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ABSTRACT . S

The Belgian artist and writer Henry van de &elde (1863—1957)Dhas{5“>
frequently been presented as ‘a Rrincipal follower of the aesthetic .
ideas of the nineteenth century Engliﬁh writer and craftsman William
Morris. Furthermore, van de Velde acknowledged in his own writings his
great indebtedness to Morris' theories and practices. There appears,
however, to be no extengive analysis'determining the degree to which
van de Velde relied on the ideas of his Emnglish mentor in formulating
his oWh principles. The purpose of this study is therefore to isolate
some of the major aspects of van de Velde's thoughts on art and archi-
tecture which duplicate, extend, or are in opposition to Morris'.

Owing to the complexity of the topic, this analysis is limited to
the examination of such writiggs by Morris as were definitely known t§
van de Velde as well as to van de Velde's major publid?tions between
1893 and 1914, and his autobiography of 1962.

The first pargiof the main body of this thesis contains an in-

. vestigation of the approximate date of van de Velde's acquaintance with

Morris' writings, and the extent to which van de Velde appears to have
..

been familiar with Morris' texts.

Part Two consists of a summary of selected mﬁjor writings by van
de Velde published between 1893 and 1914 for the purpose of familiar-
iggng the reader with van de Veldé's art theories.

In the third part of thig thesis the author examines, by way of

iv



comparison, the manner in which van de Velde synthesised Morris'
ideology in his own writings. Included is an account of those concepts
which van de Velde openly acknowledged as derived-from Morris, as well
as a diZcussion of Morris' ideas which van de Velde seems to have made
use of without actually stating their source. Furthermore, Part Three
presents an analysis of th; issues on which van de Veide departed from
Morris and a clarification of such instances where van de Velde appears
to have misinterpreted Morris' principles. '

In the conclusion of this study the author summarises the evidence
presented in Parts One to Three, in order to demonstrate that Henry van

de Velde was indeed influenced in his thoughts on art by the writings

of William Morris.
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INTRODUCTION

The period extending from the 1820s to the beginning of the twen-
tieth century. must be viewed as a milestone in the development of the
applied arts. It was the twentieth century Art Historian Alf Bde who

suggested, in From Gothic Revival to Functional Form, that "England

was probably the first country in Eqrope to be concerned about the
conditions of her A:ts and crafts." Furthe;more'Bée proposed that Eng-
land's reaction came as a response to'the ever-increasing influence
)ﬂﬂﬁh a rapid development in machine production had exerted on its art
;nanufacture.1
Among the most prominent reforqers of the Engliéh applied arts %n

the second half of the nineteenth century was William Morris (1834-
1896) who endeavoured wifh his works and writings to reinstatg honesty’
and quality in craftsmanship, which he believe& to be'in ahcontinuous
state of decline. Morris was a poet and Qriter, but above ail he was a
craftsman, a designer and one who dedicated the greater part of his
life to the revival of the "minor" or’ "decorative' arts as he called
" them, and to the battle for A new, socialistically oriented, political
structuré; : ' . ’ .

Following and based upon Marris' example there arose ghe "Art§
énd Crafts Movement", which not only inf}uenced the arts in England

but soon found avid supporters in ContinentalnEurope.'2

Of these the Belgian painter, architect,tdesﬂ;ner, writer and
> '



educator Henry wan de Velde (1863-1957) is frequeptly alluded to in
twentieth century art historical writings aslhavin been influenced

by William Morris. One of the most general remar n this respect

was made by Alf Bde, who points to the possibilify ok "existing con-
nections betyeen-British design and thaf of France, Belgium, Scandi-
navia, and the German speaking countries."3 Also, Nikolaus Pevsner, in

Pioneers of Modern Design, feels that "van de Velde, Loos and Wright

wereadecisively stimulated in their thoughts by England."a In supporﬁ
of this argument he adds one of van de Velde's own statements from

Die. Renaissance im Modernen Kunstgewerbe of 1901, in which the latter

"insists that "the seeds that fertilized our spirits, evoked our activ-

ities, and originated the complete‘renewal of ornamentation and form

in the decorative arts, were undoubtedly the works and influence of

John Ruskin and William Morris."5

In addition E. Herbert, in The Artist and Social Reform: France

and Belgium, 1885-1898, relates that in the early 1890s van de Velde

had redched an "impasse' in his private life as well as in his career,

"brought on by the death of his mother" and by his search for a new

‘method of artistic¢ expression. Here, Herbert suggests that '"it was the
' i

discovery of William Morris and the arts and crafts movement that,

more than any other factor, restored . . . &an de Veldé]to an ener-

getic artistic life."6

Furthermore, in Art Noﬁveau: 1890-1902, T. Benton and S. Millikinm
write that van de Velde "in 1893 . . . tried his hand at tapestry,
. following in the footsteps of Morris and the Pre-Raphaeiites in trying
to make his art more 'useful.'"7

In The Aesthetic Movement E. Aslin speaks of 'van de Velde . .




~ impression which their writings had made on me.

who paid the most whole-hearted tribute to his English masters, speci-
fically to the ideas of Ruskin and Morris and the designs of Qalter
Crane." @

Considering the #ope an& nature of Bée's, Pevsner's, Herbert's,
Aslin's, Benton's and Millikin's writings however, their rather brief
treatment of this issue is justifiable..More surprising is the fact
that somewhat vague and general comments linking van de Velde and
Morris were made by authors whose publications were solely concetned
with one or more asbects of van de Velde's life, works and theories.

Am?ng these, to name but the more prominent, were K.—H. Huter,
G. Stamm,lo ﬁ; Curjel,11 A.M. Hammacher,12 and C. Rességuier%13 nge

it is of the utmost significance that only minor.attempts were made by

these authors to verify or provide evidence for their statements, al-

‘though most of them appear to have based their assertions on such nu-

i}

merous acknowledgements of indebtedness to. Morris as were provided by

van de Velde himself.

-

N .
For instance, in his autobiography Geschichte Meines Lebens van

de Velde speaks of "the decisive influence of Ruskin's and Morris'

thoughts and theories on my own development,' as well as of "the deep
wldh

Addit16n31 entries
in the same text reveal not only van de Velde'slown acknoﬁledgemgnts
of Ruskin and Morris as his predecessors,15 but,glso that in 1893 he
dedicated "éeveraL lectures to the stud;;and analygis‘;f the extensive
and prophetic works of John Ruskin . . . and to the 1ecturesvand writ-
ings of William Morris."16

] : . B
Furthermore, in Die Renaissance im Modernen Kunstgewerbe of 1901,

van de Velde writes:



I also want t0 speak to you of William Morris, since
it is, above all, necessary to show from whom we
originate. . . . His name is synoﬂYmOUS with a pro-
gramme, and his work demands to be continued.
It would never occur to me to deny that the Conti-
nental renaissance [of the. applied arts] has its
origins in England. 17
Although similar examples of van de Velde's admiration for
William Morris can be found in almost all his major writings, there is
only one incident where van de Velde precisely lists actual principles
which he adopted from Morris: the necessity of logic in the structure
of any object, proper selection and utilisation of materials, proud
and open display of materials and production processes and balance in
18 ¢
surface ornamentation.

'However, in spite of such infofmation, the full extent of Morris’
influence on van de Velde has as yet to be determined. It is therefore
the objective of this study to investigate whether or not Morris'
ideas and principles pertaining to the applied arts anﬁ architecture
are indeed reflected in van de Velde's writin%s.

In the course of this examination we will establish the approki-
[ B

¢t .
mate date and circumstances of van de Velde's first contact with

<
ﬂorris' writings and identify thosé’publications by énd about Morris‘
which were definitely known to van de Velde. We will also examine the
contents of van de Velqe's major writings between 1893 and 1914 and
finally compare both authors’ fheories on art in order to isolate
those of Morris' ideas which van de Velae appears to have accepted or’
rejected;

'Becaupe of the complexity\of the-issuea discussed.by both‘van de

4

Velde and Morris a selection has had to be made in order to avoid



{ . .

undue over—simplification or even tonfunga;/ihus emphasis has been

N

placed only on major aspects of their art theories.

A fgrther limitation has been imposed by the specific time-frame
selected. The examination of Morris' writings as well as those publi-
cations describing and commenting on his activities has been restric-
ted, for obvious reasons, to such material as was most certainly
familiar to van de Velde. Furthermore this study will concern itself
only with van de Velde's major publications written bé;ween 1893 and
1914, the only exception being his autobiographical notes pf 1962.19
This time-span is by no means an arbitrary one.’?he year 1893 marks
van de Velde's first publications on the applied arts. These were
followed by numerous writings and lectures, so that by 1914 he had
expressed most of his significant theories on the subject. Furthermore
1914 seems an appropriats closing date since it was also the year of
the Werkbund Discussion and the beginning of the First World War,
which brought about the end of van de Velde's active engagement in
Germany. . ) -

In addition it must be emphasised that in studying the comparison
of van de Velde's and Morris' writings the reader should be aware that
many of the thoughts presented here were not exclusivé to these two
.authors, that inm fact a great number of pioneers existed in England
and in Continental'Europe who partiéipated in the revival of the
applied arts. Of these, van de Velde was certainly aware of the activ-
ities of such English artists as Walter Crane, Charles F. Annesley
Voysey, Cobden-Samderson, Reywood Sumner, Selwyn Image and C.R. Ash-

bee. Among the numerous Continental 1nf1hences, consideration must be

given to the architects and designers Peter Behrens, Adolf Loos and

>



Richard Riemerschmidt; their works would have been familiar to van de
Velde, who presents himself in his autobiography as a person well in-
formed of the development of the arts at the turn of the century. Yet
while it is certain that van de Velde was influenced by many artists

and writers, it is not the intention of this study to pursue issues

other than van de Velde's dependency on Morris.



1. HENRY VAN DE VELDE'S ACQUAINTANCE WITH THE WRITINGS OF

WILLTAM MORRIS

It has been asserted that Henry van de Velde first learned of
William Morris through Willy Finch (1854-1930), "a Belgian artist of
English parentage” and friend of van de Velde who "introduced him to
the stirrings across the Channel, which Finch had studied at their
source."l In the beginning of their acquaintance, Finch like van de
Velde had been a painter. As one of the earliest members of the Bel-
gian artists' association Les Vingt, he exhibited on numerous occa-
sions in 1its salons.2 Finch used to f;zwel quite frequently to England
for family reasons. On one of these ogcasions, in 1886, he is said to
have come into contact with the te#chings of John Ruskin and William
Morris, and this brought about rapid disillusionment with his career
as a painter.3 Finch was apparently very impressed by the products
and ideas of the ''new generation'" of English artists since he decided
to forego painting in order to become a potter, thus following in the
wake of the English Arts and Crafts Movement.4

Van de Velde's conversion from painter to craftsman took place
in 1892-93. In 1892 he had exhibited a cartoon by the name of Engel-
wache at the Les Vingt salon. Following this event he &ecided to make,
with the assistance of one of his aunts, his first appliqué, also )
entitled Engelwache (based on the cartoon of the same name), and to

exhibit it in the Les Vingt salon of 1893.5



According to statements made by van de Velde in his autobiography

Geschichte Melnes Lebens of 1962, nothing was known to the majority

of artists in Continental Europe of a new English movement in the ap-
plied arts until the year 1891.6 In general this observation by van de
Velde is corréct if one diq&egards for the moment-—-as he does here--
the early contacts established with England by a small minority of
European artists. Among these were Willy Finch and Gustave Serrurier-
Bovy. Th€¢ latter, a furniture maker from Liége, had been to England in
1884, after which date he is said to have adopted in his works some of
the principles of the English Arts and Crafts Movement.7 Neither Finch
n&r Serrurier-Bovy, however, had made his discoveries known to a large
" group of artists--through writings, lectures, or otherwise--and thus
the influence of the change in thelr personal artistic ocutlook had at
first remained restricted to a few friends and patrons of their circle.
When the news of contemporary English applied arts finally ar-
rived in 1891 it was--so van de Velde relates——in the shape of ;ctual
works and products rather than theoretical writings. The verification
of this statement is essential in the context of this chapter since,
as we shall see later, it serves to parrow down the time-span during

which van de Velde probably became acquainted with Morris' writings.

In Die Renaissance im Modernen Kunstgewerbe of 1901, which consists of

a comprehensive account of the historical development of the applied

arts, van de Velde describes the situation as follows:

It happened through the influence of the products
themselves and not through the knowledge of the
various theories and ideas - which had furthered
the English Renaissance - that the second Renais-
sance Tbn the Continend came about. We experienced
the impact of the artistic works to which we were



exposed, earlier than that of the theoretical
writings, which fascinated and influenced those
people, whom we had chosen as our leaders.

For us it was quite sufficient that creations
by Morris, Crane, Voysey and Cobden-Sanderson
_appeared so beautiful that we were immediately
won over to join the battle for a Renaissance
of the applied arts. This happened without us
experiencing any language barriers or conflict

in theoretical outlook. 8

It must be remembered that van de Velde made this statement ret-

rospectively, that is to say, roughly ten years after he appears to

have come into contact with the works of the English movement. Thus it
is not surprising that his comment, while justifiable--as we shall see
later--in its principal message, lacks accuracy in some of its details.
While van de Velde, for example, refers to the existence of certain
"leaders" he does not supply specific names. Consequently the issue
remains rather vague and unexplained, particularly since van de Velde
believed himself to have played a leading role in the development of
the applied arts on the Continent.9

furthermore, although van de Velde provides his readers with'
several names of English craftsmen, a list which includes William
Morris, there appears to be no evidence to suggest that either Morris'
or Voysey's and Cobden-Sanderson's works had reached Continental Eu-
rope as early as 1891. These two issues aside, however, it can be
demonstrated that after 1891 English craftsmen became known outside
their own country to a great many people.lo

Two major but separate sources proved instrumental in first
introducing new English arts and crafts products in Belgium. One of

these was the Compagnie Japonaise, an import store in Brussels; the

other source of information was provided through numerous exhibits of
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English works at the annual salons of Les Vingt, which in 1894
changed into La Libre Esthétique.

In 1891, then, Belgian citizens were first exposed to a "new
art" by means of window displays of imported English wares at the
Compagnie Japonaise, an event which according to van de Velde caused

Y
great curiosity among the pdaylation of Brussels, since the merchan-

i 11
dise appeared to be unlike anything ever shown on the Coatinent. The

array of goods, all of which had been furnished by Liberty of England,

\

£

included such items as:

small tables and cabinets laquered in red and green,

furnishing cretonnes, a little rustic pottery of

peasant type, together with other equally unusual

furnishing goods imported from England, such as

Essex & Co.'s wall-papers, and specimen of Benson's

well designed brass oil-lamps, as well as sensible

copper kettles. 12

Also in 1891 Les Vingt, for the first time, invited craftsmen to

participate in their salon. Among these were the French artist Chéret
with his poster-designs; the English artist Walter Crane, who exhibited
his much admired book illustrations; Gauguin with his ceramics and
Willy Finch, who showed his first production of clay plates. This
event is commented upon by van de Velde in "Déblaiement d'Art" of
1894, where he describes the public's reaction towards the exhibited
works. According to his account Walter Crane's illustrations attracted
the viewers' attention first. While the public showed surprise at the
amount 6f talent invested in the decoration of children's literature,
it apparently failed entirely to recognise Crane's intention to incul-

cate in the very young the need for good art.13

Further exhibits which seem to have captured the attention of the
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public were Chéret's podter—-designs, which van de Velde describes as
being executed in a bright light colour scheme and swift painting
style.la -

In the following year, 1892, a separate room was péévided by Les
Vingt for craftsmen, and several English artists had submitted their
works. Among these were Selwyn Image and Herbert Horne.

The final year of the association of Les Vingt was 1893. In 1894
La Libre Esthétique was founded and it existed until 1914 under the
sole léadership of Octave Maus. After the inauguration of La Libre
Esthétique the decision as to who was invited to exhibit lay entirely
with Maus, an arrangement which was rather beneficial for English
craftsmen since

Maus had evidently decided that the interest of
English art lay in its illustrators, decorators
and the Preraphaelites. He invited Beardsley in
1894 and 1895 . . . [and] enterprising architects

and designers such as C.R. Ashbee, William Morris
.and C.F.A. Voysey in the mid-'90s'. 16

In 1894, according to Madeleine Octave Maus, typographical works

~

and ornaments of Morris' Kelmscott Press were exhibited for the first

time together with works by Selwyn Image.17 Morris' second and last
participation at the salon of La Libre Esthétique was in 1895, and al-
though he is listed by Madeleine O. Maus among the exhibitors of that
'ye#r no further comment on Morris' artistic capabilities nor on the
character of his works was made at that time.ls/

| Additional knéwledge of articles produced by contemporary English

craftsmen becamé available to van de Velde through Maria Sethe (1867-

1942), his future wife, whom he met in 1893. Shortly after their first

v
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acquaintance Séthe informed van de Velde that she would soon be trav-
eling to England, where she planned to stay for several months. On
that occasion she offered to purchase a comprehensive collection of
material by Ruskin and Morris.19 In his autobiography van de Velde
supplies the following list of articles which he wished Séthe to
acquire:
samples of material and wallpapers, catalogues

and reproductions of the artistic productions of

Liberty, William Morris Boutique and the various

exhibits of the Arts and Crafts Guilds. These materials
- I planned to utilise for my lecture series in Antwerp. 20
Unfortunately, because of her father's illness, Séthe had to return to
Belgium much earlier than anticipated, and it is not clear from van de
Velde's writings to what extent her promised acquisitions had been
completed. Back in Belgium Séthe expressed great interest in contin-
uing her study of the English Arts and»Crafts Movement, and van de
Velde relates that he met regularly with Séthe during that time to
discuss their respective research resultss

In his autobiography van de Velde writes that he was under some

pressure to complete the preparations necessary for his course on
applied arts, which was_scheduled to take place at the Academy of
Antwerp in October 1893. "A great nﬁmber of books had to be looked
into," and thus he had to travel éé Brussels twicé a week "since the
National Library there offered a bg;ter‘gelection of art magazines
than [the Librarﬂ in Antwerp."22
Van de Velde's course, which hg started at the appointed_time,

was held twice weekly for approximately twenty art students. The

first lecture consisted of "Premiére Prédication d'Art", which was

y



published in L'Art Moderne in 1893—94,23 and again in 1902 in a

translated German version in Kunstgewerbliche Laienpredigten under the

title of "Eine Predigt an die Jugend."z4 Furthermore he ''dedicated
several lectures tio the reading and analysis of the prophetic works

of Ruskin . . . and to the lectures and essays by William Morris" as
well as to Qorks by ﬁorris in the fields of ''tapestries, stained-glass
windows, wall-papers, furniture fabrics, and particularly to those
books in which the type and decorations had been designed by Morris
himself."25 Of the latter the following publications printed by the

Kelmscott g;;:s——which was founded on January 31, 1891--would have

been available to wan de Velde by 1893: Morris' Story of the Glitter-

ing Plain and ?oemsggy the Way containing '"the earliest of the orna-

mental borders designed by Morris;"26 Wilfred Blunt's Love Lyrics and
/

Songs of Proteus; Ruskin's The Nature of Gothic, a Chapter pf/the
N

Stones of Venice; Morris' Defenfe of Guenevere and A Dream of John

Ball and a King's Lesson; The Golden Legend of Master William Caxton;

The Recuyell of the Histotjes of Troy ''done after the first edition of

Caxton;"27 Mackail's Biblica Innocentium; Morris' News from Nowhere;

The History of qunard\;he Foxe; The Poems of William Shakespeare;

¥

George Cavendish's Life(:; Cardinal Wolsey; The History of Godefrey of

28
Boloyne and The Cg;;ges{iof Jerusalem.

Other lectures were held on Voysey and Cobden-Sanderson, but un-

fortunately no specific information is provided by van de Velde on the
exact texts and works used in his course.

Not long after his discovery of the products of the new genera-
tion of English craftsmen van de Velde began a serious study of a

number of theoretical writings by Morris. While the exact date of his



first acquaintance with Morris' publications cannot be determined, it
~
appears that he was familiar with some of Morris' texts at the time of

his first meeting with Maria Séthe in the spring of 1893. On this
occasion van de Velde spoke to Séthe about his admiration for John

Ruskin and William Morris:

I explained to Maria Séthe the importance of Ruskin
and Morris and told her of the lasting impression
which their writings . . . had left me with. I
-confessed my determination to follow Ruskin and
Morris on the path leading to the realisation of
thelr prophecies: the return of beauty on earth,
and the bringing about of an era dedicated to-
social justice and human dignity. 29

Van de Velde's stafement—-written retrospectively in the years before
his death in 1957--indicates only that he seems to have had some
knowledge of Morris' theories om art by 1893; the exact extent of his
study both of ‘Morris' texts between 1893 and 1914 and of secondary ‘
publications describing and commenting on Mbrris"activifies remains
to be determined. This task is a rather difficult one siqce.van de
Veldél—wﬁile quoting and commenting on Morris' ideas--omits in almost
all of his publications to supply his readers with specific fef;rences
t; those of Morris' writings which he discusses or makes use of.
Furthermore van de Velde's circle of acquaintances consisted primarily,
of féllow artists, musicians and poets, which possibly explains why

his stylé of writing tends to be"somewhat.}yrical rather than factual

or scientific. However, in spite of the overwhelming lack of precise

e . '

documentation in van de Velde's texts, a small number of direct and
indirect references do exist, which together with additional secondary

information will be isolated and disﬁussed in the following pages.
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One imdication which seems to imply van de Velde's study of
Morris' writings is supplied by A.M. Hammacher in the bibliography of

his Le Monde de Henry van de Velde of 1967. Here Hammacher claims that

three essays by Morris were translated from 1893 onwards and published

in the Belgian avant-garde magazine La Société N0uvelle.30 These ‘i'
translati;ns consisted of the first three of five lectures delivered

by Morris between 1877 and 1880, namely '"The Lesser Arts', "The Art of

the People" and 'The Beauty of Life', all of whiéh were subsequently

. 1
printed, in 1882, under the collective title Hopes and Fears for Art.3

As to "The Art of the People" and "The Beauty of Life' Hammacher
specifically states that they were translated by van de Velde, a note
which he omits‘zo supply for "The Lesser Arts." Thus further evidence
is required here to confirm tha£ van de Velde was also familiar with
this t;xt even though he may not have been the tranélator.

As mentioned previously, 1893 appears to have been the year of
van de Velde's first contact with Morris' artistic works, samples and
pro ucts, which the former's fiancée Maria Séthe had brought back from
a trip to England. Furthermore in 1893 Qan de Velde was preparing his
ledture series for the Academy of Antwerp in which he appears to have
bepn primarily concerned with the development of the applied arts in
England and in Europe. Taking into consideration that the lectures
were most certainly delivered in French--it being the mother torigue
of his audience~-and that according to van de Velde a number of them
were dedicated to the analysis and 1ntefpretation of "lectures and
essays by William Morris," it seems possible that van de Velde found
it necessary in the course of'his preparations to translate some of

; , :

Morris' texts in order to facilitate a thorough understanding on the,
§



part of his students.32 Once translated the articles could then have

been put to further use by being printed in La Société Nouvelle and

thus being made available to the greater part of the artistic communi-

ty in Belgium.

On the other hand, a close examination of the dates involved re-

veals that the translation of "The Lesser Arts' appeared in the May
‘ p

1893 issue of La Société Nouvelle, that is roughly five months prior
to the commencemenf of van de Velde's lectures in Antwerp.33 Further-
more van de Velde states retrospectively in his autobiography to have

34 and that it was after her return from Eng-

met Séthe at Easter 1893,
land that he mentioned to her, for tﬂe first time, his appointment at
the Academy of Antwerp, mainly since he had--according to ﬁis recol-
lection of events which took place in 1893--only received confirmation

of his employment shortly after Easter of that year.35 The appearance

of "The Lesser Arts" in La Société Nouvelle, then, could suggest the

possibility that van de Velde, who 1ived‘oh a small allowance from his
féther, had either sought or been offered employment by La Société
Nouvelle in the spring of 1893, and that his work there may have
entailed the translation of certain Engiish texts into the French
language for purposes of publication in the magazine.36

Although we do unfortunately lack sufficient evidence for the
verification of van de Velde's involvement in the translation of "The
Lesser Arts," there is no doubt that he utilised this~essay in his
lecture series and that ﬁe thgrefore was, by October 1893, thoroughly
familiar with its contents. An analysis of "Preﬁiére Prédication
d'Art"--which made up the first lecture of his course-—reve;I;\bhat

van de Velde quoted, in translation, sentences and entire pa aphs

/
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from "The Lesser Arts.'" On one of these occasions he quotes Morris'
conviction that "it is only in later times, and under the most intri-
cate conditions U‘blifexthat N [the artﬂ have fallen apart -from

37 Also in "Premidre Prédication d'Art" van de Velde in-

one another,"
forms his readers of one of Morris' principal beliefs, namely that the
survival of every individual form of art is directly dependent on the
unity of all the arts.38 In both cases van de Velde acknowledges
Morris as the originator of the statements, but he does not inform us
of the source of his information. Thus it is possible that he could
indeed have translated 'The Lesser Arts" at least partially for his
lecture, although he could just as well have read the text after it
was translated by another person.

Morris' "The Lesser Arts" in which he discusses the condition of
the applied arts inrthe nineteenth century was of great importance to
the young van de Velde, because it constituted perhaps his first en-
counter with one of Morris' gajor publications .during the formative
" years of his own philosophy on art. .

Perhaps it is not without significanée in thelpresent context
that "The Lesser Arts" was Morris' first public address, delivered
before the Trades Guild of Learning on December 4, 1877.39 According.
to J.W. Mackail (1859-1945), probably tﬁé most thorough early biogra-
pher of Morris, }877 marked a great change;in the latter's career.
Previous to that date Mofris' principal occupations had been his
‘ business, with its ever increasing production and varietylof goods;
his writings of prose and poetry; occasional gatherings wifﬁlﬁéfends

AY .
and travels in England and abroad. In 1876-77, however, two separate

incidents prompted Morris to become actively engaged in the cultural

&
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and political concerns of his country. One of these was the proposed
plan for the restoration of the Abbey church at Tewkesbury in
Cioucestershire, a proposition which infuria;ed Morris. Opppsed to any
form of '"tampering' with ancienE buildings, Morris decided in March
1877 to take steps towards its frevention.ao This decision to publicly
oppose restoration eventually ré&ulted in the formation of the Society
for the Protection of Ancient Buildings, also called "Anti-Scrape."
The other occasion was '"the collapse of the Turkish Government in its
European provinces during the year 1876, which had been accombanied by
massacres and torture on a prodigious scale in Bulgaria."z‘1 Againét
the generally prevailing opiﬁion in England, a number of/people, in-
cluding Morris, sympathised with Russia's intervention in the conflict
against the Turkis? Government, and this resulted in the formation of
the Eastern Question Association in 1876, of which Morris became
treasurer. Once the political crisis had -passed the Association--
according to Mackail--ceased to exist, but Morris had taken the first
step towards his involvement in politics.‘The Society for the Protec-
tion of Ancient Buildings, on the other hand, ''began to flou;ish under
Morris, and ffom it grew the whole of his later activity as a lecturer
and instructor in the principles of art and as founder and leader of a
guild of craftsmen."42
Morris' principal aim in delivering "The Lesser Arts" appears to
have been the wish to make his audience--congisting mostly of young
trade stu&ents--aware of the state of "anarchy and disorganisation"
which he believed existed among the decorative arts in nineteenth

century England. At the same time he tried to convince his listeners

of the necessity for a "sweeping change,"43 a change which, if brought



44
about successfully, would lead to a '"bettering of all mankind."

The first of Morris' lectures claimed by Hammacher to have been

v

translated by van de Velde for the July and August 1894 issues of La

Société Nouvelle was "The Art of the People,”" which was originally

delivered by Morris on February 19, 1879 before the Birmingham Society

A

of Arts and School of Design in the Town Hall of Birmingham.l‘5

By 1879 Morris' activities in public and political affairs had:®
further increased. Thus apart from his strong participation in the
Anti-éérape he was also the ''treasurer of the National League, an
association formed to é large extent from the representatives of that
working-class London Radicalism which had organised itself in opposi-
tion to the Eastern policy of the Government in 1876."46 Taking into
consideration his recent political engagement and the topic of his
address, it is not surprising that the tone employed by Mérris in
delivering "Th; Art of the People" is that of a demand rather than
that of the gentle persuasion used in "Tbe’Lesser Arts." Thus without
hesitation., Morris set forth a list o“gges necessary and not mere-
ly desirable for the survival éf,the arq§: The most urgent changes, he
félt, had to take place in such areas as workmanship, working condi-
tians and education. Once the quality of every one of these was raised
toAan acceptable standard, Morris believeﬁ that the quality of life

itself, and therefore automatically that of the arts as well, would

drastically improve for the benefit of all levels of society.

LA

The second and final essay which van de Velde is said to have

translated for the January and February 1896 issues of La Société

19



Nouvelle was Morris' "Labour and Pleasure VERSUS Labour and Sorrow' of
1880, which was later published in 1882 under the title "The Beautv of

Life" in Hopes and Fears for Art. Incidentally Morris delivered this

address exactly one year later to the very same soclety which had pro;
vided an audience for "The Art of the People”, but by February 19,
1880 he had been elected president of the Birmingham Society of Arts.
and School of Design, and it was in this new capacity that he delivered
his lecture.

At the beéinning of his discourse Morris admits that "I have
little fresh to tell you; I can somewhat enlarge on what 1 said then;

. but my message is really the same as it was when I first had the

i Morris' sole concern in '""The Beauty of

pleasure of meeting you.'
Life" is again to arrest and reverse the ongoing destruction of civi-
lisation and pﬁe arts. Here his line of argument seems very much the
same as that employed in "The Lesser Arts" and in "The Art of the
People." However, whereas his efforts in the former were aimed prima-
rily at the reinstatement of the "minor arts” and in the latter at
soie change of social conditions of the working class, his concerns in
"The Bgaut; of Life" are those of preventing the further destruction
of already exi;ting works of art as well as stressing the importance
of architecture in general. This change in emphasis seems to have been
€he natural outcome.of his strong involvement in Anti-Scrape during

1879.

Another of Morris' writings which van de Velde appears to have

known in some detail is the utopian novel News from Nowhere. It was

originally published as a serial in the English socialist magazine



48 .
Commonweal from January to October 1890, and was printed--according

to Mackail-—in a revised version in 1890 "as a cheap volume in paper

T

covers, which had a large circulation.’ In the same paragraph

Mackail also expresses his surprise at the "curious fact that this

slightly constructed and essentially insular romance has, as a social-
IISO

ist pamphlet, been translated into French, German, and Italian.

Van de Velde could have known of Commonweal since it is acknowl-

edged in William Morris, Artisan et Socialiste (delivered as a lecture

in January 1898 in Brussels and published as a pamphlet in the same

year) that News from Nowhere was published by the magazine in thirty-

nine numbers.

Again in 1892 News from Nowhere appeared in La Société Nouvelde.

Van de Velde could have also been aware of this particular publication
as it is pointed out in a footnote of "Une Prédication d'Art" that

News from Nowhere was published (in serial format) in issues eighty-
52

five to ninety (from January to June 1892) of La Société Nouvelle.

Furthermore W.E. Herbert states in The Artist and Social Reform that

La Société Nouvelle published "notes about Morris' work and excerpts

from his writings and lectures from 1892 on."53 Considering that van
de Velde--according to Haﬁmacher--was employed by the magazine from
1894 onward it is péssible that he would have been familiar with its
earlier publications.54 .

In addition to van de Velde's acknowledgement of the existence
of what appear to have been the first publications of News from
Nowhere in England and Continental Europe, there is also evidence to
suggest that van de Velde was indeed familiar with the contents of

Morris' utopian novel. Thus in ''Une Prédication d'Art" (published in

21
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La Société Nouvelle in December 1895 and July 1896) van de Velde

discusses such works by Morris as "The Lesser Arts" (which he still

calls by its original title Hopes and Fears for Art) and News from

Nowhere.55 Also, in William Morris, Artisan et Socialiste, van de

Velde quotes a paragraph from News from Nowhere;56 but althought this

excerpt 1s present in Aymer Vallance's William Morris, His Life and

His Writings and His Public Life, which van de Velde acknowledges as

one of the sources consulted for this lecture, no mention is made by
the latter that he derived this quotation from Vallance's text.57 In
addition, while Vallance does not mention the source of the quotation,
van de Velde points out explicitly that it comes from News from
Nowhere, a circumstance which seems to prove that van de Velde derived
the excerpt from a source other than Vallance, that 1is, most likely

from News from Nowhere directly.

Furthermore, in the same lecture on Morris, van de Velde

describes in some detail Morris' dream of a better society as follows:

He wanted to quickly land in a happy world; not on
some exotic island, but in a place and time "where
society consisted of people, who had realised such
a perfect state of cooperation, that nobody had the
desire any longer to harm his neighbor." 58

Since the above paragraph presents a very accurate summary of Morris'

principal message in News from Nowhere, it abpears that van de Velde

must have been familiar with the contents of the novel.

However in spite of all the evidence that News from Nowhere was

available to van de Velde as early as 1890 (in Commonweal), or at

least from January 1892 onward (in La Société Nouvelle), it cannot be

concluded with certainty that van de Vélde actually read the novel at



that point in time although circumstances seem to suggest that he

studied the text prior to his lecture on William Morris in 1898.

News from Nowhere was Morris' famous and popular utoplan novel.
A highly idealistic and essentially romantic book, it was written in
1890 towards the end of Morris'Jactive involvement with State Social-
ism, and it could perhaps be argued that its content reflécts the

~N

final retreat of a realist--once so whole heartedly committed to
political activism--into a world of fantasy and speculation. Mackail
mentions that Morris as early as 1888 had shown signs of discourage-
ment with politics, an attitude which is reflected in a letter

-

addressed to Mrs. Burne-Jones in which Morris saysl "1 am a little

dispirited over our movement in all directioms. . . . Perhaps we
Leaguers have been somewhat too stiff in our refusal of compromise."
Also, in another letter to Mrs. Burne-Jones for which unfortunately
the date is not noted by Mackail, Morris states that he 1is "prepared
to see all organised Socialism run into the sand for a while."ﬁo

Unlike so many other utopian novels published before and after

the 1890s News from Nowhere does not have an exotic setting but takes

place in England. The time-frame, on the other hand, 1is approximately
the year 2100, that is in the future, which places Morris' novel in
the same league of fictidn as Thomas More's Utopia of 1516, Edward

Bellamy's Looking Backward (1888), or H.G. Wells's The Time Machine

(1895) and When the Sleeper Wakes (1899).

The unfolding of the utopia takes place in the following manner :
a fifty-six year old man--presumably Morris as he calls himself
William--awakes one morning to find his usual surroundings, namely

Hammersmith, England, completely changed.61 Slowly he grasps--mainly

59

-
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through his interaction with the inhabitants of the new environment--
that he is experiencing life in England in 2100.

The core of the novel is to be found in chapters nine to eigh-
teen inclusively. Here the main character, William, is introduced to
one of the older members of the new sociegy, who by profession is a
historian and thus able to understand and answer the numerous quest-
ions posed by William. The major subjects are reflected in the tities
of the respective chapters: 'Concerning Love'", "Concerning Govern-
ment", "Concerning Politics", '"How Matters are Managed”", "On the Lack
of Incentive to Labour in a Communist Society", "How the Change Came",
etc.

As a utopian "dream’, News from Nowhere depicts a transformed

society inhabiting an equally transformed country. Where in the nine-
teenth century there had been sordidness, pollution, filth and unhap-
piness there is now, two hundred years later, nothing but beauty and
cleanliness. The "new" society depicted by Morris consists of people
who accept and live healthily under the communist doctrine of "equal-
ity for all," a fact which probably contributed largely to the novel's
attractiveness and popularity among Morris' fellow socialists.

For van de Velde the importance of News from Nowhere lay in the

fact that here Morris revealed his own--by 1890 much matured-—-politi-
cal convictions in great detail through the numerous issues discussed
by the two major characters of the novel. Thus Morris touches on
every subject which would have had any bearing on the attitude of
young socialists such as: educational and legal systems (including
marital laws and regulations governing property), government, class-

systems, economic matters, and particularly man's attitude towards



labour and his fellow man. Perhaps the most striking characteristic -of

News from Nowhere lies in the circumstance that all people poftrayed

appear to be extremely sensible and sensitive, so much so that all
conventional forms of law-enforcement as well as political and govern-
mental institutions have become superfluous. Decision-making is accom-
plished by majority rule, which the minority is expected to accept
gracefully. Everybody enjoys working (as a matter of fact Morris
mentions that the people are getting worried because of a possibl?
shortage of work); all love their neighbours aAd are free of the desire
to accumulate possessions. Envy and malice are replaced by generosity
and good will and the monetary system is abolished in favour of a free
exchange of services and goods. In short, ideal communism has been

achieved.

Of the relatively few publications on the life and work of
William Morris which were written between the year of his death in 1896
and the end of the nineteenth century, van de Velde most certafnly

read Aymer Vallance's William Morris, His Life and His Writings and

His Public Life, published in 1897. Since van de Velde refers directly

to this text and extensively quote§ from it--as is evident from the
various footnotes listed in his essay "William Morris, Kunsthandwerker

und Sozialist" (the German version of William Morris, Artisan et

Socialiste)~-he must have had access to this book shortly after it
appeared in print.62
-~
Vallance's treatise was followed in 1899 by Mackail's very de-
tailed and extensive biography of Morris, but there is no indication

that van de Velde was familiar with this latter publication.

25



Vallance's study, unlike Mackail's, concentrates solely on Morris'
work and other activities--as is evident from the title--thus con-
sciously omitting references to "Mr. Morris's private and family
affairs," issues which he did not feel authorised to comment upon.
As single works the previously discussed lectures by ﬁorris and

his novel News from Nowhere made it possible for van de Velde to gain

a great amount of insight into many of the most important aspects of
Morris' thoughts on art and society. Vallance, however, must have
added to van de Velde's knowledge of Morris in relating and summa-
rising and by putting into proper perspective and chronological order
all of Morris' major principles and ideas. Thus after reading Vallance,
owing to the author's very thorough account, van de Velde must have
been familiar with most of the relevant aspects of Morris' beliefs.
Vallance's primary concern appears to have been not so much with

interpreting and evaluating Morris' works and theories as with their

objective description since he ingerted, more often than not, Morris'
own comments on particular issues, thereby making it possible for the
reader to synthesise Morris' thoughts for himself.

In his treatise Vallance covers such topics as Morris' education-
al background, his poetry, activities as designer, innovator and
businessman, his travels and his participation in various public
organisations. In addition Vallarce devoted one chapter of his book
to Morris' lectures, articles and opinions, and another to the
latter's involvement with Socialism, both of which were undoubtedly
of foremost interest to van de Velde.

In the first of these chapters, namely chapter tem, Vallance

supplies the reader with a rather extensive list of most of the

Q
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lectures, articles and addresses written and delivered by Morris from
1877 onward; and although he does not discuss the content of each and

every one in great detail, he nevertheless provides excerpts aqg brief
»

[

summaries of several for which there is no evidence that they were

otherwise familiar to van de Velde.

Certainly the most comprehensively discussed item in chapter ten
~

is Morris' evidence given in March 1882 before the Royal Commission

"held to inquire into the subject of technical instruction.’ Here as

well as in many other instances Vallance quotes Morris liberally on
such issues as: the existing social barriers between the various
classes of society; the desirability of free education for the lower
classes in elementary subjects as well as in drawing; the desirable
"aims of a painter'; "Morris' views on various styles of architec-
ture"; the choice and utilisation of building materials in architec-
ture; the prevailing prejudice and misinterpretation of the achieve-
ments of the Middle Ages and many other topics. Aﬁl of these serve to
increase the awarenesé of the reader as to the diversity of Morris'
interests and activities, the variety of which also tends to lend
credibility to the seriousness of Morris' conviction in his crusade
for the revival of the applied arts and architecture.66

As to the subjgct of politics, Vallance, in chapter twelve,

o

relates the beginning ;nd progression of Morris' involVYement in
Socialism in the early 1880s, which culminated in disillusionment with
organised politics towards the end of his life. According to Vallance

Art and Socialism were "two aspects of the same thing,”" thus neither

-

the one nor the other was of smaller or greater importance to Morris
L4

who was in thdught a Socialist many years before the first Socialist
T

3
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organisations appeared in England.67 While soéialist ideas and prin-
ciples were already contained in "The Lesser Arts" of 1877, it was not
until the formation of the Social Democrat¥c Federation in 1881--""the
first appearance of modern or scientific Socialism in England''--which
Morris joined in 1883 that he publicly gupported revolutionary ideas.68
In addition Vallance relates that Morris believed Socialism aimed at
"realising equality of conditions as its economical goal, and the
habitual love of humanity as its rule of ethics."69 In his battle for
the improvement of the 1living and working conditions of the common
labourer Morris insisted that the '"best .incentive to labour would be
the pleasure afforded by the workﬂitself.”70 Thus he did not so much
advocate 'the reduction of LABOUR to a minimum, but rather the reduc-
tion of PAIN IN LABOUR to a minimum, so small that it will cease to
be pain."71 ‘
The beginning of the 1890s brought a change in Morris' attitude
not towards Socialism as an ideology but towards established socialist
P
parties. Whereas in the beginning of his battle for "equality for all
men and nations”" Morris had hoped to meet people with a political
outlook similar to his own and competent enough to bring about a
change of society for the better, he now realised that politicians as
well as the majority kaéorkers lacked the insight and conviction
necessary for the achievement of their goals. Shortly before leaving
the Socialist League Morris said: " It is impossible to force reforms
on people who are not prepare@ to receive them, wﬁo~do not know what
it is they want;"72 and he concluded that "until we have that mads of
opinion, action for a general change that will benefit the whole

people 1is IMPOSSIBLE."73
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Apart from acknowledging Vallance as one of the major sources for

William Morris, Artisan et Socialiste, van de Velde also includes in
his lecture--and again documents in the form of footnotes to have

derived--quotations from Gabriel Mourey's Passé le Detroit: la vie et

1'art 3 Londres of 1895 and a brief observation by Herbert Horne

pertaining to the type of literature Morris preferred to read before
and during his attendance at Oxford University.74 Furthermore there
are six other quotations from articles by Walter Crane, John Ken-
worthy, bdward Carpenter and Kropotkin, which had been published in
either November or December of 1896 in the socialist magazine Progres-
sive Review and in ﬁhe anarchist-communist magazine Freedom. All of
these are different in character from those by Horne and Mourey in
that they consist of evaluations and comments on Morris' activities
while the latter are purely factual.

As to the origin of the three excerpts from Mourey and Horne it
is highly questionable whether or not van de Vel{g read the original
publications, since all of these quotations can also be located in
Vallance. Van de Velde, however, only acknowledges in a footnote to
have taken Horng's comment from Valla'nce.76 On the other hand, Vallance
does not include those quotations used by van de Velde of Crane,
Kenwbrthy; Carpenter and Kropotkin, a circumstance whicﬁ seems Lo
indicate that van de Velde must have derived them from other sources.
Unfortunately there is no indication either in van de Velde's §uto-
biography or in any of his other writings that the magazines Freedom

and Progressive Review were available or known in Belgium in the late

1890s. Taking into considetétion, however, that the excerpts were

comments on Morris' activities, all written ghortly after his death

\
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in October 1896, it could be argued that they were perhaps reprinted
as obituaries in Belgian and French magazines. Thus, although we can
be certain that van de Velde knew of the quotations and their sources
in 1898, the question as to where he read the articles from which they

were taken remains unanswered.

In conclusion it can be stated that Henry van de Velde, during
the last Qecade of the nineteenth century, studied several publications
by and about William Morris which consisted of "The Lesser Arts"
(which he knew at least partially since he utilised excerpts from this
lecture for his course in Antwerp), "The Art of the People', "The

Beauty of Life", News from Nowhere and Aymer Vallance's study, of

Morris, together with several articles on Morris by Crane, Kenworthy,
Carpenter and Kropotkin.

As we have demonstrated, van de Velde was familiar with these
publications before 1898, and there is no evidenééZin either his own
texts—-written prior to as well as after 19l4--or other secondary p;bli—
cations to suggest that van de Velde had knowledge of additional
writings by and about Morris after 1898.

As to van de Velde's first acquaintance with Morris' theories on
art, only an approximate date can be established. According to state-
ments made by van de Velde, theoretical writings by Morris (and by
other unidentified English authors) pertgining té’the renaissance of
the applied arts iqungland became known to Belgian artists in 1891
ough Willy Finch only after the former had come into contact with

works of the new generation of English craftsmen during the same

year. Furthermore van de Velde also declares that‘he knew of some
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(also unidentified) writings by Morris and Ruskin before meeting
Maria Sethe in April of 1893. Consequently one can assume that van de
Velde had elther first heard of or read some of Morris' texts between
1891 and 1893. ’ .

Now that those of Morris' writings which van de Velde certainly
knew by 1898 have been isolated and introduced, it will be useful in
the following chapter to present a selection of some of van de Velde's
early publications in preparation for a later comparison of both

authors' ideas on art.



II. A SURVEY OF HENRY VAN DE VELDE'S MAJOR WRITINGS
BETWEEN 1893 AND 1914

Following an account of van de Velde's first acquaintance with
some of the products of the 'new'" generation of English craftsmen as
weil as the description of those writings by and about william Morris
with which van de Velde was most certainly familiar, it is necessary
to discuss a selection of van de Velde's most important publications
between 1893 and 1914, to prepare the basis for a comparison of some
of the major aspects of both Morris' and van de Velde's thoughts on
art.

The gask of determining a precise chronological sequence for van
de Velde's writings is a rather diffiéult one and proves at times to
be even impossible. Of his early lectures and essays by far the major-
ity weré originally published in Belgian avant-garde magazines and

newspapers, such as La Société Nouvelle, L'Avenir Social and L'Art

Moderne. Many were subsequently reprinted (mostly in German transla-
tions) in collective volumes; in such cases, however, information as
to when they had been written, when and where they . had been published,
has largely been omitted. An additional compiication is présented by
the fact that on numerous occasions articles and essays appeared in
exact or partial‘reﬁetition in several publications and at times even

under different titles. Furthermore, in those few instances in which

. 3
original publication dates are actually noted, some, particularly
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those supplied by van de Velde himself, are incorrect, as is the case,
for example, in the dating of "Wie Ich Mir Frefe Bahn Schuf' which was
first published in Kunstgewerbliche Lalenpredigten of 1902. Here van

.

de Velde points out in the preface that 'Wie Ich Mir Freie Bahn Schuf"

had originally been written in 1890.1 The essay, which 1is dedicated to
Elly Backhausen (presumably a friend of van de Velde), contains in-
formation on some of the works by such English artists as William
Morris, Walter Crane, C.F.A. Voysey, Heywood Sumner and Selwyn'Image.2
In 1890 thever van de Velde could not possibly have been in a position
to comment on the subject of English applied arts, since in 1901, that

is one year prior to the publicatton of Kunstgewerbliche Laienpredig-

ten, van de Velde had stated in Die Renaissance im Modernen Kunstge-

werbe that he did not get to know English handicrafts before 1891,3

an assertion which he later confirms in his autobiograph}{_.4 Furthermore

van de Velde also writes'in Die Renaissance that in 1889 aﬁd 1890,
suffering from neurasthenia, he had followed physician's orders and
abs;aﬁped from any mental activities, and thus 1%5§$5h$ unlikely that
he would have engaged in the extensive research réquired for an essay
of such calibre as "Wie Ich Mir Freie Bahn Schuf."5 On the basis of
such evidence then there is already sufficient reason to doubt that
van de Velde did indeed write this essay as early as 1890.

More significantly, however, the contents of "Wie Ich Mir Frete
Schug" appéared-in almost identical form in:}894 under the title
"Déblaienénf:d'Art", which s;ggests, in the dbsence of any evidence‘
of prior publication, that the fdrmer was modN likely a German trans-

lation of the original French wersion included, along with other

translations of Prench texts, in a colléctive volume pubfished in

”



Germany in 1902.6

The question as to whether or not the suspect dating of "Wie Ich
Mir Freie Bahn Schuf'" was accidental cannot be determined‘herq,

\
although it should be pointed out that a pre-dating of this particular
essay would have been favourable for van de Velde who was ‘never shy--
as one can see from reading his autobiography——of emphasising his
pioneer role in the development of the applied arts in Continental
Europe.7 The bluntness of the error however, along with van de Velde's
own admission that he was most uncertain about his own dating, seems to
suggest that the date in question was truly a mistake, and for this
reason the contents of "Wie Ich Mir Freie Bahn Schuf’ will be dis-
cussed later on in this chapter under the title of "Déblaiement d'Art."
In those cases where single essays were published in collective
volumes and where specific dates were not supplied, the essays will be
discussed in the order of theér first documented publicat}on, regard-

’

less of their possible reappearance in later volumes.

Starting in 1893 then van de Velde was\not‘only engaged in
familiarising himself with Morris' writings, but he was also actively
working on furthering ﬁis own career as‘lecturer and writer. Of his
lecture series in 1893 at the Academy of Antwerp we have already
spoken, and it has also been mentioned thas his first lecture there
was related éo his article "Premiére Prédication d'Art" which--based
on van de Velde's own description of his course--appears to have
diregtly reflected his newly discovered knowledge of the English Arts
and Crafts Movement and particularly Morris' thoughts on the ''minor

arts." -



Introducing his lecture "Eine Predigt an die Jugend'" (the later
German translation of "Premidre Prédication d'Art'") in the preface to

Kunstgewerkliche Laienpredigten of 1902 van de Velde writes:

My object is to enthuse young artists as well as

to persuade them to regard art as a larger entity

than that commonly depicted by academies and schools.

Art and artists have gone beyond the accepted fields

of painting and sculpture. 9

The better part of "Eine Predigt' revolves around this 'persua-
sion", and here van de Velde has basically only one objective in mind,
namely that of adequately preparing future artists for survival in
_society. He argues that in past centuries an unspoken agreement had
existed between artists and the public based on the principle that
while the public provided for the artist the latter agreed to disguise
in or omit from his works the ugly and the imperfect that might be
disturbing. Two very decisive factors, however, contributed to the
breach of this contract. The first was the advent of "realism'" in art
E

which brought along images and subjéct matter unaégzptable to public
taste. The second was the discovery of the medium of photography, a
rather accurate, fast and inexpensive method of commemorating loved
ones when compared to painting and sculpture. As a result the European
population in general had developed a certain indifference towards the
arts, which in turn threatened the livelihood of all but those artists
who continued to cater-to the public's taste. The answer to this
problem, van de Velde believed, lay in expanding the scope.of the
arts:

Why did it not accur to us to expect of the applied
arts that which the fine arts could no longer provide



for all of us, namely a source of income?
Thousands of us tried to exploit a small plot
of land which in reality could hardly provide
enough food for one, whereas in the meantime
all neighbouring fields lay dormant. 10

While van de Velde was obviously concerned with the survival of
artists in "Eine Predigt an die Jugend'' his attention soon shifted to
the founding of a "new' type of applied arts. Thus one year later in
1894 he delivered the lecture "Déblaiement d'Art" at the opening of
the La Libre Esthetique salon. "Déblaiement d'Art'" was first published

in La Société Nouvelle in April 1894, again in 1895,11 and later, in

1955, in German translation, in Zum Neuen Stil under the title "S&ube-

rung der Kunst." Although very short it represents an important link in
the long chain of essays dedicated to the revitalisation of the applied
arts.

In the first part of "Déblaiement” van de Velde discusses the
decline of the arts up to the last decade of the nineteenth century,
resulting from the demands and influences of religion as well as from
the narrow-mindedness and pettiness of the middle-class.

The second part outlines the condition undér which the "minor"
arts were regaining some of their former importance. Here vgn de Velde
directs attention to the role of such pioneers as Walter Crane, Gallé
and Delaherche, whose works he believed had aroused sufficient interest

to provoke some connoisseurs to engage in further explorations in the
12

field of the applied arts e result, van de Velde argues, was the

ultimate discovery of such producty as: Morris' furniture, wall-
papers, glass-wares, pottery and fabrics; Cobden-Sanderson's designs

for book-covers; Crane's, Voy$ey's and Heywood Sumner's wall-papef
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patterns and Selwyn Image'e lithographs.

In the third and last part of '"Déblaiement' van de Velde presents
what he believed to be some of the necessary attributes of a future
style, emphasising that anything new in the arts would undoubtedly
have to be based on and be derived from folk-art and nature. Explain-
ing his reasons for such a belief he writes:

In the past monuments had only been erected for
the glorification of God, the State and Justice;
and although we had lost our belief in this
practice long ago, we still continued to abide

by this custom despite the fact that it had become
hopelessly fruitless. There was, however, one
group of people whose hearts and hands had re-
mained untouched by the greed for gold which had
so defiled the rest of us. I am here referring

to the peasants. Their purity of heart and their

spiritual naturalness had forced the arts to seek
a new home in their arms. 13

Furthermore van de Velde cautions his audience to differentiate

between so-called "social art" and a truly new style, arguing that
those artists who portray the suffering and the misery of the lower
classes failed to realise that a new art could not be developed from

the people, but that on the contrary it had to be produced for the

1
people. b

The next essay of major interest among van de Velde's writings
appeared in 1895 under the title "Apergus en Vue d'une Synthése d'Art"
and was finally--after several later Frenfh versions--published in

German translation in 1955 in Zum Neuen Stil with the title "Allgemei-

ne Bemerkungen zu einer Synthese der Kunst.' The greater part of this

essay however was also reprinted in Die Renaissance im Modernen Kufist-
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gewerbe of 1901, although here no reference was made either to its
earlier publication or to its original title.

In "Apercus' van de Velde speaks again of the decling of the arts,
but more significantly he also discusses--for the first time--the role
which engineers and industrialisation could play in reviving them. In
addition he analyses people's attitude towards their environment and

the influence of social conditions on the arts.

A short but nevertheless rather importanf article i{s van de Vel-
de's "Ein Kapitel ﬁber‘Entwurf und Bau Moderner Mdbel' which appeared
in 1897 in the German avant-garde magazine Pan and-which is--according
to Hammacher--van de Velde's first text published in German.

Although its subject matter is of a highly specialised nature, many of
van de Velde's theories on furniture design presented here are also
relevant to the applied arts in general. Thus he advocates, for exam-
ple, rationality and functionality in the construction of furniture
and expresses his preference for unity over intricate design, princi-
ples which can equally be applied to the field of architecture.16

Also in "Ein Kapitel uber Entwurf und &au Moderner Msbel" van de Velde
discusses forms of ornamentation and the subject of honesty in the use

of materials and in methods of production.

By far the most interesting lecture in the context of this study

appears at first glance to be van de Velde's William Morris, Artisan

et Socialiste, which was sponsored by the Parti Ouvrier Belge (Belgian

Labour Party) and delievered in January 1898 in the auditorium of the

Maison du Peuple in Brussels. This lecture was subsequently printed

as a pamphlet by the publisher of L'Avenir Social in the year of its



presentation, again in 1902 as the third essay in Kunstgewerbliche

Laienpredigten under the German title "William Morris, Kunsthandwerker

und Sozialist" and later (in excerpts) in Zum Neuen Stil of 1955

entitled "Ruskin und Morris."
To the expectant reader who had hoped to find an analysis and

discussion of Morris' thoughts on art Artisan et Socialiste will pre-

sent a major disappointment since it consists of little more than a
summary of Morris' achievements based largely on Aymer Vallance's
biography.

Van de Velde begins his lecture by describing the relationship
between John Ruskin and William Morris and by presenting his view of
their respective roles in the revival of the applied arts. Here van de
Velde perceived Ruskin as the theoretician who endeavoured, with much
dedication and "prophetic energy," to reinstate a long lost artistic
sensitivity in the mind of the public, and who was fortunate in
finding in Morris a practical executor of all his ideas. Ruskin's
greatest concern, according to van de Velde, was the slow but continu-
ous death of traditional craftsmanship which he saw replaced by the
monster called mechanical labour. But van de Velde points out that
Ruskin limited his protest to literary publications on this issue, and
Ahe credits Morris with realising Ruskin's hopes and aspirat:ions..17

This initial introduction is followed by an account of Morris'
path from his studies at Oxford in 1852, via his apprentiQeship with
the architect G.E. Street and hié work as craftsman and poet, to his
death in 1896.

Among the issues which are given special attention by van de Vel-

de are Morris' definition of "architecture as the basis and uniting
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1
element of all the arts" 8 and his acceptance of Ruskin's belief that
"art is the expression of the pleasure which one feels in executing
\ 1 :
one's work." 9 Combined these two principles constituted the foundation

of Morris' ideology as perceived by van de Velde.

/>> In the previous pages a description has been presented of the
content of some of those of van de Velde's early essays which fall into
the time-frame of his initial involvement with Morris' writings. It 1is
in this period between 1893 and 1898 that van de Velde, while lecturing
and writing, is completely absorbed in searching for and determining
his own ¥u ok on art. Many ideas and principles contained in these
early worky a still presented in rather general terms, lacking as yet
the securiﬁ&»of strong conviction. Furthermore van de Velde's style can
best be deééﬁibed as highly metaphorical and figurative, frequently
interspersed with analogi?s and simile, which on occasion makes it very
difficult to determIhe one precise meaning for some of his statements.
In the years that fo}lowed however van de Velde evidently became more
familiar with his subject matter since his thoughts are expressed with
greater clarity.

Among the first major works written by van de Velde after 1898 is

Die Renaissance im Modernen Kunstgewerbe of 1901, a text which~-in size

as well as in content--went far beyond his previously employed essay
and lecture format. Although many principles discussed in Die Renais-
sance are not entirely new, it is here, in this comprehensive volume,
that van de Velde appears to have gathered together and extended many
of his earlier thoughts.

The content of Die Renaissance is divided into seven chapters in




which van de Velde deals with: the history of the renaissance in the
modern applied arts (a discourse which contains the greater part of
"Apercus' along with excerpts from "William Morris, Kunsthandwerker
und Sozialist"), the English and the Continental renaissance in the
applied arts, the ornament as symbol, the new ornament, the role of
the engineer in modern architecture, the elimination of imagination in
design, and‘finélly the rebirth ;f the applied arts and the social
movement.{ypdle the first four of these seven chapters deal with
subject matter already discussed-by van de Velde in some form or other
in his previous texts, the last three appear for the first time in Die

Renaissance.

Die Renaissance was closely succeeded by "Prinzipielle Erkldrun-

gen" (Fundamental Notions) of 1902 as one of the four essays in Kunst-

gewerbliche Laienpredigten. As mentioned before this latter volume was

published in 1902, and it should be pointed out here that included in
the back of this text can be found an advertisement for all of Morris'
works available at that time in German translation from the publishing

house Hermann Seemann of Leipzig. These were: Hopes and Fears for Art,

a pamphlet on the applied arts, Art and the Beauty of the Earth, Some

Hints on Pattern Design, True and False Society, Signs of Change, News

from Nowhere and The Story of the Glittering Plain.21 We know that van

de Velde was familiar at least with the German translation of Hopes

and Fears for Art. In "Kunsthandwerker und Sozjalist' he quotes an

excerpt from that particular edition by Hermann Seemann, a fact which
2
he acknowledges in a footnote. 2 Furthermore, in 1900, van de Velde had

taken up permanent residence in Germany, a move which had initially
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been prompted by the success oflhis exhib&t in Dresden in 1897 (and by
the numerous commissions it had brought in) and later, in 1902, by his
appointment as artistic adviser for Industry and Trade in Weimar.
Consequently it is possible that from 1902 onward van de Velde may have
come into contact with those works by Morris published by Hermann See-
mann .

"Prinzipielle Erklidrungen'" is an essay written in point form.
There are altogether thirty-seven paragraphs in which van de Velde
deals with such issues as form, line and ornamentétion. From the outset
he declares that the founding of a new style would require neither a
great number of principles, nor the discovery of new materials. Ration-
ality and logic he felt would suffice as basic requisites. As an exam-
ple van de Velde relates how in pre-historic times man had constantly
employed his logic in the process of deducing from his observations of
nature such forms as suited his purpose best for the fabrication of
vessels and other objects. Following the path of history however he
observed that whenever architecture, for example, reached a Ltate of
perfection this drive for logical deduction--which van de Velde thought
to be the sole element respoésible for perfection in creation--
weakened. Consequently, he argues, the artistic level of the nineteenth
century had ended up below that of primitive man, and it was only due
to the renewed desire for reason that a ;ebirth of the appliegufrts

B

was ultiﬁately brought about.
»

Van de Velde's next major publication, Essays of 1910, consisted

. of various lectures and articles written between 1902 and 1910. By far

the majority of the seven essays contained in this volume were origi-

42



nally published in German magazines, and {t is in accordance with the
dates of their first appearance that they will be presented here.

Chapter two of van de Velde's Essays consists of an article
entitled "Die Linie" (The Line) which was written in 1902 and published
in September of the same year in Die Zukunft.

Further to his discussion inh "Prinzipielle Erkldrungen,' where he
points out the difference in ché?acter of the abstract and the natural-
istic line, van de Velde relates in "'Die Linie" that while the element
of line had been used by artists to create abstract ornamentation in
the past, it had primarily been employed for pictorial representation

in more recent years. In addition van de Velde endeavours in "Die

[N

y}d‘iﬁ%ﬁtg.review the éourse of the various changes which line was
subjected to from its very origin in the most primitive civilisations
to the end of the nineteenth century.
As regards the use of line in nineteenth-century painting, van de
Velde particularly valued the achievements of thé Neo-Impressionist
artist George Seurat. It was in his works that van de Velde discerned
a strict intellectuality which made it possible for Seurat to overcome
numerous traditional restrigtions formerly imposed bn painting tech-
niques. As an example van de Velde, in ''Die Linie,"” gingles out certain
motifs which were frequently depicted by Seurat such as: chimneys,
lighthouses, metal-constructioné in general, :towers and bridges. Van de
Velde felt that this selection of motifs prévided enough evidence to
_prove Seurat's endeavour to discover a new line through the medium of
architecture.z3
In the conclusion of '""Die Linie" van.de Velde mentions" the Japa-

nese line which he believed to have had a great influence on the
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occidental line. He argues that 'the Japanese line, due to its
rhythmic energy, intensity and courage, was strong enough to awaken
even the dead."

The contents of the first chapter of Essays was printed in 1902-03

in the magazine Kunst und Kiunstler under the heading "Die Belebung des

Stoffes als Prinzip der Schonheit' (The Enlivening of Materials as a
Principle of Beauty).

Much as in his earlier essays van de Velde begins this study by
referring to the role played by his English mentors. By 1902 however
van de Velde had undergone a drastic change of attitude. Instead of his
usual display of gratitude for and praise of Morris' and Ruskin's
ideals, he now employs a surprisingly harsh tone of criticism aimed
primarily at attacking their desire for a revival of the Gothic style.
Thus, referring to the beginning of his career as artist and writer, he
states that he and his fellow artists had to free themselves "of all ‘'’
the aesthetic and social generalities, of all the unproductive dilet-
tantism of . . . kheiﬁ] English leaders."25

Van de Velde's next article in Essays, 'Volkskunst" (Folk Art),
was written in 1909 and published in the same year in the Germansmaga-

zine Kunst und Kinstler in Berlin. ''Volkskunst' is a very short essay

written in response to the International Folk Art Exhibition at the
Lyzeum-Club in Berlin which’ took place in March 1909.26
Similarly to the other chapters contained in Essays van de Velde,
in "Volkskunst', is concermed with one issue only, which in this in-
stance is the preservation.of traditional craftsmanship. Van de Velde

observed that in the majority of countries folk art was on the verge

of disappearance towards the end of the nineteenth century, and he felt
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that theugﬁygial factor responsible for the degline of this particular
branc? of tgg arts was the pressure of immoral production processes
\

imposed on the worker by newer profit motivated industries.27 Since
van de Velde believed that the applied arts could not survive on their
own in his present society and under the demands of modern life, he
saw the need to protect them with generous support through Royal
Institutes, which would provide aid for all those craftsmen who other-
wise would be unable to carry on with their work.28 Among other things
he hopéd that such institutes would make an effort at counter-balance-
ing with superior produhss the inferior goods manufactured by '"bankrupt

industries,"

thus alleviating the\cpnstant pressure exerted on artists
2
to create something novel.
- of major importance in this account of van de Velde's writings is

his essay "Kunst und Industrie" (Art and“Industry) of 1909, which was

first published in Siuddeutsche Moﬁétshefte in January 1910, after being

delivered by van de Velde in either Septembeér or October 1909 in Frank-
3
A

furt, Germany, as a lecture at the annual conference of the German

Werkbund.30

"To unite Art and Industry means nothing less than to fuse the
31
"

ideal with the realistic. With these words van dé Velde begins his
battle for a '"better" type of art, an art not denying but profiting
from modern technological developments. While formulating his princi-
ples on art, van de Velde realised from the outset ;hat manufacturing
industries with their Ereatiy advanced methoés of preduction would
prove invaluable for the.revival of the applied arts, provided that

certain standards were set and observed. Thus "Kunst und Industrie"”

consists of an assessment of existing manufacturing processes as well

N
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as of solutions for better co-operation between artists and producers.
:w

In "Kulturpolisik'" (Cultural Politics) of 1909, the last chapter
of Essays, van de Velde comments on the role bf cultural politics at
thé close of the nineteeath century. Here he expresses his agreement
with the then popular proposal to inaugurate a ministry of which the
sole responsibility would be the development of cultural affairst in
the hope that such an institution would serve td speed up the revival
of the arts. At the same time however he cautions the proponents of
this idea to refrain from bringing about a change too quickly, real-
ising that a slower but natural growth of cultural awareness would
eventually prove more beneficial.

Finally, in "Vernunftsgemisse Schdnheit" (Rational Beauty) of
1910, the third chapter of Essays, van de Velde compares the various
philosophies of art advocated by philosopherSISuch as: Kant, Fechner,’
Séhopenhauer, Schglling, Hegel, Paul Souriau, Plato, Socrates, Goethe,
Leibniz, Wolf and Baumgarten, and their impact on writers like Guyau,
Roger de la Sizeranne, Sombart, Ruskin and Seﬁper.

The most striking characteristic of '"Vernunftsgemidsse Schénheit"
lies in the merit of its intellectual synthesis. Here, for the first
time, van de Velde demonstrates his rather extensive reading knowledge
of many of the most promineqt philosophers and writers.

Generally speaking van de‘Velde classifies those authors into .
three categories comprised of: those who wére principally against the .
concept of rational beauty (Kant, Schelling and Hegel); those who
argued strongly in favour of it (Schopenhauer, Fechner, Souriau, Plato,

Socrates, Aristotle, Goethe, Léibniz, Baumgarten, Wolf and Semper); and
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, .
finally those who were neither committed to it, nor entirely against it

(Guyau, la Sizeranne, Sombart and Ruskin). With regard to van de Vel-
de's own attitude in this matter he considered himself to be a member
of the second group: and thus it is not surprising that he emphatically
rejected.Emanuel Kant's philosophy on the basis of the latter's admira-
tion for and justification of the Italian Renaissance, which van de
Velde thought of as completely irrational.32
The last part of '"Vernunftsgemidsse Schonheit" consists of excerpts |

from Amo which was firs£ publishéd in 1909 by the German publishing
house Insel-Verlag in Leipzig. Amo 1is primarily a reflection of van de
Velde's delight in every‘aspect of his environment. Here he concludes
that he is ¢

searching for a rational principle of beauty which

tries to find its expression in a functional form;

a form created without any sentimentality and

imagination which carries in itself a finality and
timelessness created by intelligent reasoning. 33

Perhaps one of his most prominent roles was van de Velde's associ-
ation with the German Werkbund, the history of which he relates in some

de;ail in his aufobiogrthy Geschichte Meines Leben&.3a According to

Qwan de Velde the German Werkbund was the first "institution" of its
kinﬂ which actively endeayouted to further the cooperation of the arts,
applied arts, architecture and industry. Its foundation was apparently
prompted by the interest expressed by a number of industrialists in the

£

products of a travelling exhibition, which consisted largely of artist-

ically designed objects destined for commercial production.35 Dué to
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the initiative of the industrialist Peter Bruckmann and the Munich
architects Theodor Fischer and Richard Riemerschmidt a conference was
held in October 1907 in Munich in which hundreds of artists, craftsmen,
architects and industrialists participated to discuss the terms of a
cooperative agreement amongst the various occupations. The first offi-
cial meeting of the German Werkbund took place in 1908, but it was not
until the following year at the annual conference--which was held in
Frankfurt from Septemb&r 30th to October 2nd, 1909--that van de Velde
addressed its members with his previously discussed lecture "Kunst und
Industry."”

By far the most interesting episode in van de Velde's association
with the Werkbund took place in 1914, and it is commonly referred to as

the Werkbund "Discussion.'" In Geschichte Meines Lebens van de Velde

describes the circumstances that lead to this famous event.36 The
initial conflict apparently arose when several of the artist members

of the Werkbqnd declared themselves to be against the formerly accepted
principle of rational and logical conception in design, believing that
it imposed a severe restriction on their imaginative faculties. Agi-
tatgd by this dispute the Werkbund memb;rs separated into three basic
gro;ps of which the first argued for the importance of be{sgAallowed
free development of imagination and the second for rational and logicai
conception, preserving however individualism in design. The third and
by far strongest camp, whose major proponent was the archiaect Muthe-
sius, gxpressed a definite leaning iowards standardisation, which
brought it into conflict with the other two groups. Not surprisingly
many industrialists were on Muthesius' side, favouring stability over

further experimentation, mainly because of their eagerness to finally
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reap the harvest of their seven years of collaboration with Werkbund
artists. Van de Velde together with a number of fellow artists consid-
ered this attitude as dogmatic, infringing upon his personal artistic
freedom of expression. The Werkbund Discussion had been scheduled to
take place from July 2nd to 6th, 1914, but according to van de Velde
Muthesius distributed ten articles--in which he set forth the future
aims of the Werkbund--several days before the official opening. This
step prompted artists such as Obrist, Endell, Breuer, Taut and others
who were in opposition to Muthesius' programme to elect van de Velde as
their official spokesman, and he was subsequently appointed to prepare
a draft of ten counter-proposals, which were presented on the morning
of .the Werkbund, meeting.

At this ﬁgint of his account of events van de Velde thought it
necessary to insert Muthesius' ten suggestions as well as his own for
reasons of comparison. He relates that Muthesius was in favour of
standardisation, hoping that it would bring about cultural harmony as
well as a generally accepted and defined taste and stylistic expres-
sion. Muthesius argued that in order to compete successfully with the
world market emphasis should be placed on one specific style rather
than on thegcontinuation of individual experimentation. Furthermore he
also advocated the employment of propaganda, the periodic publication
of’:fﬁustrated magazines and exhibitions to further world-wide aware-
negs of Germany's industrial progress. As to the content of such exhi-
bitions Muthesius proposed that only the foremost examples of exceI:
lence and perfection should be displayed.

Van de Velde on the other hand demanded the right of every Werk-

bund artist to free, independent, creative working conditions, unin-
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fluenced by a strict set of regulations. In his view standardisation
equalled sterilisation of the individual and the degradation of artists
to stereotypes. He admitted that the concentration of individual
efforts towards the discovery of a new style could eventually lead to
some form of standardisation, although he did--at that point in time--
consider Muthesius' proposal as premature. In the meantime he suggested
products should maintain the attraction of individual artistic creation
until such time as a style would be fully established. The idea of
simply neutralising differences, he'argued, would not only result in a

loss of strength of individual tendencies in favour of a fixed physiog-

~—

nomy, but the danger of imitation and thus sterilisation Qould become
unavoidable. Responding to Muthesius' vision ofvan extended export
market, van de Velde points out that mere materialistic considerations
would never suffice to improve the existing standard of quality and
beauty in design, since quality is always first appreciated by a very
limited circle of buyers. This circle naturally expands to a national
scale, and much later well crafted goods attain international acclaim.
This sequence, van de Velde believed, had to be observed in order to
secure the success of any manufacturer. Further to the importance of
exhibitions, van de Velde expressed his agreement with Muthesius in
that only the very best articles should be displayed.

The underlying tone of van de Velde's presentation appears to
have been that of an ultimatum. He insisted that unless individual
artistic expression was to be preserved and protected the Werkbund
would have to face a major disaffection amongst its members. This
prospeet however was not in Muthesius' interest, and thus, as a last

measure to uphold the integrity of the existing Werkbund and to the
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relief of almost all members present at the discussion, he decided to
withdraw his proposals.

Although the subject of the Werkbund "Discussion' was never pre-
sented by van de Velde as a lecture or essay, his own description of
the event-—-as well as of the content of his proposals as opposed to
those drafted by Muthesius--shed light on some of the art theories
advocated by van de Velde in 1914. Also his supportive attitude towards
the cooperation of industrialists and artists; his insistence on free-
dom of individual artistic expression and his suggestions with regard

tosthe national and international marketing of artisticaBly dgsigned-

ol \ S~ XY

in cultural affairs. ~ - o

objects, all demonstrate van de Velde's deep interest and(;;volvemenc

Concluding Part Two of this study it can be said that van de Vel-
de--between 1893 and 1914--wrote a great number of essays, the contents
of which directly pertained to the state of and the development of the
arts, applied arts and architecture in the late nineteenth and early
twentieth century in Continental Europe. Since van de Velde was con-
cerned in these writings with subject matter similar to that discussed
by Morris 6h1y twenty years earlier, the question arises of whether or

not Morris' theories had any bearing on van de Velde's thoughts on art,

\\

a question for which an answer will be attempted in the following ///

pages.



IIT. A COMPARISON OF HENRY VAN DE VELDE'S AND WILLIAM MORRIS'

THEORIES ON THE APPLIED ARTS AND ARCHITECTURE

1. Introduction

Having identified those of Morris' writings on the applied arts
which were most certainly known to van de Velde, and having presented
a selectiqn of van de Velde's early publications, a comparison of ideas
and principles discussed by both Morris and van de Velde in their re-
spective texts can now be undertaken. The underlying motive for such a
comparison 1s to investigate the possibility of whether or not van de
Velde--who appart from sporadic and grossly generalised statements
rarely discussed in his publications any of Morris' principles in
detail--could perhaps have been influenced in the conception and for-
mulation of some of his ideas on art through his contact with Morris'
theories.

For reasons of clarity.the contents of this chapter will be

structured in such a manner as to analyse selected areas of concern

common to both authors (rather than following the chromological

sequence of writings) in order to isolate certain points of similarity
and dissimilarity in their thoughts on art. Included will be an accoﬁnt
of those concepts which van de Velde openly acknowledges as derived
from Morris as well as aﬁ'accounéyéf those of Morris' ideas which van
de Velde seems to have made use of without actually stating their

source. Furthermore there will be included a discussion of those
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{ssues on which van de Velde departed from Morris and a clarification
of such instances where van de Velde appears to have misinterpreted
\

Morris' principles.
2. On the Influence of Past Styles

It was in "Premidre Prédication d'Art" of 1893 (an essay composed
only one year after his gcquaintance with Morris' lecture '""The Lesser
Arts') that van de Velde began to concern himself with the development
of ideas for a 'mew style." While it 1is clearly discernable from this
early teit'that he did not as yet have a clear conception of the new
style, he was already then convinced that a revival of past styles
would not be beneficial for the development of a new one. In "Premidre
Prédication d'Art" he expresses a strong aversion for the Italian
Renaissance, which he largely holds responsible for the decline of the
arts to that low state they had reached towards the close of the nine-
teenth century. Here»he particularly criticises artists’' drive for per-
sonal fame during the fourteenth, fifteenth and sixteenth centuries, an
attitude which he believes created chaos and disintegration.1 Conse-
quently he considers the Italian Renaissance to be "that period in art
during which sculpture, painting and other fine arts became separate
entities, no longer serving a higher uniting principle"” such as the
adornment of a building or a public place.2

Realising, however, that man cannot and should not erase past
memories and experiences, that history is a homogenous entity, van de
Velde emphasises in 1895 in "Apergus en vue d'une Synthdse d'Art" that

one should not break all ties with the past and change things com-
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pletely.3 But while in 1895 he admires the artistic and practical sense
)

4
of primitive man, he points out six years later in Die Renaissance

that any adaptation of the past should be thoroughly and freely inves-
tigated for its validity in tﬁe present.5 Also in 1901 he argues that

a renaissance of the arts can only be brought about if artists learn to
free themselves from the pressures of the past. He believes that a new
style would have to differ from any previous style since the material,
intellectual and social life of the nineteenth century differed from
that of the past. Consequently he insists that artists should design
objects which would be intimately related to their own century and

time.6 He writes:

Y

We differ from the past because we delight in useful
objects; live in houses which look like houses; sleep
in beds which look like beds; and sit in chairs which
look like chairs. We differ because we walk on car-
pets consisting of patterns, and made by a method of
production, appropriate to their function and not
imitated lawns and flowers. We drink out of plain
glasses which derive their beauty from the wonderful
materials they are made off and from their perfect
balance of design. 7

Van de Velde was well aware that a new era in the arts would in-
volve a serious search for conceptions of form and ornamentation re-
fiecting his own time,8 a consideration which he felt meant nothing
less than "the substitution of new and timeless beauty for old symbolic
elements."9

In spite of this argument van-de Veldeé's journey to Greece in
1903 seems to have inéreased his awareness of some aspects of Greek

!

art, which in turn prompted him to consider certain elementary princi-

ples underlying the early Greek style for the development of new art

e
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4
forms. In his "Notizen aus Griechenland'" (Notes on Greece) of 1903 he
&

writes:

The Greek temple lives as a unity of all parts. The
Greeks realised the essence, form and function of
their constructions. . . . We must learn to recog-
nise the essence, form and functi¥h of all the ob-
jects of our modern material world with the same
amount of truth as the Greeks did. Nowadays, how-
ever, it appears to be difficult to even determine
the true essence and the exact form of such simple
an object as a chair. 10

In contrast van de Velde was strictly against the revival of
Gothic art, although he admired the underlying rational thought of

Gothic structures. In Die Renaissance he defines what he believes to be

the fundamental difference in character between English and the Conti-

nental renaissance of the arts as follows:

While the English were conquered by the external
beauty of a building, we are influenced by the
creative aspect of its beauty, that is, by its
underlying rational thought. The English are more
emotional while we are more rational.

Furthermore he also accuses English nineteenth century artists in
general--quite unjustly so as we shall see later--of basing their
revival of the arts on the past rather than on the requirements of the
present in that they adhered to the imitation of the Gothic style.11
Two years later in "Die Belebung des Stoffes als Prinzip der Schdnheit"
(chapter one in Essays) he even states that he and his fellow artists
had to free themselves of all the "aesthetic and social generalities,"

of all the "unproductive dilettantism” of their English leaders Ruskin

and Morris.12 ’

’ N
As an alternative to the revival of the Gothic style van de Velde
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points out that his contemporaries in the arts would be well advised to
concentrate and study the rules and principles of the early Greek
Style.lB'The Greeks, he feels, had feared "indefinite nothingness"
while nineteenth and twentieth century artists feared boredom. "But
although emotionally we are far removed from the Greek mentality,” he
continues, "we nevertheless share a similar attitude in our rational
thinking."14 Furthermore, in '"Belebung des Stoffes als Prinzip der
Schonheit'", van de Velde again emphasises that the “new line" will
originate from the same branch of the arts as the line of the Greeﬁ;
namely from construction.

From van de Velde's statemegts on past styles certain principles
can be isolated. Thus while on the one hand he opegly admired the
rational aspect of the early Greek and Gothic styles, he showed nothing
but disdain for Rénaissance art. Taking into consideration then that
van dé Velde was not entirely against theAinfluence of all past styles,
one must assume that his major concern in this matter(was for proper
selection rather than blind acceptance, an attitude which in many.yayé
seems to reflect directly that of Morris' expressed ianThe Lesser
Arts." Here the latter repeatedly points out the existénce of a "strong

bond dbetween history and decoration," stating that
\
. - \

. . . in the practice of the latter we cannot, if we
would, wholly shake off the influence of past times
over what we do at present. I do not think it is too
much to say that no man, however or;glnal he may be,
can sit down today and draw ‘the ornament of a cloth,
or the form of an ordinary vessel or piece of furni-
ture, that will be other than a development or a
degradation of forms used hundreds of years ago. 16

~ Contrary to van de Velde's“acéusation in 1901 that\the English

-
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leaders place too great an emphasis on the validity of certain Gothic
principles—--thereby ignoring the requirements of the present--it must
be pointed out that Morris, in th€ very beginning of "The Lesser Arts,'
clearly acknowledges the necessityrof ”an‘art that should be character-
istic of the present day."17 Furthermore there are statements made by
Morris in "The Lesser Arts'" as well as in his subsequent writings which
reflect his conviction that although he stronglf advocated the study of
the art of the past--a suggestions based primafily on the belief that
good examples from\more recent periods were simply non-existent--he
nevertheless advised his readers to "study it wisely, be taught by it,
kindled by it; all the while determining not to imitate or repeat

w18

it. Thus in the light of Morris' rather clearly formulated opinion

it seems all the more incomprehensible that van de Velde should accuse

him of "aesthetic and social generalities" as well as ''unproductive

dilettantism," particularly\since van de Velde's own ideas in his early
writings were as yet far fro \ﬁfing precisely formulated. It can only
be concluded then that van de Velde, by 19Ql, must have either forgot-

ten the exact contents of Morris' lecture "The Lesser Arts,” or that he
quite deliberately chose to ignore or misinterpret Morris' far-reaching
implications in order to ciaim credit for being one of tbe first
artists to express a progressive view on this issue. The same can be
said .for van de Velde's earlier statement, namely that he thought
Engliah artistg emotional while considering nineteenth century European
artists far more rational. This accusation is unjustified in as much

as the rational asggct of the Gothic style was already acknowledged

\19
and praised by Pugin.

As to van dé-Veldé's critical view of the Italian BRenaissance
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which he first writes about in "Déblaiement d'Art,'" it appears that it

was not derived or influenced by Morris' similarly negative outlook,

since the latter only described the effects of the Italian Renaissance

on the arts—-in most general terms--in "The Beauty of Life." This text

however was only translated by van de Velde in 1897, that is three

"

years after the publication of "Déblalement d'Art." However, In spite
of this discrepancy one cannot entirely discount the possibility that
van de Velde could have been familiar with the contents of '"The Beauty

1

of Life" before he wrote "Déblalement d'Art." Nevertheless it is indis-
putable that van de Velde did arrive at a conclusion similar to Morris'
regarding the role played by the Italian Renaissance in the history of
the arts, although it is evident from a comparison of their statements,
on this issue that their respective explanations for what they be-
lieved to have been a decline of the arts differ.
In "Déblaiement d'Art" van de Velde describes the Italian
Renaissance as
u

that period in time when sculpture, painting and

other branches of the arts no longer subordinated

themselves to a common higher idea, but instead

chose to proudly and stupidly exist each on its

own. It was then that sculpture and painting

sacrificed their best characteristics, namely to

be ornamental. 20

While Morris, as we shall see later, was also agains the separa-

tion of the arts, he furthermore objected to the retrospective orien-
tation displayed by Renaissance artists, arguing that the

new-birth mostly meant looking back to past times}

wherein the men of those days thought they saw a

perfection of art, which to their minds was differ-
ent in kind, and not in degree only, from the



ruder suggestive art of their own fathers: this
perfection they were ambitious to imitate, this
alone seemed to be art to them, the rest was .
childishness: so wonderful was their energy, thelir
success so great, that no doubt to commonplace
minds among them, though surely not to the great
masters, that perfection seemed to be gained:
and, perfection being gained, what are you to do?-
you can go no further, you must aim at standing
still—~which you cannot do.

Art by no means stood still in those latter
days of the Renalissance, but took a downward
road with terrible swiftness. 21 )

Both van de Velde and Morris then believed the Renaissance to
have had a detrimental effect on the arts. But while both felt one of
the causes qé be the separation of the arts, Morris objected also to
the artists' endeavour to imitate the perfection of ancienf Greek and
Roman styles.

With regard to the application of certain principles f;om'antiqui—
ty in the conception of modern applied arts both van de Velde and’
Morris showed complete agreement in their writings. Already in "The-
Lesser Arts' Morris points out the absolute necessit& for nineteenth
century artists to be familiar with "ancient art,"22 a statement which
he repeats in '""The Art of the People" of 1879, where he advises his
audience to \

follow natu;e; study antiquit&} make your own art,
and do not steal it, grudge no expense of trouble,

patience, or courage, in the striving to.accdmplish
the hard thing you have set yourselves to do. 23

-

r

In addition, Morris' very activity with the Society for the Pro-

tection of Ancient Buildings must be viewed as sufficient evidence to

»

‘*demonéttate his love and admiration of antiquity, a subject which he

d%séussés at great length in "The Beauty of Life."zf

»

M o
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Also, much later, in 1890, in his utopian novel News from Nowhere,

Morris describes the beautiful clothes of his fictitious English popu-
lation as a mixture between "ancient classical costumes and the simpler
forms of the fourteenth century garments,'" all the while stressing that
they were "clearly not an imitation of either.”

Morris though, much as van de Velde, appears to have been rather
vague in his early writings with regard to the particular attributes
which caused him to express such great admiration for the various
styles of antiquity. Only in their later years do both venture into
greater detail, and it is here that their priorities seem to differ.z6

)

Thus, while van de Velde lists such general attributes as essence,

.
form, function and unity as principles to strive for, Morris stresses
beauty and simplicity.27 One could perhaps argue that beauty and sim-
plicity are the direct results of the broper consideration of essenée,
form, function and unity, and that therefore Morris' principles are
indirectly contained in van de Velde's, but such a conclusion is not
directly expressed in the latter's writings. Both van de Velde and
Morris, however, tho;ght it vital to preserve historically important,

objects of the past for the enlightenment of and study by future

generations.
3. On the Lack of Unity among the Arts

As mentioned previously, van de Velde thought one of the major
causes for the decline of all the arts to be the lack of unity during

Renaissance times. In "Premiére Prédication d'Art" of 1893 he writes:

Y
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For the moment it is sufficient to state that
decadence rules whenever the arts are not united.
I believe that it is pure vanity - the drive for
personal fame of every individual artist - which
creates decadence in art. If art had been produeed
anonymously in the past it would not have declined
so drastically. Japanese art is a good_example. 28

In general van de Velde believed that any work of art could only
L3
exist in conjunction with other works. Thus he thought painting and

scqlpfufe to be dependent on architecture, implying that the death of
' 2
é:;hitecture would bring about the death of all the arts. 9 In 1894, in

"Déblaiement d?‘," he argues similarly when he says:

The frame is the junction betweem a painting and a
monument. Once the architecture changes so does the
frame. The new white frage rightfully attracts a

great number of art experts. They view it as a proof
that painting has once again acknowledged the wall. 30

Furthermore, in order to support his own argument, van de Velde,
in "Premiére Prédication," quotes directly and acknowledges Morris’

conviction expressed in "The Lesser Arts" that the death of one art
. »
would eventually cause the death of all others as well.31 Here the
L}

possibility exists that van de Velde after studying:"The Lesser Arts”
was prompted te comment on this subject matter, particularly since
Morris in this ‘early lecture covers the topic of artificial separation

//ET‘the arts in great detail when he writes:

I shall not meddl® much with the great art of
Architecture, and less still with the great arts
commonly called Sculpture_ and Painting, yet I
cannot in my own mind qu!te sever them from those
lesser so-called Decorative Arss, which I have to
speak about: it i¢ only 1n latter times, and under
the most intricate conditions of life, that they
"have fallen apart from one another; and I hold
that, when t.hey are so parted, it is i1l for the

.

Y
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the Arts altogether: the lesser ones become
trivial, mechanical, unintelligent, incapable
of resisting the changes pfessed upon them by
fashion and dishonesty; while the greater, how-
ever they may be practised for a while by men
of great minds and wonder-working hands, un-
helped by the lesser, unhelped by each other, ~
are re to lose their dignity of popular arts,
and¥g#come nothing but dull adjuncts to unmean-
ing pomp, or ingenious toys for a few rich and
idle men. 32

This statement by Morris, partially quoted by van de Velde In "Premiere
Prédication," deals primarily with the result of a separation of the
arts, while van de Velde's argument in "Premiére Prédication’ is aimed
at explaining the cause of the decline, namely artists' drive for
personal recognition; on the other hand he omits to provide a precise
account of the resulting effects on the arts.33 Only in 1901, in Die
Renaissance does he venture into that aspect as well by saying:

As a result of this artificial separation all the

arts suffered greatly. Art became anecdotal instead

of decorative. Colour, line and form were sadly

neglected in favour of realistic depictions of

human forms and colour. None of the sculptures and

paintings of . . . [the Renaissance] were ever

produced on the basis of real need. Beauty however

can only be created by uniting architecture, in-

dustry and ornamentation. Purpose, function, logic

and need must prompt the production of any article. 34

From Morris' and van de Velde's rather critical views on the

negative influence of the separation of the arts one can deduce that
both considered the revival of unity essential for a cohesive new
style. However, since van de Velde discussed the lack of unity among
the arts only after having become acquainted with Morris' "The Lesser
Arts" the possibility exists that he was influenced in the formulation
of his own opinion by Morris' arguments, particularly as van de Velde

4
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almost admits so by liberally quoting Morris on this issue, a practice

which he otherwise rarely exercised in his writings.
4. Attributes of a '"New Style"

One of the most important issues in van de Velde's and Morris'
writings 1s that of their search for a new style, a desire prompted
primarily bx their mutual dissatisfaction with the great bulk of what
they consid;Ex@ to be inferior art of their own epoch. It is clear from
their publications that they thought their enormous task to be the
renewed acknowledgement of and revival of the Decorative or Applied
Arts. In their view this field appeared to be the only one which was
still based on such fundamental principles underlying a healthy and
timeless art as simplicity, functionality and rationality. Their thor-
ough studies of history appear to have confirmed the conviction that
over the centuries the so-called fine arts had progressively moved
away from th&se vital principles, had in fact become dead and meaning-
less. Thus van de Velde and Morris felt that much as in other areas--
such as politics, religion and social questions--in order to change the
existing system, the arts would have to be stripped of all thelr super-
fluous adjuncts, so as to recover the basic structure on which to build
a style valid both for the present and the future.

In the light of this concern their writings contain the direct
reflections of their search which due to their individual personal-
Jities, experience, environment and expectations could not but lead
them occasionally into different directions. In many instances however,

van de Velde's and Morris' thoughts had much in common, ‘although their
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dissimilar manners of expression appear at times to suggest otherwise.
Three of the basic principles of the ''mew style," namely functfon-
ality, simplicity and rationality have already been suggested, but many
other equally important concerns must be listed here. Consideration
will be given to Morris' and van de Velde's opinions of whether or
not--aﬁd to what degree-—aspects of nature should be reflected in art.
Furthermore we shall analyse their respective views on imitative and
abstract elements in decoration; their contemplation of the choice and
applicati‘P of \materials; their request for honesty in production; and

lastly, their evaluation of the machine as an instrument ‘of production.

4a., Rationality and Functionality

In 1901 van de Velde summarised the requirements of the ''new
style" as follows: "Our laws are short and easy to understand: logic in
the structure‘of every object, logic in the use of materials and method
of fabricatiop and balance of ornamentation on the surface of the ob-
ject."35 Furthermore he emphasised that he thought it to be his own as

well as his fellow artists' qpral obligation to apply all of these
\

g

principles in their work.

t AN

A\

\ ?Be tefﬁ”"?;tionaa" first appears in "Apergus en vue d'une
SyﬁtQésg d'Art" of 1895 where van de Velde advocates lively clear

colour;\ahd a rational mode of construction in architecture.36 Ration-
ality and functionality, perhaps two of the most vital characteristics
of the new style, will be stressed time and again in many of his sub-

sequent writings and will be applied to every branch and facet of the

arts as the basic measures leading to successful design.



Although the expression "functional” {s never explicitly used by

Morris in those of his writings discussed in this study and "rational”

is used rather sparingly, Morris nevertheless held the opinion that the

utilitarian aspect of an article was of prime importance. Thus in "The

Lesser Arts' he insists that

nothing can be a work of art which is not useful;

that is to say, which does not minister to the

body when well under the command of the mind, or

which does not amuse, soothe, or elevate the mind

in a healthy state. 37
Morris' inclusion of "usefulness' as one of the attributes determining
a work of art 1s reflected in a later statement by van de Velde. Thus
in 1897, in his essay "Ein Kapitel iiber Entwurf und Bau Moderner Mdbel”
van de Velde interprets rationality and logic to signify usefulness
when he explains:

There are at least two motives for the design of

any object, that is the desire to create either a

rational logical object, or a beautiful one. The

former starts out with the aspect of usefulness

in mind and thus creates pure beauty; the latter,

on the other hand, concentrates from the very

beginning on absolute beauty, but rarely achieves

it. The result in the last instance is a mediocre

usefulness. 38
It appears then that both Morris and van de Velde considered the "use-
fulness" of an article a vital aspect in the creation of a work of art.
Both also agreed architecture to be the epitome of all the arts, and
here again the degree to which a structure reflected its purpose
appears to have been one measure to determine the calibre of its

39
beauty. This attitude however does not imply that Morris and van de

Velde did not think highly of ornamentation as well, although they
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specify that whenever applied it had to be contemporary and integrate
and subordinate itself to the function of the structure. In "The Beauty
of Life" of 1880 Morris for example suggests that "a new building can
ge built exactly fitted for the uses it {s nééaed for, with such art

"

40
about it as our own days can furnish." The failure to build "good
and rational architecture' meant to Morris as much as not "thinking
41
about art at all." His outlook here is once again reflected in

statements made by van de Velde in 1901. One must keep in mind that at

the time when he wrote Die Renaissance van de Velde was in full posses-

sion of at least those of Morris' writings discussed in this study and
possibly many others. Therefore by 1901 van de Velde had in all like-
lihood thoroughly digested all the ideas presented by Morris in these
texts, and he was subsequently in a better position to express a well
formulated and concise opinion of his own. It is thus not surprising
that in matters of "usefulness" he again adopted or agreed with Morris'
ideas, when he argues that "every object - regardless from which branch
of the arts - should reflect in its construction and outer appearance
its true function and natural form. Any object which is produced dis-
regarding this principle is senseless."l.2 Further to this requirement
van de Velde, in Essays of 1910, describes architecture as consisting
of two clearly separate elements: the‘purely artistic and the function-
nal. The artistic he believed to be expressed in the presence and co-
operation of such characteristics as form, weight, cohesion, rigidity
and degree of hardness.43 Beayty, on the other hand, manifested itself
in the adequate construction of an object, which conveys its function
and purpose.ab

Apart from proposing such basic requirements as beauty and func-

L
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tion for a new style, however, Morris and van de Velde also endeavoured
to analyse existing conditions in the building industry and manufacture
so as to suggest possible solutions to some of the most frequently
encountered problems. The greatest stumbling-block from Morris' point
of view appears to have been the "irrational" demands of the public
when it came to commissioning a design for a new building, or to buy-

ing "ready made" objects‘for the interior. Judging by the buildings

"

surrounding him Morris criticised people's tendency to favour "the
pretense of a thing rather than the thing itself;" preferring "petty
Yuxury" if they-wére poor and "a show of insulting stupidity" 1if they
were rich, thus expecting '"to get something that shall look as if it
costs twice as much as it really did." He knew architecture to be
impossible on these terms, since he believed its first requisites to be
simplicity and solidity.45 Simplicity in all facets of life, he argued,
would beget simplicity of taste, and thus the birth of a new and better
art would be made possible;l’6 simblicity not only £ﬁ terms of quality
but also in quantity so that '"in no private dwelling will there be any
sign of waste, pomp, or insolence, and every man will have his share of
the BEST."47
It }s evident from Morris' rather detailed discussion that he must
have given considerable thought to the development of guidelines--Buch
as the adherence to necessity and simplicity--which he believed would |
prove helpful to people in their interaction with the arts. Vaﬂ de

Velde on the other hand does not appear to have shown much concern for

this vital problem. With regard to the purchase or commissioning of art

objects he merely suggested to the buyer to be guided b; good and

rational thinking.48

67



In géneral the contents of Morris' and van de Velde's thoughts on
the necessity of including such aspects as rationality and functional-
ity in their concepts of a future style were rather similar, although
expressed in different fashions. While van de Velde used the terms
rational, logical and functional without explaining the precise meaning
of the words in their practical application, Morris' advice to consider
the use of an object in the design process together with his call for
simplicity as opposed to intricate design appear to be more pragmatic.

Y
4b. The Role of Nature in the Conception of Design

(Abstraction versus Imitation)

With regard to Nature it cannot be too strongly emphasised that
van de Velde and Morris greatly appreciated its powers and repeatedly
wrote of the pleasures it afforded them. The degree however to which
nature or natural elements should be reflected in the arts of the "new
style,”" that is, the question of whether ornamentation should be
abstract--although based on principles inherent in nature--or whether
it should reflect nature in the imitative sense of the word, deserves
some attention here as this subject was frequently discussed by both
authors. Since their writi;;s imply that the choice of a certain type
of ormamentation was largely dependent on such characteristics as
"meaning"” and "function" of decoration these issues will also be
examined.

Morris' concern with ornamentation first becomes apparent in "The

Lesser Arts." Here he mentions two separate aspects of the relationship

existing between nature and design. While the first deals with the

\.;
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ornamentation of a work of art, the second consists of the request for
proper integration of man-made constructions with their natural sur-
roundings. As to the first issue Morris considers everything made by
man "beautiful as long as it is in accord with Nature and helps her;

ugly, if it is discordant with Nature and thwarts her.' In the same
text Morris qualifies this last statement somewhat in suggesting that
ornamentation should not necessarily consist of an imitation of
nature, but that artists should be guided in their work by its princi-
ples.50 Also when it came to placing objects in nature Morris felt that
structures should not impose themselves onto it, indeed should rather
become a harmonious part of it, arguing that
out in the country we may still see the works of
our fathers yet alive amidst the very nature they
f\ﬂgxg wrought into, and-of which they are so com-
pletely a part: for there indeed if anywhere, in
the English country, in the days when people
cared about such things, was there a full sympathy
between the works of man and the land they were
made for. 51
Adequate design and placement of architecture, so Morris believed,
would result in beauty, enhancing nature itself as weii as the build-
ings placed in it, and thus he expresses his hopes that in the future
"all the works &f man that we live amongst and handle will be in
harmony with nature, will be reasonable and beautiful: yet all wil} be ,
simple and inspiring, not childish nor enervating."52 Furthermore, in
"The Beauty'of Life" of 1880, Morris criticises people's general dis-
regard for nature, asking: "How can you care about the image of a
landscape when you show by your deeds that you don't care for the

landscape itself?"53 This question was undoubtedly aimed at those



builders who instead of adapting their homes to nature wantonly
destroyed itvby cutting down trees and by removing other plantlife for
the creation of a particudlar builaing site.sa

Apart from advising his listeners to ''follow nature' Morris, in
"The Art of the People,’" does not mention ornamentation at all, while
in "The Beauty of Life" he adds yet another aspect of this subject by
pointing out the artists' continuous "struggle with nature" to which
he feels "all true craftsmen are born,'" all the while considering it
"both the building-up and the wearing-away of their 1ives."55

Further information regarding Morris' thoughts o; ornament;tion
was available to van de Velde after 1897 through numerpus‘excerﬁts'
from Morris' writings includéd in Aymer Vallance's treatise.

In the context of Morris' remarks on ornamentation it must be
remembered that unlike van dé Velde, who worked primarily with three
dimensional forms, Morris was almost solely: involved in flat desiéns,
that is wall-papers, bgokprinting and weaving. Such dréwings as were
made for Morris and Company's producgion of furniture and other items
were, ;ccording to Vallance, occasiénally supplied by Ford Madox
Brown, but mainly by Webb and George Jack, a pupil of the latter.56

In one of the quotations chosen by Vallance from Morris' addresé.

"Making the Best ofﬁIt"«the latter delves into a comprehensive de-

scription of the technique employed in wall-paper design.57'Here

Morgis.staces his ’.eference for bold and noble pattérns consisting of .

flowers and foliage based on a strict geometric grid. As backgrounds

for designs he advocated such abgtract patterns as "dots and lines and
. ‘ ‘

hatchings."58 Moreover Morris emphasised that drawings for wall-papers

should not disguise -the fact Fhat they were mechanically reproduced .
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and thus strictly repetitive, nor give the impression of being hand-
painted. Apart from these rather technical suggestions Morris felt it

to be of utmost importance for the design to contain a meaning or idea

N

as well as a certain mysteriousness so as to attract and hold the
attention of the viewer. These latter requisites he considered to be

"moral qualities of design' reflecting that

the invention and imagination which forms the soul
of this art, as of all others, and which, when
submitted to the bonds of order, has a body and a
visible existence. . . . No pattern should be with-
out some sort of meaning. True it is that that
meaning may have come down to us tradigionally,
and not be our own invention, yet we must at heart
understand it, or we can neither receive it, nor
hand it down to our successors. It is no langer
tradition if it is servilely copied, without
change. . . . Furthermore, you must not only mean
something in yoyr patterns, but must also be able
to make others understand that meaning. . . . Now
the only way in our craft of design for compelling
people to understand you is to follow hard on
Nature; for what else can you refer people to, or
what else is there which. everybody can under-
stand? 59 :

The meaning of design then, in Morris' view, was most readily communi-
cated by offering the viewer an easily understandable parallei to
already existiqg and familiar forms in mature. Completely abstract
<patterns such as those commonly. used in "woven ornaments of the ejigh-
teenth century or our own times,"” that is "gtripes, spots éﬁd other
- tormentings of the simple twill of the web" he fggyned upon, dismissing
thgﬁ as- meaningless and therefére advising artists that they '"should be

.

carefully avoided: all those things are the last resource of a jaded
' L]

invenqion’and a aeontémpt of the simple and fresh beauty that comes of (

the sympatheiiq SUGGESTION of natural form."60 By "suggestion" of forms

«
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Morris clearly means stylisation of "leafage, flowers, beasts and
birds," thus keeping designs always "very elementary in form."61
Imagination in ornamentation appears toO have also played a

dominant and absolutely necessary role in Morris' conception of an
ideal design, and that this was indeed so 1is evident from Morris' list
of desirable aims for painters which reads as follows:

lst. Expression of Imagination;

2nd. Decorative Beauty; 7

3rd. Realization of Naturej

4th. Skill of Execution. 62
Although it is not evident here whether Morris c?nsidered "Expression
of Imagination'" to be the most important element in| design--as appears .
to be indicated by its }1acement——there is no doubt that all four

/

principles serve to summarise Morris' concept for su&gessfg;/éesign.

Although van de Velde completely omits comment on\tﬁé subject of
ornamentation in his first lecture "Premiére Prédication d'Art," he
nevertheless strangly advocates abstz& dcign in ornamentation in
some of his subsequent writings. While he expressed a great dislike of
representational elements, he favoured the incorporation of the more
abstract qualities inherent in nature, such as certain underlying .
forces and feélings.63 This request 1is, for(the first time, stated in
"Déblaiement d'Art" of 1894 where he writes: "In the future we will
have to learn from nature everything about expressivevlines; that they
do exert very strong feelings, solthat we can apply them in oﬁr

homes."64 Similar to Morris who, as we have seen, favoured the sugges-

-

tion<hf natural forms, van de Velde is here clearly not so much

interested in the actual forms and shapes of nature as in the gpéw;h,

v



direction and quality of its lines. These lines, through their expres-

sive qualities, were to serve as the decarative element of the interior

and exterior of a building alike and were thus indispensible.65
Continuing with the topic of ornamentation in 1897, in "Ein Kapi-

tel uber Entwurf und Bau Moderner Mobel," van de Velde speaks of "the
misuse of animal, plant and human forms" in design. He believed the
highest ;alue of any ornament to lie in 1its abstract quality.66 This
statement stands in direct opposition to Morris' who advocated "forms
of leafage, flowers, beast and birds." Considering that Morris never
made such a statement in any of the lectures and books discussed in
this. study, van de Velde could only have located this information in
Vallance and replied accordingly. Yet it remains uncertain, due to the
lack of information with regard to the exact month of publication,
whether van de Velde had sufficient time to read Vallance's treatise
bet;een the date of its publication and that of his own essay of the
same year, or whether indeed van de Velde wrote his essay before
reading Vallance.

Apart frqm objecting to certain forms of ornamentation van de

-

Velde criticised one year later, in his essay William Morris, Artisan

et Socialiste, the manner in which he felt decoration was generally

applied, an 1issue which Morris does not discuss in his writings. Van de
Velde used the term "additive" té describe- that type of ornamentation
which was "added on“,to the object at the last minute--almost as an
afterthought--not to enhance it, but rather to cover up inferior. .
7craftsmanship and material. He felt that the most appropriaterfbrm of
ornamentation would emerge aﬁtoﬁatically from the function and shape of

-the object 1tse1f.67kMoreover, in 1901, van de Velde insists on honest-

/
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ly displaying the function of an object in conjunction with decoration,
writing that "every room, every piece of furniture contains in itself
the seed for its own most appropriate ornamentation. Thus a column must
not look like a tree, but rather like the supportive element that it

is. All modern buildings should have no meaming outside their func-

tion."68

\
While Morris and van de Velde agreed that ornamentation sho&ld

have a meaning, each had his own 1deaAof how to decorate in a meanihg—
Hy

ful manner. Contrary to Morris who believed the meaning to lie in the

actual forms of nature which have been depicted, van de Velde sought
the meaning of ornament in its intimate relationship to the functional
. t
@

aspect of the object. o .

Again in 1901 van de Velde explores the subject further, repeated-

ly insisting that the ornament should nok have a life of its own,ﬂbut
should be derived from 9€e object, from its forms and lines, which he
felt dictated the naturai and proper place of the ornament. For the
future style ﬁe envisaged aﬁé’rnameﬁt devoid of natpralistic, that is
éﬁ?sociative elements, which would derive its essence p;ession
&;roq the laws of nature and the objebt.69 In "ﬁi? ich Wil}/ he also
° points out,that‘the major func;ion of ornamentation is that of pnliven-
ing the object. He adds however that decoration added to an object®of

the applied arts would only enliven it if it coﬁplied logicélly with

the purpose and form of the work. Whenever this principle was neglected
\, 70

——

he considered the namentation to be de

As previoyfly demonstrated Morris though\{ that imagination played

a key role in the conception of good'decOrat n, and he felt that its

lack would produce only inferior results. Van de Velde on the other

)



}

hand feared that too much imagipation tended to prevent the artist from

N

applying ornamentation sensibly. Thus he states in 1901: "The new orna-

ment chooses to exclude imagination a3 a means of expression. If we

N R

-
smother an object with ornamentation we may not obliteratgﬁtts original
' -4 -
shape, but we will kill the spirit of the object by alienafiﬁg.its
7 - v
natural form." 1 > ,

'

\ ‘
Morris would most certainly h%ve objected to the "smothering' of

. \
.an object with decoration, but he appears not to have considered it

+

necessary to assume as radical a stance as van de Velde, who by

r

“excluding fgination altogether'sough; the creation of an '"ideal

. world devoid of human, animal and plant forms in ornamentation."72 As

" an alternative van de Velde, imDie Rénaissance, expkains\his con7ept

of a new ornamené\ stq#ihg: .

o, .
1. We are against’ superfluous, glued-on, "unorganic"
otnamentatkon. An object and its ornament must be

logical. Ibe object cannot be Subservient to the ~
ornament . Both object, and ornamentation must be
one. 73

4
2. The nev ornament is not a matter of fashion. I
am searching for an ornament which derives its
" heauty out of itself; from the barmony of its
construction and from the regularity and balance
+ of its form. I visualis¢ an orpament where all
~ the lines form a logical, consequential rela- -
Lo tivnship to each other. This type of ornasenta-
*. - tion will restsict the arbitrariness of many an
r artist's imagination; it will have to ‘conform
)« - ,' - to certain principles; as when an ‘engineer
i designs a locomotive, an iron bridge. or a large
hall. The same lavws that govern the design.of an
| engineer should apply to Ornaanqt:l.on. New '
[ S architc:turd calls for new ornamentation. [ will .
‘ . cg for one that is as little naturalistic as
possi fc."Inatgnd.!t will convey certain emo-
- tiogal’ fuli.pp such as joy, protection and
“s' '\ 1assitude. Logic, contemplation and'derivatiom.
’ will hc 1:- mnt important rcquirmnts. 74

-
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3. The new ornament must reflect our time and
our way of life, and therefore the function
of the object it decorates. It.will not
simply be an added-on element--as in the
past--but an organ by itself. The key principles
are the balance of: positive and negative space,
of light and dark, and of the mood it conveys. 75

4. The new ornament must have the freedom to -
depict nothing; without this freedom it cannot

P exist.- 76

L4

As mentioned before van de Velde felt that ornamentation should

A
always be based on lines. In-Die Rendissance he compares the character-

istics of line to those of colour, demanding that "lines in ornamenta-

tion should provide 1. complementary contrast, 2. repulsion and attrac-

tion and 3. the desire to give negative forms . . . [i.e. ground]
equal significance as positive ones L. @.e. figure@ ."77 In 1902
» .

in "Die Linie" van de Velde again insists on preserving certain proper-
ties of line in ornamentation. He begins his essay with a short de-
scription of the history of line follzwed by a summary (f what he %
considered to be its major characteristics. In the remote past, he
argues, line was primarily used to produce abstract ornamentation and
it was only later that it was used largely for pictorial representa-
tion. Ever since this change occured, he writés, art;sts dave been
fighting for the dominance of elther ‘the expressive oé the informative
line in ornamentation. The expressive‘line, he felt, ;hanged according
to the requirements of its apflicatioﬁ, while the iﬁformative one
followed a pré;et aim and'thﬁs wvas completely defined f£;m the outset:
to ‘imitate Qature as realistically as posaible.\%an de .Velde himself

pre{prred the abstract or expressive line in ornamentation since’ above

- all he desired line to be independent of w&a;evér it depicted. He
[ - B

* LI
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explains that artists while employing the apstract line are free to
develop fully their inherent artistic powers, whereas in mere narration
artists force themselves into subserviance té the subject th;y
depict.78

Generally speaking van de Velde thought of lines as strong forces
expressive of either physical or emotional states.79 He viewed the arts
as nothing other than "higher manifestations of physiological abili-
ties,"80 a belief which explains his apparentlx unconditional admira-
tion for ''glasses, pottery and vessgls made of bronze, whose lines
suggest and reflect the swinging motion of the human body."81

Although Morris does not speak of movement in ornamentation, van
de Velde's idea of "sugéesting" the motion of the human body is very
similar to that expressed by Morris when he cautions artists not to
fall into the habit of imitating nature, but rather to "suggest" its
forms.82

While Morris did not discuss the subject of line in ornamentation
nearly as thﬁroughly as van de Velde, he found it imperative, pafticu—
larly in floral wall-paper designs, for .the stem of the foliage to
create a continuously flowing line of such a character that it could
be traced from its very beginning to the end. There appears to have
been mo doubt in his mind that these linear configurations served to
structure agd animate the design, although the weight for Morris lay in
the depiction of recognisable shapes derived from‘na;ure, a principle

-

in which van de Velde, as we have seen, considerably differed from

'
'ﬁorris.ss

-~

Apart from considering such characteristics as function, content

and movement: in ornamentation, van de Velde alsc repeatedly insisted

.
.
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on developing a line reflecting the character of his time and its
innovative ideas.84 He found Japanese art very helpful in the process
of uncovering the very essence of line, since he considered oriental
ornamentation to be the result of a free development of the inherent
characteristics of line.

Although Morris was decidedly in favour of creating a contemporary
form of ornamentation, he did not approve of Japanese art. On the
contrary he felt that the Japanese lacked "decorative instinct,"”" which
led them into producing works of art of an "isolated and blandly
individualistic'" character. Moreover Morris accused the Japgnese of
being a "non-architectural race" with "no mastery over art" in that
they "played with art rather than putting their soul into 1t."86 .

In conclusion to this section on ornamentation it can be stated
that Morris and van de Velde agreed to a meaningful ornamentation
based on principles inherent in nature. However, while Morris
preferred a type of decoration based on animal and plant forms--
although somewhat stylised in appearance--expressing the artist's own
imagination as well as creating a certain mysterious effect, van de
Velde felt tﬁat the future style would benefit from_h completely
abstrac£ 11neaf form of desién derived from the objéct itself with 5
only litile-—if any--imagination involved.

N
4c. Choice and Application of Materials and Honesty in , '<
Production , | |
As a further principle of the future style both Morris and van d

Velde demanded the full recognition of: the characteristics of vario

- N -
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‘a very low average standard of work, which we often fall below."

materials and their proper use in production as aspects of a revival of
honesty in design and fabrication.

When Morris began to deliver public lectures on the subject of the
applied arts he strongly believed the decorative arts to be "in a state
of aﬁarchy and disorganisation,” a situation which he thought made
"swéeping change necessary and certain."87 In "The Art of the People'
he aéks his listeners: "What is wrong, then, with us or the arts, since
what was once accounted so glorious, is now deemed paltry?"88 One of
many aspects which he considered to be wrong with the majority of
works produced during his century w;s the tendency of manufacturers to
employ inferior materials and inadequate craftsmanship in their prod-
ucts. The answer, he thought, lay in encoufaging craftsmen to return to
older principles and practicés, "to turn out ndthiqg but excellent
workmanship in all things, instead of havirdg, as we too often have noQ,
89

Morris felt that the problem of poor choice of materials and im-
proper craftsmapship had its origin in indps;rialists' gr?ed Eor high
profits. Dealing with a generally phlegmatic and undémanding population
the néw br;ed of manufacturers, who had only.fécently emgrged with the

advent of industrialisation, were as yet searching for the lowest levéf

of quality acceptab&e to the public and for thé widest possible profit
margin in production. Craftsmen, degraded by production-line working
conditions to little more than slaves of their employers and propelled
by the necessity to survive in the systeﬁ, ﬁad no choice but to adapt
to their new working environment and to turn out inferior products.

‘However, .-not only did Morris criticise the prevailing lack of

quality of the wares so ﬁroduced, but he also found great fault with

79



the increase in quantity of products which literally seemed to swamp
the market. In "The Art of the People'" he objects to "the toil which
makes the thousand and one things which nobody wants, which are used
merely as the counters for the compétitive buying and selling, falsely
called commerce."90 For the future Morris foresaw two possible methods
by which he felt a high standard of quality co;ld suckessfully be
achieved and maintained, methods involving both the producer and the
buyer. He argued that if producérs were to acquire a certajin standard
of ethics or of moral obligation in production processes and the buyer
were to agree to return to a life of simpiiéify——dévoid of pompoﬁs
waste and exaggerated uhnecessary consumption--time and energy as Yell
as money would be gained, which could in turn be spent Tn pfoducing
fewer but well executed and-tasteful wares.91 Morris admitted thaL such
~ wares would in all probability have to be more expensive, but he arguéd
that "though simplicity in art may be costly as well as uncostly, at

least it is not wasteful, and nothing is more destructive to art than b

the want of it."92
Morris also conceded that included in his prbjection of the manu-
facturers' new code of ethics there would have to be a strong element

of honesty towards the buyer. He was exasperated by the cdmmon practice

of disguising inferior wares in such a manner as to make themal

LY
far more precious than they really were, all the while con

[

not to engage in éhch ﬁ‘;udulent practices arguing that

-

. . . no man, with the true instinct of a workman,
should have anything to do with this: it may not
-mean commercial ¢ishonesty, though I suspect it
sometimes does, but it -must mean artistic dis-

+ L4
-

. T
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honesty: poor materials in this craft [of

weaving] , as well as in all others, should
only be used in coarse works where they are
used without pretence for what they are. 93

Apart from seeking honesty in production and control of consump-
tion Morris was also concerned with the adequate selection and utili-
sation of materials in production. Not only did he think it necessary
for colour and form to be in perfect accord with the requirements of

the materials employed,ga but he demanded that

whatsoever art there is in any . . . articles of

daily use must be evolved in a natural and un-

forced manner from the material that is dealt

with, so that the result will be such as could

not be got from any other material: if we break
" this law we make a triviality, a toy, not a

work of art. 95

’

Although Morris felt that the choice of mgterial was dictated by
the object to be made he does not appear té have made allowances for
the subjective element of Ereferenée in this matter, and it is here
that he displays some prejudice.96 He greatly dis%}ked, for example,

the use of cast-iron in comstruction, calling suspension bridges

"ugly."97 His own preference lay with natural materials such as stone,
brick and tiles, and there appears to have been no end to his admira-

tion for "stone arches, spléndidly solid, and as graceful as they

. . . [are] strong; . . . quaint and fancifui little buildings;. .

[and] pretty houses, . . . built of red brick and roafed with
8 98 . :
tiles."98 :

Van de Velde first discusseg. the subject of selection and use of *

-

materials in his essay "Uber Entwurf und Bau Moderner Mibel." Here

his primary criticism was aimed at what he-felt to be the prevailing

" 2



attitude of the majority of industrialists utilising new materials in
imitation of old oné§l99 His objection to this rather common practice
was founded on the belief that every material has specific character-
istics which make it most suitable for a particular use. In order to
explore fuily the potential of any haterial, be it new or old, its
specific characteristics should be honestly displayed. Van de Ve}de's
notion of recognising certain properti?s of gpterials is similar to
that expressed by Morris, who insisted that "whatsoever art there is
in any . . . articles of daily use must be evolved in a natural and
unforced manner from the material that is dealt with, so that the'

result will be such as could not be got from any'other material."100

4
This statement by Morris is contained in Vallance, aﬁﬁ while van de
Velde wrote "Ein Kapitel iber Entwurf und Bau Moderner Mdbel'" in

s i
1897--the year of publication of Vallance's study--it is again un-

degree of beauty achieved in a work of art relied heavily on the

interaction between the function of any given object and the mater{el
employed in its productions . ‘ ‘

»By 1902-03 van de V?ldé’s notions with reéard to the function
and prdperties of maﬁefials had become clearly defined. In "Die Bele-
bung des Stoffes als Prinzip der Schdnheit" he expresses the opinipn
that the true beauty of a work of art 1is determined by "the sum of
all the life-giving elements of the material'usﬁ:.in its c;ea~:

101

tion." Furthefwmore, based on hiseconviction that the inherent

properties of materials had been neglected during and after the

“
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Italian Renaissance, he credited the advent of Realism in painting

and sculpture with the revival of a sense of beauty of material. By
"instilling a new life into material," van de Velde felt, "artists
could again create a high degree of beauty in their works," since
beauty, according to his definition, was based on "the recognition of
the unique characteristics of every individual material as well as on
the diversity of its use in practical application."lo2 Consequently-
van de Velde thought one of the major objectives of any artist to be
the acquisition of a high.degree of sensitivity toWards the material
he employs. Following this line of argumentation the i1deal design
process would involve: 1. the selection of the object to be~designed,
2. the full consideration of the fuhction of.the object, 3. the
selection of the most suitable material and 4. the appropriate use of
that material. "Thoughts," van de Velde writes, "have always produced
nothing more or less than other thoughts; they cannot instill the

seed of life into a material," meaning that, even though a deeign1may :
be well thought out, the finished product will be lifeless unless the .
right material is selected-and presented in an honest, undisguised

103

and appropriate fdaShion. Van de Velde's.princip;es here appear to

have been based on the convictiop that honesty of matertal combined

with honesty in fabrication were of such imoortance in the creation
of beauty that given the choice he would have preferred a'oerfectly .
crafted object--displaying certain characteristics of past styles—-—
to a badly executed contemporary ‘work Qde of inferior materials. 104
In conclusion it can be observed that van de Velde agreed with. -

Morris' demand for honesty in the use of materials and in production.-

- When it cale to aelecting apecific materials however, each displayed



his own preference. Here Morris had an aversion for "modern' materials

which largely appears to have been based on his disdain for the indus-

tries producing them as well as on their unnatural and unpleasant
appearance. Observing how factories and mining companies imposed them-

selves in such a destructive manner on nature, he could not but wish

o : . 1
to see them all erased from his beloved English countryside. 05

Van de Velde on the other hand, in evaluating the use of new
materials--such as cast-iron--from an architect's point of view,
) . ;

greeted them with undisguised enthusiasm. For him cast-iron signified

-

new and exiting possibilities in structural designs--such as suspen-

sion bridges, railway stations and‘tructurés like El:xe Eiffel Tower--
aﬁd if}is this difference in outlook that.may have prompted van de
Velde to reéard Morris as olé—fashioned.koé Van de Velde realised the
inevitability of'progress, that‘iqdustriélisatiopbwith all its posi-
tive.as well as detrimental effeéts was the;e to - stay; and thus,
although he whole-heartedly agreed with Morris; ideas with regard to
_goad craftsmanship ana materials, he emphatically disagreea with fim

on the issue of contemporary materials. -

4d. Methods of,Préduction: Handicraft versus Machines

~

In discussihg production methods Morris -dnd van de Velde held

widely different view as to which précess would be most desirable for

1
. the future. In "The Art of the People" Morris tried to impress on hi%

listeners the necessity of setting "about making labour happygfop all,

to do the utmost to minimise the amount of ‘unhappy labour."lo7 The

instrument which he felt largely prevented this "happiness” in -

o
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production was the machine, which he aecused of violently destroying

life.108 As previously shown Morris thought that the exploitation of

craftsmen in most machine production processes influenced the work

ethic of the ‘labourers to such a degree that they became completely

By

disinterested in the objects made. This circumstance in turn influ-
enced the quality of the hroducts as well as the working life of the
craftsman. In the past, Morris argues, craftémeu may have been
oppressed by the politics and religions of their countries yet they -
‘had been allowed to find solace in their daily labour 109 During the

nineteenth century, however, Morris felt even th® labour had been
) ;

made unbearable by denying craftsmen the fpportunity to identify with
their work—-that is, to experience pleasure in caring for and adorning
their creations--by placing greater value on financial success- than on

the creation of a work of art. Consequently Mormis thought that

L oY

it is quite true, and very sadgto say, that if
anyone now-a-days wants a piece of ordinary ’

work done by gardener, carpenter, mason, dyer,
weaver, smith, what you will, he will be a

lucky rarity if he gets 4t well done. He will,

on the contrary, meet on every side with evasion
of plain duties, and disregard of other men's
rights. 110 . -

“

-~

To facilitate the "further progress of civilisatibn" Morris

suggested that "men should turn their thoughts to gome means of limit-

-
1ng, and in the end of. doing awvay with degrading labout "111

Furthetmore, in his uovel News from Nowhere, Morris visualised a

future devoid of all unnecessary "smoké&vomiting chimneys,"112

machine printing, bookmaking,1 3 and "big murky places whieh-were

once, as we knov, the centres of malufacture, 1114 that 18, a future
» < o :



without as much mechamical labour as was possible. He somewhat reluc~-
tantly consented that machines and mining operations neither could nor

-

should be done away with completely, but he wanted to see them re—

‘ 15
stricted in such a manner as not to cause any inconvenience. Thus
whatever machinery was absolutely necessary would have to be " immense-—
ly improved" and employed only in such areas where- handiwork would

.‘ !
* prove to be too "irksome," leaving the craftsman to do "all the work
w116
which it is a pleasure to do by hand.

In speaking of the past, that is the nineteenth century, Morris,

in News from Nowhere, admits in a somewhat ironical tone that there

had been only

one class of goods which they did make\thoroughly
well, and that was the class of machines which
were used for making things. These were usually
. quite perfect pieces of workmanship, admirably
adapted to the end in view. So that it may be fairly
said that the great achievement of the nineteenth
century was the making of machines which were
.wonders of invention, skill, and patience, and
‘which were used for the production of measureless<
quantities of worthless makeshifts. 117

As is evident from this statement, Morris did not blame the
m;chknes“for producing_"ﬁeasureless quantities of ;orthless make-
shifts" but the people who employed them to such a pu?pose.

V;n de Velde thoughé machines and mass—pfoductiOn to have a
positive influénce on society'd future develomeﬁ:. In a rather o;—

‘ : . e
gective’aﬁd analytical manner he also tried to pgrsuade his readers

- not to,blame the machine itself for causing the destruction of .

beautiful craftsménship,'but instead the industrialists who;déed them

A Y

. in production. In "Déblajement d'Art" he .hopes for machines to

* .
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eventually make up for all the suffering they
had caused in the past; they will create
beautiful things as soon as they are led by
beauty. However, now they are still prevented
from doing so by the greed and selfishness of
the industrialists. 118 )

In principle, however, and particularly in later years when he

had founded the Kunstgewerbliche Seminar in Weimar, in which he

-

endeavoured to foster the cooperation of artists and industrialists,

van de Velde approved of the machlne as an instrument of mass-produc-

.

ing well executed designs, so as Yo benefit the entire population. For
this reason his greatest hope was for godern artists Yo learn to adapt

all those products formerly made by hand to the mechanical process of
' ) ' ¢

manufacture, an endeavour which was, as we have seen, actually pro-

moted through the founding of the German Wet‘kbund.119 .

“
As unlikely as it may appeaf at first glance, a close analysis

of Morris' and van de Velde's statements concerning machines reveals

that they are not entirely opposed to each other. Both accused'mg- ‘&!L
.chines of having caused great destruction, yet both also admitted L

the benefits to be derived from their proper use.

.

On.the question of mass-production,’ however, van de Velde's
opinion differed greatly from that held by Morris. Here the latter
preferred 1ndéyidually crafted objdcig, particularly since cfaftsmen
‘ln Morris' concept of an ideal society would have suffic;ent'tipe té

make all necessary goods by hand, thus brightenidg their days with

 happy and pleasurable labour. Morris wanted the érts to become

Iz

"popular" without the aid of’mass-p;oductiOn, hoﬁing that in the

. future there would be "pretty much an endjto duiluwork and, its

12

slavery." 0 Like van de Velde he also did not want "an Qrt\for a

\ 5 . . :
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few, any more than education for a few, or freedom for a few.' A

In this context it must be remembered that Morris could only

- base ‘his!udgement of machines on such observations as he could make .
L 3 “ .

during his age. In his view al%tﬁPdern pfoduction methods lacked the
. Co . 2 ¥ 4
all important principle of cooperation between industrialists and ’

‘employers, resulting in a contemptible servant-master relationship, N

which he felt could not but destroy art. In a humanely structured R
*

* .
society, he argued, no one should be "bidden to be any man's SERVANT,

everyone scorning to be any man's MASTER." "Men," he hﬂS%d, would

"then assuredly bring forth decorative, .noble, POPULAR art."I?2

Although Morris conceded that in the beginning of the transition
» 'm
. L 3

period from machine production to handiwork good handcrafted objects

would i‘aall likelihood have to be more expen910gﬁ-simply because of

v R4
-

the relative time and superior materials-!equired in their production—

~he nevertheless félt that once qﬁchines, and thus unfair competition,

~

were lafgely abolished, superior quality products could then be en- ‘

joyed by-all. In this context he wished "people tofunderstAn¢ that the

art . . . [hé] was striving for . . [was]a good thing" thaf'all . .

(could] share, that . . [would] elevate kning his audience

¥ share it there ﬁill be

'-J

that "in good sooth, if all people do not
none to share, if all are not elevated by it, mankind will lose Yhe
elevation it has gained. 1?3 : _ ) o _ ‘ L
Morris definition of "popularity" of the arts vas ngt however
restricted to the ing of goods iny but also applied t0<their
utilisation. Referring once again to aeval conditions he states . , | b.,
-_that "in those days all- people who madé anything shared in art, as
well as all people who u{gd the things so ‘made: that is, ALL people

Ve

a . . H + -
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shared in art."lza This condition, he believed, resulted in "an art

MADE BY THE PEOPLE FOR fﬁE PEOPLE AS A JOY FOR THE MAKER AND THE

udER" alike.'?’ _‘ t

~

- Van de Velde, who held a more pragmatic vieG of soclety, did not

i -
entertain such a utopia as dQSCribéd by Morris in News from Nowhere.
[
He considered individual works of art pure luxuries affordable only by

a limited number of wealthy members of society, while the great major-
ity of people had to be content with inferior machine-crafted wares.
By introducing artists. into the design and planning stage of manufac-

ture he saw a way of introducing well thought-out and functional ob-

-

jects to the market, which would a%go be affordable by the greater

part of the population. Thus in 1894, in "Deblaiement d'Art," van de

Velde demanded that the new art should be produced for all and should

not have any characteristics which would déstine it for only one

1ndividual.126 He considered those works useless which were produced
‘

for one person only, and he pointed out that in the society of the \\\

future only that would be regarded as good which would serve 311.127

Moreover in 1897 van de Velde declares:

I could be prouder of the certainly far more
individual principle of systematically avoiding
designing anything that cannot be mags-produced. ]
My ideal would be to have my projects executed
a thousand times, though obviously not without
strict supervision. . . . I can thus only hope
to make my influence felt when more widespread
industrial activity will allow me to live up to
the maxim which has guided my social beliefs,
namely that a man's worth can be measured by
the number of people who have derived use and
benefit from his life's work. 128

Summarising Horriq' and van de Velde's attitude concerning methods

~
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of production it can be stated that, while both w%shed future products
to be accessible to all income-groups of society, their respective
suggestions for the achievement of this goal differed. Morris' solu-
tion of abolishing machines in manufacture and reviving the handi-
crafts—--while restricting the employment of machines' to £;ch cumber -
some work as mining--was a most tempting one, promising a life devoid
of excessive pollution, filth and destruction. Van de Velde on the
other hand must be credited with attacking the problem in a far more
pragmatic fashion. He anticipated the inevitability of increasing
machine production and thus founded his principles on achieving the
maximum beneftt froﬁ it by using mass-production as the means to make

good quality products affordable by all people.129

5. Principles of Cultural Reform

In planning for a renaissance of the applied arts van de Velde and
Morris alike were faced with the’common problem of having to chose a
starting point for their reforms. This task presented itself as
similar to any other frequently encountered in cultural and political
spheres and involved the careful evaluation of prevailing conditions.
In some respects the cultural situati?n of the 18708 in England was
not unlikg that existing in the early 1900s in Continental Europe. In
both instances a small group of artists saw themselves confronting a
highly conventional, ggne;ally ignorant and passive majority of the
population.l30 The latger, in addition to their reluctance to accept

change, appear to have had no desire for a new concept of the arts.

How in the light of such overwhelming resistence could a change be
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FAr van de Velde there appears to have been only one answer to

stion, one which entailed the task of instilling the seed of
131

this q

apprecjation of true art in the minds of the young and progressive.

He recognised eéarly on in his studies that in order for a new style to
be successful over a prolonged period of time prevailing conditions of
art education would have to be reviewed. In 1893 he points out to his
audience that "one cannot make up formulas for beauty before one has
learned to love it. I am afraid that our present teachings will do
little to awaken this love and need.”132 Having experienced the
frustration‘of conventional art education himself, van de Velde could
not but criticise the utterly crippling teaching methods to which
students were common}y subjected in traditional 1nstitutions of learn-
ing. He felt that the most apparent cause for the decline of the arts
rested with art education, which he criticised for its omission to
reach beyond "'two forms %f academic classes," that is beyond painting
and sculpture. The act of separating the arts into "fine" and ’
"applied'" arts alone suggested to van de Velde that conventional art
instructors firmly disbelieved in the existeﬂce of true art outside
painting and sculpture.133 The rgsult of this attitude he thought to
be just as devastating to artists as to the growth of the applied
arts. As long as schools ééfused to recognise that a bad painter or
sculptor could perhaps be a good craftsman van de Velde believed that
circumstances could not improve. Ideally he wished that "academies
would put as much emphasis on the teaching of embroidery and weaving

'

as on painting and sculpture," and he was certain that "many an

artist would gladly devote his talents to the applied arts, if he

91
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would only be reassured that he would still be considered an art-

ist."lSA '

Furthermore in 1895 van de Velde refers to the entire population
when he demands that "everybody should be taught to make all necessary

135 This cancept bears a striking resemblance to that

goods by hand."
expressed by Morris in "The Lesser Arts" where he insists that a i
prosperous art could énly be brought about by creating a society in
which gil'people would possess enough creative instinct to produce
good decorative art. This idea however presupposes an intimate know-
lédge of and caring for the arts which van de Velde felt could ;nly be
expected from the young and enlightened.l36 Should however such a re-
thinking of cultural conditions on a grand scale indeed be achieved,
van de Velde predicted that artists would eventually become super-
fluous, since artistic sensitivity would then be present in every
individual.

Apart from his objectioms to traditional art education van de
Velde, aithough himself a Christian, believed that at least some of
the responsibility for the state of the arts rested with religious
teachings. Thus in 1898 he writes: "Our present rather religious up-
bringing directs our sensitivity towards moral rather than physical
beauty. In suppressing people's awareness of physical beauty the
137

Christian belief destroys our humanity.

In principle van de Velde pre ed a reformation of taste of

all people, from the root upward, by meaps of an altered and improved
educational system and without the interference of religion. He must
have realised however that such an ideal\gtate would not oniy require

a long time to develop, but that the chaﬁces of it ever being put



into practicglwere at best rather slim. Consequently he did not pursue
the educational route only, but sought alternative meth;hs. One of
these, as has been shown, was his encouragenment of mass-production,
which by means of its quantitative eutput would force the market into
a direction predetermined by the cooperative effort of artists and
manufacturers. Here van de Velde seems to imply that the consumer,
rather than being enlightened in a progressive scﬁool setting, would
in such a system not even be given the 6pportunity to express his own
preference. Instead he would be forced to accept such products as the
market supp{isﬁk that is he would be manipulated into accepting the
products of the new style.

Morris' general opinion of existing educational systems, which
he appears to have also applied to the teachings of art, is best

summed up in News from Nowhere, where he completely dismisses conven-

tional institutions of learning, commenting that the nineteenth

century

expected to see children thrust into schools
when. they had reached an age conventionally
supposed to be the due age, whatever their
varying faculties and dispositions might be,
and when there, with like disregard to facts,
to be subjected to a certain conventional
course of 'learning'. My friend, «can't you see
that such a proceeding mgans ignoring the facts
of GROWTH, bodily and mefital? No one could

come out of such a mill iminjured; and those
only would avoid being crushed by it who would
have the spirit of rebellion strong in them. 138

Of Universities such as Oxford and Cambridge Morris thought very
little indeed, accusing them of pursuing '"commercial léarning" rather

than "real learning, knowledge cultivated for its own sake - é;;\Art

-
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of Knowledge." Looking back again at the nineteenth century he dis-

missed these colleges as
/

/
breeding places of a peculiar cléés of parasites,
who called themselves cultivated people; they
were indeed cynical enough, as the so-called . ,
educated classes of the day generally were; but L
they affected an exaggeration of cynigism in
order that they might be thought knowing and >
worldly wise. 139 '

)

Learning Morris concluded, was qot so much achieved in institu-
tions as through people's contact with good art. Thus for him there
existed only two means by which one could hope to achieve good
"Decorative Art": through the "genefal cultivation of &he powers of
the mind" and the "general cultivation of the powers of the eye and
hand?flao "You cannot educate,'" he writes, ﬁyou cannot civilise men,
unless you can give them a share of art."u’1 |

However, if there was to be an educational system, Morris felt
that among the subjects that had to be included great emphasis should
be place& on the teaching ofadrawing; drawing that is of the human
figure. Designing he thought could not be taught in #chools at all;

. .
instead he argued thét any talented designer would be greatly aided

E3

in his studies by carefully observing nature and through "continued

practice."142

\ One of th% most suitable aids for the teaching of art Morris
considered to be perfectly,executeg and ptese;ve4 architecturak
structures of the past. He was therefore vehemenfly opposed to modern
methods of restoration, wpich he felt destroyed the natural beauty of
Wuildings. Morris was well aware that the preservation of good

mediaeval architecture called for a great amount of patience and time,



.
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but he thought thig time well spent, arguing that

if we are not prepared to put up with a

l1ittle inconvenience in our lifetimes for the

sake of preserving a monument of art which will

elevate and educate, not only ourselves, but our

sons, and our son's sons, it is vain and idle of

us to talk aboPt art - or education either. 143

Lastly Morris feit that too many peoplé worked in occupations for
which they were not suited and thus made it 1mpos€ible for themselves
to ever reach'satisfactory results and receive pleasure from their
work. He believed that if '"people found out what they were fit for,
and gave up attempting to push themselves into occupations in which
they must needs fail" they could once again experience joy and success
in their pro’fessions.144
A similar notion is exBressed by van de Velde in "Kulturpolitik"
of 1909 where he provides his own solution to the problem of raising
the public's standard of refinement. Thus in his opinion the existing
‘cultural level coyld be improved tremendously if‘ever§‘person——regard—‘
. .

less of his social position--were to "lower" himself to perform- the
type of work' for which he would be suited best instead of that in

) ' .

which he was actually engaged. Full of enthusiasm he~declares:'"Wg

would magically create masons, carpentérs and typographers with the.

talent an& taste of artistsi rmers and workers with the initiative
and manners ¢f 'grand se;gneu) '."145

éfom Morris' Q;d van de Velde's statements od cultural reforms
it can be concludéd that neither the one nor the other hoped to re-

ceive much help f;oy existing educational s&stems in reviving the

applied arts. Consequently--apart from making several suggestions for
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the improvement of art education, such as the teaching of drawing or

certaln crafts—-they looked fbr solutions elsewhere. Morris believed

that general cultural awareness could be achieved "through people's
contact with good art," a process which in his view.wouid take placé

by exposing people to well executed objects of the pa;:T In principle

van de Velde agreed with Morris, although instead ofiencburaging

people's exposure to good art made in the past he advised artists to

seek the cooperation of industrialists--and vice vers?f—with the aim. -

of bringing quality works on the market, thus inthHGEiQF the popula-

tion to such good art as was available in the éresent. . .
Furthermore both Morris and van de Velde also believed that if

pgople in general were to choose their professions moré wisely than

they had done in the past, concentrating on finding work in which they

could fully develop their particular talents, the quality of produc-

tion as well as people's appreciation of such quality would be raised.

6. The Role and Function of the Craftsman/Engineer/Designer in
the Revival of the Applied Arts and Architecture
In reading Morris' numerous writings there appears to be)fjfsprt \\\

that ﬂe was indeed highly dissatisfied not only with the common type
of goods produced during his days, but also with sééiety's views on
the funct}bn of artists andwéraftsmen. In judging the moral responsi-
bility of arttsts, hoﬁever, Morris perceived that due to the enormous
pressures exerted by society--with its continually changing demands--
the majerity of artists amd craftsmen had been forced into positions

of‘g%edience and acceptance of prevailing conditions. Morris there-



fore believed the responsibility for the rise and decline of the arts
and applied arts lay with the consumer of goods rather than with the

. L 4
craftsman, since circumstances were such that the latter functioned

' ’ 146 .
as nothifg but the "humble servant” of the former. 6
/ \

] - -

{
Discussing current processes of mechanical production, Morris, in

‘anSWer\to the question of whether or not it would be wise to employ
artistshin the realm of industry, not only argued against their pres-
enqe, byt regarded them a definite hindrance to good production. He
believed the greatest pitfall of modern manufacture to be the separa-
tion of the designing process from that of practical execution. In
support of this argument Morris chose the example of common yeaving
practices, explaining that

the designer learns as much as is necessary for

his work from the weaver in a perfunctory and

dull sort of manner. . . . I think it would be ;

better, when it could be managed, that the man //

who actually goes through the technical work of

counting threads and setting how the thing is to

be woven through and through, should do the

greater part of the drawing. . . . What I want

to see really is, and that is the bottom of the ,

whole thing, an education all round of the work-

man, from the lowest to the highest, in tech-

nical matters as in others. 147

In general Morris seems to have devoted little time to the study

of the function of the artist, since, as we have shown, he was con-
vinced that a prosperous art could only be achieved by creating a
society in which all people would possess enough creative instinct to
produce go&dfdeco;ative art. The leading role in the battle towards

F X
this end he assigned to the craftsman, mainly because of the latter's

leng standing-praétical invélvement in the applied arts.148



Van de Velde's evaluation of the issue in question was, apart
from the role he attributed to engineers, not unlike that of Morris.
Already in 1893 he discussed the moral responsibility of the artist--

‘ A
in conjunction with gaat of the imdustrialist--towards society as well
as socie;y's impact on the arts, pointing out that he and his fellow
artists "had to battle against a great indifference towards all

branches of the arts: the most beautiful as well as the most common. "
He criticised society for stressing "material wealth and need over
eyerything else," and concluded that such indifference to beauty made
it very difficult to sell a good work of art.M9 Moreover, he held

s

society itself responsible for having created "a certain image of the

artist which genefally speaking was quite negative," since artists

ontinually endeavoured to experiment in directions other than the
ionventional. Under such conditions he felt it was not surprising
’ﬁhat only those artists were reasonably successful who managed to 1iye
up to society's expectations.lso However, although van de Velde fdund
great fault with the conservatism of ‘the general population, he couid
not but feel some misgivings for the artist's complacency as well.
Appealing to the latter's conscience he points out in "Déblaiement
d'Art" of 1894 that he finds it highly immoral on the part of the
designer to dwell on and reproduce objects of the past, or to be
guided solely by aspects of supply, demand and marketability.151
Returning to the Subject in 1909 in his essay '"Volkskunst," van
de Velde again admits that artists, because of their minority pbsi:
tion, could do little to improve conditionms, particﬁla:ly since the

pressure to constantly create something new more often than not

created fear and uneasiness among them.152 Thus van de Velde primari-
F 4
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ly objected to the pressure exerted by the producgr on the artist to
conceive consténtly of new designs in order to entice the consumer to
buy more, and to the pressure exerted by the consumer, the victim of
short-1lived fashions, in deﬁanding new articles to satisfy his
changing expectations. Thus money, either to be earned or to be spent,
created a vicious circle which van de Velde believed could only be
broken once consumer and manufacturer regained their senses. Here he
perceived the task of the artist to be that of imposing certain
standards of beauty and moral responsibility on industry, which he
felt could be achieved by raising the standard of expectation of the
buyer with regard to quality of material and craftsmanship.153 Van de
Velde tﬁought that the artist was in fact responsible for teaching
people that just as times change so do the objects of their surround-
1ngs; for the simple reason that people themselves change in such a
manner as to look at and perceive things differently at all times.lsa
Should the artist however fail in his endeavour to impress his stand-
ard on society, van de Velde suggésted‘the alternative path of seeking
" the coopeiation of industrialists rather than that of the public.
Here, as paradoxical as it may appear, the materialistic attitude of
the manufacturer was viewed by van de Velde as the very basis for
change. As has been shown, van de Velde, unlike his forerunners Ruskin
and Morris, did not support the abolition of machines, hoping that the
market itself would evehtually regulate production. Thus in 1909 he

b
argues that

it will not do simply to curse the very thing that
is responsible for the present wealth of the Ger-
man nation. On the other hand it is obvious that the
success which industrialists are currently enjoying
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will not last for ever. If manufacturers were not

already aware of this fact, they would not slowly
- be approaching artists for advice, a condition

which could prove very beneficial for both. 155

o
Such cooperation,‘fulde Velde believgd, could be established in

at least two ways: either by founding institutes to which manufacturj
ers could go for free advicé and models and to which they could send
their designers and mqaeg—builders for instruction,156 or through the
employment of artistic advisers in all branches of manufacture.

Both methods would serve the purpose of improving production equally
well, although with regard to the latter van de Velde suggests that a
metamorphosisfof artists into industrial designers would perhaps prove
to be more useful in the long run than the employment of fine art-
ists.158 Regardless of the industrialist's choice dbf either of those
suggestions however, van de Velde insisted that if all employees-—-
from the highest to the lowest--were to expend their energies in the
creation of a perfect product the quality of their works would soon
improve.159 N\

A beneficial outcome of indugtrialisation van de Velde coﬁsidered
to be the eventual recognition of the aesthetic appeal of some engi-
neering works. Since many machines and new materials--such as ferré—
concrete and cast-iron--were the invention of tHL eightéenth and
nineteenth century mind, drastically different from thbpe,tools,
materials and methods of production employed in previous epo;hs, van -
de Velde felt that a new type of "artist" was required to utilise all
to their fullest extent. This "modern artist,"” he writes, "this

creator of a new architecture is the engineer. The soul of his work

is logic, his methods are based on calculation and the combination of



both resule®s in purg‘beauty."l60 Van de Velde therefore proposed that
engineers, with their ability to solve s‘ructural problems which were
5eyond the scope of traditional architects, should replace the latter
as leaders in iron construction . He did make allowances for archi;
tects, but he saw them as secondary, although ﬁecessary assistants.161

Finally in 1901 van de Velde states that he believes the archi-
tect of the "new style' to have origiﬂ&ted from the advent of iron
construction. "The line of this new architecture,” he writes, "as well
as that of the applied arts is the line of the engineer."l62

The following conclusions can be drawn from the agove observa-
tions. Common to both Morris and van de Velde is their assessmant of
the origin of the decline of taste of the general public. They‘agreea
that the responsibility for the production of inferior wares reéulted
not so much with the artist as with society's unhealthy consumerism,
an attitude which they felt was fiercely aided and supported by greedy
industrialists, although van de Velde could not_bué criticise also the
generally passive acceptance by artists of)thg negative fole allotted
to them by societxi

A difference of opinilon arises when it comes to assessing t@g |
role of artists in solving problems 6f bad taste and substandard
production. Here Morris was against the integration of artists into
manufacture, arguing that it would cause the gap between designer and
worker to widen, which would only have a negative effect on the goods
« thus produced. Van de Velde on the ofher hand felt that the artist's--
or preferably tye industrial designer's--assistance in manufacture

would benefit industrialists and society alike, as it would eventu-

ally raise the artistic standard of production.
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In addition both Morris and van de Velde saw great advantage in
encouraging the individual responsibility and involvement of the
worker in the production process, realising that good craftsmanship
could only be expected from ap gmployee who had pride anq interest in
his work.

Finally van de Velde again departed from Morris in that he
heralded the engineer as a most valuable aid to modern construction.
Since Morris was not in favour of new building materials and machinery
he does not appear to have felt the need for such services as the
engineer provided and he therefore made no attempt at acknowledging

him as a new member of artistic circles.

7. Politics and the Arts

Y
According to Vallance, Morris' "art and his socialism were . . .

associated integrally with one another; or raAther they were but two

aspects of the same thing."l63 While Morris had not always enter-

tained socialist ideas, it is not difficult to trace his political

path from Monarchism and Liberalism to Socialism, a development in

which Ruskin appears to have played a major role.16a Although him-

self a Tory and thus unsympathetic to revolutionary and socialist

ideas, Ruskin nevertheless set forth in his Stones of Venice of 1851,

and more precisely in the chapter "On the Nature of Gothic," the
demand for such working conditions as were required to facilitate
"joyful labour" for all vorkers.l65

Morris' conversion to socialism and his subsequent political

activities, however, comprise too .large a topic to -be discussed here,

>



particularly since the subject has already been widely researched by a

number of authors including--to name but a few--Morris' daughter May
Morris, Aymer Vallance and E.L. Cary. The issue which remains to be

examined in the context of this study is the role assigned by Morris
to socialism in the resurrection of the applied arts of his country,
and whether Morris' views were shared or rejected by van de Velde.

It is evident in "The Lesser Arts" that Morris as early as 1877
was already aware of the devastating effects which industrialisation
had had on the life of the working class. It is at this stage that he
openly expresses his desire for political éﬂd social changes, although
he still appears to lack a clear concept of how this change should
come about.166 Analysing tAe political conditions of mediaeval times,
he admits that the "decorative arts . . . [had] flourished among
oppressed peoples,” but’ points out that in those days "art, at least,
e [had been] free." The biggest curse of the nineteenth century
he perceived to be not so much religious and_fgydal oppression, but
machine pfoduction and "what is called Comperce, but which should be
called greed for money."167 He could not but feél pity for all those
craftsmen, who were
working helplessly among the crowd of thosé who
are ridiculously called manufacturers, I.E.
handicraftsmen, though the more part of them
never did a stroke of handiwork in their lives,

and are nothing better than capitalists and
salesmen. 168

L3

In the light of this condition he hoped for the future to bring

leisure from war,- war comﬁercial as well as war
of the bullet and the bayonet; leisure from the
knowledge that darkens council; leisure above all
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from the greed of money, and the craving tor
) that overwhelming distinction that money now
brings. 169
Although ian 1877 Morris was not as yet actively engaged In State
Socialism, had in fact barely become involved with Liberalism, he
nevertheless already appears to have entertained revolutionary
ideals.l70 Alluding to the famous slogan coined during the French
Revolution of 1789 he writes:
1 believe that as we have even now partly
achieved LIBERTY, so we shall one day achieve
EQUALITY,which, and which only, means
FRATERNITY, and so have leisure from poverty
and all its gripping sordid cares. 171
It is clear from this statement that Morris seriously considered
political and social reforms as the means by which to realise good
working and living conditions for all people.
In 1879 Morris delivered the lecture "The Art of the People,"
the title of which alone seems indicative of his sentiments at that .
time. Here Morris points out in the very beginning that he believes
all art to belong to all people since they create it, and not only to

those who can afford it.172 Furthermore he visualises a society devoid

of workers "on whom the dirty work of the world can be shovelled."173

Expressing his dislike of mechanisation and commercialism, Morris
argues that while the former had destroyed what had once constituted
the main part of the workers' life, namely, their daily labour which
had in part been sweetened by the daily creation of art, the latter,
that is commercialism, had destroyed the native art not only of

England, but also of other, colonised, countries such as India.174 In
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sympathy with the "conquered race” (India), which in his view ""had

copied the blank vulgarity of . . . Bts English] lords” he states:

it is a grievious result of the sickness
of civilisation that this art is fast dis-
appearing before the western conquest and
commerce ~ fast, and every day faster.
the conquered races ®n their hopelessness are
everywhere giving up the genuine practice of
their own art, which . . . [is] founded on
the truest and most natural principles. 175

//

Morris' accusation here is twofold in that he criticises nineteenth
century English society for depriving its working class of the right
to joyful labour and for its destructive influence on English as well
as foreign cultures.

Political reform then, in Morris' view, was desperately needed,
and it 1s here in "The Art of the People" that Morris, for the first
time, presents his belief that the arts would only revive as the
result of political and social changes. Once "certain conditions of

leisure, freedom, and due wages'" would be granted to the worker,176

\
Morris thought the seed of happiness would be sown as well as the

"seed of real art, the exp;ession of man's happiness in his labour,”
which would result in "an art made by the people, and for the people,
as a happiness to the maker and the user."177
Since Morris could not '"dissociate art from morality, politics
and religion," it was only logical that he believed the future of the
arts to Se tightly connected witﬁ and dependent on the well-being of
‘the lower classes.178 This "well-being' however entailed the general
abolition of luxury and thus an even distribﬁtion of the wealth of

the nation.179 Whether or not Morris was in 1879 thinking along the

el el o s
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lines of revolution of such magnitude as the French one is question-
able, but he strongly appealed to the moral conscience of the upper
and middle classes by exposing their conduct towards the worker,

asking:

. how can we bear to give any man less money
than he can decently live on, less leisure than
his education and self-respect demand? . . . We
the public - how can we bear to pay a price for
a piece of goods which will help to trouble one
man, to ruin another, and to starve a third? 180

Furthermore, in drawing what appears to be a parallel to the
cultural and social conditions of France just prior to the French
Revolution--an event which Morris felt had brought a new time of hope
to all oppressed populations 181——he seems to warn his fellow English-

men of

. the greatest danger which civilisation is
threatened with, a danger of her own breeding:
that man in struggling towards complete attain-
ment of all the luxuries of 1life for the strongest .
portion of their race should deprive their whole
race of all the beauty of life. . . . for that
Beauty, which is meant by ART, using the word in
its widest sense, is, . . . a positive necessity
of 1life, if we are to live as nature meant us
to. 182 )

Concerning the relationship of politics and the arts, Morris'

utopian novel News from Nowhere does not contain anything new, but

must be viewed as a8 summary of his previous thoughts. Here Morris
visualised an ideal society, full of appreciation of the arts, which
had come about by means of revolution. Here people lived in beautiful
but modest houses, evenly distributed all over England, without a

parliament and law courts to rule their lives. Here the population
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concéntrated their efforts on working the land and on making and
decorating only those wares which they thought necessary for their
daily lives, in a manner enjoyable and satisfactory to all people.

Due to an even distribution of wealth, active cooperation among all
members of socieLy, and the abolitioh of. class~systems--a situation
which Morris regarded as idedi}communism—-people could enjoy a freedom
never before experienced from commercialism and from poligical as well

as social oppression. News from Nowhere however describes a utopian
\

o

existence, and while it communicates to its‘readers many of Morris'
hopes and aspirations for the future, it also raises the question--
more strongly than ever before--of whether such an ideal could ever be
achieved in reality.

While Morris‘was very dissatisfied with the political and tultural
structure of his country, he nonetheless acknowledged that of the
three desirable aims--Equality, Fraternity and Liberty--it had at
least partially attained the latter, énd thus he had reason to believe
that the other two would follow in due course. In 1880 he remarked in
a sad and yet hopeful manner that, whiie the nineteenth century could
be called the "Century of Commerce,” which '"made it possible for many
a man to live fr¢e, who would in other times have been a slave,” the
twentieth century would perhaps "be called the Century of Education,"
which in turn wéuld attempt to rectify all the "blunders" and "reck-
: léssness" of tﬁe past.183

Unlike Meris, who discovered socialism relatively late in his
life, van de Velde began to express interest in socialist idealé and

ideas as early as 1886. Escaping the buzzing and tumultuous noise of

city life, he had decided during that year to join the three Belgian

/
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"luminist" painters Heymans, Rosseels and Crabeels at work in a
secluded village called Wechsel der Zande. Although van de Velde had
originally planned to stay there for only four days, hdis visit turned
out to last four years. During this period of quiet country life,
Heymans, Rosseels and Crabeels proved very inspiring for the young van
dg Velde, not only through their works but also through their political
inclinations. All three were advocates of social reform in Belgium, a
circumstance which most likely contributed to van de Velde's preoccu-
pation with socialist literature as well as with certain novels by
such authors as Emile Zola and Dostoyevsky, who had distincly socialist
tendencies.lsA

Furthermore, after his return to Antwerp from Wechsel der Zande
in 1890, van de Velde came into contact with the Belgian poet Charles
van Lerberghe and two lawyers, Emile Vandevelde and Max Hallet, all of
whom had joined the Parti Ouvrier Belge (Belgian Labour Party), and
who according to vande Velde took part in left-wing meetings~with
such coﬁmunists as Louis de Bfochere, Volders, Anseele and the brothers
Defuisséaux.185 Prompted most likely by political discussions with his
new acquaintances, van de Velde, iﬁ 1889, begins to read publications
by Bakunin, Marx, Engels, Kropogkin and others, in order to understand
what h; called the "egotism of existing social conditions at the end
of the nineteenth century."ls6

Politics, then, must have been of great interest to van de Velde
at that time, since he states his preference to have been the medita-
tion‘of a new form of society rather than the develdShent ;f painting

styles.187 In spite of his friends, however, van de Velde stated that

he felt .alone, without leadership, in matters of politics in 1889, and
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thus it was not until word of William Morris reached Belgium that he

1
became stronger in his own political convictions. 88

While Morris believed socialism to be the savior of the arts, it
must be pointed out that van de Velde,}throughouc his writings, was
very sceptical of that view. Thus as early as 1895 he appears to have
been aware of the decreasing influence which politicé and religion

exercised on the arts. In "Apergus" he states:

Science and the Humanities have by far outrun

the achievements of the Church and the State. Py
Perhaps in the future we will only know two

types of monuments: the place in which we edu-

cate and the place in which we lgok after the

i11. 189 -

Furthermore he very much disagreed with those who believed that a

change of society would bring about a change of the arts. Van de Velde

.

admitted that in all probability a relationship between socialistic

trends and the development of a "new art'" existed, but he hesitated to

conclude that one change had to necessarily follow from the other.

Instead he predicted that socialism would have less of an influence on
nineteenth century art than the Christian religion had had on the

Gothic style, and therefore he did not feel that a new "religion" was

needed to reawaken the arts.lgo In "William Morris, Kunsthandwerker

und Sozialist" van de Velde even accuses religious beliefs of having

exerted a rather negative influence on the arts; arguing that

. . . if joyful labour is a blessing and all

other work is considered punishment - as it is

viewed by so many people - then we must con-

| clude that, since punishment is considered to
be imposed by God, the Christian religion must
be responsible for having destroyed art. 191

4
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Responding to Ruskin's and Morris' views on the relationship of

Sociglism and the arts, van de Velde, in Die Renaissance, argues that
he feels the state o? the appli;d arts to be more tightly connected
with such charactﬁristics as logic and morality than with social con-
ditions.192 Con;equently he did not agree with Morris, who thought that
social reforms would create better conditions for the arts. Instead he
favoured Ruskin's view, who believed beauty to be eternal so long as it
was produced joyfully. "For the moment,"” van de Velde writes, "1 feel
that we would achieve better results for the arts.by proclaiming
Ruskin's ifea) of joyful labour than by joining the socialist move-

193 In discriminating thus between Morris' and Ruskin's opinions,

ment."
van de Velde, at first glance, appears to have overlooked a very im-
portant argument brought forth by Morris. While the latter fully agreed
with Ruskin's proposal he was nevertheless convinced that the creay{on
of such conditions as would facilit&;e "joyful labour" necessitaégd a
change of working conditions, which in turn, so Morris argued, could
only come about through social change. Van de Velde however could not
be persuaded to believe that an improvement of financial circumstances
would bring about Boyfyl I&QS?r and thus awaken a sénse fo; beauty.
Based on his own observationsg; greater regard for beauty did not appear
to follow upon the acqg§§ F‘?n of wealth; on the contrary, van de Velde
thought that a carefree life\;roduced passivity and loss of energy.
"Considering," he writes, "that we have not as yet developed a process
of creating children with good taste, I am convinced that financial

| 194

security would not suffice to bring us closer to our aims.” Also in

Die Renaissance van de Velde states that he feels the experience of

joy in one's work to be largely dependent on one's own attitude rather



than on exterior circumstances. Convinced that every person carries
within himself the potential to realise Ruskin's ideal, vag de Velde
argues that it could be achieved by anyone, at any time and under any
condition.195 On the other hand ﬁe admitted that financial circumstan-
ces could perhaps influence people's moral attitude towards life, and
thus he fully sympathised with tho%p groups who endeavoured to better
the life of the poor.196 B

Two years later, in "Notizen aus Griechenland" of 1903, van de
Velde again insists that one cannot expect from a new social programme
that which can only be found in the individual himself. "We all can
think rationally and thus develop an artistic sensitivity of our own.
If enough people would make an effort to do so a new social atmosphere

197

would soon result." Here van de Velde's argument seems to clearly

contradict one of his earlier statements in Die Renaissance where he

makes allowances for the influence of social conditions on a person's

moral attitude. While in Die Renaissance it seemed obvious to him that
L
it would be difficult indeed for a worker to retain a high degree of

sensitivity and morality iff a slave-like working atmosphere, he later
renounces the existence of a connection between moral standards and
financial stability.

‘However, not only did van de Velde doubt that socialism would
prove beneficial for £he arts, but he also expresses--for the first
time--in "Kulturpblitik" of 1909 his resérvation about the idea of
political control of the arts. In his view politics and the arts were
, . :

different and autonomous entities, and he therefore cautions his

readers when he writes:

111



1 have no doubt that a form of cultural politics
would speed up our cause. I fear, however, that
changes may come too quickly. The term "cultural
politics" implies the reawakening of one's -sense
of perfection, refinement and purification. It
will be difficult indeed to find people capable
" of teaching these subjects. 198 : X

v

Van de Velde's- article "Kulturpolitik" was written in response to

a question posed by the German newspaper Frankfurter Zeitung: "By what

bolitical means can we speed up the cultural development in Germany?"
Van de Velde was very sceptical towards cultural politics since he
felt that it would threaten the normal course of cultural developmenty
In his view the question as sudh clearly demonstrated the rather
dangerous impatience prevalent \among German intellectuals to reach an
equally advanced¢cultural level &€ their neighbouring countries. These
countries, however, had attained their artistic standards through a
slow process of maturation, a fact which van de Velde felt the Germans
seemed to overlook when they demanded a "hothouse" technique.199
Having presented Morris' and van de Velde's views on the relation-
ship between nineteenth century socialis; trends and the arts, one
must conclude that tﬁéy held widel? different opinions on the subject.
Morris appears to have been convinced that the arts would greatly
benefit from a socialistically oriented society. For the immediate
future he hoped that social reforms would bring about improved working
conditions in manufacture, which in turn, he argued, would result in
better workmanship and reawaken people's appreciation of simplicity
and beauty. In principle, however, he viewed such social reforms as

but the first step towards complete communism. His concept of a truly

communistic society embraced equality, fraternity and liberty of all-
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people, a condition which he thought would have a favourable effect on
the arts.

Van Qe Velde on the other hand, based on such observations and
studies as he had engaged in during the early years of his career, did
not believe that social or, for that matter, even political and reli-
gious reforms would have a great impact omn the arts. He argued that
artistic sensitivity had to be developed by every individual himself.
Such development ?g thought could be aided by persuading manufacturers
to raise their ethical and moral standards in production, thus helping
not only the consumer to acquire good taste, but also the industrialist

in successfully marketing his products on an international scale.



CONCLUSION

Having compared van de Velde's theories on art and architecture
with those held by Morris, it is now necessary to return to the origi-
nal question which prompted this entire investigation in order to
determine whether or not van de Velde did in fact rely on Morris as a
source of theoretical inspiration.

Here of foremost importance are of course those statements made
by van de Velde in-which he openly acknowledges Morris as one of his
predecessors in the battle for a renaissance of the applied arts in
Europe. However, as mentioned earlier, van de Velde rarely commented
directly on Morris' theories, a circumstance which makes it almost
impossible to isolate those of van de Velde's ideas which were derived
directly from his contact with Morris' thoughts on ;rt. On the other
hand, fn reading and comparing van de %elde's early writfngs with
those by Morris, one cannot but notice the astounding similarity of
their concepts. Van de Velde's preoccupation after 1893 with Morris'
writings is well documented, and it does therefore not seem unreason-
able to assume that many of the latter's ideas could have left either
cogsciously or unconséiously a deep impression én van de Velde, whicﬁ
can easily be detected in his publications.

Among the numerous similarities that exist between Morris' and

van de Velde's writings there is, for example, the high regard in

which they both held the art of antiquity and their mutual dislike of
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the Italian Renaissance. But while Morris did not specify what exactly
he liked about antiquity, van de Velde frequently wrote about his ad-
miration.for such aspects of early Greek art as essence, function, form
and unity. With regard to other pést styles, van de Velde praised the
functionality of Gothic architecture, whereas Mo;ris also favoured the
beauty and simpli?EFy of the Gothic period. Consequently both agreed
that it would be beneficial for art students to study certain past
styles, although they also insisted that the future style should not
consist of imitations of the past, but instead be reflective of their
own epoch. |

A further similarify is their desire for a ''mew style" based on
such concepts as rationality and functionality (van de Velde) or
simplicity and usefulness (Morris). Both aJ%hors also believed that
ornamentation had to be dérived from principles and forces inherent in
nature, although Morris preferred stylised animal and plant forms,

while van de Velde sought a completely abstract, linear type of orna-

)
.
ment.

Like Morris van de Velde also demanded honesty in the use and
display of materials as well as honesty in production. When it came
to choosing particular building materials, however, Morris' choice lay
with stone, brick, wood and clay, whereas van de Velde foresaw a great
future for cast-irom. |

Lastly, both Morris and van«de—xflde thought that people's
artis;ic sensitivity could be improved not so much EhrOugh revised
educational systems as through constant exposure to good art. Here.van
de Yelde did not agree wifh Morris, who direéted people's eyes to well-

crafted objects of past styles only. Instead he felt that they should
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be 1ntro@uced to such good products as were already manufactured
during his own days.

Undoubtedly there are also many instances where van dé Velde's
principles differed widely from those proposed by Morris. Among these
are such major issues as methods of production, the role of the artist
in manufacture and the relationship between politics and the arts.
Although both authors desired an art made in SuLh a manner as to bene-
fit all people and not just a wealthy minority, van de Velde, unlike
Morris, did not believe that this aim could be achieved without
machihes and mass-production. He therefore strongly criticised Morris
for his conservative eﬁdeavour of reviving the handicrafts. Van de
Velde also saw great advantages in having well-trained industrial
designers employed by manufactﬁrers, while Morris felt that this would
only serve to widen the already existing gap between artists and
craftsmen. He felt that créftsmen(should be trained to become artists
gnd vice versa, but he did not like the idea of gseparating the two.

Finally van de Velde did not share Morris' hope that a soclalist
government or social reforms would h Jp;positive impact on the
future development of the art;..He was §3nv1nced'that art would remain
Jninfluenced by social, political or religious changes, arguing that
a;tistig sensitivity and the degree to which one enjoys doing one's
work wefe largely dependent on one's own particular disposition.

Such disagreements, however, do not neqessarily diminish the role
which Morris played in the early years of van de Velde's search for
 1«and formulation of art theories. Rather they could be viewed as a

pupil's individual modifications and extentions of the basic principles

received from an older and perhaps more experienced teacher. On the
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other hand it may have been due to such differences in outlook that
van de Velde's first enthusiasm towards Mérris' ideas appear to have
cooled slightly, and even turned into criticism, in later years.

It has been pointed out in the introduction to this study that
Morris' writings should be regarded as only one--if major--source
which proved instrumental in the formulation of van de Velde's outlook
on art. Unquestionably numerous other influences were present at the
same time, which in turn provide a vast field for future research. But
even though van de Veide did not derive all his art theories from, or
base all his opinions on, Morris' thoughts expressed some twehty years
earlier, our comparison of both authors' writings nevertheless reveals
an abundance of circumstantial evidence, which serves to confirm not
only van de Velde's own admittance of dependency on Morris, but also
those assertions madelearlier by other twentieth century art histori-
ans. v ] gf’“

As a last question the reader of this study may well ask why

" Morris' influence on van de Velde is of sufficient importance to

warrant investigation, particularly since van de Velde was only one of
many artist; in the early 1890s who stood under the spell of Morris
and the English‘Arts and Crafts Movement. Van de Velde's place in the
development of the ''Modern Movement" had already been defined by
4Pé;snef, but it is vérthwhile mentioning here that 1t'was dye in part
to van de Velde's acti?e engagement in the cultural spheres of Belgium,
France and above all Germany that ﬁew art theories were transmitted
from England to Continental Europe. It must be remembered that van de:
Velde, during the end of the nineteenth and the beginning of the twen-

tieth century, was in contact ‘with innumerable artists, craftsmen,
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architects, writers, politicians and industrialists with whom he most
likelx entered into discussions on the most advanced art theories. But
in addition van de Velde embraced an even wider circle of listeners

and readers—-of his own as well as of certain English thoughts on art--
with his many lectures and writings on the subject. The fact, then,
that van de Velde was a prolific writer, who recorded, commented upon
and contributed to new developments in the arts, could not but have
helped to expose some of the most current cultural trends. For this
function aione he must be regarded as one of the most vital links be-
tween the English Arts and Crafts Movement and similar endeavoures in

Continental Europe.
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come into contact with Morris' and Ruskin's writings as early as 1886,
it is possible that he had talked to van de Velde about the new gener-
ation of English craftsmen even before 1891.

3 Bruce Laughton, 'The British and American Contribution to Les
XX, 1884-93," Apollo, NS 69, LXXXVI (1967), p. 374. Les Vingt is the
same association as Les XX. .

4 In 1897 Finch moved to Finland, where he continued to work as a

craftsman, and where he subsequently influenced Scandinavian design.

> H.v.d. Velde, Geschichte, p. 66.

6 H.v.d. Velde, Geschichte, p. 56.
Pevsner, Pioneers, p. 98.

8

H.v.d. Velde, Die Renaissance, pp. 68-69. Since the centre part
of this quotation is somewhat obscure in its meaning, e full quota-
tion will be included here in its original German form: "Mehr durch
den Einfluss der Kunstwerke selbst, als durch die Kenntnis der ver-
schiedenen Theorien und Ideale, aus denen die englische Renaissance
erwachsen war, wurde die zweite Renaissance befruchtet. Wir erfuhren
den Einfluss der Werke, die mann uns sehen liess, friiher, als den der
Theorien, von welchen jene begeistert und bestimmt wurden, deren Bei-
splel wir folgten. . . . Im vorliegenden Falle genigte es, dass die
Schopfungen eines Morris, Crane, Voysey, Cobden-Sanderson uns schon
erschienen und dass sich keine Schranke der Sprache oder der Schrift
zwischen uns und sie stellte, um uns sogleich fir den Gedanken einer
Renaissance des Kunstgewerbes zu gewinnen."

The English designer Walter Crane (1845-1915) was a contemporary
and follower of Morris. He also wanted to revive the handicrafts,
favoured social reforms, and was against machine production as well as
against the use of building materials such as glass and cast-iron. He
exhibited at the Les Vingt salon in 1891. ‘

Charles F. Annesley Voysey (1857-1941) was an English architect
and designer of wall-papers, fabrics, furniture and other items. Un-
like Morris he was not a craftsman. He build his first house in 1891.

T.J. Cobden-Sanderson was a printer of books. Also a contemporary
of Morris, he was the co-founder of the Doves Press in 1900, which
published books in a plain, unadorned type face.

H.v.d. Velde, Geschichte, p. 273. For similar statements see
also pp. 292, 295 and 320 in the same text.
10
For detailed information on the participation of English
craftsmen at .the Les Vingt and La Libre Esthétique see Madelaine

121



122

Octave Maus (wife of Octave Maus and secretary to Les Vingt and La
Libre Esthétique) Trente Années de Lutte pour 1'Art: 1884-1914
(Bruxelles: Librairie L'Oisseau Bleu, 1926). Also Laughton, "The
British and American Contribution," p. 372ff.

1
! H.v.d. Velde, Geschichte, p. 56.

12 P. Morton Shand, "Extracts from his Memoirs," p. 145. Liberty's
was a furniture and drapery shop in London. In the 1890s the company
also imported fabrics and other goods from China. In 1893 van de Velde
wrote an article called "Artistic Wall Papers’ for L'Art Moderne
(Bruxelles, June 1893, pp. 193-204). Here he comments on artists such
as Crane, Voysey, Heywood Sumner, Selwyn-Image and other members of

the English Arts and Crafts Movement, who had supplied wall-paper
designs to Essex & Co. )

13

i

H.v.d. Velde, "Déblaiement d'Art" in Zum Neuen Stil, p. 28.

14 H.v.d. Velde, Zum Neuen Stil, p. 28.

15 Maus, Trente Années, p. 143. Selwyn-Image (1849-1930) was a
poet, water-colour painter and designer of stained-glass. He was a
collaborator in the "Century Guild," the earliest group to follow
Morris' teachings (founded in 1882 by the English architect and de-
signer A.H. Mackmurdo (1857-1942). Mackmurdo designed the title page
for Christopher Wren's City Churches, published in 1883. This design
is said to have been the first Art Nouveau drawing). Selwyn-Image
exhibited book illustrations at the 1892 Les Vingt salomn, and again in
1894 at La Libre Esthétique. ‘

Herbert Horne (1846-1916) was an English architect, designer and
art historian. He exhibited book illustrations at Les Vingt in 1892.

6 Laughton, "The British and American Contribution,"” p. 376.

The English painter Aubrey Beardsley (1872-1898) was a follower of the
Pre-Raphaelites until 1892. After this date he painted in a graphic
Art Nouveau style. He exhibited at the 1894 La Libre Esthétique salon.

C.R. Ashbee (1863-1942): English architect and designer. Contem-
porary of van de Velde. Founder of the "Guild and School of Handi-
crafts" in 1888. He was for the revival of the applied arts, but also
pro machine production.

1 .
7 Maus, Trente Années, p. 173.

18 Maus, Trente Années, p. 187.

19 H.v.d. Velde, Geschichte, p. 81.

-~ 20 H.v.d. Velde, Geschichte, p. 81. By "William Morris Boutique"
van de Velde presumably means Morris' firm "Morris, Marshall and
Faulkner" (or "Morris & Co."). The firm was founded in 1861. Morris
became the head of the company in 1874. His co-foundérs and co-workers
were the painters Ford Madox Brown, Sir Edward Burne-Jones and Dante
Gabriel Rossetti (for a short period also Arthur Hughes), the archi-



123

tect Philip Webb, the surveyor and engineer Peter Paul Marshall and a
friend of Morris' from his Oxford days by the name of Charles Joseph
Faulkner.

The following Arts and Crafts Guilds existed before 1893: "The
Century Guild" of 1882 (founded by Mackmurdo. Its periodical, The
Hobby Horse, was founded in 1884); "The Art Workers Guild" of 1884
(Morrisubecame a member in 1888); "The Guild and School of Handicrafts”
of 1888'(founded by Ashbee); "The Arts and Crafts Exhibition Society"
of 1888 (Morris was co-founder. Crane was its first president. Most of
its members belonged also to the "Art Workers Guild").

21 H.v.d. Velde, Geschichte, p. 82.

22 H.v.d. Velde, Geschichte, p. 82.

23 H.v.d. Velde, "Premiédre Prédication d'Art," L'Art Moderne, a
series of three lectures published December 31, 1893, pp. 420-21;
January 21, 1894, pp. 20-21; and January 28, 1894, p. 28.

2

4 H.v.d. Velde, Kunstgewerbliche Laienpredigten (Leipzig: Her-
mann Seemann, 1902), pp. 42-71. For further confirmation of’ this
statement see also H.v.d. Velde, Geschichte, p. 84.

25

H.v.d. Velde, Geschichte, p. 84.

9 ,
6 Aymer Vallance, William Morris: His Art, his Writings, and his
Public Life (London: Bell & Sons, 1897), p. 394.

21 Vallance, William Morris, p. 398.
28

Vallance, William Morris, p. 400. i

29 H.v.d. Velde, Geschichte, p. 80.

30 Hammacher, Le Monde, pp. 337-41.

31 "The Lesser Arts" was originally entitled "Hopes and Fears for
Art."

32

H.v.d. Velde, Geschichte, p. 84.

3 . 2
3 Wwilliam Morris, "Hopes and Fears for Art," La Societé Nouvelle.

Revue International, Sociologie, Arts, Sciences, Lettres (Paris, Bru-
xelles), May 1893, ninth edition, volume one, pp. 642-62.

34

Easter Sunday of 1893 was on April 2nd.

35 H.v.d. Velde, Geschichte, p. 81.

36"I-l.v.d. Velde, Geschichte, p. 83.

7
3 H.v.d. Velde, Laienpredigten, pp. 59-60; William Morris, "The
Lesser Arts" in Hopes and Fears for Art (London: Ellis & White, 1882),

|



124

38 H.v.d. Velde, Laienpredigten, pp. 69-70; Morris, Hopes and

Fears, p. 12.
39

Morris, Hopes and Fears, p. I. N,

40 J.W. Mackail, The Life of William Morris (London: Oxford

University Press, 1899), p. 350.
41

Mackail, Life of Morris, p. 357.

42 Mackail, Life of Morris, p. 349. Morris was the co~-founder of

"The Arts and Crafts Exhibition Society."
43 /

Morris, Hopes and Fears, p. 1ll.

Morris, Hopes and Fears, p. 2.

4
> William Morris, "The Arts of the People,” in Hopes and Fears

for Art, pp. 38-70.
46

Mackail, Life of Morris, p. 7.

47

Morris, Hopes and @ears, p- 71.
~-7

48 A.L. Morton, Three Works by William Morris (London: Lawrence
and Wishart, 1977), p. 19.

49

Mackail, Life of Morris, p. 256.

>0 This must have been prior to 1899, since Mackail's biography

of Morris' life appeared that year.

1 Henry van de Velde, William Morris, Artisan et Socialiste,
Extraits de L'Avenir Social (Bruxelles: Presse Socialiste, 1898), p.
26. Also published as "William Morris, Kunsthandwerker und Sozialist"
in Kunstgewerbliche Laienpredigten, pp. 73-136.

2 . - P
Henry van de Velde, "Une Prédication d'Art," La Société
Nouvelle, July 1896, p. 742.

>3 Herbert, The Artist, p.0199. 0

>4 Hammacher, Le Monde, pp. 337-38.

5 ‘ /. 7
Henry van de Velde, "Une Prédication d'Art," La Societé
Nouvelle, Dec. 1895, pp. 54~63; July 1896, pp. 733-44. -

56

H.v.d. Velde, Laienpredigten, p. 126.

57 Vallance, William Morris, p. 307.




125

>8 H.v.d. Velde, William Morris, Artisan et Socialiste, p. 28.

This paragraph is in part a quotation by van de Velde from another,
unidentified, source.

b9

60

Mackail, Life of Morris, p. 216.

Mackail, Life of Morris, pp. 217-18. No date is supplied by
Mackail for this second letter. He only mentions that it was written
at a later date than the previously quoted one.

Morris was also fifty-six years old in 1890.

62 H.v.d. Velde, Laienpredigten, pp. 73-136.

63 Vallance, William Morris, p. vii.

6
4 Vallance, W&lliam Morris, pp. 233-48. Among these were, to name

but a few: "Art under Plutocracy’ (lecture delivered at the Russell
Club at Oxford on the l4th of November 1883, and published in the
February and March 1884 issues of the mggazine To-Day, p. 233
Vallance), "The Revival of Handicrafts'" (article in The Fortnightly
Review, Nov. 1888, p. 234 Vallance), "The Influence of Building
Materials on Architecture" (a paper read before the Art Workers's
Guild; published Jan. 1892 in The Century Guild Hobby Horse, p. 236
Vallance), Preface for Ruskin's The Nature of Gothic (February 15th,
1892, Kelmscott Press edition), and others.

> Vallance, William Morris, p. . Vallance writes: "In 1882
a Royal Commission was being held to{inquire into the subject of
technical instruction, and Mr. Morris ‘javing been called upon to give
evidence was examined on March 17th, at\South Kensington, Mr. Bernhard
Samuels in the chair. The minutes of thé& proceedings were published in
a Government Blue Book. . . . The Inquiry at an early stage being
directed to the comparative degrees of originality of the French and
of the people of his own country, Morris said that he believed cer-
tainly that the latter possess this quality, and that although a great
deal is talked about the superiority of the French design, he did not
think the point was one of essential difference in character between
the two peoples as such," but, "to a great extent a question of
training."

6
6 Vallance, William Morris, pp. 233-58.

67 Vallance, William Morris, p. 305.

68
Vallance, William Morrisk‘p. 314.

69 '
Vallance, William Morris, p. 344. "Four letters on 'Socialism'

addressed by Mr. Morris from Kelmscott House, Hammersmith, to Rev.
George Bainton, of Coventry, in 1888, on April 2nd, 4th, and 10th, and
May 6th respectively, were printed for private circulation only, in a
limited impression of thirty-four copies.”

b/



7
0 Vallance, William Morris, p. 343. "A course of lectures on

various aspects of the Labour Problem being organized and delivered
by several different lecturers in Scotland in the summer of 1886, Mr.
Morris spoke on 'The Labour Question from the Socialist Standpoint.'
His lecture was included with the others in the volume called The
Claims of Labour published at Edingburgh in 1886."

71

Vallance, William Morris, p. 346. Letter from Morris to The
Commonweal containing criticism of Edward Bellamy's utopian novel
Looking Backward. -

72

Vallance, William Morris, p. 355. Quoted from Morris' "Where
are we Now?" in Commonweal , November I5th, 1890.

7 "
3 Vallance, William Morris, p. 354. Also from "Where are we Now?
74 ,
H.v.d. Velde, Laienpredigten, p. 98.
7
> H.v.d. Velde, Laienpredigten, pp. 73-136.
76

H.v.d. Velde, Laienpredigten, p. 98.
PART TWO

1
H.v.d. Velde, Laienpredigten, p. v. Further information with
regard to van de Velde's inaccuracy in his dating can be found in:
Pevsner, Pioneers, pp. 221-22, Footnote 45.

Heywood Summer was a contemporary to Morris. He was an English
designer—decdrator, who exhibited in 1896 at the La Libre Esthétique
salon.

In "Wie Ich Mir Freie Bahn Schuf" van de Velde mentions Morris'
"Golden Type" (Roman) and his "Troy" and '"Chaucer" types (Gothic),
Cobden-Sanderson's "Doves Binderey," the wall paper manufacturer
Jeffrey and Essex (who had printed some of the designs supplied by
Crane and Voysey), Selwyn Image's ithographs and Heywood Sumner's
wall paper designs. However, Morfis only developed his Kew types in
1890. Furthermore, Morris' Kelmfcott Press was only founded in January
of 1891, and it was not until April of that year that the first
publication--a small edition of Morris' The Story of-the Glittering
Plain--was released. Consequently, wan de Velde could not possibly
have seen Morris' type styles as early as 1890. Morris exhibited his
Kelmscott Press books in Belgium—-for the first time--at the 1894
salon of La Libre Esthétique:

3 H.v.d. Velde, Die Renaissance, p. 62.

4
H.v.d. Velde, Geschichte, p. 56.

F

126



> H.v.d. Velde, Die Renaissance, p. 65.

6 H.v.d. Velde, "Déblaiement d'Art," La Société Nouvelle

(Bruxelles), April 1894. Also in Zum Neuen Stil, under the title of
"Sauberung der Kunst', pp. 23-35.

7

H.v.d. Velde, Geschichte, p. 273. For similar statements see
also pp.- 292 and 320 in -the same text.

8 H.v.d. Velde, Geschichte, p. 464.

9 H.v.d. Velde, Laienpredigten, p. vii.

[

1o H.v.d. Velde, Laienpredigten, p. 63.

1 H.v.d. Velde, Déblaiement d'Art (Bruxelles: Vve Monnom, 1894).

12 Emile Gallé (1846-1904) was a French maker of very delicate

glass wares. He exhibited his works as early as 1884. Auguste Dela-
herche (1857-1914) was a French artists, who exhibited stained-glass,
embroidery and ceramics at the Les Vingt salon of 1892.

13 H.v.d. Velde, Zum Neuen Stil, p. 33.
14 H.v.d. Velde, Zum Neuen Stil, p. 34.
15

Hammacher, Le Monde, p. 338.

16 H.v.d. Velde, "Ein Kapitel iiber Entwurf und Bau Moderner Mo~
bel," Pan, 3. Jahrg., Heft 4, Berlin, 1897. Also in Zum Neuen Stil,
P- 59. Y

.

17 H.v.d. Velde, Laienpredigten, p. 78. -
18 H.v.d. Velde, Laienpredigten, p. 97.
19

H.v.d. Velde, Laienpredigten, p. 100.

20 The exact sequence and development of van de Velde's thoughts
on art will be discussed in Part Three of this study.

1 Although French translations of Morris' texts may also have
been available, there is no evidence--apart from News from Nowhere--
to suggest that van de Velde had any knowledge of such publications.
Furthermore, there is also no evidence in van de Velde's writings that
he did in fact read--or make use of--such additional translations, and
therefore they were not discussed in Part One of this study among the
texts by Morris with which van de Velde was most certainly familiar.
They are added here solely for the benefit of making the reader aware
of their existence.

22
H.v.d. Velde, Laienpredigten, p. 122.

127



128

23 H.v.d. Velde, éssazs (Leipzig: Insel-Verlag, 1910), p. 7.

24 H.v.d. Velde, Essays, p. 68.

25 H.v.d. Velde, Essays, p. 69.

2
6 H.v.d. Velde, Essays, p. 79.

27 H.v.d. Velde, Essays, p. 121.

28 H.v.d. Velde, Essays, p. 125.

29 H.v.d. Velde, Essays, p. 126.

30 H.v.d. Velde, Essays, pp. 135-36.

31 H.v.d. Velde, Essays, p. 130.

32 H.v.d. Velde, Essays, p. 320.

33 H.v.d. Velde, Essays, p. 139.

34.H.v.d. Velde, Geschichte, p. 320ff

> Joan Campbell in The German Werkbund (New Jersey: Princeton
University Press, 1978, p. 18) relates the foundation of the Werkbund
differently. She claims that it was due to the Arts and Crafts Exhibi-
tion in Dresden in 1906, and due to the initiative of the German
politician Friedrich Naumann and the architect Hermann Muthesius that
the Werkbund was founded. Since her assertions are well documented,
and since van de Velde--as he himself admitted--frequently confused
events and dates, Joan Campbell seems the more reliable source.

36

H.v.d. Velde, Geschichte, p. 361ff.

PART THREE

1 H.v.d. Velde, Laienpredigten, pp. 59-61.

> _
H.v.d. Velde, Zum Neuen Stil, p. 25.

3
Henry van de Velde, Apercus en vue d'une Synthdse d'Art
(Bruxelles: Vve Monnom, 1895). Also in Zum Neuen Stil, entitled "All-

gemeine Bemerkungen zu einer Synthese der Kunst,'" p. 55.

4

H.v.d. Velde, Zum Neuen Stil, p. 46.

5 :
H.v.d. Velde, Die Renaissance, p. 42.

6 }
H.v.d. Velde, Die Renaissance, p. 95.




7
H.v.d. Velde, Die Renaissance, pp. 93-94.
8

H.v.d. Velde, Die Renaissance, p. 8.

9 H.v.d. Velde, Zup Neuen Stil, p. 84.

129

10
pp. 137-39.
11

H.v.d. Velde, Die Renaissance, p.

1
2 H.v.d. Velde, Essays, p. 7.

1
3 H.v.d. Velde, Essays, p. 7.

1
4 H.v.d. Velde, Essays, p. 38.

1
> H.v.d. Velde, Essays, p. 1l0.

1
6 Morris, Hopes and Fears, p. 7.

17 Morris, Hopes and Fears, p. 20.

18

Morris, Hopes and Fears, p. 20.
19

H.v.d. Velde, '"Notizen aus Griechenland," in Zum Neuen Stil,

95.

For further information on Pugin's praise of the rational

aspect of the Gothic style see Bde, Gothic Revival, pp. 18-39,

especially p. 28.
20

H.v.d. Velde, Zum Neuen Stil, p.

2
! Morris, Hopes and Fears, p. 81.

22
Morris, Hopes and Fears, p. 20.

2 i
3 Morris, Hopes and Fears, p. 39.

2
4 Morris, Hopes and Fears, p. 98.

2
3 Morton, Three Works, p. 193.

26 Morris in 1890 and van de Velde

2
7 H.v.d. Velde, Zum Neuen Stil, p.

2 s
8 H.v.d. Velde, Zum Neuen Stil, p.

29 H.v.d. Velde, Zum Neuen Stil, p.

30 H.v.d. Velde, Zum Neuen Stil, p.

31 H.v.d. Velde, Laienpredigten, p.

25.

in 1903;
139.
12.

15.

30.

79. !



2
3 Morris, Hopes and Fears, p. 2.

3
3 H.v.d. Velde, Laienpredigten, pp. 59-60.

34 H.v.d. Velde, Die Renaissance, p. 6l.

35 H.v.d. Velde, Die Renaissangce, pp. 110-11.

3 4ov.d. Velde, Zum Neuen Stil, p. 46.

37 Morris, Hopes and Fears, p. 31l.

38 H.v.d. Velde, Zum Neuen Stil, pp. 58-59.

?9 Morris, Hopes and Fears, p. 104.

.

Morris, Hopes and Fears, p. 97.

4
! Morris, Hopes and Fears, p. 104.

40

4ZKH.v.d. Veldg, Zum Neuén Stil, p. 81.
48 H.v.d. Velde, Essays, p. 85.
4a H.v.d. Velde, Essays, p. 77. .
43 Morris, Hopes and Fears, p. 105.
46 Morris, Hopés and Fears, p. 321
47 Morris, Hopes and Fears, p. 37.
) 48 H.v.d. Velde, Essays, p. 96. é? §@g
49

Morris, Hopes and Fears, pp. 3-4.

>0 Morris, Hopes and Fears, p. 4. This statement of Morris' is
rather vague, a8 he does not name any specific principles in nature.

51

Morris, Hopes Qnd-Fears, p. 22.

: ‘5? Morris, Hopes and Fears, p. 36.
33

54

Morris, Hopes and Fears, p. lOO:f

Morris, Hob;s aﬁd Fears, ‘pp. 100~03.

- Morris, Hopes and Fears, p. 72."

36

Vallance, William Morris, p. 123,

37 William Morris, “Haking the Best of It," in Hopes and Fears




for Art (London: Ellis & White, 1882). A paper read before the Trades'
Guild of Learning and the Birmingham Society of Artists f{n 1879.

58

Vallance,

Vallance,

William

William

Morris, p. 85.

Morris, p. 86.

0 Valf;nce, William

Morris, p. 94.

1 Vallance, William

Morris, p. 108.

2 Vallance, William

63

64

65

66

- 67

68

69

70

71

72

73

74

75

76

77

78

79

" H.

80

81

Morris, p. 234.

It is worthwhile mentioning here, what is evident from many of
his works, that van de Velde had a tendency in the 1890s and early
1900s to utilise in his decorations stylised plant motifs, suggestive
of the then popular Art Nouveau style.

H.v.d. Velde,

H.

H.

v.d.

v.d.

.v.d.
.v.d.
.v.d.
.v.d.
.v,d.
wv.d.”
.v.d.
v.d.
v.d.
v.d.

v.d.

H.v.d.

v.d.

H.v.d.

H.v.d.

Veide,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,
Velde,

Velde,

Laienpredigten, p. 32.

Zum

Neuen Stil, p. 47.

Zum

Neuen Stil, p. 61l.

Laienpredigten, p. 115.

Die

Renaissance, p. 94.

Zum

Neuen Stil, pp. 82-88.

Zum

Neuen Stil, p. 83.

Die

Renaissance, p. 127.

Die

Renaissance, p. 105.

Die

Renaissance, p. 85.

Die

Renaissance, pp. 97-98.

Die

Renaissance, pp. 102-03.

Die

Renaissance, p. 103.

Die

Renaissance, p. 104.

Essays, p. 49.

Essays, p. Sl.

Essays, p. 44.

Essays, p. 115.

——



82 Vallance, William Morris,

83 Vallance, William Morris,

84
H.v.d. Velde, Essays, p. 4

85 H.v.d. Velde, Essays, p. 5

86
Vallance, William Morris,

87
Morris, Hopes and Fears, p

88
Morris, Hopes and Fears, p

89

Morris, Hopes and Fears, p.

30

Morris, Hopes and Fears, p.

91

Morris, Hopes and Fears, p.

92
Morris, Hopes and Fears, p

93 Vallance, William Morris,

94 Vallance, William Morris,

95 Vallance, Willlam Morris,

96
On this subject see also R
vival, pp. 88-89. Here Ruskin says
is derived from and based on stone

p. 94.
p. 86.
8.

5.

p. 105.
.11,

. 42,
29.
63.
66.

. 67.
p.- 93.
p. 256.
p. 257.
uskin's opinion in Bde, Gothic Re-

that the whole idea of architecture
, wood, caly, etc., which is one

reason for his dislike of cast-iron. He is aware t cast~-iron brings

about completely 'different proport

97 Mortbn, Three Works, p. 18

9
8 Morton, Three Works, p. 18

99 H.v.d. Velde, Zum Neuen St

ions in construdtion.
2.
7.

il, p. 66.

100 Vallance, William Morris,

which Morris is referring to here
furniture and utensils.

101 H.v.d. Velde; Essays, p.
102'I'l.v.d. Velde, Essays, p.
103

H.v.d. Velde, Essays, p.
104

H.v.d. Velde, Essays, p.

105 Morton, Three Works, pp.

p. 257. The "articles of daily uée"
are: houses, clothes, household

26.

7.

23.

162.

186 and 250.

132



106 H.v.d. Velde,

Lalenpredigten, p. 88.

107 Morris, Hopes and Fears, p. 60.
108
Morris, Hopes and Fears, p. 60.
109
Morris, Hopes and Fears, pp. 6 and 46.
110
Morris, Hopes and Fears, p. 6l.
111
Morris, Hopes and Fears, p. 63.
112
Morton, Three Works, p. 186.
113
Morton, Three Works, p. 199.
114
Morton, Three Works, p. 250.
115
Morton, Three Works, p. 251.
116
Morton, Three Works, p. 280.
117
Morton, Three Works, p. 279.
118
H.v.d. Velde, Zum Neuen Stil, p. 34.
119
H.v.d. Velde, Essays, p. 163.
120
Morris, Hopes and Fears, p. 6.
121
Morris, Hopes and Fears, p. 35.
122 )
Morris, Hopes and Fears, p. 36.
123
Morris, Hopes and Fears, p. 55.
124
Morris, Hopes and Fears, p. 76.
125 -
Morris, Hopes and Fears, p. 82.
126
H.v.d. Velde, Zum Neuen Stil, pp. 34-35.
1
21 H.v.d. Velde, Zum Neuen Stil, pp. 35-36.
128
H.v.d. Velde, Zum Neuen Stil, pp. 64-65.
12

9 While this study is concerned with van de Velde's and Morris'

writings on the applied arts and architecture only, it should be men-
tioned here that van de Velde's
of the period between 1893 and 1914--did not always match his theoret-
ical desires and aspirations. Van de Velde's own workshops, for
example, were much closer to Morris' in that he catered to a small
group of relatively wealthy customers by producing limited editioms of

practical achievements--particularly



mostly hand-crafted objects, instead of mass-produced articles.

130 \
Morris, Hopes and Fears, pp. 84-85 and p. 88. Also: H.v.d.
Velde, Laienpredigten, pp. 51-53 and Die Renaissance, p. 78.

131

H.v.d. Velde, Zum Neuen Stil, p. 35.

132
3 H.v.d. Velde, Lalenpredigten, p. 59.

1
33 H.v.d. Velde, Laienpredigten, p. 64.

134 H.v.d. Velde, Laienpredigten, p. 67.

135 H.v.d. Velde, Zum Neuen Stil, p. 57.
136
H.v.d. Velde, Zum Neuen Stil, p. 35.
137 '
H.v.d. Velde, Laienpredigten, p. 89.
. .
38‘Morton, Three Works, p. 245.
1
39 Morton, Three Works, p. 252.
140
Morris, Hopes and Fears, p. 28.
141 .
Morris, Hopes and Fears, p. 89.
142 :
Morris, Hopes and Fears, pp. 26-27.
143
Morris, Hopes and Fears, pp. 96-97.
144 Morton, Three Works, p. 253.
145
H.v.d. Velde, Essays, pp. 182-83.
146
Morris, Hopes and Fears, p. 105.
147
Vallance, William Morris, p. 250.
148

Morris, Hopes and Fears, p. 1l7.

149 H.v.d. Velde, Laienpredigten, pp. 51-53.
150 H.v.d. Velde, Lalenpredigten, p. 47.
1 .
o1 H.v.d. Velde, Zum Neuen Stil, pp. 24-25.
1
>2 H.v.d. Velde, Essays, p. 130.
153
H.v.d. Velde, Laienpredigten, p. 67. "
154

H.v.d. Velde, Essays, p. 66. -



155 H.v.d. Velde, Essays, p. 147.

156 H.v.d. Velde, Essays, p. 158.

157 H.v.d. Velde, Essays, p. 157. This latter suggestion, like
many others made by van de Velde, was not a new one, and van de Velde
did not claim to be its originator. Already in 1907 Peter Behrens was
employed as a designer by the German electrical product manufacturer
AEG. This incidgpt, however, still accounted for a rare exception to
the rule in 191, and thus van de Velde's observation--aimed at a large
scale improvement of artist-industrialist relationships--does not loose
its validity in the context of this study.

158 H.v.d. Velde, Essays, p. 151.

159 H.v.d. Velde, Essays, p. 152.

160 H.v.d. Velde, Die Renaissance, pp. 28-30 and p. 1l11. Here, van
de Velde does not appear to realise that there are-limits to the possi-
bilities of calculation, and that beyond these limits preference and
customs take over. Thus Samuel Clegg writes in Architecture of Machin-
ery (London: John Weale, 1852) that "truth does not strike us without
the assistance of custom; but so strong is the force of custom, that
unassisted by truth it has worked the greatest miracles." (p.50).

161 H.v.d. Velde, Die Renaissance, p. 123.

2 .
16 H.v.d. Velde, Die Renaissance, p. 114.

163 Vallance, William Morris, p. 305.

16
4 Vallance, William Morris, p. 306.

165 Vallance, William Morris, p. 309.

6
166 Morris, Hopes and Fears, p. 6.

167 Morris, Hopes and Fears, p. 17.

168,Morris, Hopes and Fears, p. 17.

169

Morris, Hopes and Fears, p. 35.

170
He had just joined the Eastern Question Association.

1
1 Morris, Hopes and Fears, p. 36.

172 Morris, Hopes and Fears, p. 44.

173 Morris, Hopes and Fears, p. 46.

174 Morris, Hopes and Fears, p. 46.




175

176

177

178

179

180

181

182

183

184

185

186

187

188

189

190

191

192

193

194

195

196

197

198

199

Morris,
Morris,
Morris,
Morris,
Morris,
Morris,
Morris,
Morris,
Morris,

H.v.d.

H.v.d.
H.v.d.

H.v.d.

Hopes

and

Fears, pp. 49-50.

Hopes

and

Fears, p.

Hopes

and

Fears, p.

Hopes

and

Fears, p.

Hopes

and

Fears, p.

Hopes

and

Fears, p.

Hopes

and

Fears, p.

Hopes

and

Fears, p.

Hopes

and

Fears, p

Velde,

. Velde,
. Velde,

. Velde,

Velde,

. Velde,

Velde,
Velde,
Velde,

Velde,

. Velde,

. Velde,

Velde,

Velde,

Geschichte,
Geschichte,
Geschichte,

Geschichte,

p.

P.
P-

Geschichte, p.

63.

64.

66.

68.

68.

82.

75.

86-89.

37.

. 48.

54.

55.

55.

Zum Neuen Stil, p. 51.

Zum Neuen Stil, p. 55.

Laienpredigten, pp.

Die Renaissance, p.

Die

100-01.

131.

Renaissance, pp. 131-33.

Die

Renaissance, pp.

Die

Renaissance, p.

Die

Renaissance, p.

t

134-35.

145.

145.

Zum Neuen Stil, p. 140.

Velde, Essays, p. 181.

Velde,

Geschichte, p. 311.

136



2

van

van
van
van
van

van

van
van

van

van

van

van

BIBLIOGRAPHY

PRIMARY SOURCES

de Velde, Henry. "Artistic Wall Papers.' L'Art Moderne, 18 June
1893.

de Velde, Henry. 'Premidre Prédication d'Art." L'Art Moderne. A
series of three lectures published 31 December 1893, pp. 420-21;
12 January 1894, pp. 20-21; and 28 January 1894, p. 28.

de Velde, Henry. 'Déblaiement d'Art."” La Société Nouvelle, April
1894.

de Velde, Henry. "Une Prédication d'Art." La Société Nouvelle,
December 1895 and July 1896.

de Velde, Henry. "Ein Kapitel {iber Entwurf und Bau Moderner MS-

bel." Pan, 3. Jahrg., &. Heft, 1897, pp. 260-64.

de Velde, Henry. William Morris, Artisan et Socialiste. Extrait
de L'Avenir Social . ®Bruxelles: Presse Socialiste, 1898.

de Velde, Henry. "Welche Rolle spielt der Architekt in der Ent-
wicklung eines zeitgemdssen Stils?" Wiener Rundschau, 1899,
pp. 612-15.

de Velde, Henry. "Allgemeine Bemerkungen zu einer Synthese der
Kunst." Pan, 5. Jahrg., 4. Heft, 1899, pp. 261-70.

de Velde, Henry. 'Pariser Eindricke."” Die Zukunft, Nr.ll,
6 October 1900, pp. 195-202; Nr. 18, 2 Februar 1901, pp. 14-23.

de Velde, Henry. "Lettre ouverte a propos d'un article d'Otto
Eckmann paru dans Umschau du 15 juin 1901." Die Zukunft, Nr. 39,
29 June 1901.

de Velde, Henry. "Erkldrung.'" Die Zukunft, Nr. 42, 20 July 190l.
de Veldd, Henry. "Introduction to the first issue of Innendekora-

tion." Innendekoration, Berlin, December 1901, p. 5. Intludes
illustrations of van de Velde's works on pp. 25-27. '

de Velde, Henry. Die Renaissance im Modernen Kunstgewerbe.

137

[



van

van

van

van

van

van

van

van

van

van

van

van

Berlin: Bruno und Paul Cassirer, 1901. Contains: ''Die Geschichte
der Renaissance im Modernen Kunstgewerbe', '"Die Englische und die
Festldndische Renaissance im Modernen Kunstgewerbe', ''Das Orna-
ment als Symbol', ''Das Neue Ornament', "Die Rolle der Ingenieure
in der Modernen Architektur', "Die Ausschaltung der Phantasie als
Ornamentales Mittel", "Die Neugeburt des Kunstgewerbes und die
Soziale Bewegung."

de Velde, Henry. "Die Verstandesgemassen und Folgerechten Kon-
struktions—Prinzipien." Innendekoration, XIIT Jahrg., Darm-
stadt, April 1902, pp. 250-57.

de Velde, Henry. "Werksf%;ten fiir Handwerkskunst." Innendekora-
tion, XIII Jahrg., Darmstadt, June 1902, pp. 101-08.

de Velde, Henry. "Einigeé Kiinstler Hollands und die Ausstellung
Hugo Kochs in Diisseldorf.” Innendekoration, XIII Jahrg.,

August 1902, pp. 153-60. .
N2 '

de Velde, Henry. 'Das Neue Kunst-Prinzip in der Modernen Frauen-—
Kleidung." Deutsche Kunst und Dekoration, Darmstadt, Heft VIII,
1902, pp. 362-74.

de Velde, Henry. '"Das Museum 'Folkwang' in Hagen." Innendekora-

tion, Darmstadt, XIII Jahrg., October 1902, pp. 201-08;
November 1902, pp. 273-79.

de Velde, Henry. Kunstgewerbliche Laienpredigten. Leipzig: Her-
mann Seemann, 1902. Contains: "Wie Ich Mir Freie Bahn Schuf"
(Déblaiement d'Art), "Eine Predigt an die Jugend" (Premiére
Prédication d'Art), "William Morris, Kunsthandwerker und Sozia-
1ist" (William Morris, Artisan et Socialiste), "Prinzipielle Er-
kldrungen."

de Velde, Henry. '"Wettbewerb oder Auftrag?" Die Zeit, Bd. XXXIV,
Nr. 498, Wien, 16 April 1904, p. 33.

de Velde, Henry. "Lettrq de van de Velde éAMaximillian Harden,
publife dans la chronique 'Notizbuch' de Harden.'" Die Zukunft,
Berlin, 9 October 1904, p. 67.

de Velde, Henry. '"Der Fidcher." Die Neue Deutsche Rundschau,
1905, pp. 1519-23.

de Velde, Henry. '"Notizen von einer Reise nach Griechenland."
Kunst und Kimstler, Berlin, 1905, pp. 286-89 and pp. 322-23.

de Velde, Henry. "Kunstlerische Gedankensplitter." Die Umschau,
Nr. 21, Frankfurt, 1906, pp. 35-37. ,

de Velde, Henry. "Kiinstlerwerkstdtten.”" Die Hohe Warte, Wien-
Leipzig, 1906, pp. 117-18. ‘

138



van

van

van

van

van

van

van

van

de Velde, Henry. 'Weimar." Die Zukunft, Berlin, 26 Januar 1907,
pp. 153-56. (Unsigned article).

de Velde, Henry. Vom Neuen Stil. Leipzig: Insel-Verlag, 1907.
Contains: "Die Verinderten Grundlagen des Kunstgewerbes seit der
franz. Revolution", "Das Streben nach einem Stil, dessen Grund-
lagen auf vernunftiger, logischer Konzeption beruhen', "Der Neue
St1l", "Gedankenfolge fir einen Vortrag" (Notizen von einer Reise
nach Griechenland). ‘

de Velde, Henry. 'Die Zukunft unserer Kultur." Frankfurter Zei-
tung, 16 April 1909. .

de Velde, Henry. 'Volkskunst." Kunst und Kinstler, Berlin,
VII Jahrg., 1909, pp. 272-75.

de Velde, Henry. Amo. Leipzig: Insel-Verlag, 1909.

de Velde, Henry. Essays. Leipzig: Insel-Verlag, 1910. Contains:
"Die Belebung des Stoffes als Prinzip der Schdnheit", "Die Linie",
"Vernunftsgemasse Schonheit", "Yolkskunst". "Kunst und Industrie',
"Der Fiacher', "Kulturpolitik."

de Velde, Henry. '"Ein Brunnen von Hermann Obrist.” Kunst und
Kinstler, Berlin, XII Jahrg., ' 1914, pp. 38-42.

de Velde, Henry. Zum Neuen Stil. Aus seinen Schriften ausgewdhlt
und eingeleited von Hans Curjel. Minchen: R. Piper & Co. Ver-
lag, 1955. Contains: "Sduberung der Kunst', "Allgemeine Bemer-
kungen zu einer Synthese der Kunst' (Apergus en vue d'une Syn-
thdse d'Art), "Ein Kapitel iber Entwurf und Bau Moderner Mobel",
"Ruskin und Morris" (William Morris, Artisan et Socialistei, "Die
Kinstlerische Hebung der Frauentracht", "Was ich Will", "Das Or-
nament als Symbol", "Das Neue Ornament", ''Die Ausschaltung der
Phantasie als Ornamentales Mittel', "Die Rolle der Ingenieure in
der Modernen Architektur", "Prinzipielle Erkldrungen', 'Gedanken-
folge fiir einen Vortrag", "Die Verdnderten Grundlagen des Kunst-
gewerbes seit der franz. Revolution", "Das Streben nach einem
Stil, dessen Grundlagen auf verninftiger, logischer Konzeption
beruhen", "Der Neue Stil", '"Die Belebung des Stoffes als Prinzip
der Schonheit", "Die Linie", "Vernunftsgemidsse Schdnheit", "Amo",
"Kunst und Industrie'", "Zehn Leitsidtze."

van de Veide,'Henry. Geschichte Meines Lebens. Ed. Hans/Cd!Hel.

L ]

Minchen: R. Piper & Co. Verlag, 1962.

R

Morris, William. Collected Works. Ed. May Morris. 24 vols.

London: Lgngmans, 1910-1915.

Morris, William. Hopes and Fears for Art. London: Ellis & White,

1882. Contains: "The Lesser Arts’, "The Art of the People", '"The

139



140

Beauty of Life."

Morris, William. ''News from Nowhere.'" 1In Three Works by William
Morris. Ed. A.L. Morton, London: Lawrence and Wishard, 1977.

SECONDARY SOURCES

Aslin, Elizabeth. The Aesthetic Movement: Prelude to Art Nouveau.
New York: Excalibur Books, n.d.

Benton, Tim and Millikin, Sang@ra. Art Nouveau 1890-1902. n.p.:
The Open University Presg, n.d.

Bde, Alf. From Gothic Revival to Functional Form: A Study in Victorian
Theories of Design. Oslo: Oslo University Press, 1957.

Bradley, Ian. William Morris and his World. London: Thames and
Hudson, 1978.

Briggs, Asa. William Morris: Selected Writings and Designs. London:
., . Penguin Books, 1980.
v"¥®L-<
‘Campbell, Joan. The German Werkbund. New Jersey: Princeton University
Press, 1978.

Cary, E.L. William Morris. Brooklyn: n.p., 1902.

Casteels, Maurice. Die Sachlichkeit in der‘ﬁodernen Kunst. Vorwort
von Henry van de Velde. Paris, Leipzig: Verlag Henri Jonqueres,
1930. '

Clegg, Samuel. Architecture of Machinery: An Essay on Propriety of
Form and Proportion. London: John Weale, 1852.

Compton-~Rickett, Arthur. Wwilliam Morris: A Study in Personality.
London: Kennikat Press, n.d.

. Deventer, S., van. Henry van de Velde, 1863-1957: Persdnlichkeit und
Werk. Hagen: Karl-Ernst-Osthaus-Museum, 1958.

Ferebee, Ann.' A History of Design from the Victorian Era to. the
Present. New York: Van Nostrand Reinhold Company, 1970.

Giedeon, S.. Space, Time and Architecture. Cambridge, Mass.:
Harvard University Press, 1967..

. - -~
Gombrich, E.H. The Story of Art. Oxford: Phaidon Press Ltd., 1972.

Hammacher, A.M. Le Monde de Henry van de Velde. Paris:“Librairie
Hachette, 1967. Also published in German as Die Welt Henry van
de Veldes. -K3ln: Fonds Mercator, 1967. :

5




141

Henderson, George. Gothic. London: Penguin Books, 1978.

Herbert, Eugenia. The Artist and Social Reform: France and Belgium,
1885-1898. New Haven: Yale University Press, 1961.

Hiter, Karl-Heinz. Henry van de Velde: Sein Werk bis zum Ende seiner
Tdtigkeit in Weimar. Berlin: Akademie-Verlag, 1967.

Julian, Philippe. The Triumph of Art Nouveau: Paris Exhibition, 1900.
New York: Larousse & Co., 1974.

Kempton, Richard. Art Nouveau: An Annotated Bibliography. Los
Angeles: Hennessy & Ingalis, 1977.

Laughton, Bruce. "The British and American Contribution to Les XX,
1884-93." Apollo, NS 69, LXXXVI, 1967. -

Mackail, J.W. The Life of William Morris. London: Oxford University
Press, 1899.

Maus, Madeleine Octave. Trente Années de Lutte pour 1'Art: 1884-1914.
Bruxelles: Librairie 1'Oisseau Bleu, 1926.

Morris, May. William Morris: Artist, Writer, Socialist. Oxford: Basil
Blackwell, 1936.

Muthesius, Hermann. Die Werkbund-Arbeit der Zukunft. Jena: Eugen
Diederichs, 1914.

.

Naumann, Friedrich. Werkbund und Weltwirtschaft. Jena: Eugen Diede-
richs, 1914.

Osthaus, Karl-Ernst. Henry van de Velde: Leben und Schaffen des
Kiinstlers. Hagen: Folgwang Verlag, 1920.

Pevsner, Nikolaus. Pioneers of Modern 6eéign: From William Morris to
Walter Gropius. London: Penguin Books, 1960.

»

Pevsner, Nikolaus. The Sources of Modern Architecture and Design. -
New York: Praeger Publishers, 1968.

Pevsner, Nikolaus. An Outline of European Architecture. London:
Penguin Books, 1960.

.

Pevsner, Nikolaus. Some Architectural Writers of the Nineteenth
Century. Oxford: Oxford University Press, 1972. -

Posenerz Julius., et al. The Werkbund. London: The Design Council,
1980. .

Pressley, William. "British Floral Designs and Continental Art
Nouveau." The Connoisseur. Vol 197, Nr. 792, Feb. 1978,
PP. 116-24. '




142

Rességuier, Clemens. Die Schriften Henry van de Veldes. New York:
‘Bgiphic Press, 1955.

Rh ims, Maurice. The Flowering of Art Nouveau. New York: Prheger
Publishers, 1968.

Rossetti, William Michael. Fine Art: Chiefly Conteﬁporagx. New York:
AMS Press, 1955. :

Schaefer, Herwin. Nineteenth Century Modern: The Functional Tradition
in Victorian Design. New York: Praeger Publishers, 1970.

Scheffler, Karl. Henry van de Velde: Vier Essays. Leipzig: Insel-
verlag, 1913.

Selz, Peter., et al. Art Nouveau. New York: Doubleday & Comp., 1961.

Shand, Morton. 'Henry van de Velde: Extracts from his Memoirs: 1891
1901." Extracted and translated from Geschichte Meines Lebens.
Architectural Review. 666, 112, 1952.

\

Stamm, Gunther. -Studign zur Architektur und Architekturtheorie Henry
van de Veldes. Gottingen: Universitdts Bibliothek, 1969.

Stuttgart. Henry van de Velde zum 100. Geburtstag. Katalog der
Austellung im Wiirttembergischen Kunstverein. Stuttgart: 1963.

Vallance, Aymer. William Morris: Hi$ Art, his Writings, and his
Public Life. London: Bel} & Sons, 1897.

Zielinski, Stanislaw, A. Encyciopqﬂia of Hand-Weaving. New York:
Funk & Wagnallis, 1959. N *
\x
Zurko, Edward, Robert, de. Originéﬁpf Functionalist Theory. New
York: Columbia University Press, 1957."




