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Value codes

Throughout this book the value codes used at the end of each caption correspond to the approximate value of the item. These are broad price ranges and should be seen only as a guide to the value of the piece, as prices vary depending on the condition of the item, geographical location, and market trends. The codes are interpreted as follows:







	A

	£200,000/$335,000 and over




	B

	£100,000–200,000/$165,000–335,000




	C

	£75,000–100,000/$125,000–165,000




	D

	£50,000–75,000/$85,000–125,000




	E

	£30,000–50,000/$50,000–85,000




	F

	£20,000–30,000/$35,000–50,000




	G

	£15,000–20,000/$25,000–35,000




	H

	£10,000–15,000/$17,000–25,000




	I

	£5,000–10,000/$8,500–17,000




	J

	£2,000–5,000/$3,500–8,500




	K

	£1,000–2,000/$1,750–3,500




	L

	£500–1,000/$850–1,750




	M

	under £500/$850









The Origins of Arts and Crafts

The Arts and Crafts Movement was one of the most significant, philosophical, and far-reaching design movements of recent times.

It was a movement born of ideals and socialist doctrine. It grew out of a concern for the effects of industrialization: on the decorative arts, on craftsmanship, and on the lives of the working class. The Arts and Crafts Movement was inspired by William Morris, John Ruskin, and Edward Burne-Jones, British artists and social reformers who mourned the lessening role of the artist-craftsman and the increasing dependence on the machine to meet the demands of a growing middle class.

The Arts and Crafts style was partly a reaction against the style of many of the items shown in the Great Exhibition of 1851, which were ornate, artificial, and ignored the qualities of the materials used. The art historian Nikolaus Pevsner has said that exhibits in the Great Exhibition showed “ignorance of that basic need in creating patterns, the integrity of the surface” and was horrified by the “vulgarity in detail”. Owen Jones, an organizer of the Exhibition, later declared that “Ornament…must be secondary to the thing decorated”, that there must be “fitness in the ornament to the thing ornamented”.

Morris was an idealist and romantic, who believed in the importance of the individual craftsman and a vision of harmony that looked back to the medieval guild system for inspiration. The Movement was largely a reaction against the impoverished state of everything from furniture and textiles, jewellery to ceramics to the building of the house itself. Many of its leading figures were architects, rather than designers, and they came to view buildings and their interiors as a whole. They worked in a variety of media, often with other artists, and hoped to bring a greater unity to the arts. Another defining feature of Arts and Crafts architecture was an interest in the vernacular. Architects used local materials and traditional styles to produce something that would not jar with its surroundings, but would look at the same time distinctive and modern. Many hoped to design buildings that appeared as if they had grown over many years.

These imaginative architects, designers, and craftsmen working to create a better, more authentic world looked to nature for inspiration – from the inherent beauty of the wood and the visible construction of a chair or cupboard, to the luxurious colours and decorative motifs based on flowers and birds that embellished a stained-glass window, a necklace, or a textile. They used simple forms and often applied medieval, romantic, and folk decoration. In order to express the beauty of craft, some products were deliberately left slightly unfinished, resulting in a certain rustic and robust effect.

However, the insistence in Britain on a dogmatic approach to hand craftsmanship meant that the Movement could not appeal to even the wealthiest of the middle classes – the only people who could buy into Morris’s utopian ideal were the rich.

Morris and his disciples sought to revive traditional craft techniques and restore the dignity and prestige of the artisan, which he felt had been sacrificed on the altar of Victorian progress and industrialization. He based much of his social and aesthetic philosophy on the medieval ideal, celebrating the central role of the craftsman and the establishment of workers’ guilds. Morris and his followers, including A.H. Mackmurdo, Walter Crane, and Philip Webb, were convinced that bringing artistic integrity to everyday household objects played a vital role in improving the quality of life.

“If you want a golden rule that will fit everything, this is it: have nothing in your house that you do not know to be useful, or believe to be beautiful,” Morris wrote. To this end the Movement emphasized local materials and craftsman, the importance of honesty to function, and the near deification of hand craftsmanship. How could anyone live a fulfilled life, the proponents believed, surrounded by the cheaply made furniture, mass-produced ceramics, tawdry textiles, and general clutter that typified the Victorian home?
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The owners of this house in Holland Park, west London, have combined Arts and Crafts pieces with new, custom-made furniture to create an airy and inviting dining room.
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The designer, craftsman, and writer William Morris inspired the Arts and Crafts Movement in England and revolutionized Victorian taste.

The writings of William Morris exercised profound influence on a younger generation of architects and decorators on both sides of the Atlantic. They determined to bring a renewed vitality to craft traditions and stem the decline in quality that resulted from marginalizing the craftsman in favour of industrialization. The Red House, in Bexleyheath, southeast London, was designed for Morris in 1859 by architect Philip Webb. The building exemplifies the early Arts and Crafts style, with its well-proportioned solid forms, wide porches, steep roof, pointed window arches, brick fireplaces, and wooden fittings. Webb rejected the grand classical style and based the design on British vernacular architecture expressing the texture of ordinary materials, such as stone and tiles, with an asymmetrical and quaint building composition.

Morris pioneered this new interior decorative style and Morris & Co. produced influential and distinctive textiles, wallpapers, and tiles with stylized repeated patterns inspired by nature. As Morris said, “Do not be afraid of large patterns – if properly designed they are more restful to the eye than small ones”. The art of textile-making and embroidery rose to a prominence at the end of the 19th century not seen since the medieval period.

Wallpapers, carpets, furniture, ceramics, metalware, and glass lamps – as well as the fittings and structural decoration of a room – were created as part of a cohesive design scheme that often depended for unity upon recurring decorative motifs. In the hands of a new breed of architect-designer, led by M.H. Baillie Scott, the Arts and Crafts interior was a warm and welcoming evocation of the simple life, with the fireplace the designated focus of a long room boasting a low-beamed ceiling, leaded windows, and an abundance of finely crafted wood that included panelling and built-in, multipurpose furniture. Others designers had their own interpretation of the integrated style: Charles Francis Annesley Voysey favoured bright interiors with light, whitewashed walls and little ornament, while Charles Rennie Mackintosh developed stunning decorative schemes that used delicate, elongated geometric lines to punctuate everything from cutlery to carpets.

This integrated style was reflected by architects on both sides of the Atlantic who condemned the mass-production of everything from buildings to metalware and furniture to textiles and claimed that moral decline was brought about by the proliferation of inferior-quality decorative household wares. They also believed passionately that the craftsman should be intimately involved with his craft, whereby a jeweller should hand-hammer his own designs, a furniture maker should choose the wood and only use hand tools, and a painter should grind his own pigments. Morris insisted that “without dignified, creative human occupation people became disconnected from life.” Ruskin thought machinery was to blame for many social ills and that a healthy society depended on skilled and creative workers.

The social and aesthetic principles that were championed by William Morris were enthusiastically embraced in North America where his visionary ideals were adapted to create a uniquely American and Canadian incarnation of Arts and Crafts style that reflected the confidence of the relatively young nation. This can be seen especially in a radical new approach to the house and its interior, which remains influential to this day. In the United States, the terms “American Craftsman” or “Craftsman” style are often used to denote the style of architecture, interior design, and decorative arts that prevailed btween 1910 and 1925. The “Prairie School” of Frank Lloyd Wright, George Washington Maher, and other architects in Chicago promoted handcrafting and craftsman guilds as a reaction against the new assembly line and mass-production manufacturing techniques, which they felt created inferior products and dehumanized workers. The style is usually marked by horizontal lines, flat or hipped roofs with broad overhanging eaves, windows grouped in horizontal bands, integration with the landscape, solid construction, craftsmanship, and restricting the use of ornament. Lloyd Wright, the most famous advocate of the style, called it “organic architecture”, whose tenet was that the building should grow naturally from the site. Wright was passionately opposed to many things, including the machine, which he said was: “invincible, triumphant, the machine goes on, gathering force and knitting the material necessities of mankind ever closer into a universal automatic fabric; the engine, the motor, and the battleship, the works of art of this century!”
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These glazed tiles made by the Grueby Faience Company in Massachusetts around 1915 show characters from Lewis Carroll’s Alice in Wonderland.

The Country Day School Movement and the bungalow and ultimate bungalow style of houses popularized by Greene & Greene and Bernard Maybeck are some examples of the American Arts and Crafts and American Craftsman style of architecture.

Arts and Crafts ideals disseminated in America through magazine and newspaper writing were supplemented by societies that sponsored lectures. The first was organized in Boston in the late 1890s, when a group of influential architects was determined to introduce the design reforms begun in Britain by William Morris. The first meeting was held on 4 January 1897, at the Museum of Fine Arts in Boston, to organize an exhibition of contemporary crafts. When craftsmen, consumers, and manufacturers realized the aesthetic and technical potential of this movement, the process of design reform in Boston was well under way.

The Society of Arts and Crafts was incorporated on 28 June 1897, with a mandate to “develop and encourage higher standards in the handicrafts.” The founders stated that they were interested in more than sales, and emphasized encouragement of artists to produce work with the best quality of workmanship and design. This led to a credo, which read: “This Society was incorporated…to encourage workmen to execute designs of their own. It endeavours to stimulate in workmen an appreciation of the dignity and value of good design; to counteract the desire for over-ornamentation and specious originality.
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The front door of the Red House, Bexleyheath. Completed in 1860, the house was designed by Philip Webb for William Morris, who lived there with his family until 1865.
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Designed by architect M.H. Baillie Scott and completed in 1901, Blackwell House overlooks Lake Windermere in Cumbria. The house was built as a holiday retreat for Sir Edward Holt.

Gustav Stickley’s magazine, The Craftsman, was one of the most far-reaching publications of the Arts and Crafts Movement in America. From 1904 it featured a series of “Craftsman” homes designed and built by Stickley’s Craftsman Workshops. They included models for a range of incomes, from the smallest cottages upwards. Craftsman homes illustrated the ideals of “honesty, simplicity and usefulness”. Stickley believed that the living room was the heart of the home; the furniture should be simple and harmonize with the woodwork in colour and finish.

Entrepreneurs such as Elbert Hubbard and the Stickley family developed a new style of furniture and metalware made affordable to the middle classes through carefully controlled use of machines. The Arts and Crafts style found a voice in the simple shapes and minimal decoration of the furniture created by Gustav Stickley and the Gothic and medieval designs produced by Charles Rohlfs. Inspired by a trip to England in 1894, Hubbard established the Roycroft community in East Aurora, New York, in 1896, based on the English guilds and producing hand-crafted books, furniture, and leather goods. Both individual American potters and ceramics companies such as George Ohr, Artus Van Briggle, and Rookwood also strived to live up to Ernest Batchelder’s motto, “no two tiles are the same”.

The style found a ready voice with young architects on the West Coast of the United States. The climate and unique local materials of California encouraged a very individual response to Arts and Crafts ideals. Charles and Henry Greene were California’s foremost Arts and Crafts architects and were known for extraordinarily fine craftsmanship in their designs. The Greenes saw the house as a total work of art and created furniture specifically for each room. Their richly coloured and beautifully crafted interiors are notable for the exquisite joinery in sumptuous Californian redwoods and for the subtle play of light through stained-glass windows and doors. The Greene brothers’ design of the Gamble House displayed an inspired use of clean lines, natural wood, and art glass to create a warm, integrated interior with abundant natural light.

The enormous influence of this movement can be witnessed in its influence, by the end of the 19th century, on architecture, painting, sculpture, graphics, illustration, bookmaking, photography, domestic design, and the decorative arts, including furniture and woodwork, stained glass, leatherwork, lacemaking, embroidery, rug-making and weaving, jewellery and metalwork, enamelling and ceramics.

By the onset of the First World War, the Arts and Crafts Movement had moved beyond its socialist aims and the world looked ahead to Modernism. Nevertheless, Arts and Crafts always was, and remains today, a philosophy, style, and lifestyle for those who appreciate simplicity, quality materials, and hand craftsmanship.
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The Gamble House in Pasadena, California was designed in 1908 by Charles and Henry Greene. The architects also custom-designed the building’s furniture in the same distinctive Craftsman style.




Furniture
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British Furniture

In the late 19th century, a new generation of British architects and designers was inspired to take furniture design in a fresh direction. The revolution was, of course, inspired by William Morris (1834–96), who wanted to see homes filled with “the necessary workaday furniture…simple to the last degree” and “the other kind…the blossoms of the art of furniture”. Their output was varied: carving, painting, and inlays were used to decorate elaborate sideboards and cabinets, while solid oak was employed for simple chairs and tables.

The typical Victorian home was filled with furniture in a range of historical styles, much of it mass-produced. Arts and Crafts designers preferred to follow the traditional ideal that furniture should be well made from solid, honest materials and, above all, be functional.

Morris provided the blueprint that many followed. His first business – Morris, Marshall, Faulkner & Company (1861–75) – was run like a medieval workshop. In general, it produced sturdy, well-proportioned and functional furniture with minimal decoration. This path was followed by craftsmen including Mackay Hugh Baillie Scott (1865–1945), Philip Webb (1831–1915), and Ernest W. Gimson (1864–1919). They all combined Morris’s desire for the traditional with modern decorative ideas to create combinations of useful, plain, and homely furniture in local materials as well as highly decorative “blossoms” from rich timbers including walnut and ebony. These might be inlaid with exotic woods or given decorative metal handles and strap hinges.

Another interpretation of the style was made by “the Glasgow Four”, led by Charles Rennie Mackintosh (1868–1928) and Charles Frances Annesley Voysey (1857–1941). Mackintosh favoured simple but elegant shapes with elongated proportions, but he was more concerned with beauty than function. Voysey, on the other hand, made plain and elegant furniture which relied on its shape for its visual appeal and used little decorative ornament.

The Century Guild, led by Arthur Heygate Mackmurdo (1851–1942), the Guild of Handicraft, headed by Charles Robert Ashbee (1863–1942), and William Lethaby’s (1857–1931) Art Workers’ Guild were inspired by Morris and John Ruskin (1819–1900) and based on the medieval guild system. They championed the skill of the designer-craftsman, as did Ernest Gimson and the Barnsley brothers in the Cotswolds. However, these hand-made pieces were costly to produce and it was commercial retailers and manufacturers, such as Liberty & Co., Heal & Son, Wylie & Lochhead, and Shapland & Petter who sold Arts and Crafts-style furniture to the middle classes.
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Sidney Barnsley (1865–1926) interpreted the style of a cottage dresser in burr-oak, using carved wooden handles and minimal decoration. c1907, 44in (112cm) wide, H
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Ernest Archibald Taylor (1874–1951) designed these oak side chairs with rush seats and pierced heart decoration for Wylie & Lochhead, Glasgow. c1910, L
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The brass fretwork flowers on the doors of this cypress wood writing cabinet are typical of the work of C.R. Mackintosh. c1900, 63in (160cm) high, C
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At Wightwick Manor in Wolverhampton, original furnishings and fittings made by Morris and Co., such as this chair and the wallpaper, have remained largely intact.





Morris & Co.

William Morris is considered to be one of the founding fathers of the Arts and Crafts Movement. He campaigned against factories, machines, and mass-production, and for the employment of skilled craftsmen to make beautiful, hand-made items using traditional techniques.

In 1861 he founded a design company – Morris, Marshall, Faulkner & Company – with his friends the artists Dante Gabriel Rossetti (1828–82), Edward Burne-Jones (1833–98), and Ford Madox Brown (1821–93), and the architect Philip Webb. Known as “the Firm”, and based in London, its output was inspired by nature and a romanticized view of the myths and legends of the Middle Ages. The result was a range of furniture, ceramics, textiles, wallpaper, and carpets that used local, natural materials to create highly innovative forms. Webb designed and built the Red House, Morris’s home in Bexleyheath, southeast London, and worked exclusively for the company as a designer of everything from furniture and wallpaper to ceramics and carpets.

Pieces of furniture from the early years of the company are often made from ebonized wood. It was only later that the woods normally associated with country furniture (and for which Morris is usually associated), such as ash and oak, and some mahogany, were used. Decoration is often limited to the joints and hinges.

In 1875 the company was disbanded and Morris founded Morris & Co. Furniture from this era is relatively conventional, often made from mahogany inlaid with satinwood decoration. Successful designs included the “Sussex” and “Morris” chairs. The first “Sussex” chairs were made in the 1880s to a design by Webb. This traditional country chair was made in ash with a hand-woven rush seat and the backs featured turned wood spindles. Later it was made from ebonized wood in a number of forms, including a settee and an armchair. The “Morris” chair – which inspired a similar design by Gustav Stickley (1858–1942) – was a hefty armchair, usually upholstered in Morris & Co. fabric.

In the 1890s George Jack (1855–1932), an American craftsman, was made chief designer. His furniture was more elaborate than earlier Morris pieces. This reflected Webb’s interest in the Queen Anne style, which had become fashionable, and a change in thinking from Morris. His 1882 lecture, “The Lesser Arts of Life”, included the statement that “there should be both ‘work-a-day’ tables and chairs” and “what I should call state furniture…sideboards, cabinets and the like, which we have quite as much for beauty’s sake as for use: we need not spare ornament on these, but may make them as elegant and elaborate as we can with carving, inlaying or painting”.
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This Philip Webb dining table is made of mahagony, like much of his furniture. The decoration is limited to ring-turned legs linked by ring stretchers. Late19thC, 70½in (179cm) long, E
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This mahogany sheet music or folio stand with turned supports is an example of the practical items designed by Webb. c1880, 60in (152cm) high, I
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Webb’s interest in medieval furniture is evident in this oak centre table. It has solidity and architectural presence, with features drawn from his knowledge of early furniture from around the world. Late 19thC, 71in (180cm) wide, I
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This ebonized wood settle, with a rush seat and turned bobbin back, is one of several pieces of furniture based on a traditional country chair design. Late 19thC, 54in (137cm) wide, K



The result was immense mahogany dressers and buffets decorated with extravagant marquetry, pierced carving, and glazed doors, which were very different from the simple country furniture that remained a staple of the company’s output.

Morris & Co. closed in 1940. The furniture was widely copied but genuine pieces were clearly marked with a Morris & Co. stamp.





Liberty & Co.

In 1875 Arthur Lazenby Liberty (1843–1917) opened his pioneering department store on Regent Street, London. He believed that he could change the public’s taste for homewares and fashion, and reportedly said: “I was determined not to follow existing fashion but to create new ones.” His aim was to “combine utility and good taste with modest costs” and to produce “useful and beautiful objects at prices within the reach of all classes”. He began by selling ornaments, fabric, and objets d’art from Japan and the East, but he soon saw that there was profit to be made from “art furnishings”, and by 1883 had set up a design studio to supply his store with affordable furniture in the Arts and Crafts style.

Leonard Francis Wyburd (1865–1958) led the studio and created some of the company’s best-known designs, including the “Thebes” stool. Among the other items attributed to him are country-style oak chairs, stools, tables, and cupboards made from oak, mahogany, and walnut. In general, Liberty furniture used simple construction techniques and featured symmetrical shapes with the minimum of embellishment. However, the studio also created a successful range of high-backed chairs with pierced patterns such as squares, rectangles, hearts, and trefoils; and simple cabinets embellished with painted or stained-glass panels, metal handles, elaborate beaten copper or brass hinges, and even inset tiles by William De Morgan (1839–1917). Some of the more complex pieces were made by other workshops.

Liberty catalogues from the late 19th century show that it had an eclectic customer base. Furniture might be inspired by the Renaissance, Tudor, or Gothic styles, or progressive designers of the day such as William Morris and C.R. Mackintosh. As well as imitating these designers, Liberty commissioned them to make pieces for sale in the store. C.F.A. Voysey and George Walton (1867–1933) were among these, as was M.H. Baillie Scott who created 81 pieces for Liberty. However, those visiting the store to buy furniture in the Arts and Crafts style without a designer name found that the “Quaint” range met their needs.
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The door of this stained Liberty softwood hanging wall cabinet is stencilled with a panel entitled “Spring”, which features a pre-Raphaelite maiden with irises. c.1900, 23in (58.5cm) high. K
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The “Thebes” stool is one of the firm’s best-known designs. This example has a square-section slat seat, while others have leather seats. 1884, 12in (30cm) wide, K
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The influence of medieval design can been seen in this oak centre table, designed by Edwin T. Hall (1851–1923) and his son, Edwin S. Hall (1881–1940). c1924, 60in (152cm) long, J
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Decoration on many pieces was limited to pierced designs. This oak bookcase with adjustable shelves has stylized heart fretwork at the top. c1900, 70in (177cm) high, G



By 1900 Liberty & Co. was acknowledged as the leading producer of Arts and Crafts furniture. Its famous clientele included the writer Oscar Wilde (1854–1900) who said: “Liberty is the chosen resort of the artistic shopper.”

The company reinforced its message by printing quotations from John Ruskin in its illustrated catalogue, and copying Morris’s technique of applying mottoes to its country furniture. For buyers who wanted the Arts and Crafts style in their homes – and who were content to ignore the Movement’s ideal that the skills of the artist-craftsman were paramount – Liberty’s provided the ideal solution. However, Liberty’s success at selling Arts and Crafts to a wider audience helped to bring about the end of the guilds it emulated so well during the first years of the 20th century.

Liberty furniture is most commonly marked “Liberty & Co” within a rectangular ivorine plaque.





C. F. A. Voysey

Charles Francis Annesley Voysey thought of himself as a traditionalist and conservative, but his individuality and sense of purpose made him a radical in others’ eyes. Voysey believed that, above all, furniture should be practical. As a result his designs were graceful, useful, and featured minimal decoration. This ethos can been seen in his textile and metalwork designs, and influenced other Arts and Crafts designers – so much so that characteristics of his work can be often be seen in their work.

Voysey trained as an architect and began to design furniture in 1890; his background enabled him to create furniture that was an integrated part of a home rather than a collection of disparate items within it.

Writing in The Studio in 1893 he said: “In most modern drawing rooms confusion is the first thing that strikes one. Nowhere is there breadth, dignity, repose or true richness of effect, but a symbolism of money alone. Hoarding pretty things together is more often a sign of vanity and vain-glory than good taste. Let us begin by discarding the mass of useless ornaments and banishing the millinery that degrades our furniture and fittings. Reduce the vanity of patterns and colours in a room. Eschew all imitations and have each thing the best of its sort, so that the decorative value of each will stand forth with increased power and charm.”

Though he was influenced by William Morris and A.H. Mackmurdo, Voysey’s work was innovative rather than derivative. His elegant furniture relied on the natural beauty of the timber for much of its appeal, giving it a rustic element similar to that of his architecture. Voysey often used untreated pale oak, the finish of which tended to be free from stain or polish. His furniture relied on the structure and proportion of the design for its originality.

The craftsmanship of the cabinetmaker was paramount. Simple cabinets were decorated with panels carved in low relief, or made from brass and leather panels, and might be given elaborate metal strap hinges. Some furniture features tapering legs or supports that end in a wide square cap, which were inspired by Mackmurdo. Voysey’s chairs commonly have rush or leather seats with vertical, tapering uprights and heart-shaped cutouts.

Voysey’s practice flourished in the early years of the 20th century and he was the architect of choice for progressive middle-class clients. However, his work fell out of favour and by 1914 he had to be content with designing furniture and wallpaper. His income reduced to the extent that he had to live with his son.
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Voysey’s chairs often combine rush seats with back rests decorated with a heart-shaped cutout and tapering legs terminating in block feet. This chair was designed for Liberty & Co. c1905, 41½in (105cm) high, J
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A rare table secretaire, which was exhibited at the Hamilton 1905 Arts and Crafts Exhibition. c1900, 18in (45.5cm) wide, 20in (50cm) high, 12in (30cm) deep, C
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Low-relief carved fluted panels decorate the doors of this late-19th century limed oak bookcase. The brass fittings were made by Elsey & Co. 63in (159cm) high, J


A Closer Look

This hall chair is typical of C.F.A. Voysey’s work in that it uses pale oak and minimal decoration. The tacked-on leather seat is a replacement but this does not detract significantly from the value. c1905, 55in (139.5cm) high, H
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Charles Rennie Mackintosh

The furnishings designed by Charles Rennie Mackintosh do not conform to the Arts and Crafts ideal espoused by Morris and Ruskin. He eschewed their pre-occupation with craftsmanship and the natural beauty of wood in favour of creating unique, sophisticated pieces. He used strong geometric forms with little decoration and his furniture was often painted in pale colours. Rather than re-imagining vernacular styles, Mackintosh designed cupboards with broad projecting cornices and chairs with tall, slim backs.

Mackintosh was born and educated in Glasgow and began his career as an architect in 1889. Four years later – with artists James Herbert McNair (1868–1955) and sisters Margaret (1864–1933) and Frances MacDonald (1873–1921) – he became one of “the Glasgow Four”. They went on to create a new, alternative design movement, known as the Glasgow School, which created integrated interiors as well as metalwork, textiles, and posters.

Mackintosh designed furniture for Glasgow manufacturers Guthrie & Wells, but he is celebrated for his pioneering schemes for buildings and interiors. In 1896, he won a competition to design the new building for the Glasgow School of Art. A year later he collaborated with the decorator George Walton on a series of tearooms for Miss Kate Cranston (1849–1934) across the city.

While the Mackintosh style did not fit with contemporary British fashions, it was widely celebrated in Continental Europe. In 1900, an exhibition of his furniture at the 8th Secessionist Exhibition in Vienna left an enduring impression on contemporary German and Austrian designers, including Josef Hoffmann (1870–1956). The Secessionists went on to develop furniture that relied heavily on the strong, rectilinear shapes and highly stylized decorative motifs that were hallmarks of the Mackintosh style.

Mackintosh’s furniture was often made from oak and beech. “Light feminine” pieces might be painted white or in pale pastel colours, while “dark masculine” ones could be grey, brown, and olive. The simple, rectilinear shapes feature little decoration. Geometric shapes might be used, but he also favoured inset panels of leaded glass, embroidery, or metalwork.
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Good

These stained oak side chairs for the Argyle Street Tea Rooms, Glasgow, have a slatted back and drop-in upholstered seat. 1897, 39in (99cm) high, I (for a pair)
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Better

Inspired by a traditional Windsor chair, this green lacquered beech armchair was made for the Argyle Street Tea Rooms in Glasgow. Mackintosh’s use of rectilinear forms can be seen in the row of uprights around the back. 1906, 30in (75cm) high, H
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Best

This ladderback chair designed for W.J. Basset-Lowke for the guest bedroom of 78 Derngate, Northampton, shows the attenuated chairbacks for which Mackintosh is renowned. c1917, 34¼in (87cm) high, H
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Masterpiece

An ebonized sycamore chair designed for the White Bedroom at Hous’hill, Nitshill, Glasgow. The back is filled with slats that extend to the lower stretcher and are connected by crosspieces forming a stylized tree. 1904, 16½in (42cm) wide, 28¼in (71.5cm) high, 13¾in (34.5cm) deep, C





George Walton

George Walton was an architect and designer who made furniture in the Arts and Crafts style. However, his designs were also influenced by 18th-century pieces and traditional Scottish furniture.

The youngest of 12 children from an artistic Glasgow family, Walton was forced to leave school to support the family by working as a bank clerk when his father died. However, he was able to attend evening classes at the Glasgow School of Art and in 1888 was commissioned to redesign the interiors of Miss Kate Cranston’s Tea Rooms at 114 Argyle Street, Glasgow. This success encouraged him to open his own showrooms. The business took off quickly and he designed more interiors for Miss Cranston – working in collaboration with C.R. Mackintosh after 1896 – as well as interiors for the shipping magnate William Burrell (1861–1958). George Walton & Co. created complete Arts and Crafts interiors, including wallpapers, glass, furniture, and metalwork.

Walton moved to London in 1897 and worked on a number of high-level commissions, including the Kodak camera company’s branches across Europe. From the opening of the first showroom in Clerkenwell Road, London, in 1898, the success of Walton’s designs meant that further showrooms began to open at the rate of two a year. Walton resigned from his company in 1903 and it closed four years later. He worked as an architect in private practice until the outbreak of the First World War in 1914. In 1916 he became assistant architect and designer to the Central Control Board. He returned to private practice in 1920 but the majority of his commissions were textile designs.

[image: images]

The extended sides and top rail of this oak-panelled bench designed for Kodak’s London showrooms show the influence of “the Glasgow School”. 60in (152cm) wide, F
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Like Mackintosh, Walton decorated his furniture with leaded-glass panels. This breakfront library bookcase may have been designed for one of his shops. c1900, I


Chairs

The designs show the development of Walton’s style from his early days in Glasgow to his years of international fame.

[image: images]

MAHOGANY DINING CHAIR

More flamboyant than chairs by other designers, the back features circular stylized inlaid floral discs above elongated triangular pyramidal fretwork. c1900s, K (set of six)
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WALNUT SIDE CHAIR

A classical influence can be seen in the arched top rail with carved and gilded ribbon edging and pierced oval aperture, and slender square outswept legs. The splat and the seat are caned. c1900, J
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EBONIZED ARMCHAIR

A Japanese theme can be found in the ebonized wood and spindled panel in the back rest of this chair. The dark wood contrasts with pale upholstery on the seat. c1900, K
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OAK SIDE CHAIR

Country-style ladderback chairs inspired these side chairs designed for Miss Cranston’s Buchanan Street Tea Rooms. The shaped backs and pad feet add a Glasgow School flavour. c1896, M (pair)
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ABINGWOOD CHAIR

This sturdy design is a blend of an “Old English” style and Arts and Crafts revivalism. It was used for John Rowntree’s café in Scarborough in 1896–7 and later in Miss Cranston’s Buchanan Street Tea Rooms. c1896, J



Walton’s elegant furniture made him one of the most important Scottish Arts and Crafts designers but his use of flamboyant decoration set him apart from his English contemporaries. Like them he used local woods such as oak and birch, as well as imported mahogany, and he used vernacular sources for designs such as the rush-seated chairs he made for the Buchanan Street Tea Rooms, which had pierced heart decoration taken from traditional Scottish examples. Unlike their designs, however, his chairs had elegant, tapering legs and his decoration might include stylized floral and geometric wooden inlays.
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This mahogany gate-leg tea table features minimal carved decoration: a moulded rim on the drop-leaf top and ring-turned and blocked legs. c1903, 33in (84cm) diam (open), J
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The cornice details and gilt embellishments of this walnut display cabinet were used in the decoration of the room for which it was designed. 1902, 77¼in (196cm) high, H





Ernest Archibald Taylor

Ernest Archibald Taylor studied at the Glasgow School of Art and – like many of his contemporaries – was influenced by “the Glasgow Four” and Charles Rennie Mackintosh in particular.

He was apprenticed as a shipyard draftsman but in 1898 began studying art. He went on to design furniture and stained glass in an elegant and refined Arts and Crafts style, which won him awards at home and abroad. Taylor worked for the Glasgow cabinetmaker Wylie & Lochhead Ltd, and he was one of three young designers chosen to produce designs for the company’s pavilion at the 1901 Glasgow International Exhibition. He created a drawing room decorated in pale greens, pinks, and mauves. The furnishings were embellished with roses, butterflies, and hearts, which were all familiar Taylor motifs.
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