frank Lloyd Wright Ausgefiihrte Bauten (1911)




N”the‘ modern "development of the
" arts zAmerica” excels in-the ‘art- of
:TArchitecture, «and " there" are " few
cmes dpon. ‘the’ great continent but
= can 'show some-piece of good bu1ld~
"vmg or.an’ 'effort i 1n that direction;‘it'is a -
popular‘mstmet ‘2 The rich’ man strives

-j.have*great :_(l_rbrarles ‘lubs co]leges and

"Sp
g Into spheres -in- Wthh w1th us the archx—
-Jtect ‘Seldom “penétrates, ‘he” in “America |
,..:leaves his’ mark"the offlce ‘and busmess
] bmldrng has become his provmce. D

o P

.‘ “The Tames of; many of the leadrné

Rlchardson Hunt Mchm Mead and
">'Wh1te .“Cope and ‘Stewardson; Day.
Chpston Sturges Carrere and” Hastings,.
- Cass” ‘Gilbert,” and’ ‘many -others;“The -
k bu1ldmgs of’ these men will ‘take, their
place in’ the" sequence ‘of architectural
hxstory, the hbrarles at Boston and Wash-
“ington, the Statehouses of Pittsburg’ and’
Providence, the; Metropohtam Club in
“New 'York; the collegiate buildings ‘in
'=Ph11adelp_ 1al in_- Cambrldge,_m San

L-—a- IJQAJ

To S ,who' look at them with. the
eyes of the old world, American: build-
~j4ng. connote four. things in ‘style. . They
wustand flrst for . the.. Engllsh tradition, -
Iwhether through ‘the_“old ‘Colonial’.. or-

the, French ‘Beaux Arts™.as we see itin
Washmgton or Fifth Avenue, New York;
the purely ut111tar1an as.in that dlstmctly
Amerlcan,- Busmess Product ‘the . sk')r

spxrlt as we see. it-on .the, Pacrfrc coast
and, in; the MlddleWestr ‘It is- of these
last as. expressed by the work of Frank
Lloyd Wright, ,that .I.wish specially. to
speak because~ he flrst and : before. all

to' mark ~his“wealth’in"stone; the “cities

'to“the burldmés of “the’ Pacific' coast’a

of Chlcago as‘the’ cond1t10ns are’ not the

4 archrtects in the last two genera’uons have ”

more recent. 1mportat10n of English forms; '

'f forms ‘about h1m upon which. to model'

may be called the burldmgs of a new ©

‘of. design,-before the. Enghsh «Artsiandy

o R :
W e oJ n,"l‘:, WSS

Thts new. spmt has- for ‘us in"Europeé
a: pecuhar charm- and piquancy; just'be-
cause we: do ‘mot- se€ ‘in/it;that reﬂectlon
of’ European forms 'to™ ‘which” Ve have
‘been so long accustomed Hts character;
istics™are aﬂ-departure fromi” tradrtlon"a
distinctiveness® 6f- surroundlng -and - a.
consequent characiér of its'own, 2 delight
in!new’ materials, and ‘an ‘honest"use of
machlnery ~There are features that glv

character: qu1te distinct’ from“the Schoo ,

same,’and T’ have been in houses on the
Aroyo that appeal fo'me more t,han Lloyd
Wrrghts but all the men of the new:e

mentally and’more markedly than an /
of his contemporartes. ThlS 1s not to e'

Middle " West & and is' somethmg abso=:
lutely new and original: > Tramed in’ th
office of Louis Sulllvan who fxrst ‘gave
rational’ character to the mdustrral.‘burld

the new spirit. 1nto *domestic; work and-geg;

produced a type of bu1ldmd that 1s abs'o—-o

I

In estlmatmg the achrevernep :
wh1ch‘Wr1ght stands vve have 1o, con b
Wlth"

‘style,: surrounded :by ‘purely; commércxal E
conditions, and- in the face of actual and

“that little knowledﬂge which,isa danger
ous thtng ‘he carved out a.manner of his
own and wqued out. hxs own. prmc1ples :

Crafts Movement the German Secessron




other of his buildings in which the ele- .
“ments of his style are in formation, bear.
: 'approxrmately early dates. Isum'up the
_ characteristics of his work thus: first, no-
“bility of: plan—some: of.‘Lloyd Wright's
plans -have the cleanness and simplicity
‘we see in the planning of Gdthic houses,
or in the-work of Bramante; then-a fine
proportion, witness. the Qak Park houses
(p- 28-87).with their long firm horizontal

lines. . .Next,a feelmg for mass and colour, -

as in | “the’ Unity Temple (p.. 14) and the ,

Coonly house (p. 118): 2 fertlhty of.re-

source in- adaptmg means to ends -and .
lastly a determination, amounting some-

times ‘to_heroism, to master the machine

and use it at all costs, in an endeavour to
find ‘the forms: and | treatment. it may

render . W1thout ‘abuse of iradition., In a

suggestrve and mterestmg monograph

‘which _he “contributed in 1908 to- the
“* Architectural Record” of New York, en-

titled ‘In the cause of Archxtecture Lloyd

Wright ‘laid down the principles.: that -
inspired his work." From among them I
am tempted to extract the following be-
cause it is so mgmﬁcant of the- work and
what it stands for:
. "Buildings, like’ people must flrst ‘be
smcere, must be true and then withal as
gracrous ‘and lovable as may be.”- .-

.. "Above all, integrity. - The machme is

o the normal . tool of our civilization; glve

it work that it can do well-nothing is.of
greater 1mportance To.do this will be
“to formulate the ne'\)\'/'in'dustrlal ideals we
) need if Architecture is to be a living Art.”
“;Here'we are brought face to face w1th
the problem of our civilization, the solu-
tion of which will determine; the future
of the Arts’ themselves. It is significant
“that'from "Chicago, quite . mdependently
-of England, of France, of Gérmany ‘or
’ elsewhere. here is a voice callmg offermg

- _f'»r. onG

’ a solutlon. B

R _u,‘/.

> “An? artlsts hmrtatlons ‘are” his” best'

':-'frlends The machine is here to stay. It
‘is"the forerunner of the Democracy that
"is our:dearest hope.-“Theré i§ no>more -
‘important work before the architect now
- than to use this normal tool of civilization
‘to the ‘best advantage, instead -of prosti-
tuting it as‘he has’hitherto’ done in
reproducmg ‘with - murderous ubxqmty

e
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“fotms born ot othet. txmes Tand ‘other
conditions, amd which 1t can only serve
to destroy.” SRR

There is Treatness in thls idea, and
tHe future wwiill I-think show that, in the
case of Lloyd Wright, the man’s product
has been worzhy the idea that has gurded
its- developmt-_nt and in -a. measure in-
spired its crestion.. - Out of it has come a
different conﬁpnon as to what constl-
tutes a moderm building. - Pyl e

. Greatness: demands its. prxce and thxs
has often-to: be paid in a certain barren-
ness and stev-:ihty of  detail owing to- the -
severity of tha limitations, a certain- dis-
regard of themtimate and personal thmgs
that, make -@ building.lovable:in the
sacrifice of tenderness for mtegrlty ‘This
is not 'so much the fault of the architect ,
as of the comditions in which he is setto -
work. ” The machine is not yet mastered -
in ‘modeérn. Iifi=, nor is it possiblé fot any-
individual, howeverstrong to accomphsh
thie -mastery.  "This s’ the’ commumtys
need, a socizil need, and_ it is one which
we feel essentially in the Art'of America. .
" Through thhe United States indeed the
tradmons of Zraftsmanship.’ upon which -
the arts proiessedly ‘rest, have 'been
broken dowm Dy mechanical power ‘more '
than with us fm Europe, and the American ;
‘Architects, wiithall theif greater organ- :
izing power, thheir combmatlons and their.:
opportunities “which are supreme,’ “haver
not yet devis=d a way of re-establishing -
‘them, of findfing their’ equlvalent of re-;
adlustmg ‘the alance.” It is to the credit:
of Lloyd Wrighi“that:‘he is’ ‘the? first,
American ‘architect who~has sought 108
consciously estpress; this’ fact, to’ read;ust\
this balance:—532- 1s‘thus a typlcal product
of ‘modern z*:rnenca, and of’ that aspect”
‘of “America which is’ Chicago.;"He has
its- strength “ass well Tas tits weakness. its”
_Tomance as weell a3 ‘its’freakishness” ‘and”
immaturity, s barrenness as well ‘as‘its’
sanity, its fertiifity of resource, and he has’
perhaps- in* am <exaggerated degree-its in-
dividualismr. I -use.the‘'word ‘as' Murray
defines it, off self-centered ‘conduct ‘or
feelmg as a prrinciple, and ‘mode of life,
in which thefimdividual- pursues ‘his own
ends or followes his own ideas ™I 'd6 not
know why tﬁns mdxvxduahsm takes 1ts

«\Qm 2y
Yool AR




extremest form in Chicago. Every street,
every avenue of that great-souled and
generous, but at the same time brutal and
remorseless city tells of this. It tells some-
how of the New Englander driven west-
ward and unrestrained, in a commercial

world; of the Puritan cut adrift from his-

-gods and from his conventions, striving

to make new ones out of himself.. “Striv-_
ing,” as Blake the Seer putit,“with systems -

todeliver individuals from those systems.”
1 see this striving in the work of .Lloyd

‘Wright more. than‘in:any:of his con- :
o soir . sponding criticism of its limitations or.its -

temporaries;i#ion 10 Lie i

17 The result is what has been called-the -

style'of ‘the Middle West, and:after-ac-: .the: wc _
“Wright: with: modern. work in"England?
“or Germany would take me too far afield:
"but a certain kinship:is significant' and
- may be referred to in passing. In Germany::

“counting: for him in his relation to Louis

Sullivan, that_style is more of his making

than.'that of -any other man.!" Destiny
‘permits a man to strive, mocks him in his

struggle, and in the end collects some of -

the fragments—that which was-best and
most enduring—for the greater work that
is to remain. - Thus styles are made, and
this is so of architecture before-all the

arts.. One may pardon'in a strong man a.

display of individualism that one cannot
forgive in a weaker; what is the character
in the one, becomes pettishness, or man-
nerism or affectation in the other; but we
artists of Europe, while we appreciate
and criticise'the product, and while we
often admire, may be forgiven when we
say that in our feeling it sometimes needs
to mellow. : Yetqwhatever we may think
of this individu4lism, and however it may
"win or repel us personally, it expresses
for the time being a national condition.

For my own part, speaking as an archi- .

-tect, I think this individualism as seen in

‘Lloyd Wright's work, strong and sound

- to the core;-there is in it a national ideal,

~ but I'do not always like it. - It gives me
_at - times' the same .feeling of ‘irritation .
‘which Walt Whitman gives  me; when . :
-the Boulevard: Montparnasse, or.-Buclk=:

-after: some supreme passage~at ‘which

-one's  whole heart: goes- out,- the - poet”
tumbles over some trifle badly handled,
-as when, for instance, in that subliment _
- of his songs, “Come. I will make the con. . great trunk lings of the Middle West, the .
“new- cities--of - the" miners, -the ‘cattle-
- breeders, the canners:and -the. grain:
" FEMMEY!"  He forgets that weare of the
lood, and have a sense

tinent indissoluble,” he ends up with the
words “For you, Oh Democracy, MA

.same flesh and
g mhnel WYines oy

el s N A

~and the old Colonial, even ‘Greek purism*

e
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of humour: that thistrivial note tumbles
us from the sublime;-into detail that is

" badly done," I do.not mean to insinuate

by this example that Lloyd Wright's work
has inconsistence of this nature; the anal-
ogy cannot of course be pressed, and the
deduction applies. only.to' my own per-
sonal feeling regarding . the :sometimes:
undigested trivialities I find.” I hold more+
over that his work is architecture, while
it merits the comparison; in greatness and
unity, with Whitman's work in literature, |
is' quite strong enoughto stand acorre=

_faults'._ A5 SR 3
...."A comparison: of: the work

> . ;
A

the names of Olbrich;. Hoffman, Moser;:
Bruno Paul, Mohring, suggest themselves!:

" In England those of us. who are’some-:

times called.the: Arts:and. Crafts men;
Lethaby, Voysey. Lutyens, Ricardo, Wil-
son, Holden,:Blow,. Townsend, Baillie:
Scott. . We feel that between us and him
there is a lfrship. We may differ vitally:
in our mariner of expression; in our plan#j
ning, in our touch; in the way we clothe:
our work, in our feeling for proportion;?
but although our. problems differ essen
tially, we .are altogether ‘at one':in :ou
principles.."We guard .in:common: theg
lamp of truth.i We ‘hold .equally-with:
Lloyd Wright. that structure ‘'should: be;
self-explanatory, that- iron'is “there: for;

- man’s service, only he must learnito use’

it rightly, and not léarn to' lieior- cheatf
about . it, that ‘the: forms-of: the’ ancient:
world, the traditions. of the *Beaux'Arts.’s

have. their place, but that their-place: is;

not necessarily thieé Prairie. < Their place,
thay be Connecticut; or.Virginia;may be;

inghamshire,: but ! for: the . great: open’
spaces. of :the: new world something else-
is wanted.'~ This" land::pierced’’by-the.

exporters, the men of ideas ‘and inven-;
tion, make'a new appeal.. The men who:




. havercreated it.-however.we:may view
““them, stand sfor:something new, and"the
" time ‘is-ripe for-a néw-form.to" express
- the life they-lead. or toward which they
- may aspire.::And’ this. life is a large'life;
it‘has:given:to the work of Lloyd Wright
- that unity of:idea, that: largeness which
< his: plans-and"drawings. reveal.+l have
% seenxit;i too,. in:soch buildings =asthe
. Coonley House nearChicagd (p.: 118)and

“ the Larkin:Building 'in -Buffalo'(p-131): -
T Iteds ‘thenarchxtects business to express
. life;; and to..ennoble iit-in the expression:
" Lloyd anht thas: done this; and:iyet all

.

LR

"7 ings; ot-thinkthrough:these: drawmgs

his clients.acThey-have felt the greatness
themselves,:arid have:themselves:sought -
to:become articulate.:iNo-one can $tudy
'__-._t_he simplerand iconvincing formsof the
i~ Larkin-Building- in: Buffalo (pp. 129-1 30)
- withoutra:. feeling : that:.bigness.in:bus-
iness . organization:'has « called: forth a
correspondmg mood in the architect.’

‘think thatwe are the discoverers‘of forms

“that come new:to us.’
.. ourselves are but the instruments through
which breathes-the: Over-soul,.the Zeit-
-geist:Those. rapid :nervous:lines; those
big :masses, this sense-of;a new:propor-
‘tion, this:breaking :away from old ‘tradi-
tions;:cthis.rmonotony:: -that ‘results: from

ing forgnd1v1dua1 expression;as’d refuge
Afrom:it;;weall have this in-our, work, and
it has:its- psychologu:al reason::Industrial
_oncentrat1on rapid.locomotion,the tele:
phone~ thej electric. light’ and ‘the: lines it
‘démands; - mechanical :power: ‘which -has
'enormouslyzcheapened -and :as -equally
; Aermeated certain conditions-of:labour,
he‘rbreakdown iof the: old -productive -

system;: the - photocraph .the telegraph; .

particularly the illustrated -press; these
.and-many,others:are ‘the: mfluences that
Aunconsciously-; move, us. all; and:make us -
-speak; puppets’ that:we are; in-ways we
'.do not know and. ;what seems so .strange

T4
ey T
(AN N

x }o mm 21!

ST A ’«1'1 t\ﬁ "‘tfv~~ o cae e oJva o~

‘behind the life of the time./

the honour-is not “his. . Tosee these bu11d— -

/- brings:Home : torone- how much he owes -

;dlstmctwely American: o} -

.Hi'We artists ourselves:are .too- apt. to_

It: is not so; - We’

- do not_know:how,:and-the:time-is--not
_yet—nor .would: I like to:see-Wright-do

‘constant:mechanical repetttlon this long- it hlmself -because} donot believe: he

" and; dmply.a: little.of ‘that- -quietude.. and

Aish- churches and country houses* have' 7.

-the development of .the’ press and/more

spvabae tjl"‘f‘_

N__ﬁoq_,x_;f."‘Scptember r1910 t",{;f
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' to each of us individually, ‘make usspeak

with a2 common voice: Thus again, styles -
aré made; and the. style-of the 2oth cen- _
tury can never-have real quality if it does
not somehow express’: those mﬂuences_ _
Fis Loii
-::So far Lloyd Wrighf as been given
but little opportunity in- public building,
but- in what he has:done he has left his
mark.. : No-one: can;look; at';the Unity
Temple :in-Oak: Park;:fits- monumental
¢haracter, its frank revxval of the temple
form as:best suited:to:a place of modern
worship, its method of construction, solid -
monolith; cast in: concrete, - reinforced
with-steel- strands, " a: construction that
‘will_last for, hundreds of years after the _
whole suburb:has passed away, without
a sense that-here- is tHe new. spirit, and *
8 N‘\Y:r :
. On_the- Romanesque churches .of :the -
old world, latér generations set the mosaic;, . -
the- tracery, the refinement and the-cul-
ture that -came-with;-more leisure and -~
sympathy -another century may:do the .
same with the great experxments imrarchi- -
tecture that:America is putting forth.-:T-"
have seen buildings of Lloyd Wright's that L
I would like to touch with the enchanted
wand; not to alter their structure in plan i+
or. form, or-carcass;-but to_clothe them - {
with.a more: living :and-tender detail. 5:1."

o oaiese
U D2

could .for . thus:to, clothe\,them ‘would
mean -a - school of ; Craftsmanshlp that
would’tell of the mumate life-of Amenca.

poetry.and. scho]arshlp which-our] Engs

anon. _we d& not want 1t at all*unless at
the outset: ‘ther buxldmgsfupon whichiwe
place it are noble 3, In the bulldmgs of

Campden Glos T I
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Footnotes to Introduction and'Part I

1The‘Arts and Crafts movement's history has been
adequately treated in the three standard works useful for
additional information and bibliography:

Isabelle Anscombe and Charlotte Gere, Arts and
Crafts in Britain and America, (London, 1978). Hereafter
- as Anscombe and Gere.) : o

Robert .J. Clark, The Arts and Crafts Movement in
America: 1876-1916, (Princeton, 1972). (Hereafter as
Clark.) '

‘Gillian Naylor, The Arts and Crafts Movement,
(London, 1971). (Hereafter as Naylor.) -

2John Ruskin, The Stones of Venice, (Boston,
1851), p. 154. , ‘ '

31bid., p. 155.
41bid., p. 161.
>Tbid., p. 166.
°Ibid., p. 165.
"Ibid., p. 167.
81bid., p. 169.
IIbid.

10

Ibid., p. 166.

g ' 11Fof a very good recent investigation of the
PRB, see Christopher Wood, The Pre-Raphaelites, (London,
1892).

’

2As\quoted in Naylor, p. 97, n.5.

3For complete treatment of each of thése
painters, the reader is referred to Christopher Wood's
book cited in N.11. ' :

Yigaylor, p. 101.




) 15Walter Crane (1845-1915) was an important
early figure in the Arts and Crafts movement, best known
‘for his designs as an illustrator. He was an author of
many books on design and contributed a great deal to the
Arts and Crafts Exhibition Society.

16Naylor, p. 23.

17Jame_s Brooks (1825-1901) practiced church

architecture in a Gothic Revival style comparable to that
of William Butterfield. For a complete discussion of the-
movement, the reader is referred to Georg Germann, Gothic
Revival in Europe and Britain's Sources, Influences and
Ideas, (Cambridge, 1972).

18Naylor, p. 115.

Ypia., p. 117.

207414, , pp. 115-19.

2]'Ibid., as quoted on p. 120.

22AnSc0mbe and Gere, Arts and Crafts in Britain
and America, pp. 112-13. '

, 23For brief biographies of each of these archi-
tects or designers, consult Anscombe and Gere. '

24The history of the Guild and School of
Handicraft is summarized in the republication of Modern
English Silverwork (Ashbee; 1909) with essays by Alan
Crawford and Shirley Bury. See also the recent exhibition
catalogue C. R. Ashbee and the Guild of Handicraft with
essays by Fiona MacCarthy and Alan Crawford, published by
the Cheltenham Art Gallery and Museum and exhibited
through Fine Art Society in London. - ' :

25For full discussion of Ashbee scholarship,
please refer to Preface and appropriate bibliographical
entries.

26The following biographical summary of Charles
Ashbee has been gathered from a variety of recently pub-
lished sources, most importantly: Charles Ashbee, Modern
English Silverwork (London, 1974 facsimile) (hereafter as
MES); Fine Art Society, C. R. Ashbee and the Guild of
Handicraft (London, 1981) (hereafter as Fine Art Society);
Lionel Lambourne, Utopian Craftsmen (Salt Lake City, -
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1980) (hereafter as Lamboﬁrhe); Fiona MacCarthy, The
Simple Life (London, 1981) (hereafter as MacCarthy);
Peyton Skipworth, "Ashbee and the Guild of Handicraft"
(1981). ' '

In 1902, after eleven years at Essex House,
‘the Guild members voted to move their operation to the
Cotswold village of Chipping Campden, Gloucestershire, in
search of an ideal rural setting where sound craftsman-
ship would be the expression of strong character.
Additional retail space was opened on Bond Street and for
awhile the move seemed to have been beneficial, especially
as it affected the lives of the villagers and the Guild
members and their families. Financially speaking, how-
ever, the move was disastrous and, with complications of
distance to London and competition from larger commercial
imitators of Guild of Handicraft objects, the Guild of
Handicraft was forced to close in 1908.- :

27For a thorough discussion of their lives and
their relationship to Ashbee, consult MacCarthy, pp. 16ff.

'28Edward Carpenter (1844-1929) was an English
poet and writer who strongly supported the needs of the
working classes and who, like Ruskin, believed in the
benefits of manual labor.

29For a complete discussion of the careers of -
these important architects, consult Michael Davey,’ v
Architecture of the Arts and Crafts Movement, (London,
1981) (hereafter as Davey) and Mark Girouard, Sweetness
and Light, (Oxford, 1977). ‘ '

. 30Consult Jane Fawcett, Seven Victorian
Architects, and Edward Warren, "George Frederick Bodley,
R. A.", Architectural Review 11 (April 1902): 130-9.
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Architecture" was written at the time Ashbee was visiting
Wright in Oak Park. This was also the year when the
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the study of Ashbee in Chicago, a detailed study of
Ashbee and the Guild of Handicraft and their relation to
the Vienna Secession would shed light on Ashbee's varled
career. :

’




BIBLIOGRAPHY .




BIBLIOGRAPHY

Adlmann, Jan E. Vienna Moderne: 1898-1918. Edited by
C. Ray Smith. New York: Kenner Printing, Inc.,
1978. ‘ ' .

Anderson, Timothy J.; Moore, Eudorah M.; and Wlnter
Robert W., eds. California Des1gn 1910. Santa
Barbara: Peregrine Smith, Inc., 1980.

Anscombe,.Isabéllé, and Gere, Charlotte. “Arts and Crafts
in Britain and America. New York: Rizzoll Inter-
national Publications, Inc., 1978.

Arts and Crafts Exhibition Society. Arts and Crafts
Essays by Members of the Arts and Crafts Exhibition
Socilety. London: Rivington, Percival and Co., 1893.
Reprint. London: Longmans, Green, and Co., 1903.

Ashbee Charles R. '"An Introductory Account of the
Orlgln and Object of the Treatises and of Cellini's
Position as Craftsman and Author." Introduction to
The Treatises of Benvenuto Cellini on Goldsmlthlng
and Sculpture. Translated by Charles R. Ashbee.
London: Edward Arnold, 1888. Reprint. New York:
Dover Publlcatlons, Inc., 1967. '

. Transaction of the Guild and School of Handl—
craft. Vol. 1. London: N.p. 1890.

. From Whitechapel to Camelot. London: Guild of
Handicraft,«1892. : -

. Manual of the Guild and School of Hand1craft
N p. 1892,

"How to Wear Jewelryﬁ” vArt Journal‘(1893): 247-9.

. A Few_Chépters in Workshop Reconstruction and
Citizenship. London: Guild of Handicraft, 139%.

. "A Little Talk on the Setting of Stones " Art
Journal (1894): 182-4,




265

Ashbee, Charles R. 'Cinquecento Jewelry as Illustrated
by the 'Trattati' of Benvenuto Cellini." Art Journal

(1894): 152-5.

. "Challenge Cups, Shields, and Trophies,” Art
Journal (1898): 230-33. : ;

"On Table Service." Art Journal (1898): 336-8.

. "Suggestions For the Improvement of Sportlng Cups
and Trophies." The Studio (1900) 156. : :

. An Endeavor Towards the Teaching of John Ruskin
and William Morrls London: Essex House Press,
1901.

. A Report by Mr. C. R. Ashbee to the Council of
the National Trust for Places of Historic Interest
and Natural Beauty on the Visit to the United States
in the Council's Behalf: October 1900 to February
1901. TLondon: Essex House Press, 1901.

A Description of the Work of the Guild of
Handicraft. London: Essex House Press, 1902,

A Few Examples of the Guild's Work. London:
Essex House Press, 1903, ‘

. "The Guild of Handicraft, Chipping Campden." Art
Journal (1903): 149- 52

A Bibliography of the Essex House Press 1898-1904,
London: Essex House Press, 1904,

. Echoes From the City of the Sun: A Book of Poems.
London: Essex House Press,; 1905. -

"The Last Records of a Cotswold Cemmunityf London:
Essex House Press, 1905.

. A Book of Cottages and Little Houses. London:
Batsford, 1906.

. On the Need For the Establlshment of Country
Schools of Arts and Crafts. Campden: Essex House
Press, 1900. ‘

Socialism and Politics: A Study in the Readjust-
ment of the Values of Life. London: Essex House
Press, 1906.




266

Ashbee, Charles R. Conradln A Ballad London: Essex
House Press, l908 -

Craftsmanshlp in Competltlve Industry. London:
Essex House Press, 1908. - :

. The Guild of Handlcraft London: Essex House
Press, 1909. '

. Modern English Silverwork. London: FEssex House
Press, 1909 Fac51m11e LondOn: Weinreb, 1974.

. The Private Press: A Study in Idealism, to
Which is Added a Bibliography of the Essex House
Press. London: Essex House Press, 1909.

. '"Man and the Machine: 'Arts and Crafts in
England.' Parts 1,2. House Beautiful (June, July
1909) . 14- 16, 34-5, 46 o

. '""Man and the Machine: The Pre- Raphaelites and
Their Influence Upon Life." Parts 1,2. House
Beautiful (February, March 1910): 757 101-4,T12.

. "Man and the Machine: The'Soul’of Architecture."
Parts 1, 2 House Beautiful (June, July 1910): 23-5,
53-6.

. "Man and the Machine: The Return of the Village. ”_
Parts 1,2. House Beautiful (August, September l9lO):
88-90, 109- 1T. .

. The Building of Thelema: A Romance of the
Workshops. London-. J. M. Dent and Sons, Ltd., 1910.

. Introduction to Frank Lloyd Wright Ausgefuhrte
Bauten, by Frank Lloyd Wright. Berlin: Ernst
Wasmuth 1911.

. Should We Stop Teachlng Art? London: -Batsford,
1911, _

. "Frank Lloyd erght A Study and an Apprec1at10n
by C. R. Ashbee. Western Architect 19 (February
1913): 17-19. .

The Hamptonshlre Experlment 1n Education. Lohdon;f

TTG. Allen & Unwin, Ltd T9T2




267

Ashbee, Charles R. The American League to Enforce Peace:
An English Interpretation. London: G. Allen & ‘
Unwin, Ltd., 1917. »

Where the Great City Stands: A Study in the New
Civics. -London: Essex House Press, 1917 -

."Caricature. London: Chapman and Hall, 1928.

Peckoner: The Abbotscourt Papers: 1904-31,
London: .Astolat Press, 1932.

. Klngflsher Out of Egypt London: = H, Milford,
1934, . '

Lyrics of the Nile. ,London: H. Milford, 1938.

. '"Memoirs. (Unpublished typewritten manuscript.)
4 vols. 1938 40 Library of the Victoria and Albert
Museum, London England

Aslet, C. ”Madresfleld Court, Worcester, III: The Home
of the Countess of Beauchamp " Country Life 168
(30 October 1980): 151-5. -

Aslin, Eliéabeth. The Aesthetic Movement, Prelude to Art
Nouveau. London: Elek Books '1969

Banham, Reyner. Theory and Design 1n the First Machine
"Age. 2d ed. Cambridge: M. I. T. Press, 1980

Batchelder, Ernest A. '"Why the Handicraft Guild at
Chlpplng Campden Has Not Been a Business Success.
The Craftsman 15 (1908): 173-5.

Benton, Tlmothy; Benton, Charlotte and Sharp, Dennis, eds.
Form and Function: A Source Book for the Hlstory of
Architecture and Design 1890-1939. London: Crosby
Lockwood Staples, 1975, :

Besinger, Curtis.  "Comment on 'The Early Drawings of
Frank Lloyd Wright Reconsidered.''" ~Journal of the :
Society of Architectural Historians 31 (October 1973):

216-20.

Billcliffe, Roger. Charles Rennie Mackintosh: The
Complete Furniture, Furniture Drawings and Interior
Designs. New York: Taplinger Pub. Co., 1978.




268

Billcliffe, Roger, and Vergb, Peter. "Charles Rennie
Mackintosh and the Austrian Art Revival." Burlington
119 (November 1977): 739-44,

Binns, Charles F. "The Arts and Crafts Movémentvin
America: Prize Essay." The Craftsman 14 (June 1908):
275-9. o , . :

'B¢e, Alf. From Gothic Revival to Functional Form. Oslo:
Oslo University Press, 1957, , . o

Briggs, Asa, ed. William Morris: Seleéted.Writings and
Designs. Baltimore: Penguin Books, 19567.

Brill, Edith. Life and Tfadition’on the Cotswolds.
~London: J. M. Dent and Sons, Led., 1973.

Brooks, H. Allen.  "Early Work of the Prairie Architects."
Journal of the Society of Architectural Historians
19 (March, 1960): 2-10. '

. "Steinway Hall, Architects and Dreams." Journal
of the Society of Architectural Historians 22 '
‘(October 1963): 171-5.

' . "Frank Lloyd Wright and the Wasmuth Drawings."
Art Bulletin 48 (1966): 193-202.

"Chicago Architecture: Its Debt to the Arts and
Crafts." Journal of the Society of Architectural
.HistorianS»BO (December 1971): 312-17. o

The Praifie'School: Frank Lloyd Wright and His
Midwest Contemporaries. New York: W. W. Norton &
Co., 1972. .

~, ed, Writings on Wright. Cambridge: M. I. T.
Press, 1981.

Bﬁrckhardt,'Lucius, ed., and Sanders, Peari,‘trans.
The Werkbund: Historvy and Ideology, 1907-1933.
Woodbury: Barron's. 1980.

Burrough, B. G. '"Three Disciples of William Morris:
Charles Robert Ashbee.'" Parts 1,2. Connoisseur 172
(October, December 1969): 85-90, 262-66.

. "C. R. Ashbee; His Guild and School of Handi-
craft." Collector's Guide (January 1974): 67-9.




Bury, Shlfley. "The Liberty Metalwork Venture."
' Architectural Review 133 (February 1963): 108-11.

. "An Arts and Crafts Experiment: The Silverwork
of Charles Ashbee.'" London: Victoria and Albert
Museum Bulletin reprint 7., p. 2. (Reprinted from
V & A Museum Bulletin, Vol. III, 7, 1967.)

Bury, Shirley, and Crawford, Alan Introductory essays
to Modern English Silverwork by Charles R. Ashbee.
Facsimile edition. London: Weinreb, 1974. :

Callen, Anthea. Women Artists of the Arts and Crafts :
Movement 1870-1914. New York: Pantheon Books, 1979.

Campbell, Joan. The German Werkbund: The Politics of
Reform in the Applied Arts. Princeton: Princeton
University. Press, 1977. '

Cary, Elisabeth L. William Morris: Poet, Craftsman,
Socialist. New York: G. P. Putnam's Sons, 1902.

Cathers, David M. Furniture of the American Arts and
- Crafts Movement. New York: New American Library,
198T. ' ' :

Cellini, Benvenuto. The Treatises of Benvenuto Cellini on
Goldsmithing and Sculpture. Translated by Charles R.
Ashbee. London: Edward Arnold, 1888. Reprint.

New York: Dover Publications Inc 1977.

Chicago Architectural Club. Catalogue of the Eleventh
Annual Exhibition of the Chicago Architectural Club.
Chicago, IT., 1898.

Clark, Robert J. "J. M. Olbrlch 1867-1908. Architectural

Design (December 1967) 567.

Clark, Robert J., ed. The Arts and Crafts Movement in

America 1876-1916. Princeton: Princeton University
Press, 1976.

Cobden-Sanderson, Thomas J. The Arts and Crafts Movement.
Hammersmith: Hammersmith Publishing Society, 1905.

Condit, Carl W. The Chicago School of Architecture.
Chicago: University of Chicago Press, 196%4.




270

Coombs, D. '"Artists, Craftsmen, Designers: 1890-1930;
‘'The Fine Arts Society; London.' Connoisseur 184
(October 1973): 148. ’

Coéper, Jackie, ed. Mackintosh Architecture. 2d ed.
London: Academy Editions, 1980.

Crane, Walter. The Claims of Decorative Art. London:
Lawrence & Bullen, 1892. ' :

. The Bases of Design. London: . G. Bell & Sons,
1898. S '

Line and Form. Ldndon: G. Bell & sons,'19oo;

- Ideals in Art. London: G. Bell & Sons, 1905.

. An Artist's Reminiscences. London: Metheun,
1907. ’ S

. William Morris~toHWhistler: Papers and Addrésses
on Art and Craft and the Commonweal. London: G. ‘
Bell & Sons, I191I.

Crawford, Alan. "Ten Letters From Frank Lloyd Wfight to.
Charles Robert Ashbee.'" Architectural History 13
(1970): 64-76. : —

Crow, Gerald. William Morris, Designer. London: The
‘Studio, Ltd., 193%: :

Darling, Sharon. ChiCago'Metélsmiths. Chicago{ Chicago
' Historical Society, 1977.

. Chicago Ceramics and Glass. Chicago: Chicago
Historical Society, 1979.
Davey, Peter. Architecture of the Arts and Crafts -
Movement. New York: Rizzoli International Publica-
tions, Inc., 1980.

Déy, Lewis F. "Machine-Made Art." Art Journal (1885):
- 107-10. : :

. '"Some British Industries at Chicago." Art
- Journal (1893): v-viii. Chicago Exhibition
Supplement.




271

Dennis, vJames M., and Wenneker, Lee B. "Ornamentation and
' the Organic "Architecture of Frank Lloyd erght "
Art Journal (Fall 1965): 2-14.

Early, Marcia A.  "The Craftsman (1901—16) as the
Principal Spokesman of the Craftsman Movement of
America, With a Short Study of the Craftsman House
Projects.'" Master's thesis, New York University,
1963. o 4

Eaton, Leonard K. - Two Chicago Architects and Their
Clients: Frank Lloyd Wright and Howard Van Doren
Shaw. Cambrldge M. I. T. Press, 1969.

Fine Art Society. C. R. Ashbee & the Gulld of Handlcraft
London: -Cheltenham Art Gallery and Museum, 1981.

"Foreign Views of American Architecture." Inland
Architect and News Record 34 (August 1899): 6.

Frohne, H. W. ''Recent English Domestic Architecture."
Architectural Record 25 (April 1909): 259-70.

.Garner, Philippé, ed. The“Ehcyclopedia of Decorative
Arts 1890-1940. New York: Galahad Books, 1974.

Garrigan, Kristine O. Ruskin on Architecture. Madison:
University of Wisconsin Press, 1973.

Gebhard, David. "Purcell and Elmslie-Architects."
Prairie School Review 2 (1965): 5-15.

.. "C. F. A, Voysey- To and From Amerlca Journal
of the Society of Architectural Hlstorlans 30
(December 197T1): 304-1727.

. Charles F. A. Voysey, Architect. Los Angeles:
Henessy and Ingalls,'l975

Gere, C., and Skipwith, P. "The Morris Movement.
Connoisseur 807 (May 1979) 32-9.

Germann, Georg. Gothic Revival in Europe and Britain:
Sources, Influences and Ideas. Translated by Gerald
Onn. Cambridge: M. I. T. Press, 1973.

Giedion, Sigfried. Space, Time and Architecture: The
Growth of a New Tradition. 4th ed. Cambridge:
M. I. T. Press, 1961.




Girouard, Mark. Sweetness and Light: The Queen Anne
Movement 1860-1900. Oxford: Clarendon Press, 1977.

Gombrich, Ernst H. The Sense of Order: A Study in the
Psychology of Decorative Art. Oxford: Phaidon
Press, 1979.

Crey, Elmer. ''The Architect and the Arts and Crafts
Architectural Record 21 (February 1907). :

"The Guild of Handlcraft: A Visit to Essex House."
International Studio 3 (November 1897): 27-36.

Gutheim, Frederick, ed. Frank Lloyd Wright on Architec-
ture: Selected Writings 1894-1940. New York:
Grossett & Dunlap, 1941, '

Handlin, David P. The American Home: Architecture and
Society 1815-1915. Boston: Little, Brown and Co.,
1979. L '

Hanks, David A. "Arts and Crafts Movement in America
1876—1916." Antiques.104 (August 1973): 220-6.

. The Decorative Designs of Frank Lloyd erght
New York: E. P. Dutton 1979

Harldw Katherina. "A Pioneer Master of Art Nouveau:
The Hand- -Wrought Jewelry of Louis C. Tiffany."
Apollo (July 1982): 46=50. :

Henderson, Philip. William Morris: His Life, Work and
Friends. London: Thames & Hudson, 1967.

Herbert, Robert L., ed. The Art Criticism of John Ruekin.
- New York: ‘Anchor Books, 1964,

Hitchcock, Henry- Russell. Architecture: Nineteenth and
Twentieth Centuries. 4th ed. The Pellcan History
of Art. London: Penguin Books, 1977. :

"English Architecture in the Early 20th Century:
T900- 1939." Zodiac 18 (1968): 6-10.

. In the Nature of Materials: The Buildings of
Frank Lloyd Wright: 1887-1914. New York: Da Capo
Press, 1975.

Holme, Charles, ed. Art-Revival in Austria. London: The
Studio, 1906, ~




273

Howarth, Thomas. Charles Rennie Mackintosh and the Modern

Movement. London: Routledge and Kegan Paul, 1977.

Jones, Owen. The Grammar of Ornament | London: Day &
Son 1856. :

Jordy, William H. American Bulldlngs and Their .
Architects. Vol. 3, Progressive and Academic' Ideals
at the Turn of the 20th Century. Garden City:
boubleday, ‘1972.

Jordy, William H., and Coe, Ralph, eds. American
Architecture and Other Writings by Montgomery
Schuyler. New York: Atheneum, 1963.

Kaufmann, Edgar. Frank Lloyd Wright, The Early Work
New York: Horlzon 1968,

' Kaufmann, Edgar, and Raeburn, Ben, eds. Frank Lloyd
Wright: ertlngs and Bulldlngs Cleveland: World
Publishing Co., 1960. o '

Klingender, F. D. Art and the Industrial Revolution.
Chatham: Evelyn Adams & Mackay, 1968.

'Koch, Robert. "American Influence Abroad, 1886 and
Later." Journal of the Society of Architectural
Historians 18 (May 1959): 66-9.

. "Elbert Hubbard's Roycrofters as Artist-
Craftsmen.'" Winterthur Portfolio 3 (1967).

Kornwolf, James D. M. H. Baillie Scott and the Arts and
Crafts Movement. Johns Hopkins Studies in Nineteenth

Century Architecture, Baltimore: Johns Hopkins Press,

1972,
vKossatz, Horst-Herbert. "The Vienna Secession and its
Early Relations with Great Britain."  Studio Interna-

tional (January 1971): 9-19.

L., A, W. "Chicago and its Architecture." Building News
34 (March 1978).

Lambourne, Lionel. Utopian Craftsmen: The Arts and
Crafts Movement From the Cotswolds to Chicago. Salt
Lake City: Peregrlne Smith, Inc., 1980.

Latham, Ian, ed. New Free Style. ‘London: Architectural
Design, 1980. ' ‘




274

Leland, Charles G. The Minor Arts. London: Macmillan &
Co.; 1880.

"Education in Industrial Art.”_ Art Journal

TTT(1885): 137-9.

LeMire, Eugene D., ed. and comp. The‘Unpublished Lectures
of William Morris. Detroit: Wayne State University
Press, 1969. :

Lethaby, William R. Architecture, Mysticism, and Myth.
London: Percival & Co., 1892,

. Form in Civilization: Collected Papers on Art
and Labour. 2d ed. London: Oxford University
Press, 1957.

Lewis,. Dﬁdley A. '"Evaluations of American Architecture by
European Critics 1875-1900." ' Ph.D. diss., University
of Wisconsin, 1962. : :

Lindéay, Jack. William Morris, His Life and Work.
London: Constable, 1975.

London Fine Art Society Ltd. The Arts and Crafts Move-
ment, Artists, Craftsmen and De31gners 1890-1930.
London England 1973

Lorch, Emil, and Spencer, Robert. 'Some ConsiderationS"
Upon the Study of Architectural Design." 1Inland
Architect and News Record 37 (1901): 34-5.

MacCarthy, Fiona. A History of British De31gn 1830~ 1970
London: G. Allen & Unwin, Ltd., 1979.

. All Things Bright and Beautiful: Design in
Britain 1830 to Today. London: G. Allen & Unwin,
Led., 1979. S

. The Simple Life: C. R Ashbee in the Cotswolds
London: Lund Humphries, 198I.

McCoy, Esther. Five California Architects. New York:
Reinhold, 1960.

McCoy, Kathy K. ''Casa Cuseni and the Interlor Designs of
Frank Brangwyn.'! Apollo (August 1981): 104-8.




275

Mackail, John W. The Life of William Morris. World's
Classics Series, London: Oxford University Press,
1950, : .

McLean, Robert C. '"Chicago Architectural Club Exhibition
of 1900." 1Inland Architect and News Record 35
(April-1900): I8-19.

Macleod, Robert. Style and Soéiety:. Architectural
- Ideology in Britain 1835-1914. TLondon: Royal
Institute of British Architects, 1971.

.. Charles Rennie Mackintosh, Architect and Artist.
New York: E. P. Dutton, Inc., 1983 ’

~Madsen,. Stephan T. Sources of Art Nouveau. Translated by
Ragnar Chrlstophersen -New York: Da Capo Press,
-1975.

. Art Nouveau. World University Library, London
Wledenfeld and Nicolson, 1967.

"The 'Magpie and Stump'." The Studio (1895): 67-74.

‘Makinéon,'Randell L. Greene and Greene: Architecture as
a Fine Art. Santa Barbara: Peregrine Smith, Inc.,
1977. '

Greene and Greene: Furniture and Related
" Designs. Santa Barbara: Peregrine Smith, Inc.,

Manson;’Grant C. FrankbLloyd Wright to 1910: The First
Golden Age. New York~ Reinhold, 1958,

Manuel, Frank E. and Fritzie, P. Utopian Thought in the
Western World. Cambrldge Belknap‘Press, 1979.

Metcaif, Pfiscilla. Vlctorlan London. London: Cassell
and Co., Ltd., 1972. '

Miller, Fred. '"Some Gold, Silver;_and Coppersmiths."
Art Journal (1896):  345-9.

Muthesius, Hermann. Das Englische Haus. 3 vols. Berlin:
Wasmuth, 1904-5. The English House. lst English ed.

Edited: by Dennis Sharp. Translated by Janet Sellgman.
London: Crosby Lockwood Staples 1979. '




276

Naylor, Gillian. The Arts and Crafts Movement: A Study
of Its Sources, Ideals, and Influences on Design
Theory. Cambridge: M. I. T. Press, 1980.

Page, Marian. Furniture Designed by Architects. . New
York: Whitney Library of Design, 1980.

Pevsner, Nikolaus. Pioneers of Modern Design: - From
William Morris to Walter Gropius. Hammondsworth:
Penguin Books, 1960. Reprint, rev. ed., '1975.
lst ed. Pioneers of the Modern Movement. London:
Faber and Faber, 1936. ’ ‘

. "Frank Lloyd Wright?s Peaceful Penetration of
Europe.'" The Architect's Journal 89 (1939): 731-4.

. High Victorian Design: A Study of the Exhibits
of 1851. TLondon: Architectural Press, I951.

. "William Morris, €. R. Ashbee and the 20th
’ Century." 'Manchester Review 7 (1956): 437-58.

.. The Sources of Modern Architecture and Design.
London: Thames and Hudson, 1963. “Reprint. -19/9.

- . Studies in Art,'Afchitecture-and Design. Vol. 2.
~London: Thames and Hudson, 1968.

\Powell, Nicolas. The Sacred Spring: The Arts in Vienna
1898-1918. London: Studio Vista, 1974.

Price, C. Matlack. '"Secessionist Architecture in
America." Arts and Decoration 3 (December 1912):
51-53. '

Priestman, Mabel T. '"History of the Arts and Crafts
Movement in America." Parts 1,2. House Beautiful-
(October, November 1906): 15-16, 14-16.

Prior, E. S. 'Upon House Building in the Twentieth
Century.'" Modern British Domestic Architecture and
-Decoration. Edited by Charles Holme. London: The
Studio, 1901. ’ o

"Relating to the Work of C. R. Ashbee'ahd the Guild of
Handicraft." The Artist 33 (1902): 17-25.

- Richardson, Margaret. The Craft Architects. New York:

Rizzoli International Publications, Inc., 1983.




Robertson, Cheryl. The Domestic Scene (1897-1927):
George M. Niedecken, Interior Architect. Milwaukee
Art Museum, 1981,

Rowland, Kurt F. A History of the Modern Movement - New
York: Reinhold, 1973,

Ruskiﬁ, John. The Stones of Venice. 3 vols. .St. Mark’s
Edition. - Boston: Dana Estes and Co., 1851.

Russell, Frank. Art Nouveau Architecture. New York:
- Rizzoli International Publications, Inc., 1979.

Sanders, Barry, ed. The Craftsman: An Anthology. Santa
Barbara: Peregrine Smith, Inc., 1978. :

Schmutzler; Robert. Art Nouveau. London: Thames and
Hudson, 1964.

Schorske, Carl E. Fin de' Siecle Vienha: Politics and
Culture. New York: Vintage Books, 1981.

Schuyler, Montgomery. "An Architectural Pioneer: Review
of the Portfolios Containing the Works of Frank
Lloyd Wright." Architectural Review 31 (April 1912):
427-36. .

Scott; M. H. Baillie. "An Artist's House." The Studio
(1896): 28-37. :

. "Some Furniture For the New Palace, Darmstadt."
"~ The Studio (1898): 91-7.

. "Decoratlon and Furniture For the New Palace
Darmstadt The Studio (1899): 107-15.

/.  Houses and Gardens. London: G. Newnes, 1906.

. "On Characteristics of Mr. C. F. A. Voysey s
Architecture." The Studio (1907): 19-24.

Scully, Jr., Vincent. 'Frank Lloyd Wright and Twentieth
Century Style.' "Frank Lloyd Wright and Architecture
Around 1900." Problems of the 19th and 20th :
Centuries, Studies in Western Art. Acts of the
Twentieth International Congress of the History of
Art, Volume IV: 7-21I. Princeton, New Jersey:
Princeton University Press, 1963




278

Sekler, Eduard F. '"Mackintosh and Vienna." Architectural
Review 144 (December 1968):v455-6.

Service, Alastair. Edwardian Architecture and Its
Origins. London: Archltectural Press 1975‘

Edwardian Architecture: A Handbook to Buildin -
" Design in Britain 1890-1914. London: Thames and
Hutchinson, 1977. S -

Sherer, S. L. "Exhibition of the St. Louis Architectural
Club for 1900."  Inland Architect and News Record 35
(May 1900): 30-2. ' :

Simpson, Duncan. C. F. A. Voysey: An Architect of
Individuality. New York: Watson Guptil Publications
and Whitney Library of Design, 1981.

Skipwith, Peytoh "Ashbee and the Guild of Handlcraft "
Connoisseur 206 (March 1981) 240-1.

Smith, Norris K. Frank Lloyd Wright: A Study in
Architectural Content. Englewood Cliffs, NJ:
Prentice-Hall, 1966.

| Smithies, James. 'On the Practice of Repoussé Work."
House Beautiful (February 1899): 119-125.

"Some Pianofortes Designed by Architects.
Review 9 (March 1901): 172-6.

Architectural

Spencer, Brian, ed. 'The Prairie School Tradition.
Milwaukee: Milwaukee Art Center, 1979.

Spencer, Robert C. Jr. '"The Work of Frank Lloyd Wright."
ArchitecturalvReview 7 (Boston, June 1900): 61-72.

Sprague, Paul E. Guide to Frank Lloyd Wright-and Prairie
School Architecture: Oak Park. 2d ed. 0ak Park:
Village of Oak Park, 1978.

Stamp, Gavin. The English House 1860-1914. London:
Building Centre, 1980.

Stansky, Peter. 'C. R. Ashbee Vigits Stanford University.
ImErlnt 3 (Aprll 1977)

 Stoppani, Leonard;»Dufy, A. R.; Briggs, Asa; et al..
William Morris and Kelmscott. London: The Design
Council, 1981. :




279

Storrer, William A. The Architecture of Frank Lloyd
' Wright. Cambridge: M. I. T. Press, 1979.

Summerson, John. The Architecture of Victorian London.
Charlottesville: University Press of Virginia, 1976.

The Turn of the Century: Architecture in
Britain Around 1900. W. A. Corgill Memorial Lectures
in Fine Art. Glasgow: University of Glasgow Press,
1976. . ’ _ : E

. 'The Brltlsh Contemporarles of Frank ‘Lloyd
Wright.' "Frank Lloyd Wright and Architecture:
Around 1900." Problems of the 19th and 20th -
Centuries, Studies in Western Art. Acts of the

- Twentieth International Congress of the History of

" Art, Volume IV: 78-87. Princeton, New Jersey:
Princeton University Press, 1963

T., G. R. ”Workshop Reconstructlon By C R. Ashbee - A
Review.' House Beautiful (January 1897): 8-14.

Tallmadge, Thomas E. "The Chicago School." Architectural
Record 23 (April 1908)1 69-74.

Thompson, ‘Paul. The Work of William Morrls London:
Quartet Books, Ltd., 1977. ,

Triggs, Oscar L. Chapters'in the History of the Arts'and:-
Crafts Movement. Chicago: The Bohemia Guild of the
Industrial Arts League, 1902.

. The New IndUstriélism. Chicago: The Bohemia
Guild of the Industrial Arts League, 1902,

.~ "The Workshop and the School.'" The Craftsman
Magazine 3 (October 1902): 20-32. ' :

. A School of Industrial Art." The Craftsman
Magazine 3 (January 1903): 215-23. '

Twombly, Robert C. Frank Lloyd Wright: His Life and His
Architecture. New York: John Wiley & Sons, 1979.

Twymann, Joseph. '"Furniture." Inland Architect and News
Record 35 (April 1900): 19-20.

. "The Art and Influence of William Morris.
Inland Architect and News Record 42 (January 1904)

43-5.




280

Vallance, Aymer. "Hints for Buyers of Gifts: Personal
Jewellry." Art Journal (1893): 357-60. '

Verey, David. '"George Frederick Bodley: Climax of the
Gothic Revival" in Seven Victorian Architects, edited
by Jane Fawcett. University Park, Pa.:  Pennsylvania
State University Press, 1977. o ‘

Vergo, Peter. Art in Vienna -1898-1918. Ithaca: Cornell
University Press, 1975. :

Victorian and Edwardian Decorative Art:  The Handley-Read
Collection. Exhibition catalogue. London: Royal
Academy of Arts, 1972.

Victorian and Edwardian Decorative Arts. Exhibition
catalogue. London:, Victoria and Albert Museum,
1952. o =

Wagner, Charles. The Simple Life. Translated by Mary L.
Hendee. 13th ed. New York: McClure, Phillips &
Co., 1903. '

Wainwright, Clive. Introduction to Architect-Designers:
Pugin to Mackintosh. London: Fine Art Society, Ltd.
I93T. :

Walker, C. Howard. ''The Arts and Crafts Movement in the
' United States'" in Art in Industry, edited by Charles
R. Richards. New York: Macmillan Co., 1922,

Wardle, Patricia. Victorian Silver and Silvef Plate.
New York: Universe Books, 1970.

Warren, Edward. "George Frederick Bodley, R. A."
Architectural Review 11 (April 1902): 130-9.

Warren, H. Langford. - ""Recent DomestiC’Aréhitecture in |
England.'" Architectural Review 11 (Boston, January |
1904): .5-12. - . :

Whipple, David. "A Silver Kettle by Charles Ashbee."
Cleveland Museum of Art Bulletin 63 (October 1976) :

246-52. ‘ -
Winter, Robert W. 'American Sheaves From '"C. R. A.'" and
Janet Ashbee." Journal of the Society of Archi-

tectural Historians 30 (December 1971): 317-22.




281
Winter, Robert W. “Arts and Crafts as a Social Movement."

Record of the Art Museum, Prlnceton Unlver51ty 34
(19/75): 36-40.

Wise, Herbert C. '"The T-Square Club Exhibition." Inland
' Architect and News Record 1 (February 1900): 4-6.

Wood, Christopher; The Pre-Raphaelites. London:
Phaidon, 1982. ‘

Wright, Frank L. Ausgefiihrte Bauten und Entwiirfe von
Frank Lloyd Wright. Berlin: Ernst Wasmuth, 1910.

. Frank Lloyd Wright Ausgefiihrte Bauten. Berlin:
Ernst Wasmuth, 1911. o

. The Japanese Print: An Interpretation. Chicago:
Ralph Fletcher Seymour Co., 1912,

. An Autoblography New York: Duell, Sloan and
Pearce, 1943 '

Moralism and the Model Home: Domestic Archi-
tecture and Cultural Conflict in Chicago 1873-1913.
Chicago: University of Chicago Press, 1980.

Young, Andrew M. Charles Rennie Mackintosh (1868-1928):
Architecture, Design and Painting. Exhibition

catalogue. Edlnburgh Edinburgh Festival Society,
1968. : :

Zueblin, Rho Fisk. '"The Arts and Crafts Movement' Pre-
Raphaelites: The Beginnings of the Arts and Crafts
Movement." ~Chautauquan 36 (October 1902): 57-61.

. "The Arts and Crafts Movement : A Survey of ‘the
Arts and Crafts Movement in England Chautauquan 36
(November 1902): 167-73.

. '""The Arts and Crafts Movement: The Art Teachlngs
of the Arts and Crafts Movement." Chautauquan 36
(December 1902): 284-88.

_ "The Arts and Crafts Movement: Economics of the
Arts and Crafts Movement." Chautauquan 37 (January
1903) : 409-14. . _ v

" "The Arts and Crafts Movement: Continental
Tendencies in the Arts and Crafts. Chautauquan 37
(February 1903): 506-13. ' ‘




282

Zuéblin, Rho Fisk. "The Arts and Crafts Movement: The
Production of Industrial Art in America." Parts 1,2.
Chautauquan 37 (March, April 1903): 622-27, 59-66.

. "The Arts and Crafts Movement: The Education of
the Producer and the Consumer.'" Chautauquan 37
(May 1903): 172-77.

. "The Arts and Crafts Movement: The Patronage of
the Arts and Crafts.'" Chautauquan 37 (June 1903):
266-72. : ' .




>

/%ﬂﬁﬁyw/’//%/ﬁﬁw @@j - pate /AL 5%

Narciso G, Menocal
Associate Professor

Approved




