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Doctor of Philosophy, 1997 
Euthalia Lisa Panayotidis 
Department of Theory and Policy Studies in Education, University of Toronto 

This thesis focuses on the cultural influences undergirding the construction and 

development of technical education in Ontario between 1880 and 1940. Specificaiiy, i t  

examines the ways in which the British Arts and Crafts Movement's social-aesthetic 

philosophies and practices were ernbraced by English-Canadian technicai education 

advocates. A r t s  and Crafts ideas were adopted in large part to fight the encroaching 

dehurnanization of industrialization and urbanization. This groundswell of discontent 

within the tightly-woven aesthetic cornmunities of British-born and Anglo-phile patriots 

across Canada was expressed in an on-going critique of contemporary Art and design. 

Adherents strove to construct a classed, racialized, and gendered moral rhetoric which 

represented technical education as an "noble artisanal calling." In the wake of societal, 

industrial, and urban transformation and the decline of the apprenticeship system, the 

new technical worker becarne an important part of Canada's economic policy, and 

according to Ans and Crafts advocates, the resurrened artisan of old. Artisanal 

procedures and production became defining features of the technical education rhetoric 

and curriculum. 

As a case study this dissertation examines the An Department at Centrai Technical 

School (CTS) in Toronto, in particular its artist-teachers, curriculum, mandate, and its 

dynamic relationship to educational, business, and cultural communities. Fundamental 

issues arise, such as the nature of artistic production in Ontario schools, the cultural and 



educational impact of "Art" on national identity, and the capacxty of individuais and 

groups to impose and redefine intellectuai premises and educational structures at critical 

historical junctures. Within this broader context, the thesis focuses on a series of 

incidents involving artist-teacher Peter Haworth of CTS's Art Depanment where many 

of these issues came to a head in 1931 and percolated for a generation thereafter. 

Haworth was charged by local stained glass companies with unfair business practices for 

allegedly using student assistants, school suppiies. and taxpayers' property to undenake 

his own, private artistic commissions. Of particular importance is the role of the Toronto 

Board of Education in negotiating with these contradictory educational visions. 
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Prologue 

In 1993 while researching a course paper at the Toronto Board of Education's Record 

Museums and Archives (TBERMA), I came across a Ne which contained severai letters 

of cornplaint written to Dr. C.C. Goldring, then Director of the Toronto Board of 

Education (TBE). Written in 193 1 by three local stained-glas firms, the leners d e g e d  

that anist-teacher and Art Department head Peter Hawonh from Toronto's Centrai 

Technical School (CTS) was engaging in unfair business practices by using school 

supplies, property, and student assistants during school time to produce stained glass 

windows for his own private commissions. They added that the stained giass students 

graduating under Hawonh's supervision lacked the basic skills of the trade and had to 

be retrained at their expense and effort. Several letters in the fiie were replies from 

Hawonh who categoricaliy denied the provocative allegations but argued nonetheless 

for the importance of students' first-hand experience on  actual artistic projects. While 

the details were sketchy in the few existing documents. 1 sensed the substance of an 

engrossing debate. Given my art historical background, I recognized in Hawonh's 

pedagogical practice a traditional apprentice-like method of teaching an popularized in 

the late nineteenth century by the British Arts and Crafts Movement, but 1 was also 

struck with the audacity of industria! interests (a pre-cursor in some ways to the present 

infiltration of corporate "sponsorship" in the educational systern) attempting to interfere . 
with educational mandates.' The facr that Hawonh needed to onicially respond meant 

On-going research showed that Haworth was a graduate of the Royal College of An, London. 
He was not only influenced by William Morris and the A r t s  and Crafts Movement from afar but 
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that oficials at the TBE took the cornplaints seriously, or at least wanted to make it seem 

SO. 

Subsequent research revealed that the firms that objected to Haworth and the 

apprenticeship training a t  CTS's Art Department were concerned about their professional 

status. Although they were faced with the foss of commissions, the firms were more 

worried that the system of training advocated by Haworth and his aspersions about the 

methods of production and the quality of the finai products of the firms' factories and 

workshops would lessen their stature as an emerging artistic professional body in 

canada.' A brief perusal of Peter Haworth's extensive and prestigious stained glass 

oeuvre before 1931 makes it clear that the firrns did indeed have cause for concern. 

Professionalisrn aside, personal animosities, collective collusion, and self-interest played 

no small part in the eventual and sometimes bitter exchange of correspondence which 

re-surfaced again in 1939 and 1949. The firms were not only resentful of Haworth and 

how he had managed to become the stained glass artist of choice for high end clients but 

they were also frustrated with the TBE which had hired Haworth to organize the Art 

Department around a pedagogy and curriculum that was popularly used in English art 

schools and in opposition to the firrns' practices. The firms leveled allegations in the 

hope that the TBE could effectively censure their "teacher" from "moonlighting" and 

thus accepting further stained-glass commissions. 

For Haworth and his supporters -noted artists. historians of art, and patrons- the 

was in fact trained for a brief penod at Moms Co. under its artistic director J.H. Dearle. 

Interestingly, the f m s  were overly optirnistic about their progress towards professionalization. 
Stained glass was one of last crafts to be professionalized in Canada. The Association of Stained 
Glass Anists first forming in 1976. 
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issue had nothing whatsoever to do with Haworth personally but was perceived as an 

attack on al1 artist-teachers and their unique pedagogical teaching practices in the 

schools and their outside professional ambitions. Who should teach art in the schools, 

artists certified as teachers or teachers trained in art? This was a perennial question with 

a consistent theme (and remains to this day) in early discussions of vocational education 

in the schools. Haworth had in fact solidified his reputation in the depanment and in the 

mistic cornmunity by insistïng that al1 his staff be pracricing artists trained through the 

art school system to be later cenified as teachers. By this method, Haworth, with the 

blessings of his superiors and the broader anistic cornrnunity, was able organize an 

impressive and notable group of artist-teachers who al1 employed traditional guild-like 

pedagogical practices in the curricula. 

The ensuing debate extended beyond the narrow confines of the educational sector 

to question the very legitimacy of a n  and artists and their role in society. Resulting 

exchanges between Haworth and the stained glass firms brought to light the beliefs and 

historical conditions under which artists came to be employed in CTS's An Department, 

and specifically, the kind of support lent to both sides of the debate by both the 

educational bureaucracy and industrial interests. Whether the firms knew it or not, they 

were up against not only Hawonh but the vexy structure which had brought together 

education, industry, and art into a congenial union in support of an emerging econornic 

state. Significantly, the firrns seized the only avenue opened to them to cornplain and 

used the only argument that promised to gram them a hearing: that the students 

Hawonh was training were ill-prepared for the specific requirements of the industry. 

With Ontario's massive industrial and manufacturing expansion in the late nineteenth 
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and early twentieth centuiy, vocational training-manual arts in the public schools and 

industrial and technical education in the secondary schools-became a vehicle through 

which to Stream and mold students into a skilled labour pool. adaptable to the specific 

needs of i n d u ~ t r ~ . ~  This strearning of students. beginning at the kindergarten level. also 

served the interests of those advocates who saw a necessary separation between those 

destined to vocations of manual labour and those deemed for "higher" opportunities 

requiring the use of mental faculties. Clearly each citizen had a role to play in the 

uitimate working of the state. 

Though industry and labour admittedly played an integrai part in the definition and 

structure of technical education in Ontario since its inception, it was not until the 

Industrial Education Act (191 1) that industrialists were able to secure powerful positions 

of authority on advisory cornminees within the educational system alongside local school 

boards. They were in the end responsible for evaluating the extent to which graduating 

students satisfied the needs of industry. The Haworth controversy brought to light the 

connections between technical education and industriaiists and the growing business 

cornmunity in the early decades of the twentieth centuxy. The business community 

appeared self-serving and protectionist, intent on dealing with technical education 

students as a pool of available labour to the exclusion of other educational aims and 

mandates while Haworth and his supporters fashioned thernselves as defenders of 

cultural imperatives and traditional pedagogical practice.' 

The need for a praaical education in which students were trained for the needs of industry had 
been discussed in the 1860s and 1870s by Egerton Ryerson. 

' For example, in 193 1 the Advisoq Vocational Cornmittee received a letter from the Toronto 
District Labour Council "opposing the proposa1 to teach the unemployed various trades in the 
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Importantly, this union between industry and education, reflected in the membership 

composition of the TBEfs Advisory Vocational Cornmittee (AVC). made disputes such as 

the incident with Hawonh difficult to deal with. The TBE wanted best to ignore the 

controversy but was bound by the official cornplaint mechanisms already in place. The 

TBE was compeiled to deal with the offended stained g l a s  fitms, and it did so cautiously 

lest it lose its own autonomy. To protect its social and educationai authority was of 

paramount importance. Meanwhiie, the membership of the AVC made objective decision- 

making problematic for the TBE. AVC members from industq were quick to suppon; 

business interests because its lack of support in industrial/educational disputes could 

resu!t in its mernbers' lost business, reputation, and in some cases retribution from 

business and labour associations. The board and the AVC cornmittee aiso had to deal 

gingerly with Hawonh who by 193 1, and cenainly by 1939, had developed a large 

network of influence both inside and outside the educational system. At the vely least, 

Haworch had almost single-handedly raised the stature of the Art Department at CTS to 

national recognition to rival any art school in Canada. Interestingly, the documents 

reveal that while the board maintained an outward show of dispassion, Haworth was in 

fact being apprised by the board on issues likely to arise at meetings and suggestions as 

to the best way to deal with them. 

Sig n ificantly, g iven the conflicting and vague nature of technical 

in the 1920s and 193 Os, anist-teachers at CTS rnilitantty re-defined 

education and art 

the parameters of 

technical schools in view of the present large percentage of skilled workers out of employment." 
AVC Minutes, 2 8 April 193 1, TBERMA. Similarly, in 193 1 the Toronto Typographical Association 
wrote to the AVC insisting that teachers hired at technical schools be members of the 
Typographical union. AVC Minutes, 11 May 193 1, TBERMA. 



their discipline. By the 1920s' CTSS art department was considered by its artist-teachers 

and students as a separate school of art similar in structure and function to an art 

college, such as the Ontario College of Art. By the time of the cornplaints the art 

department had recast itself into an autonomous and internally govemed realm. The 

ensuing investigation of the firms' allegations may have been a way for the TBE to 

redefine its authority over the art department and particularly over its increasingly 

powerful and charisrnatic department head Peter Haworth- Although the art department 

saw itself as a separate entity within the CTS, the TBE took steps to pull in the 

administrative reins, and while always deaiing cautiously with Haworth, reminded the 

department of its officia1 role as a disciplinary member of a technical school. Many 

scholars have since lamented this fact as detrimental to art education in Ontario. Dawson 

Kennedy, for example, then assistant head of the Art Department (and a former student 

in the depanment), who wrote in a 1961 article, there were "shadowy implications of 

censure or derision of a n  in general ...Art education has aiways been more or less on the 

defensive in Canada. Until the last twenty-five years-a mere coffee-break in the history 

of an." Art colleges and departments in "some" technicai schools such as CTS he 

suggested, are the last bastion of "real" art in the secondary school system. It had been 

a rnistake to place "art schools into technical." 

Another line of on-going research focussing on the relationship between women's 

artistic associations in Ontario and their particular educational initiatives provided an 

Dawson Kennedy, "Art or Therapy." Central Technical School File (Auturnn 1961). 2 1. TBERMA. 

" " ~ n  Art School Should be an Autonomous Institution," Art Depanment, CTS. Toronto: n.d, p. 
3. 
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important link in understanding the relationship between art and education. Since 1991, 

I had been looking panicularly at the Toronto branch of the Women's Art Association of 

Canada (WAAC; est. 1892 still extant) and its position within the local arts cornmunities. 

Though marginalized in the historiography of Canadian art as an elite social an (aîbeit 

amateur) club, the WAAC appeared quite different from the vantage point of the archival 

literature. On the contrary, its members were vital contributors and active participants 

in many important artistic, social, educational, and econornic questions of the day and 

were pivota1 in infusing a notion that art was central to evexy aspect of daily life, and 

more imponantly, crucial to social and educational reform. 

The messianic call to art that the WAAC so earnestly prornoted was in fact the social- 

aesthetic domestic and craft revival engendered by the British Arts and Crafts Movement 

which symbolically reconceptualized the domestic environment and promoted an 

inseparable connection between a n  and labour. Aithough aesthetic in nature, the 

movement was based on a set of social and moral imperatives which dictated that the 

physical environment reflect and transform the moral character of the individual and 

hence society. Consequently, design and manufactured products in the home became 

more than aesthetic or material objects: They were capable of emitting a "serene beauty" 

with mord regenerative and therapeutic benefits on the lives of those around them. With 

an increasing emphasis on domesticity, Arts and Crafts reformers accordingly deemed 

art as an essential and noble part of the daily domestic and "natural" life of women. 

Under the direction of its founder and president Mary Ella Dignam, the WAAC was 

instrumental in promoting, practicing, and exhibiting the home handicrafts as an 

essential "part of our daily lives." 



Though scholars have analyzed the revivals as they occurred in Britain, the United 

States, and elsewhere, relatively little is known about its existence in Canada. The 

substantial archival collection of the WAAC proved an instructive starting point from 

which to examine the impon of these ideas, how they were incorporated into the practice 

of WAAC mernbers and by what process they were cornmunicated to the broader cultural 

communities. Significantly, by redirecting the WAAC from the peripheq to the centre, 

1 was able to confront the bias and limitations ïnherent in the historiography and begin 

to re-chan an dtogether altemate way of looking at the cultural context of art in Toronto 

in the last decades of the nineteenth century. What 1 did not know then was how this line 

of research-distant as it was from the educational bureaucracy and its 

controversies-would bring me full circle back to Peter Haworth and his pedagogical 

practice. 

Through exhibitions, lectures, and an aggressive educational mandate, the 

association became one of the most vital disseminators of A r t s  and Crafts ideas in 

Toronto. Believing in arts centrality to al1 aspects of life and its restorative moral 

balance, the WAAC capitalized on its massive local, national, and international fomal 

and informa1 networks in order to promote its ideals in what President Dignam called a 

"bond of union." Through affiiiates bodies such as National Council of Women of Canada, 

Women's Institutes, and the Ladies School of School Art, and as executive appointees on 

the boards of institutions such as the Ontario School of Art 6. Design (now the Ontario 

College of Art), the Guild of Civic Art, the Toronto Art Gallery (now the Art Galle~y of 

Ontario), and the Toronto Art Museum (now the Royal Ontario Museum), the WAAC 

realized an immense cultural influence whose contributions cannot be overstated nor 
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should they be minirnized. 7 

Focusing on the anistic network forged in the last decades of the nineteenth centuiy, 

1 became cognizant of the extent to which Arts and Crafts social-aesthetic ideas had 

taken hold in Toronto. This nennrork connened Arts and Crafts ideas with the politics of 

educational innovation in turn of the centuly Toronto. To determine whether it was a 

discrete phenornena promoted by a smaii group, 1 shifted my emphasis to other agents 

and agencies. 1 discovered a rather vibrant dissemination of knowledge which included 

artistic groups and artists, university professors, social reformers, and public and 

secondary school teachers and administrators. 

To ascertain the depth of Arts and Crafts ideas in the school, 1 focussed on the annual 

conventions of the Ontario Educationai Association (OEA) and discovered that presenters 

including administrators, professors, principais and teachers, knew of and promoted the 

social aesthetic ideals of the movement. In the OEA's wide-ranging disciplinary and 

school related divisions and sections, Arts and Crafts ideas were discussed in a variety 

of contexts. In opposition to industriai and more austere bureaucratic interests, A r t s  and 

Crafts advocates at the OEA came to oppose certain pedagogicd aspects of vocational 

training. The advocates appeaied to the distinctive language of the "true and the 

beautiful," a wholly different representation of the skiiled worker. Concerned with what 

they saw as the erosion of the social cohesion due to rapid industrialization and 

urbanization, refonners recast the skilled laborer into a venerable craftsman: one who 

combined both mental and manual labour and represented the best qualities and 

Arts and Crafts ideas in English-Canadian communities pre-dated the WAAC and in fact may 
have prompted its formation. 
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attributes of citizenship. 

Though artistic in nature, the Arts and Crafts rnovement's socially-hscribed theories 

and pranices fit in with new educational imperatives (this included curriculum offerings 

such as kinderganen education, manual arts and art, dornestic science, nature study, 

picture study, and technical and industrial education), arguing against the forrnalized 

systern of pedagogy and curriculum that was in place. Educational reforrners conceived 

of education more broadly as training the "whole childW-attendïng to personal growth 

rather than to rote leaming, fostering imagination and creativity as opposed to 

disciplinary requisites, and to activity rather than passive transmission. Bolstered by 

readings of Pestaioui and Froebel, advocates deemed art and craft. not the 3 "r"s, as the 

most important curriculum with which to train tomorrow's citizens. 

At the advanced technical education Ievel, A r t s  and Crafts advocates argued for a 

form of pedagogy which imitated the specific practices of traditional craftsmanship. This 

method stressed that under the close supervision of an artist-teacher, students learned 

al1 facets of the work from the initial design to the finished product. Significantly, 

students were introduced to a system of production that stressed original design as 

opposed to the reproduction of a set of designs, the method often used by stained glass 

firms in Toronto. As a consequence students trained in this manner did not easily to 

conform to the rigid division of labour inherent in local stained-glass firms, often 

rebelling against the tired repertoire of static and antiquated pattern books. The firms 

wanted students adaptable enough to take direction, rather than ambitiously aware 

skilled craftsmen who cared and argued about form, process, and intent. For this they 

blamed Haworth and the process of pedagogy which created students who did not want 



to conform to the demands of indust~y. 

The recurring Haworth controversy iilustrated the growing animosity of Toronto 

industriai interests towards the A n s  and Crafts Movement's fundamental tenet of the 

insepara ble union bennreen art and labour. To industrialists, art was not necessarily 

central to daily life. Waning support for Haworth and the system of educational training 

he represented was attributable to the increased compartmentalization and specialization 

of labour processes, the more rigidly disciplinary divisions within education and higher 

education, and the lack of consensus due to poor communication among members of 

industry, education, and the anistic communities on the role of or place of art in society. 

The Haworth controversy presaged a dispute over the definition of art in Ontario 

education and society which lingered for decades to corne. 

xxi 



Chapter 1 

Introduction 

'Ynstead of ail workmen beiog artists, as they once were, rhey were divided hto 
worhen who were not mists, and artists who were not workmen " (WïlÏiam Morris, 

1884) ' 

"Every misr would be a workman, and every workman an artist" (RF- Hemihg, 
1910) 

On the "Honest and Honorable Life" 

In 1953, Dr. C.C. Goldring, Director of the Toronto Board of Education (hereafter 

TBE), gave a brief but significant speech at the opening celebrations of the new south 

wing of Central Technical School (hereafter CTS) in Toronto. Similar to educational 

commentators before him, Goldnng heraided CTS, commenting that it was a "monument 

to the vision and zeal of men and women, many of whorn have long since left us, who 

believed in vocational education." The success of this type of education, he assened, 

was borne out in the increasing enrollments and continual growth which now 

' Society for the  Protection of Ancient Buildings, 7th Annual Meeting. 1884. In May Morris, 
Collected Works of William Moms (London. 19IO-l9l5,24 vols.; hereafter SPAB). 

R.F. Fierning, "Applied Art." Ontario Educational Association Proceedinus ( 1910): 327. Hereafter 
OEA. 

3 Dr. C.C. GoIdring, Speech made on the opening of the new wing of the CTS, Toronto, 22 
Septernber 1953. Histoncal Collection, Central Technical School Fie, Toronto Board of Education 
Records, Museums and Archives (hereafter TBERMA). In 1950, Goldring had earlier written a 
historical sketch of CTS for the student newspaper The Vulcan. 
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necessitated the addition of a new wing to this "old historic school." ' 

In a single-paged script, Goldring proceeded to outline a Linear and gendered history 

of technical training and particularly the social connection between mental and manual 

labour. "For thousands of years," he suggested, "in some parts of the world, the person 

who worked with his hands was not regarded as the social equal of the man who did not 

work with his hands." For example, in the ancient Greek and Roman worlds, little value 

was placed on the handwork of artisans and craftsmen while a s W a r  social inequality 

in Egypt relegated hand workers to the status of slaves, not citizens. He argued however 

that craftsmanship and labour became dignified and ennobled during the period of the 

Israelites' period of bondage because it was craftsmen "who produced much of the 

art ... and temples in that era." Goldring's connection between craftsmanship, an, and 

religion was confirmed by his reminder that Jesus was a carpenter, Peter a fisherman, 

and Pau1 a tentmaker. 7 

Goldring further argued that as civilization progressed, home-making became an 

important constituent of the development of the A n s  and Crafts. The home industries 

which developed and which involved every mernber of the family were vital to the 

acquisition of both skills and knowledge while the family home production (or cottage 

industry) ultimately led to a system of bartering in the community. With the increase of 

Goldring, Speech. Although technically the "old historic school" was a mere 49 years old in 
195 3, Goldring's comments are indicative of the kind of mythical lore which had surrounded the 
school. 

Goldring, Speech. 

Goldring, Speech. 

GoIdring, Speech. 
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trade, craftsmen trained through apprenticeship programs in Medieval merchant and 

craft guilds became more important though "completely under their master's domination 

and control." In contrast, the machine age heralded massive changes with "mass 

production., .elirninat[ing] the need for craftsmen, and.. .necessit[ating] . . .a large number 

of skilled workers, trained to do a job faithfully and well." Goldring enthusiasticaily 

concluded that the "skilled and competent worker is now respected." 

According to Goldring, the social and economic contributions made by technical 

workers were substantial. He underscored that in 1953, well over 60% of the population 

worked at skilled or semi-skilled trades as opposed to a mere 6-8% who were college 

trained. It is "the worker, the person of average ability, the one who tries to do his job 

as well as he can and Iives an honest and honourable life, [who] is the backbone of our 

community and of our country." ' O  With the extension of this new addition to the school, 

Goldring deduced that "more young people ...[ will] be educated and trained to take 

responsible positions in the expanding industrial and business development of 

Canada." " 

An advocate of the doctrine that schooling was a preparation for life, Goldring 

asserted that technical education was part of a venerable tradition traced back to ancient 

times. Manual labour was duly transformed by Goldring into part of an honoured 

heritage of craftsmanship and labour, represented as  a sanctified and noble act of the 

8 Goidring. Speech. 

" Goldring. Speech. 

! O  Goldring, Speech. 

' ' Goldring, Speech. 



moral exemplar. Jesus Christ Himself. Essentially, Goldring designated the contemporary 

technical student and worker as ernbodying the skills, experience, ambitions, and 

reverence of traditional craftsmen. Within this tirne-honoured pedigree, students were 

not members of a lower econornic or social group, but were indispensable participants 

in the efficient workings of the community and the nation. 12 

Goldring also validated CTS as the "old historic school" which conferred on students 

the grand tradition of noble craftsmanship. CTS, then known as the Toronto Technical 

School (hereafter TTS), was opened in Toronto in 1892 and charged with providing 

"training and education [tol artisans, mechanics, and workingmen in such subjects as 

may promote a knowledge of mechanical and manufacturing ans." " With arnalgamation 

and centralization of various schools boards under the TBE in 1904, craftsmanship, axt, 

and the discourse of noble labour became implicit notions in the pedagogy and practice 

of the Art Department at CTS for the next forty years. 

Goldring's connection of craftsmanship, an, the nobility of labour, and technical 

training were not spurious pronouncements but represented the historical and cultural 

discourses which earlier shaped the social rationale for technical education in Ontario in 

the last decades of the nineteenth and early decades of the twentieth century. 

Irnportantly, it represents the importation and pervasive influence of the British Arts and 

12 This popularly-perceived cultural dichotomy between schooling in the academic collegiates and 
the technical schools was also a source of discontent with many CTS students. In 1941. at the 
outbreak of World War II, the student newspaper The Vulcan used the opportunity to "get in a 
bit of personai revenge" against those who "thought that going to technical school was not ... one 
of the highest levels a student could attain." During the current national emergency, contributor 
Kenneth Crockford pointed out "only technical schools could and did fil1 the breach." Kenneth 
Crockford. "The Fust Fifty Years," The Vulcan (1941): 9. 

13 Ontario Bureau of Industries. R ~ D O ~ S  on Labour, Waaes and Cost of Livinu. 1884-1889 
(Toronto, 1893). 35. 



5 

Crafts Movement's social-aesthetic philosophy and pedagogical pranices on Ontario's 

educational systern. By the turn of the century, Arts and Crafts ideas had become 

prevalent topics of discussion at the annual conventions of the Ontario Educational 

Association (hereafter OEA). With the formation of the Manual Arts section at the OEA 

in 1905, Arts and Crafts ideas and particularly William Morris' views on aesthetics, 

design, and especially the Ans' relationship to craftsmanship, the worker, and society 

became dynarnic discourses. Promoters of A r t s  and Crafts ideas in the schools 

increasingly embraced the Movement's social-aesthetic tenets arguing for a humanized 

approach to technical training-one which elevated the worker above the machine, 

ennobling his/her manual labour, and one which trained both the mental and manual 

faculties of workers-in essence the "whole person." For these promoters, art was 

integral to any notion of technical education as they perceived "imaginative work [as] the 

very blossom of civilization." '' For promoters such as Ottawa Normal School art 

instructor Roy F. Fleming, these ideas set into a conceptual framework and curriculum 

would create a breed of technical students in which "every artist would be a workrnan, 

and every workman an artist." l5 

While many A r t s  and Crafts advocates at the OEA perceived the worker as the 

resurrected artisan of old, rnany from the business and educationai communities saw 

these ideas as effective in both bolstering moral character and producing respectable 

citizens-prosperous, happy and "useful" workers for Ontario's fledgling industrial 

l 4  R.F. Fleming, "Applied Art." p. 325. 

15 R.F. Fleming, "Applied Art," p. 327. 
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state.16 Over the, speakers championing the belief of the "efficient workman as a good- 

living citizen," discursively constructed conceptions of the ideal virtuous work 

experience of the ideal citizen worker. He was preeminently conceived as a skilled 

craftsman (most reformers thought of the craftsman in male terms; for the sake of 

consistency, apart from sections of gender analysis, 1 use the male pronoun throughout 

this thesis); diligent and loyal, who took pride in his work and pleasure in his labour and 

recognized that his contribution was an important part of his communities social and 

moral bearings and his nation's econornic success. 

An alarrning and regulatory sub-text to much of this econornically-charged rhetoric 

was seen when many reformers feared that massive job displacement and an inequitable 

distribution of wealth had generated wide-spread discontent among farmers, artisans, 

and labouring men and women. These reformers argued that laborious and unrewarded 

manual toi1 had forged "beasts of burden" who "if treated like gladiatorial slaves ... we 

may expect gladiatorial revolts, strikes and debauchery." " Prompted by spiraling 

urbanization and industrial prosperity, both of which many social reformers believed to 

be responsible for the pervasive "social and moral degeneration" in society, the 

educational system was re-conceptualized by OEA rnembers as an important medium 

from which to form a new morally and socially "ennobled" technically-trained labour 

force. 

l6 Susan Houston's and Alison Rentice's seminal book Schoolina and Schotars in Nieteenth 
Centun Ontario (Toronto. 1988) and Bruce Curtis' Buildinu the Educational State (Toronto, 1988) 
have provided a mode1 explanation of the "hidden curriculum" which aimed to inculcate religious 
morality and civic values arnong the school population. 

17 A.O. Patterson. "Camp-Schools," OEA (1 903): 105. 
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These two competing discourses: with the aesthetic and labour-centered advocates 

on one side and the economic/citizen makers on the other came to a head in 1931 at 

CTSts An Department and percolated through another generation thereafter. Arts and 

Crafts tenets of teaching clashed with interests from the business community when local 

stained-glas companies charged artist-teacher and department head Peter Haworth with 

unfair business practices for allegedly using student assistants, school supplies and 

propeny to produce stained glass work for his own private anistic commissions. The 

ensuing debate and negotiations emphasized the contradictory educational visions held 

by different stake-holders and perhaps more imponantly highlighted the extent to which 

Ans and Crafts social-aesthetic philosophies were ingrained into the educational system 

and in the cultural subjectivities of its participants. Consequently, the educationai system 

later headed by Director C.C. Goldring reconceptualized the role of technical education 

within a new context and time. In the end, the deliberations arnong these vested 

interests propelled Arts and Crafts tenets into a new and a vital forum. 

The Arts and Crafts Movement 

While Arts and Crafts social-aesthetic philosophies promoted various aspects of 

technical eaucation, they were not strictly an educationai discourse. In fact, Arts and 

Crafts ideas, as they becarne interpreted in Ontario, originated well beyond the confines 

of the educational system. The Arts  and Crafts Movement, forxned in England in the 

1880s. was composed primarily of a group of architects, designers, and artists who 

sought to revive standards of design through an ami-machine ethic and a revival of 
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handicrafts. Defmed principally by English theorists A. W. N. Pugin (1 8 12-1 85S), John 

Ruskin (1 8 1 9-1 900). and William Morris (1 834-1 896), A n s  and Crafts advocates 

reintegrated the notion of art and craft through a cultural restoration of skill and 

craftsmanship, and a set of design principles which dictated honesty in design, materials. 

and execution. Committed to social activism, many Arts and Crafts advocates believed 

that the production and display of beautiful objects was moraUy and socially significant 

and without hyperbole one of the most meaningful activities of human existence, indeed 

a veritable democratic right, and as such should be practiced not only in everyday social 

relations but that aesthetic decisions should be exercised in al1 aspects of life, 

panicularly on broader questions of labour, education, and social policy. 

In the changing social-political environment of the 1880s, Arts and Crafts ideas on 

architectural, domestic, and design reform easily converged with social reform notions 

on healthy living and the good life, incorporating such requisites as adequate sunlight, 

clean air, bathing facilities, and neighborhoods which invoked garden arrangements and 

country settings. Mark Girouard suggests that the 1870s and 1880s were a watershed 

for the more affluent and "progressive" middle classes who were "a class in search of an 

image." Nurtured on the principles of Matthew Arnold's "sweetness and light" with an 

increasing suspicion of conventional belief in religion, and imbued with a renewed creed 

of noblesse oblige, this progressive middle class "became devotees of the religion of 

beauty or the religion of enlightenment." l8  Education meanwhile. was to be the help- 

18 Mark Girouard, Sweetness and Liaht: The Oueen Anne Movement 1860-1900 (London, 1977). 
4. Thrs notion is evident in Julian Sturgis, Ste~hen Calinari (London, 1901). in which he describes 
the scene at the opening of the 1877 Grosvenor Gallery: "Indeed, in England at large a great deal 
of emotion which had been absorbed by religion was in need of a new object ... [whilel 
others ... sought a substitute for the unknown God by spelIing humanity with a capital letter. But 



mate of art. In an effort to avoid social strife, art would sociaiiy re-organize the world for 

the better while the education system would disseminate and incukate sound values ta 

19 succeeding generations in al1 classes of society. By 1900, Arts and Crafts philosophies 

had influenced every conceivable art form including architecture, home decoration, the 

decorative and fine arts, urban, garden design and town planning, and children's books, 

making them infhentiai visual elements of the new social and domestic order. 

The ideas which formed the substance of the Ar ts  and Crafts Movement in the 1880s 

arose from a myriad of concerns which had originated as early as the 1840s. Many 

centered on industrialization and mechanization and the disfiguring of England's 

environmentai landscape leading to what reformers perceived as the erosion of human 

and aesthetic values. These sentiments were shared, in varying degrees, by critics, al1 

of whom pointed to the crippling effects of "progress"-massive job shifts and 

displacements, the estrangement of the worker from meaningful work, an imbalance 

between the rural and urban centers, an unchecked building boom, an increasing gulf 

between the poor and working classes, the expanding comrnercialism of the rniddle 

classes, and the perceived loss of the "traditional English" comrnunity. This unhealthy 

and vile environment, critics reasoned, had a deterrninistic effect on ail mernbers of 

Art-art also with a capital letter-had at  the moment the strongest attraction, the most aliuring 
charm ... and to live for An seemed the best substitute avaiiable at the moment for a life of self 
sacrifice" (p. 68). See also J. Barzun, The Use and Abuse of Art (Princeton, 1974). 

19 This notion of cornbathg social agitation through culture and literacy was the underlying 
theme of Matthew Arnold's Culture and Anarchy (London, 1868) and Sir Walter Besant's 1882 
utopian novel Al1 Sorts and Conditions of Man (London, 1882). In The People's Palace and the 
Glasaaw Green (Edinburgh, 1991), Elspeth King outlines how Besant's charamers in the nove1 
are transformed through the power of aesthetic culture. For example, Dick the Radical was 
converted "'from a fierce Republican"' into an enthusiastic radical through dancing lessons. 
Singing lessons were then to change him into an 'advanced liberal', after which lessons in 
painting would change hirn into a 'mere conservative' with no political views at all" (p. 12). 



society and the form and quality of their productions, as well as on their sense of spirit 

and beauty. The social and aesthetic degeneration spawned by new industriai mass- 

production techniques was dramaticaily exemplified in the overly Historicist style of 

many Victorian aesthetic and manufactured products, typicaily characterized by shoddy 

workmanship, insincere use of materials, inefficient f o m ,  and elaborate and 

ostentatious displays of ornarnentation. For many critics, manufactured goods and art 

works were corrupted through the conditions of their production processes: design, 

construction, materials, or maker bscame rnaterial evidence of England's graduai 

decline .'O 

Ruskin and Morris assened that industrialization and mechanization in nineteenth 

century England had altered the definition, social relations, and practices of traditional 

work resulting in what Morris (following Marxist doctrine) cailed the "aiienation of the 

worker." They maintained that mechanical processes of manufacturing which entailed 

only manual labour disempowered, degraded, and alienated the worker at the expense 

of the worker's creative thinking and judgement faculties. Ruskin's and Morris' emphasis 

on the division of labour in manufacturing production and the subsequent lack of control 

of the worker over his work and life was a central feature of the estrangement of the 

artist from the craftsrnzn, the crafksman from his buyers, and importantly the 

2 1 relationship between art and society. For Ruskin and Morris, the fluid relationship 

20 In The Idea of Deciine in Western Histoy (New York, 1997). Anhur Herman outlines the 
historical and cultural frarnework in which the idea of decline, progress, and degeneracy were 
debated in nineteenth century England. See particularly Chapter 8, "Welcoming Defeat, Arnold 
Toynbee. " 

2 1 In Consumina Anaels: Adverrisina and Victorian Women (Toronto, 1994), Lon Anne Loeb has 
effectively described (and visually examined) the rise of a "hedonistic" material consurnensm in 
the Victorian era which she attributes to the expanding midàie classes' quest for democratic 
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between labour, life, and art was essential for the individual worker and his society. 

In search of an alternate mode1 of societal organization which did not priviiege 

commercial and economic deterrninism over human values, Ruskin and later Morris 

focused on the pre-industrial middle ages and particularly on the Medieval craftsman 

who they conceived as the intellectual and spirituai archetype of the alienated Victorian 

worker. The cultural conditions and environment under which the Medieval craftsman 

undenook his production and conducted his life was far superior to that experienced by 

contemporary Victorian workers. Unlike bis Victorian counterpart, the Medievai 

craftsman was a proficient artisan who had served as an apprentice before entering the 

trade, and who combined invention, Iearning, and skillful hand labour in the design and 

execution of al1 objects. Contrary to the experience of contemporary workers who were 

seen as subjugated to the will of the foreman and manager, the Medieval craftsman had 

an altogether different relationship to his work and to the process of his labour. He had 

control of his own tools, tirne, material, and production, and maintained aesthetic control 

over his wares, seiling them directly to the public. In so doing, he was directly connected 

to the buyers of his goods and more importantly to his cornmunity. In this newly 

conceived relationship, the notion of craftsmanship and the process of hand production 

took on an almost exalted status and became a metaphor for a certain quality of Iife in 

which the craftsman's ideal reigned above the decadence and discourses of progress of 

the industrial age. An idea which stressed process, senses and qualities above the 

finished product, craftsmanship was one of the key building blocks for a modern politicai, 

egalit arianism through the acquisition of material goods. Her intriguing thesis provides an 
imponant comparative aspect to A r t s  and Crafts ideas. 



economic, and social organization. 22 

Arts and Crafts philosophies were also shaped in large part by the paradigm shift at 

the end of the  eighteenth centwy to Romantic discourses which were based on ideas of 

individual freedom and self-expression. With the  decline of monarchiai institutions and 

the advent of liberal democratic theories, the individual was transforrned from a subjecr 

to a sovereign and self-conscious citizen who expressed his "free wil1"-a master of his 

own fate, body, and rnind. An individual's assertion of "self' was both an expression of 

individual freedom and the route by which transcendental and sublime realities could be 

best experienced. This was fundamental to a new concept of the artist and his role in 

society. Up until the end of the eighteenth century, artists were predominantly identified 

as Medieval craftsmen who were bolstered by tradition and experience-the hallmarks 

of their practic-who could conceivably undertake any artistic project requested of 

them. Meanwhile, a n  was defined through Romantic discourses as an original creation, 

produced by an individual gifted with genius-one understandably b o n  (pre-destined), 

not culturally produced or taught-whose creation was primarily an object of aesthetic 

23 beauty separate from the artifacts of everyday life. No longer constrained to produce 

for the patronage of church, state, or for the academies' delectations, artists saw their 

work as their sole ownership, thus demonstrating the maker's freedom to be exhibited 

2 2  By 19 15 this idea becarne embodied in the intellectual doctrine of Guild Socialism. Situated 
midway bemveen Marxism and a moderate Fabianism. Guild Socialism is the inheritor of the Arts 
and Crafts radicalism. See for example G.D.H. Cole, Guild Socialism. Re-stated (London, 1920). 
Cole also edited a collection of works entitled William Moms: Stories in Rose, Stories in Verse, 
Shorter Poems, Lectures and Essavs (London, 1934). 

23 The idea that art is not made but created is one of the myths of modern art. See Genius: The 
Historv of an Idea, Penelope Murray (ed.) (Oxford, 1989). In "Deconstructing Genius: Paul de Man 
and the Critique of Romantic Ideology." Christopher Norris outlines how art was philosophically 
perceived as a utopian form of secular salvation (pp. 141 -165). 



and exchanged in the "free-market." 24 

Armed with a contemporaxy sensibility and seeking a style and subject matter 

appropriate for the modern age, English Realist artists appealed reflexively to tradition 

and history. By the 1840s, a concentration on hurnan beings, on individual emotion and 

character, and the exposition and revelation of everyday and cornmon-place realities 

25 became emblematic motifs of social and economic wider concerns. The visual 

representation of these ideas reconfigured the meaning of the Arts to appeal to an ever 

larger segment of population as it legitimated subjective and personai interpretations. 

This emphasis on the specific as opposed to the ideal is best captured in Blake's famous 

phrase "the world in a Grain of Sand" which for him was a way of locating the human 

being (the grain of sand) within the enormity of a new and increasingly complex world. 

This constellation of forces was transported to Canada through a variety of cultural 

forms and networks and taken up with zeaious fervor in Ontario in the Iast decades of 

the nineteenth century. Arts and Crafts ideas, deriving primarily from England and 

secondarily from the United States, were adopted in large part by English-Canadian 

adherents as a social-aesthetic alternative to the encroaching dehumanization of 

industrialization and urbanization and as a critique of the deterioration of art and design. 

These ideas emerged within the tightly woven aesthetic communities of British-born and 

2 4 The anist's signature was both a claim to authorship and as a guarantee of authenticity for the 
buyer . 

25 For the representation of image and "reality" in the Victorian visual arts and its construction 
of societal values through political rhetoric. see: Julian Treuherz, Hard Times: Social Realism in 
Victorian Art (London, 1987); P. Fuller, "Black Arts: Coal and Aesthetics," Imaaes of God (London, 
1985); Douglas Gray, "Art and Coal." Cod, British Minins in Art 1680-1 980 (London, 1982); and 
Allen McLaurin, "Reworking 'Work' in Some Victorian Writing and Visual Art," in In Search of 
Victorian Values: Aspects of Nineteenth-Centuxv Thouaht and Society, Eric M. Sigworth (ed.) 
(Manchester, l988), 27-41. 
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Anglo-phile patriots across Canada-fiom Halifax, Nova Scotia to Victoria, British 

26 Columbia-with the largest comrnunity in Toronto. At the height of its influence the 

Movement's social-aesthetic philosophies were embraced by a wide variety of people 

including artists, students of art, architects, social reformers, philanthropists, educators, 

manufacturers, industrialisis, and politicians. These ideas were transrnitted to the public 

in both urban and rurai areas through handicraft exhibitions, lectures, teaching 

workshops, the sociaiist press, women's magazines, trade journals, and particularly in 

schools and universities. In the late nineteenth and early twentieth century, they were 

also discussed in regard to architecture, urban planning, social reforrn, an education, 

domestic art education for women, settlement house education, interior design, and 

industry. 

The Movement's ideas in Canada were gendered. On the one hand, social-aesthetic 

ideas were championed by a small male intellectual and artistic elite who appropriated 

for themselves the mantle of spiritual and philosophical enlightenment through claims 

of "direct knowledge," while elite women, often as part of cultural organizations, became 

the standard-bearers of the Arts and Crafts Movement's educational and nationalist 

objectives. Ironically, it was groups such as the Women's Art Association of Canada 

2 6 I use the terrn community here in its sociological sense to denote a network of relationships 
which is characterïzed by both conflict and consensus. These comrnunities are bounded by 
geographical space and locales and are rigidly maintaineci through ideological precepts. Though 
removed in place and tirne, 1 have learned much about comrnunity, social relations. culture, and 
agency frorn such seminal studies as: David Sabean's Power in the Blood: Po~ular Culture 6 
Viase Discourse in Earlv Modem Germany (Cambridge, 1984); Natalie Zemon Davis. The Retum 
of Martin Guerre (Cambridge. 1983); Car10 Gïnzburg, The Cheese and the Worms: The Cosmos 
of a Sixteenth-Centurv Miller (New York, 1982); and Emmanuel Le Roy Ladurie, Camivai in 
Romans (New York, 1979). 
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(hereafter WAAC), z7 dong with its vast networks of "hiends and aailiates" which were 

instrumental in prornoting the handicrafts-and hence broader Arts and Crafts 

philosophies and practices-as "important national products" both for national revenue 

and for cultural and educational edification. Aithough the ARS and Cr& Movement 

in Canada clearly generated tremendous new opponunities for women to pursue 

professionai art training and vocations in various craft, fine an, and design fields, it afso 

demarcated individual crafts, production techniques, display and a n s  management dong 

gender lines. Architecture, metal work, and printing were the traditionai elite punriew 

of men while the handicrafts such as china painting, ernbroidery, textiles, and lace 

making were ascribed to women. The WAAC reinforced and perpetuated the A m  and 

Crafts Movement's gendered ideais through its self-perception as "cultural educators" 

and "nation-builders." As Mary Ella Dignam, president of the WAAC argued: "What 

women can do to encourage and direct artistic taste and environment and to promote an 

and art industries upon a practical and worthy national basis is unlirnited, and surely, if 

slowly, this is being realized." 29 It is through these individual agents and groups that 

Arts and Crafts ideas were shaped as an educational discourse, incorporating both a 

critique of industrial organization and a promotion of these ideas as educational 

imperatives and economic requirements. 

27 Although incorporated as the Woman's Art Association after 1905 it was renarned without 
explanation the Women's An Association. For the sake of consistency 1 use the latter name 
throughout this paper. 

2e Women's Art Association of Canada."President's Memoranda of the Year's Work and 
Progress, "Annual Re~0I - t .  1899, 6 (hereafter WAAC). 

'' WAAC, Annual R e ~ o r t ,  1899, p. 10. 



The History of the Ans and Crafts Movement in Canada: Addressing Problems of 
De finition, Methodology, and Sources 

This thesis focuses on the emergence, development, and influence of the British A n s  

and Crafts Movement to show how, why and in what contexts the social-aesthetic ideas 

and practices garnered a responsive foilowing between 1880 and 1940. More specifically, 

it looks at how the Movement's ideas and aesthetic practices-ofcen radicaliy 

transformed-became ingrained in Ontario's artistic and educational systems and 

particularly within the art departments of newly established technical schools. As a case 

study, this thesis focuses on the Art Department at CTS (re-organized in 1914) in 

Toronto, to illustrate the application of the Movement's ideas and their translation in the 

visual arts curriculum and pedagogy of individual artist-teachers. What were the 

contexts and the process under which the ideas and practices of the Arts  and Crafts 

Movement arose, declined, and were re-invigorated over time? In the main, this study 

highlights how Arts and Crafts ideas were vital to the cultural production and contention 

of key social-aesthetic notions and how the ideas were used to shape certain aspects of 

social, educational, and economic policy in Ontario. This study argues that artistic 

discourses-encompassing a series of ideas, philosophies, and practices-were 

historicaily significant in both character and state-formation in educational contexts and 

were instrumental in meeting governmental and economic initiatives in the nineteenth 

and early twentieth century. 

As well, this thesis outlines the intricate web of social and power relations at the 

turn-of-the-centu~y Toronto, and charts how agents, groups, and community 

involvement were critical in the production of specific educational curriculum and 
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pedagogical approaches. Acknowledging histoiy as a complex expanse, in which change 

and continuity operate simultaneously and contingencies are inevitable, how did ideas 

and practices serve to construct personal and collective identities and order social 

relations among men and women, anist-teachers and administrators, the educational 

system and special-interest groups, between theorists and their public, and between the 

past and the present? Understanding "those networks of intersecting and overlapping 

relationships in which everyone is enmeshed" is central to the argument in this work." 

This study does not propose to re-write the history of technical education in Ontario 

nor does i t  propose to chan a linear progression of an in the schools. Rather, it paints 

a series of vignettes of the shifting meanings of "art" and "education" and the correlation 

between the two at key historical junnions. Building on earlier studies, 1 am proposing 

to situate technical education within a series of contemporary debates and cultural 

movements that sought to connect the criticism of capitalist industrial society with the 

desire for an alternative to the dehurnanization of labour. Art in this respect was not a 

mere topic of cultural appreciation but a critical component in the creation and 

development of technical education in Canada. Significantly, this is not "the" history of 

the Arts and Crafts Movement in Canada but a history self-consciously produced: 

selected. ordered, and interpreted to make sense of the voluminous interdisciplinary 

primary archival sources. Arts and Crafts ideas in Canada are also discussed within an 

institutional rhetoric of a dominant cornmunity which has, and continues, to shape and 

3 O David Levine, "Forget the Famiiy," p. 6. Typescript. 



authorize knowledge of Morris and the Arts and Crafrs in Canada. 3' 

This study was undenaken within a contemporary Canadian Art Historical 

perspective in Ontario in response to the misconceived notion that since Arts and Crafts 

artistic works and d a c t s - h i t u r e ,  wallpaper, fabrics, metal work, etc. (the definitive 

products of the Movement)-were not located in Canada, Arts and Crafts ideas had no 

perceptible influence in Canada. Over the past decade, the supposed dearth of evidence 

has been become so accepted that it  has seriously underrnined historical and cultural 

research into the A n s  and Crafts Movement in Canada. '' In fact, critics have pointed to 

the seeming lack of published secondary sources on Moms and the Arts and Crafts 

Movement in Canada and have argued speciously that it is reflective of the historical 

33 reality. Perhaps most imponantly, scholarsr acceptance of this "taie" of non-existence 

has allowed them to theorize in the absence of historical evidence to the detriment of the 

1 am speaking here of the significant cultural lobby of the Wiiliam Morris Society of Canada 
(hereafter WMSC). Over the past fifteen years, through their monthly meetings, annual 
symposium, newsletters, tours, and principally through their connection to the parent Society in 
England (est. 1955). the WMSC has exened a powerN and authoritative vision of Morris and 
Arts and Crafts ideas in Canada. This has made me cognizant to the production of and forms by 
which knowledge is disseminated and legitimated. and the connections between academic and 
community narratives. On the early origins of the WMS (in England) and its Marxist connections, 
see Helen E. Robens, "Commemorating William Morris: Robin Page Amot and the Early History 
of the William Morris Society," The Journal of the William Morris Society, vol. XI. no. 2 (Spring 
1995): 33-37. 

32 In the twenty-year history of the University Art Association of Canada's (UAAC) annuai 
conferences, only one session has been devoted to William Moms and the Arts and Crafts 
Movement. Held in November 1996 to mark the Centenary of Morris' death, the session brought 
together researchers and artists interested in a variety of issues related to the A n s  and Crafts 
Movement. At a "round table" discussion on the state of histoncal research into the Arts and 
Crafts Movement in Canada. participants debated the way in which inaccwate histoncai 
suppositions about the Movement resist re-examination. 

3 3 This position was held by a number of participants at  the round table discussion which took 
place at the UAAC conference in Montreal in 1996. 



body of knowledge both nationally and internationally. 34 

An overview of secondary sources illustrates how the extent and significance of the 

Arts and Crafts Movement in Canada has been rninimized by approaches which focus 

only on aesthetic and design features. The scant existing accounts of the Movement in 

Canada have been generaüy restricted to the visual arts, particularly the decorative arts, 

book printing, and architecture. In architectural studies, rnost of the emphasis has been 

placed on three well-known exponents of Arts and Crafts architectural ideas and 

practice: Eden Smith in Toronto (1858-1929), Percy Erskine Nobbs in Montreal (1875- 

35 1964), and Samuel Maclure in Vancouver (1860-1929). In addition to outlining the 

architect's oeuvre as artifacts of "an," while excluding al1 notions of labour these 

rnonographic studies glorify the individual architect as the sole figure involved in the 

36 building process. Perhaps most importantly there is little or no historical discussion 

" For example, at the William Morris Centenary Conference held at Oxford University in June 
1996, two papers (out of 60 presentations) on the conference schedule took up the issue of the 
influence of the Arts and Crafis Movement's philosophies and practices in Canada. Set back-to- 
back in the sarne session, the papers :"'Every Artist Would be a Workrnan and Every Workman 
and Anist': Morrisian and Arts and Crafts Ideas and Ideais at the Ontario Educational Association, 
1900-1 920." and "'The Seed Traveled so Far and Feli so Closely to the Ground': The Influence 
of William Morris and the Arts and Crafts Movement in Buffalo and Toronto a t  the Turn of the 
Century" argued antithetical positions. Whiie one presenter suggested that the Arts and Crafts 
Movement had an estimable influence on Ontario's educational system. the other presenter 
"theorized" why Ontario, specificaiiy Toronto, and unlike Buffalo, New York was untouched by 
the ideas of the Movement. 

35 On Maclure see: Janet Binghman. Samuel Maclure: Architect (Ganges, 1985); and Martin 
Seeger, The Buildina's of Samuel Maclure: In Search of an A ~ ~ r o ~ r i a t e  Fonn wctoria, 1986). On 
Nobbs see: Susan Wagg, Percy Erskine Nobbs: Architect. Artist, and Craftsrnen (Kingston, 1982). 
On Smith see: Carolyn Neal, Eden Smith: Architect 1858-1949 (Toronto, 1976). For a 
comprehensive examination of al1 three architects and a discussion of Arts and Crafts architecture 
in Kingston, Ontario see: Nicola Spasoff. "The Dissemination of the Arts and Crafts Movement 
in Canada: Domestic Architecture in Kingston. Ontario c. 1885-1925." M.A. thesis, Queen's 
University, 1994. 

36 An exception in this genre is Patncia Spenser-Silver, Puain's Builder: The Life and Work of 
Georse Mvers (Hull, 1993). 



of the social and cultural meaning of architecture as a reflection of a society's ideas, 

ambitions. and aspirations, or of the dialectical engagement between the architect and 

the larger cornmunity (except of course with the patron). Current scholarship on Smith 

in particular has expanded the boundaries of previous formaiist discussions by focussing 

on meaning as opposed to production, especially in the way that the upper middle class 

understood Smith's representation of architecture as a form of "Englishness". 3 7 

Othervvise. scholarship on the Arts and Crafts Movement in Canada has centered around 

regional studies focussing on specific anists and collections, and especially individual art 

such as textiles, stained glass, and wood carving, published in tandem with museum or 

gallery exhibitions. 3 8 

When this overly object-oriented view is challenged, as i t  was thought to with the 

1993 exhibition The Earthlv Paradise: Arts and Crafts bv William Morris and his Circle 

From Canadian Collections held at the An Gallery of Ontario, the argument invariably 

39 remains within the same theoretical parameters. Focussing on Morris 6. Co.'s 

decorative anwork as found in Canadian public and private collections of furniture, 

37 Annmarie Adams, "Eden Smith and the Canadian Domestic Revival," tirban Historv Review, 
vol. XXI, no. 2 (March 1993): 104-115. 

3 8 Victoria (BC), Maltwood Museum of Historic Art, Arts of the Foraotten Pioneers: Catalouue for 
an Exhibition (Surnmer 1971); University of Victoria. Maltwood Art Museum and Gallery, 
MaItwood Collection (1 1 March- 15 April 1978); Rosemary AIicia Brown. Katherine Emma 
Maltwood Artist. 1878-1 961. Monograph from an exhibition from the Maitwood Art Museum and 
Galiery, University of Victoria June-July 198 1 (Victoria, 1 981 ). McGiil University, McCord 
Museum, "The End of an Era: Montreal 1880-1914," Paris (France) Canadian Cultural Center, 
Canadian Ta~estrv: Exhibition 25 April-15 May 1980 (Ottawa, 1979); Rosalind Pepall, "Stained 
Glass Wmdows in Montreal at the Turn of the Cent-," Association for Reservation Technoloqy 
Bulletin, vol. 13, no. 3 (1981): 48-55. Edward Gibson and Patricia Guest, "British Columbian 
Architectural Carver George Gibson," Canadian Collecter, vol. 15, no. 1 (Jan.-Feb. 1 980) : 44-46. 

3" The Earthlv Paradise: Arts and Crafts bv William Morris and his Circle From Canadian 
Collections (Toronto, 1993). 



stained glass, ceramics. wallpaper. tapestries. iiluminated books, and chintzes, the 

exhibition hoped "to introduce Morris and his associates to a broader Canadian public and 

dispel the myth that there is little or no Morris 6. Co. material of consequence in 

Canada." 'O In addressing only the art object and to a lesser extent its cultural context. 

neither Morris himself nor the Arts and Crafts tenets were seen withui the broader 

context of Canadian social history, leading to flagrant disregard of primary historical 

sources. How else can we account for Rosalind Pepall's unsubstantiated statement in 

"Under the Spell of Morris: A Canadian Perspective" that "contemporary [historical] 

accounts emphasized above al1 [Morris'] achievements as a designer and reformer of the 

arts"? '' Though Pepall is correct in her assertion that Morris was represented as a 

designer and decorator in publications such as Quebec's Le Chercheur and Ontario's 

Canadian Architect and Builder, 42 primaiy research beyond the artistic communities 

would have revealed that contemporq accounts of Morris referred to him not only as 

a decorator but as a socialist theorist. architectural preservationist, and educator. 

A newly-released monograph entitled J.E.H. MacDonald: Desianer focusses on the 

graphic design career of Group of Seven member J.E.H. MacDonald who its authors 

4 0  Ultimately, the exhibition's airn to provide a "holistic approach" was confîned to aesthetic 
objects. Many of the works featured in the exhibition arrived in Canada as recently as the 1980s 
and therefore could have no historical influence. 

" Rosalind Pepall. "Under the Spell of Morris: A Canadian Perspective." Earthlv Paradise, 
p. 19. This contradicts then Art Gallery of Ontario (hereafter AGO) Director Glen Lowry's 
statement in the sarne catalogue where he clairns that M o m s  was "a man who exercised a 
formative influence on artistic vision and education in the young Dominion of Canada" (p. vi). One 
explanation for these inconsistencies is that the Earthlv Paradise was the first major loan 
exhibition in the newly expanded AG0 and as such it had borh an aesthetic and political agenda. 
It had at the vely least to represent (though obviously not document) Morris as a significant 
influence on Ontario's cultural vision. 

4 2 R. Pepail, "Under the Spell of Morris: A Canadian Perspective," p. 19. 



firmly declare as a disciple of William Morris and the ideaïs of the Ar ts  and Crafts 

Movernent. " The bulk of the book is devoted to stunning (in many cases colour) images 

of MacDonald's graphic design, illustration, l e t t e ~ g .  and applied art work which clearly 

illustrate his affiliation to Arts and Crafts aesthetic principles. Though Stacey and Bishop 

treat MacDonald and the Group of Seven hagiographically as the national art movement, 

the work draws out some interesting (though not substantially developed) links between 

the Group of Seven, Arts and Crafts ideas, and the influential Toronto based Arts and 

44 Letters Club. Cmcially, missing from Stacey's account is any mention of women's 

involvement in the visual arts and agents from other contexts which promoted A r t s  and 

45 Crafts ideas. Despite such emerging work such as Stacey's, Canadian Arts and Crafts 

studies have lagged behind considerably, where in England four decades of critical 

46 scholarly work on Morris and the Arts and Crafts has been undertaken, and at least 

'"obert Stacey and Hunter Bishop, J.E.H. MacDonaid: Desiuner (Toronto, 1996). The book's 
pubhcation rnarked the centenaxy of William Moms death in 1896. 

'4 Perhaps most interestingly is the book's Preface written by Dr. Michael Large, Coordinator of 
the Graphic Design Program, Sheridan College, Oakville, Ontario. Large underscores "Wiiarn 
Morris' revival of interest in fine printing and book design, manying craftsmanship with high 
standards of typography and decorative dlustration, was massively influential in North Arnerica 
and had a lasting impact on MacDonald, who interpreted Arts and Crafts decorative principles 
with Canadian motifs." In the "Preface," Large unites both the history of graphic design and 
modem professional training and cabs for "an awareness of design as part of the Canadian visual 
culture. .. [one which] grantls] students access to their heritage." (p. x) 

4 5 Calling for studies which highlight the work of "distinguished Canadian designers, iliustrators, 
photographers and craftspeople," Stacey suggests that "as it is unlikely that public sources of 
funding will be available in future to suppon this crucial line of scholarship. the sectors that 
materially benefit from the daily labours of these unsung makers wül have to step into the 
breach." (p. xii) 

46 E.P. Thompson's, William Morris: Romantic to Revolutionarv (London, 1955. revised. London, 
1977). is generally heralded as the fim critical analysis of Moms' political and aesthetic beliefs. 
Although the book's argument is littered with what Thompson later caiied his "Stalinist pieties," 
it was a seminai work which did much to elevate schoiarly representations of Moms from an old 
"fuddy duddy" to a rigorous Socialist critic. For an interesting discussion of Thompson's ground- 



two decades in the United States. 

Making the Arts and Cr& Movement8s ideas visible in Ontario also requires that we 

address the historiographical invisibility of women's organizational involvement in the 

Arts and their aesthetic and politicai agendas in the late nineteenth and early twentieth 

century. Examining the basis and extent of this historiographie exclusion, primarily 

observed in the discipline of Art Histoly, is vitai in that, as this thesis argues, it was 

these amateur and professional women practicing and promoting the Arts who were the 

reai disseminators of Arts and Crafts ideas in the social refom, artistic, and educational 

communities. Bypassing "marginal" cultural groups and communities such as the WAAC 

ignores key historical processes which can explain what Art and Craffs ideas and 

practices succeeded and failed in Ontario. As well, frarning women's involvement in the 

Arts as mere demonstrations of Victorian voluntarism, private and passive, and a 

Ieisured elite activity of no politicai significance, overlooks the complex historical reality 

breaking scholarship and panicularly how his work on Morris fits within that development see: 
"Interview with E.P. Thompson," in Hemy Abelove (et al.) eds., Visions of History (New York, 
1983); and. Ellen Kay Trimberger, "E.P. Thompson: Undorstanding the Process of Histoxy," in 
Theda Skocpol, (ed.), Vision and Method in Histoncal Socioloqy (Cambridge, 1984). 

4 7  One of the most usefui bibliographies on the Arts and Crafts Movement which includes Morris' 
work and criticism of him from 1854 to 1990 is: David and Shelia Latham, An Annotated Critical 
Bibliocrrarihv of William Morris (London, 1991). It is updated biennially in the Journal of the 
William Morris Society (London, England). For additional sources partidarly useful for 
nineteenth century criticism, consult: Temple Scott. Biblioura~hv on the Works of William Morris 
(London, 1897); Theodore G. Ehrsam and Roben H. Deily, Biblioma~hies of Twelve Victorian 
Authors (New York, 1936); G q  Ago, William Morris: A Reference Guide (Boston, 1985). In the 
past decade, Japanese and Western scholars have shown increased interest in how Morrisian and 
Ruskinian ideas launched a nation-wide campaign for the revival of folk crafts. See Brian Moeran, 
"Yanagi, Morris and PopuIar Art," Cerarnic Review. no. 66 (1980); "Bernard Leach and the 
Japanese Folk Craft Movement: The Formative Years," Journal of Desicm History, vol. 2, no. 2 
1989; and, Yuko Kikuchi. "The Myth of Yanagi's Originaiity: The Formation of Mingei Theon/ in 
its Social and Historical Context." Journd of Desian History, vol. 7, no. 4 (1994): 247-266; "A 
Japanese William Morris: Yanagi Sôetsu and Mingei Theory," The Journal of the William Morris 
Society, vol. XII, no. 2 (Spring 1997): 39-45. 



and trivializes historical agents' intentions. In this respect, 1 align rnyself with a current 

theoretical debate which argues that women's voluntarism and institution-building 

constituted a separate political culture based in part on a belief of women's moral 

superiority and their exclusion from male political structures. 48 

Paula Baker has argued that in the late nineteenth centuxy, rniddle class women 

sought to strengthen the assertion of the morai superiority position through coiiective 

action on behalf of the "homeu-broadly defined as anywhere where women and children 

49 were found. At the same time, Kathleen McCarthy argues, that these women "also 

carved out 'invisible careers' for themselves, pursuing distinctive forms of female 

entrepreneurship." 50 This debate allows us ro analyze these structures and their agents 

4 8 One of the first works to consider this thesis was Estelle Freedman's "Separatism as Strategy: 
Female Institution Building and Arnerican Feminism, 1870-1930," Feminist Studies, vol. 5. no. 
3 (Fall 1979): 5 12-529. See also: Karen J. Blair. The Clubwomen as Feminist: True Womanhood 
Redefined, 1868-1 91 4 (New York, 1980). Although essentiaily an Arnerîcan historiographicai 
debate. it has been discussed in Canada in tenns of women's power as nation and cuiture 
builders and their contributions to state-formation initiatives. Extremely usefid to this study is 
Beverly Boutilier, "Gender, Organized Wornen and the Politics of Institution Building: Founding 
the Victorian Order of Nurses for Canada, 1893-1 900," Ph.D. thesis, Carleton University Press, 
1993. This debate is also connected to a debate in Canadian adult education circles which has 
challenged the "sites" of learning and particularly the gendered meanings of "work" and 
"labour." Michael Welton has outlined how home and school associations, Women's Institutes, 
cooperatives societies, and such organizations as the National Council of Women of Canada and 
its local branches, the Imperia1 Order of the Daughters of the Empire, and the YMCA were 
transforrnative learning sites and significant "of women's moral critique of emergent capitalist 
knowledge." Michael R. Welton (ed.), "Whose Stones Do We Celebrate?" Educatina for a Briahter 
New Day: Women's Or~anizations as Leamina Sites (Halifax, 1992). i. See also Michael R. Welton 
(ed.), Knowledae for the Peo~le: The Stmaale for Adult Learnina in Enalish-S~eakina Canada, 
1828-1 973 (Toronto, 1987). 

4"aula Baker, "The Domestication of Politics: Women and American Political Society, 1780- 
1920," Arnencan Histoncal Review, vol. 89, no. 3 (June 1984): 620-647. 

50 Kathleen McCarthy, "Preface," in Kathleen D. McCarthy (ed.), La& Bountiful Revisited: 
Women, Philanthrow and Power (New Brunswick, 1990), ix. See also Kathleen D. McCarthy, 
Noblesse Obliae: Charitv and Cultural Philanthrow in Chicaao. 1849-1929 (Chicago, 1982); and, 
Nancy Hewitt, Women's Activism and Social Chanae: Rochester. New York. 1822-1 872 (Ithaca, 
1984). 



from a wholly different perspective and to critically re-examine the founding rationale 

of many these organizations. Accordingly. this thesis will argue that the WAAC was not 

only one of the most important disseminators of the Arts and Crafts ideas in Canada but 

was in fact founded to promote those principles for what the WAAC considered to be 

Canada's cultural good. 5' 

The Modernist narrative underwriting interpretations of the A r t s  and Crafts 

Movement in Canada is based in part on traditional notions of art work (object) viewed 

as being the proper and oniystudy of the discipline of Art History. Taking as its point of 

origin the description and classification of objects, the canonical and empirical tradition 

of Western Art History focuses narrowly on such issues as authorship and dating of art 

works (including questions of authenticity), and forma1 maners of style, iconography, and 

ma te rial. It also strictly categorizes and periodizes "movernents" by highlighting their 

major proponents, style, and their artistic work while the Movement's larger aesthetic 

or philosophical ideas are dealt with only in so far that it reveals individual or collective 

intentions and motivations. The ideas are considered only in the way that they affect the 

deveiopment of other artists or artistic groups. Seldom do cultural ideas and practices, 

such as production, reception, and consumption, take precedence over the object-based 

aesthetic. 52 

Perhaps most problernatic is the premise that art is the "creative" expression of 

5 1 By the  same token, 1 want to highiight the "pnvate" lives of male agents such as Politicai 
Economist James Mavor, Public School Superintendent James L. Hughes, and Architect Eden 
Smith for whom art and life were inseparable elements. 

'' For the  major methodological and theoretical perspectives of Art Hisroly. see: Eugene 
Kleinbauer, Modem Perspectives in Western Art: An AnthoIow of Twentieth-Centurv Writinss 
on the Visual Arts (Toronto. 1989); and Michael Podro, The Critical Historians of Art (New Haven, 
1982). 
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individual artists (assumed to be a white male) who faithfully reflect in their art work 

pre-existing social realities. Over the past decade, Marxist and Feminist historians of art 

have Iaunched an dl-out attack on the canon and its atheoreticai foundation by 

questioning the "real" object of the  study of the history of art: art or history? This 

involved theoretical debate was first presaged by John Onians in the prestigious and 

conservative English An History journal in 1978 when he suggested that "somehow both 

words, 'art' and 'history' have a magnificence and potency about them that when 

thought of separately ... sadly ... lose as soon as they are coupled in the bed of "art 

h i ~ o r ~ . ' " ~  This is by no means only a question of disciplinary legitirnization, but cnicially 

one of definition, methodology, and interpretation of the historical past. While the 

parameters in which canonical art historians define their subjects of study require only 

limited methodoiogical perspectives and few if any supporting sources, critically-minded 

historians of an and culture have instead used rigorous theoretical social and 

anthropological models which ground al1 artistic production in historical contexts, thus 

giving the art work (and other visual images) particular meanings with consideration of 

53 John Onions, "Editoriai." Art History, vol. 1, no. 2 (June 1978). An historians now reguiarly 
declare their disciplinary position on the "art versus history" debate. The cornmon assertion is 
that the history of art is not a sub-discipline of history. See: Ivan Gaskell, "History of Images," 
in Peter Burke (ed.), New Pers~ectives on Historical Writinq (Pemsylvania, 1992), 169. See also 
Marcia Pointon's cornments in "History of Art and the Undergraduate Syllabus: Is it a Discipline 
and how Should we Teach it?" in The New Art History. Randolph Starn suggests that Renaissance 
srudies have always mediated "the frontier between history and art," in that they deai with the 
intersection of symbolic visuai imageq and regimes of power (patronage). However, aithough 
patronage studies ask more penetrating questions of cultural concern, they are restricted to elite 
power brokers who in the Renaissance vied with artists for prestige and are but another example 
of artistic conception and vision. For a more absorbing analysis of consurnption of visuai images 
by popular culture. see Bob Scnbner, For the Sake of Sim~le  Folk: Po~ula r  Ro~aaanda  for the 
Gennan Reforrnation (Cambridge, 198 1 ) . 
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54 a dialectic of communication. Acknowiedging the historical and cultural production and 

creation of "Art," "Taste," "Genius," and the "Avant-Garde," they have redefined the 

adage that "seeing is believing" to that of "believing is seeing." 55 

As a concept, history is central to this study both as theory and method. Firstly, it 

allows for a look at the appropriation of the past by agents and groups who sought to 

impose histo~y as a form of social control and domination. History also discloses how 

images and practices support such notions as tradition, "ouf heritage, and cultural 

continuity while down-playing political radi~alism.'~ On the other hand, history can be 

seen as a vital contributor in the development of new persona1 and collective identities, 

as seen in the last decade of the nineteen and early part of the twentieth c e n t q  when 

Arts and Crafts agents in Ontario appealed to notions of history to reorganize the wortd 

in their particular vision. 

While research into the ARS and Crafts Movement has been circurnscribed within art 

historical disciplinary methods and theories as an aesthetidobject-oriented movement, 

historians of education, particularly those dealing with technical education and art 

education, have difficulty reconciling the historical relationship between discursive and 

5 4 For an interesting analysis of theoretical revisionism by English art historians, see: A.L. Reeves 
and Frances Borzello, (ed.), The New Art History (London. 1986). 

5 5 Compare for example John Berger's (with Sven Blom Berg, Chris Fox, and Michael Dibb) Wavs 
of Seeing (New York: 1972, 1973); Maxy Anne Staniszewski's Believina is Seeins: Creatina the 
Culture of Art (New York, 1995); and Richard Leppert, Art and the Comrnitted Eve: The Cultural 
Functions of Imaaerv (Colorado, 1996). 

56 See for example Eric Hobsbawm and Terence Ranger's The Invention of Tradition ( Cambridge, 
1983) in which they describe how notions of tradition have been used to create hegemony and 
ideological cornmunities. 



visual modes of cultural representation. Not well-versed in the histories of an or the 

cultural language of the social-aesthetic, they often overlwk critical aspects of the 

relationship between art and education and particularly the different meanings inherent 

in each idea. One suspects that there is a residue of artistic prejudice whereby aesthetic 

concepts and ideas are seen through the fiitered lenses of "C1'ulture and "CWivilization but 

which are dismissed as inconsequential determinants of social, economic. or political 

58 change. This limited focus has effectively separated the social from the aesthetic, 

Iessening the Movement's historically significant cultural impact. These divergent 

perspectives have suffered from academic disciplinary boundaries which have 

encouraged research into micro-aspects of the Arts and Crafts ideas according to very 

specific paradigms. (See my later discussion on the WAAC and theoretical perspectives 

in the art education Iiterature in Chapters 4 and 6.) 

Literature on the development of technical education and vocational training in 

Ontario is aiso fraught with disjunctive theoreticai perspectives and limited 

methodological approaches. Especially troublesome is the restrictive way in which 

historians conceive of education as a strict form of schooling. Accordingly, few if any 

5 7  Some historians have dealt iaudably with a wide array of visual material and their cultural 
influence. For example, see: Michael Montias, Artists and Artisans in Delft. A Socio-Economic 
Studv of the Seventeenth Centuy (Princeton, 1982); and Simon Schama, The Embarrassrnent of 
Riches: An intemretation of Dutch Culture in the Golden Aue (New York, 1987). 

5 8 In this vain, George Tait felt that he shouid apologize for Egenon Ryerson's preoccupation with 
art, stating that "Educators of the present day may feel a sense of astonishment in the fact that 
an individual of Dr. Ryerson's practical temperament shouid have interested hirnself in matters 
of purely aesthetic nature at a time when he was still struggling with basic problems of 
textbooks, finance, school accommodation. teacher training, and the controversial questions of 
Roman Catholic separate schools." Ironically, Tait was writing on the history of an education in 
Ontario. See George E. Tait, "A History of Art Education in the Elementq Schools of Ontario," 
Ed.D. thesis, University of Toronto, 1957, p. 15. 
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alternate contexts or participants are seen to influence educational policy outside of 

59 these pre-determined parameters. Aithough it is clear from the historical record that 

economic and labour interests played a large part in the creation and development of 

technical education in Ontario, it is often over-emphasized to the exclusion of al1 other 

discourses, agents, and agencies, particularly in relation to artistic philosophies and 

interests. Similarly, research on vocationai training has explained changes in relation to 

the needs of the market economy and various philanthropie campaigns, but social- 

aesthetic discourses themselves have not been seen as playing a large part in the 

creation and developrnent of technicai education. 

The trickle of scholarship on the histoty of technical education in Ontario has largely 

focused on the emergence of the TTS and top-down studies of the campaign for technical 

education and official concerns for training unskiiled workers into an effective labour 

60 force. Technical education in Ontario (and similarly in Canada as a whole) has recently 

been enlarged to include research into women's vocational training and technical 

'" Over the past 2 decades, though educational history has prospered, studies of technical 
education in Ontario have remained scant. Solid research into this topic remains to be written. 
J. Donald Wilson, "The New Diversity in Canadian Educational History," Acadiensis, vol. XIX, no. 
2 (Spring 1990); Patrick J. Hamigan, "A Comparative Perspective on Recent Trends in the History 
of Education in Canada," Historv of Education Ouarterly, vol. 26. no. 1 (Spring 1986); J. Donald 
Wilson, "Canadian Historiography," Historv of Education Ouarterly, vol, 9 (Spring 1969): 88-69. 

EC Stuart Semple, "John Seath's Concept of Vocational Education in the School System of Ontario 
1884-191 1." M.Ed. thesis, University of Toronto, 1964; Margaret Brewin, "The Establishment 
of an Industrial Education System in Ontario," M.A. thesis, University of Toronto, 1967; Robert 
Starnp, "The Campaign for Technical Education in Ontario, 1876-1 914,'' Ph-D. thesis, University 
of Western Ontario, 1970; "Technical Education. the National Policy, and Federal-Provincial 
Relations in Canadian Education, 1899-1919," Canadian Historical Review, vol. LII, no. 4 
(Decernber 197 1): 404-423; The Schools of Ontario (Toronto, 1982). 



61 education from the perspective of labour. Of notable importance to this study is 

Clifford Lloyd's "John Seath and the Development of Vocational Education in Ontario 

I 890- 1 92 0. " a Eschewing confining isolationism and ethnocentric perspectives, Uoyd 

outlines the ideas on culture technical education advocates such as John Seath borrowed 

from other nations, particularly England and the United States. Lloyd also focuses on the 

way many English-Canadian schooling officiais brought with them consciously or 

unconsciously "curricula. methods and ideologies ... [as] [olne tends to teach the way one 

was t a ~ ~ h t . " ~ ~  Lastly, he argues that World Fairs and Exhibitions were a vital source of 

mass-communication, disserninating everything from educational and social ideas to 

demonstrating new improvements in farm irnplements. Imponantly for this study. Lloyd 

highlights Seath's educational tour of Great Britain and his notion of craftsmanship 

which ultimately found its way into the 1911 Industrial Education Act which made 

"provision for the training in fine art and design; not just for professional anists, but for 

the development in various kinds of craftsmen of some aesthetic sense." 

" O. Rafferty, "Apprentice Legacy: The Social Educational Goals of Technical Education in 
Ontario, 1 860-1 91 1 ," Ph.D. thesis, McMaster University, 1995; Ruby Heap, "Schooling Women 
for Home or for Work? Vocational Education for Women in Ontario: The Case of the Toronto 
Technical High School," in Ruby Heap and Alison Prentice (eds.), Gender and Education in 
Ontario: An Historical Reader (Toronto, 1991). 

"ciifford C. Lloyd, "John Seath and the Development of Vocational Education in Ontario 1890- 
1920," Ph.D. thesis, University of Toronto, 1985.1 have also found particularly useful Peter A.C. 
Purdue, "Ideology and Art Education: The Influence of Sociaiist Thought on Art Education in 
America Between the  Years 1890-1960," Ph.D. thesis, University of Oregon, 1977; and Eiieen 
Boris', Art and Labor: Ruskin, Morris, and the Craftsman Ideal in Amenca (Phiiadelphia, 1986). 
Both works discuss the influence of Morris, Ruskin, and the Art and Crafts Movement in the 
American educational system. 

63 Lloyd, "John Seath and the Deveiopment of Vocationai Education in Ontario 1890-1920," p. 
9. 

" ~ l o ~ d ,  "John Seath and the Development of Vocational Education in Ontario 1890-1920," p. 
232. 



Chapter 2 

The Social-Aesthetic Origins of the English A r t s  and Crafts Movement 

"Buildug w-thouc teaching or explainhg is useless" (A. WN. Pugin) ' 

This chapter looks at how early social-aesthetic reforrners in England perceived the 

"monstrous" effects of industrialization on daily life and more specifically how these 

reformers construed "Art" and the revivai of the handicrafts as the inevitable moral 

panacea for al1 sociai iils. Though critics A.W.N. Pugin, Henry Cole, and John Ruskin 

responded differently to the problerns of social preservation. they ail generdy agreed 

that the present social-economic system needed to be transformed, be it for the good of 

the state, society, or individual. 

Reformers such as Ruskin ultimately questioned historicism, the nature of the 

machine on the production of aesthetic objects, and the products' material and function. 

They decried the way the goods were produced in stages (the division of labour) leading 

to the erosion of individuality. As standards of design deteriorated, changing the form 

and condition of design required changing the training, education. and the working 

conditions of the designerkraftsman. Art, architecture, and design which did not pay 

heed to these critical aspects of process and production were dishonest; i t  was morally 

bankrupt and for Ruskin an example of the intellectual, artistic, and spiritual poverty of 

both the maker and the society in which he lived. 

' A.W. N. Pugin cited in M. Trappes-Lomax, Pusin (London, 1932). 259. 



These ideas linking morality with design were disseminated widely through a rising 

tide of aestheticism which culminated in the English Aesthetic Movement between 1860- 

1895. Influenced primarily by the ideas and practices of Henry Cole, the artistic group 

called the Pre-Raphaelite Brotherhood (hereafter PRB; see my discussion in the next 

chapter), and John Ruskin, the Movement emphasized art and the industrial production 

of "objects of vistue" for cultural and moral edification and as means to the material and 

"progressive" improvement of society. In their quest to popularize the machine and 

enshrine art, Aesthetes argued that the appreciation of beauty was to be valued above 

al1 wealth and often above al1 ethical cons ide ration^.^ 

Many historians mark an historiographical shift between the Aesthetic Movement and 

the Arts and Crafts Movement at Ruskin's and Morris' disavowal of machine production 

and their emphasis on handwork and handicrafts as irnbued with sound ethical tenets 

in the process of their production. This shift has severed the historical relationship 

between the two Movements, though in reality they were contemporaneous and shared 

much in ideology, style, and advocates-for example Walter Crane and William De 

Morgan seemed to move effortlessly between both Movements. This thesis argues that 

rather than being two divergent well-defined entities, the Movements represented a 

continuum of expression. By looking at their shared ideological features, especially their 

contemporary knowledge of the Aesthetic Movement was widespread on both sides of the 
Atlantic. See: William Hamilton, The Aesthetic Movement in Enaland (London, 1882); and J.V. 
Falk, Art in the House (Boston, 1879). 

"or an o v e ~ e w  of the Aesthetic Movement, severd seminal works are: Eiizabeth Aslin, 
Aesthetic Movement (New York, 1969); C. Spencer (ed.), The Aesthetic Movement 1869-1890 
(New York. 1973); and R. Spencer, The Aesthetic Movement: Theorv and Practice (New York, 
1972). For a contemporq analysis see Diane Bolger Burke, In Pursuit of Beautv: Americans and 
the Aesthetic Movement (New York, 1986). 
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notion that art and beauty are central to life, we can re-examine how wider 

dissemination of Aesthetic and Arts and Crafts ideas, made possible by the  rise of print 

advertising and retaiiing, made materialism and moralism compatible and p o p ~ l a r . ~  The 

connections between the two Movements makes clear why it was that Canadian 

advocates saw no problem in their promotion of both Aesthetic and Arts and Crafts ideas 

and how it was that they CO-existed, as in the  United States, "in school art after they had 

ceased to function at the cutting edge of the larger art world." 

This chapter serves as a vital preliminary background to the later development of 

Arts and Crafts ideas and practices in Ontario. As well, this study situates Canadian 

cuItural events as part of a larger international phenomenon of the Arts and Crafts 

Movement outside of England. 

"A Crusade Against the Age" 

One response to industrialization and its corollary e f k t s  in the early half of the 

nineteenth century in England was to revive in word and image the Middle Ages, 

replacing the "Barbaric Dark Age" as defmed by Renaissance Humanists "with a shining 

image of a Gothic [national] culture steeped in idealism, spirituality, heroism, and 

adoration of women."Inspired by the Romantic Movement and fascinated with the 

' See Loeb's discussion and visual anaiysis in Consumuiu AnaeIs. 

Mary Anne Stankiewin, "From the Aesthetic Movement to the Arts and Crafts Movement," 
Studies in Art Education, vol. 33, no. 3 (1992): 171. Stankiewin has cogently argued that srrict 
and ill-infonned categorization in art education has created ineffective explanatory frameworks 
and simplified "either/or" interpretations of the past. 
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"historical" past, archaeology, and narrative historiography, the Victorians re-invented 

the pre-industrial (pre-capitalist) Medieval world as morally superior to the present world 

in every way, and saw in it a suitable mode1 for reform of the socially dehumanizing 

excesses of nineteenth centuiy Victorian society. Many Victorians agreed with social 

theorist Thomas Carlyle (1795-1881) that the modern industrial world was in spiritual 

chaos because it reflected theones and methods of scientific rationalisrn which promoted 

an undo emphasis on the material and temporal world charanerized by money, pleasure, 

power for its own sake, and especially unwarranted trust in machines. Social reforrners 

pointed to industrialization, capitalism, and increasing bureaucratization of the national 

state as dehumanizing, eroding personal and moral freedom. To t h e  Victorians, society's 

redemption and subsequent social harmony could be found in rarefymg spiritual truths 

and eternal principles of obedience, reverence, veracity, sacrifice, the sacredness of 

work, and obligations of duty. By adhering to the values of virtue, courage, faith, and 

loyalty of the Medieval past, men and women would be spiritually and morally bolstered 

to withstand the uncertain challenges of the future. The historicai past was in essence 

romanticized within Victorian norms and concepts. 

Medievalism manifested its most enduring form in architecture and the visual arts, 

panicularly in painting. Into the visuai arts, painters introduced the literary tradition of 

6 the Arthurian legends. The knights of the historical Arthurian court personified 

chivalric attributes of virtue, self-sacrifice, compassion, and altruism. The Arthurian 

" On the Anhurian revival see James Douglas Merriman, The Flower of the Kinas: A Studv of the 
Arthurian Leaend in Enaiand between 1485 and 1835 (Wichita, 1973); John Rosenberg, The Fall 
of Camelot: A Studv of Tennyson's. "Idvlls of the Kinq" (Cambridge, 1973); Mary Flowers 
Breasewell and John Bugge (eds.). The Arthurian Tradition: Essavs in Converuence (Tuscallosa, 
1988); and Ruth E. Hamilton, Kinu Arthur in Word and Imaue (Chicago, 1988). 



revival and its cast of characters provided a set of topological cultural models for "proper" 

behavior and actions for its Victorian audience, especiaiiy for upper-class men. This 

chivalric code offered a remedy for the instability of modern society by dictating that the 

upper classes had a inherent responsibility to protect the lower classes socidly and 

7 economically. This Victorian ideology, promulgated in English political life by the Young 

England Movement and its leaders Lord John Manners and Benjamin Disraeli, sought to 

rernodel society after communal Medieval models and make them not only didactic moral 

lessons from the past but expressions of contemporary national sentiment. 8 

Thomas Carlyle's widely read book On Heros and Hero Worship (1841) constructed 

the hero as an insightful visionary, "the living light-fountain which it is good and 

pleasant to b e  near." An exarnple of word and conduct, Carlyle's Hero was a t  once "a 

Poet, Prophet, King, [and] Priest." Aspiring artists such as the young Edward Burne- 

Jones, steeped in the visual culture and nourished by readings of Thomas Mallory and 

Walter Scott, claimed visionary episodes of the past. While walking dong the Thames in 

' Compare Kenelm Digby's, The Broadstone of Honour: or, Rules for the Gentlemen of Enuland 
(London, 1823). with its visual manifestation painted by William Dyce (1806-1864), and Daniel 
Maclise (1806-1870) in the actual Queen's Robing Rooms at Westminster Palace. For an 
iconographicaf description see T.S.R. Boase, "The Decoration of the New Palace of Westminster, 
1841-1863." Journal of the Warburu and Counauld. vol. 1 7 (Juiy 1954): 3 19-58; For biographical 
studies on Dyce and Maclise. see: Marsha Pointon. William Dvce: 1806-1 864: A Criticai B i o q a ~ h y  
(Oxford, 1979); and Richard Orrnond, Daniel Maclise. 1806-1870 (London, 1972). 

a On the Young England Movement. see: Charles Whibley. Lord John Manners and his Friends, 
2 vols. (Edinburgh, 1925); and Charles H. Kegel. "Lord John Manners and the Young England 
Movement: Romanticism in Politics," Western Politicai Thouaht, vol. 14 (1961): 691-97. See also 
Disraeli's Medievai novels: Coninasbv: or The New Generation (New York, 1934); and, Endvmion, 
3 vols. (London, 1880). For a comparative study of the Young England Movement's ideals and 
William Morris, see Carolyn P. Collette, 'William Moms and Young England," The Journal of the 
William Morris Society, 4 (Wi te r  1983-4): 5-15. 

9 Carlyle, On Heros and Hero-Worshin p. 2. 



Oxford Burne-Jones recaIled that 

in my mind, pictures of old days, the abbey, the long precessions of the f a i m ,  
banners of the cross copes and croziers, gay knights and ladies by the river bank, 
hawking parties and al1 the pageantry of the golden age ... it made me feel so wild 
and mad 1 had to throw Stones into the wacer to the break the drearn. 'O 

With an ever-increasing concern for moral and social betterrnent, the farmer and 

especially the Medieval craftsman became potent images of the Hero who ernbodied 

honest toil, relative independence, and a simplified rural existence. The culturai image 

of the Medieval craftsman found particular form through the massive building program 

of the Gothic Revival which steeped Viaorian cities and towns in Gothic raiment. 

The "True Christian Architecture" of A.W.N. Pugin 

Among the most influential participants of the architecturai Gothic Revival was 

architect Augustus Welby Northmore Pugin (1 81 2-1 852). Pugin first came to public 

notice with the publication of his 1836 book Contrasts: Or a Parallel Between the Noble 

Edifices of the Fourteenth and Fifteenth Centuries and Similar Buildinas of the Present 

Day; Showinu the Present Decav of Taste Accom~anied bv A ~ ~ r o ~ r i a t e  Text which 

design historian Jules Lubbock has rightly declared as "an architecturai and social 

manifesto" of the greatest magnitude and a seminal text in the "Good Design 

1 O Burne-Jones cited in Vera Schuster, "The Pre-Raphaelites in Oxford," Oxford Art Journal, vol. 
1 (1978): 7. 



Movement." " For Pugin (and later Ruskin), architecture could only be "good" if it 

from a good society while "bad" architecture was derived from a degenerate society. 

Pugin conceived of a theocratic society shaped through the teachings, rituals, and 

traditions of the Catholic Church. For him, "Catholic England was merry England." '' The 
revival of archeological models was not for him a matter of taste or to be left to the mere 

whirn of the architect or patron "but ..A is most closely connened with the revival of the 

fairh itself" expressing social and cultural values. '"ugin and orher Gothic proponents 

theorized that Medieval architecture embodied Christian values and the moraiity and 

spiritualism of those who created it. Precisely re-created in a built form, the Gothic style 

had the power to transform the values of the past into current relevance and critically 

revive sagging faith, restoring traditional social panerns. This emphasis on the revival 

of faith and architectural forrns was similarly promoted by the Oxford Movement (later 

the Tractarians) in the Anglo-Catholic Church and its Anglican counterpan the 

Cambridge Carnden Society, later known as the Ecclesiologists. l4 

The faithful imitation of the Decorated or English Middle Pointed style of 

architecture-a style which pre-dated the fa11 of Catholicism in England at the hands of 

'' Jules Lubbock, The Tvrannv of Taste: The Politics of Architecture and Desiqn in Bntain. 1550- 
1960 (New Haven. 1995). 247. See also Pugin's, Tnie Princi~les of Pointed or Christian 
Architecture [From two lectures delivered at St. Maries, Oscottl (London. 1841). 

12 Lubbock. The Tvrannv of Taste, p. 238. 

13 Pugin, Contrasts, p. 52. 

14 On the Oxford (Tractarians) Movement, see: Lawrence Crumb, The Oxford Movement and its 
Leaders, a Biblioqra~hv of Second- and Lesser Primant Sources (Metuchen, 1988); Stephen 
Thomas, Newman and Heresv: The Ancrlican Years (Cambridge, 1991); and Owen Chadwick, 
Spirit of the Oxford Movement: Tractarians Essavs (Cambridge, 1990). On the Cambridge 
Movement, see James F. White. The Cambridae Movement: The Ecclesioloaists and the Gothic 
Revival (Cambridge, 1 962). 
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Henry VIII. the dissolution of the monasteries, and the advent of the Reformation-was, 

for Pugin, a visuai invocation of the ideal nate. Pugin considered sixteenth-century 

Renaissance as a period of spiritual and social deterioration arising From Henry Vm's 

conversion to Protestantism and the re-introduction of classical forrns and motifs from 

the Italian Renaissance. In contras, in the fourteenth century under the influence of 

Catholicism, England was spirituaily and sociaily "healthy" because of the Gothic Style 

used by the Catholics which produced a social condition of "wellness," while the Neo- 

classical style used by Protestants generated and perpetuated "disease" and social unrest. 

Pugin's belief that architecture and its physical surroundings could influence people's 

conduct is evocatively illustrated throughout his books. Two vignettes in Contrasts, 

which depict a town in 1440 and the "Sarnetown" in 1840 are panicularly ins t r~ct ive . '~  

The vignettes suggest an alliance between moraVreligious society and its physical 

environment. The ideal Catholic town of 1440 was contrasted with the physical 

destruction of the socio-religious depiction of the same town. now Protestant, in 1840. 

Church spires are either destroyed or vying for attention on the landscape of the 

industrialized urban site, while the once powerful and transcendent syrnbol of 

Catholicism is replaced by the new symbol of the modern world: the factory chirnney. In 

the foreground of the 1840 vignette, moral and religious faiiure is also signified by the 

prison which reinforces the idea of social degradation. Pugin's social anaiysis made a 

direct connection between the seerning architectural purity of Medieval cathedrals and 

the monstrous effects of industriaiism which he saw as remnants of aesthetic and 

'' See Barbara Tuchman, A Distant Mirror (New York, 1978). in which she compares social 
problems in fourteenth century Europe with those of the twentieth century. 
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spiritual ugliness. 

Pugin's environmental deterrninistic conceptions included not oniy architecture but 

its interior furnishings, right down to its humble utensils. Al1 had the potentiai to shape 

the lives of the building's inhabitants through text, syrnbol. and design, and in one 

mernorable instance, Pugin designed a plate p d u c e d  by Minton 6. Co. which around the 

rim read "waste not want not." It was cenainly a contemplative rnaxïm which censured 

any gluttonous or indulgent behaviour. "Pugin perceived that any artefact, be i t  a 

building, a chair or a dinner plate, or even a cerarnic garden bench could be made into 

an object lesson in how we should conduct Our lives. both spelling out the lessons 

concerning the work that went into its construction and teaching us how we should 

behave when we use it." l6 Pugin was adamant that he was "a builder up of man's rninds 

and ideas as well as of material edifices, building without teaching or explaining is 

useiess." " 

Pugin's approach to design was an approach to life. His two "great rules" of 

design-purposefulness and truthfulness-adhered to a social and moral code which for 

him was the Catholic tradition. As well, to utilize his rules was socially responsible 

because t;hese represented attributes which enticed users to particular modes of thinking 

and action similar to the effect of images of King Arthur and his court. Essentially the 

two rules stressed that 

l6 Jules Lubbock, The Tvrannv of Taste: The Politics of Architecture and desicm in Britain, 1550- 
1960 (New Haven, 1995), 247. Diverse in his interests, Pugin designed a Medieval stage set for 
the ballet Kenilwonh which was presented at Covent Garden in 183 1.  Agnes Eleanor Addison, 
Romanticism and the Gothic Revival (Philadelphia, l938), 75. 

" Pugin. cited in M. Trappes-Lomax, Puuin, p, 259. 



1. "there should be no features about a building which are not necessaq for 
convenience, construction, or propriety.. . mhe smaliest detail should have 
meaning or serve a purpose"; and 

2. "that tnithfulness, to material, workmanship and construction were of paramount 
importance." 

Purposefulness and truthfulness were the essence of sacrarnentalness. In regard to 

architecture, no part of the structure or decoration was extraneous as each element had 

its purpose and was expressed honestly. For exarnple. the symbolic separation between 

the secular porch and nave, and the sacred chance1 was marked by a simple molding or 

decorative features which also marked a load-bearing structural foundation. These 

symbotic sites (as well as confessionals) were visible from the exterior, turning the 

notion of sacramentalness inside out. Purposeful and useful placement of decoration was 

also stressed as, for example, hood moulds which were placed above windows and door 

arches in order to deflect water. Truthfulness to materials and methods was critical: 

Stone was to be used as stone, brick as brick, wood as wood, and plaster to be avoided 

at any cost. 

As exarnples of false, dishonest, and shoddy workmanship which did not employ this 

two fundamental tenets, Pugin pointed to the Corrimissioners' churches built in haste 

under the State Church Building Act of 1818. Time and money eschewed workmanship, 

and detailed decorative facades hid giaring flaws from the human eye. Wood carving was 

replaced by pre-fabricated plaster, stone was used in visible areas while the cheaper 

brick was used overall in the structures, and decoration was hideously overdone to hide 

poorly constructed work. For Pugin this was a moral failing, which though it may fool 

some people, could not be conceaied fkom God's penetrating gaze. In buildings and 



furniture. the " hinges, locks, bolts, nails.. xoncealed in modern designs [should bel 

rendered in pointed architecture rich and beautiful [in] decoration." '' The very 

construction had to be clearly visible and open to inspection as deceptive imitations and 

falsity were not appropriate in the house of God. 

Pugin's two great rules of trutfifulness and purposefulness which were the basis of 

his social and architectural thesis had a profound influence on evexy architect and 

designer for a century to corne by forging a new relationship between architecture and 

19 craft, and helped popularize the practicing architect as a craftsman. The necessity to 

construct in form and theory every aspect of cultural life led to the re-definition of the 

architect as both artist and craftsman. Though branded a Medievalist, Pugin's notion of 

purposefulness and truthfulness, and their relation to decorum were strikingly modern. 

In this regard, Pugin, as one of the most the important promoters of the English Gothic 

20 Revival in Architecture, must be seen dong with Ruskin and Morris as one of the key 

figures in the early formation of the Arts and Crafts Movement's phiiosophy. That the 

Arts and CraFcs Movement established formally at the 1888 Arts and Crafts Exhibition 

Society was led almost predominately by architects was no coincidence. Ruskin's 

dismissal of Pugin as "one of the smallest possible or conceivable architects" is more of 

18 Pugin. True Princides, pp. 22, 25. 

'" In the 1994 retrospective at the Victoria and Albert Museum in London, Pugin was rightly 
situated by Paul Atterbu~y and Clive Wainwright as an important pre-cursor to Arts and Crafts 
philosophies and practices. Puain: A Gothic Passion (New Haven, 1994). Pugin's incorporation 
as part of the origin of the Arts and Crafts Movement remains suspect by some contemporaq 
purists. 

On t h e  Gothic Revival in architecture, see the stiii valuable texts of Charles Eastlake. A History 
of the Gothic Revival (London, 1872); Kenneth Clark, The Gothic Revival, An Essav in the History 
of Taste (New York. 1929); and James F. White, Church Architecture: Buiidina and Renovatinq 
for Christian Worshi~ (Nashville, 1988). 
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a refienion of Ruskin's opposition to the "Heathen Papacy '' and possibly his perception 

of Pugin as a rival architectural writer than to any specific ortistic or technical issue. 22 

Pugin's contribution cenainly did not go unnoticed in his own century. In 1888, at the 

Art Congress in Liverpool, Arts and Crafts architect J.D. Seeding suggested that "we 

should have no had no Morris, no Street, no Burges, no Shaw, no Webb, no Bodley, no 

Rossetti, no Burne-Jones, no Crane, but for Pugin." 23 

Utilitarian Principles: Henry Cole and Design Reform at  Mid-Century 

By mid-century, questions of appropriateness and fitness, popular taste, 

mechanization, and the role of the artist/designer in society were discussed in design 

circles by a small clique of artists. designers, and educators led by a senior bureaucrat 

named Henry Cole. '' To improve design and raise popular taste, Henry Cole 

recomrnended, in fact practicing himself, a close collaboration bemeen rnanufacturers 

and fine art artists. In 1847, Cole established Felix Summerly's Art Manufactures and set 

'' In The Seven Larnps of Architecture 9th edition (New York, 1984) Ruskin makes reference to 
the Catholic Emancipation Act of 1848 and suggests that it is "a national crime upon which the 
deity would inflict special punishment-" These passages were expunged from the 1880 edition 
of the book. Cited in Clark, The Gothic Revival, p. 197. 

" The Ecclesiologists who held Ruskin in even less esteem than Ruskin held Pugin consistently 
levied attacks of plagiarïsm against Ruskin. claiming that "Mr. Pugin himself might learn from 
Mr. Ruskin, had not (as is not implorable) Mr. Ruskin learnt it from him." Cited in Kristine 
Ottesen Garrigan, Ruskin on Architecture: His Thousht and Influence (Wisconsin, 1973), 2 1. As 
early as 1837, Ruskin published a series of architecturai essays in the Architecturai Maaazine 
under the pseudonym of Kata Pushon. 

23 J.D. Seeding cited in Lionel Lamboume. Uto~ian Craftsmen: The Arts and Crafts Movement 
From the Cotswolds to Chicaso (London, 1980), 27. 

24 On Cole, see Susanna Avery-Quash. The Colourful life of Sir Henrv Cole (London. 1996). 
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about comrnissioning from well-known artists' designs which were then sold to 

manufacturers. Although fiuitful coilaborations like that of Josiah Wedgwood, sculptor 

John Flaxman, and artist George Adams existed in the late eighteenth century, Cole's 

firm dflered in the way in which it conceived of appropriate and purposeful ornament." 

Set out, though not without contradictions, in the pages of the Journal of Desian and 

Manufacturers, writers argued for naturalistic "appropriate ornament" as opposed to a 

haphazard array of motifs taken from an eclectic collection of tram-historicai and tram- 

cultural sources from crib books. Simplicity was prized over complexity and flatness and 

conventionalized (almost geometric) design was preferred over illusionary perspective, 

particuiarly in wallpaper and carpets. For Cole and Journal editor Richard Redgrave, 

conventionalized ornament reflected the moral stature of the nation. 

Advocates also argued that omament should be symbolically and relationally 

appropriate to the function of the object under question. For example, a vase covered 

with flowers or a breadbasket with decorative motifs of wheat were appropriate whereas 

dinner plates painted with images of sunsets were distinctly inappropriate. Unlike critics 

such as Pugin and Ruskin, Cole and his group had a more forgiving attitude toward 

machines and mass-production as they were much more interested in the proper use of 

ornament than on its form. Where Pugin based his notions of purposefulness and 

truthfulness on moral and religious ground, Cole and his followers were influenced by 

26 the rise of philosophical and aesthetic empiricism. Cole distiled Pugin's notion of 

2 5 Before closing Felix Sumrnerly's Art Manufanuers in 1848, Cole had brought together 
countless artists and manufacturers, commissioning work from al1 the notabie anists of the day 
including William Dyce and Daniel MacClise. 

26 See M. J. Culien, The Statistical Movement in Early Victorian Britain (London, 1975). 
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r;ruthfulness of its moral bearings and reconceptualized it into "hard fact." In Dickens' 

Hard Times, Henry Cole is caricatured as the government officer who quizzes Mr. 

Gradgrind's class on the principles of design. 

You are to be in all things regulated and govened by fact. You must discard the 
word Fancy altogether. You don't waik upon flowers in fact; you cannot be 
allowed to walk on flowers in carpets. You don't tïnd that foreign birds and 
butterflies corne and perch upon your crockery. You must use, for al1 these 
purposed, combinations and modifications (in primary colors) of mathematical 
figures which are susceptibte of proof and demonstration. This is a new discovery. 
This is fact. This is t a ~ t e . ~ ~  

Cole's ideas were shaped within the rise of the Aesthetic Movement, a product of the 

conspicuous consumption ethos of industrial capitalism. With the growth of the middle 

class and an increase in its standard of living, Victorians' purchasing power increased 

cornmensurate with their expectations for cornfort. The adoption of new mechanized 

processes, new materials, and expanded markets made manufactured luxury goods, 

previously out of the reach of the middle classes, abundantly available. Manufacturers 

quickiy recognized the econornic potential of encouraging emulation of the upper classes 

as the new standard of consumption. To fabricate social elevation, mas-produced and 

cheaper versions of scrolled krniture, ceramics, and metal-ware became popular. The 

reigning style of the t i rneFrench Rococo with its ornamental flights of fancy, illusionary 

construction, and panicularly its aristocratie pretensions, lent itself readily to 

reproduction. Knock-offs became popular. Plaster casts replaced hand-crafted wood 

work, while painting techniques could make anything look as if it were something 

27 Charles Dickens. Hard Times, (London, 1854, 1995). 14. 



infinitely better. 

Perhaps most importantly the Aesthetic Movement ernbodied shifting societal values 

and ideals, class expectations, and materialist fantasies. The Victorian home and its 

assoned "paraphernalia of gentility" allowed Victorians to conspicuously express their 

status, wealth, and taste, whether real or imagined. From furniture to cutlery, evely 

article within the home marked England's drarnatic manufacturing development and its 

massive industrial growth. Words such as "cornfort" and "elegance" were more than 

descriptive characteristics of an interior or a piece of furniture: They also embodied social 

and moral values. By the 1860s, a new breed of middle-class Victorians followed what 

historian Lori Ann Loeb called "hedonistic materialism," and in the last half of the 

nineteenth centuxy, "the attaintment of the social ideal was determined not only by the 

cultivation of culturally desirable habits, attitudes or vinues, but by the acquisition of 

material things as well.. . m i t h  new and unprecedented fervour, [the] middle classes 

ernbraced material goals." Victorians pursued a process that a n  historian Linda 

Nochlin aptly called "social dfierentiation through refinement." 29 

Design reform by Cole and other reforrners found perhaps its greatest expression 

with the 185 1 Great Exhibition of tne Works of Industry of Al1 Nations held in London. 

With displays of mass-produced and one-of-a-kind pieces from around the world. the 

exhibition, the first of its kind, celebrated the machine age and industrial technology. 

Under manager Henry Cole and the discrete direction of the Cole group, the exhibition 

subtly illustrated the mariage of design and machine production, arguing that tastefully 

2 8 Loeb, Consumina Anaels. p. 4. 

2%inda Nochlin, Realism (London, 1 W l ) ,  238. 
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designed mass-produced objects were capable of disseminating "good taste" to a wider 

3 0 public. Though a popular success, critics bemoaned the domination of the Victorian 

Rococo Revival, the derivative origin of the products, and the general lack of standards 

31 in the work of al1 countries. They objected to the lack of variety and pointed to 

manufacturers' use of crib books like Owen Jones' The Grarnmar of Ornament (1856) 

which iiiustrated a cornucopia of historical styles. Commentators criticized the very use 

of machines to produce most manufactured products and especiaily those deemed works 

of art. Even France, once arguably a paragon of taste, sponsored products devoid of 

"fitness and propriety." Popuiar furnishing and interior design stressed ostentatious 

surface structure and ornament rather than rational construction, leading The Times to 

proclairn that "it seems to us that the art manufacturing of the whole of Europe are 

thoroughly demoralized." 32 

3C The Cole group. which constituted the design establishment at mid-century, included Matthew 
Digby Wyatt, RN. Wornum. G- Semper. Owen Jones. and George Wailis. 

3 1 For Ruskin's view of the exhibition. see "The Opening of the Crystal Palace Considered in Some 
of its Relations to the Prospects of Art" (London, 1854). Most of the products avaiiable at the 
exhibition were reproduced as ïine drawings in a catalogue by the Art Journal. entitled The Great 
Exhibition-London 185 1 : The Journal Illustrated Catalocrue of the Industries of Al1 Nations 
(Facsimile, 185 1; New York. 1970). See also: Tobin Andrews Sparling, The Great Exhibition: A 
Question of Taste (New Haven. 1982); and Richard Thomas, The Cornrnoditv Culture of Victorian 
Enaiand: Advertisinu and Spectacle 185 1-1 914 (Stanford, 1990). 

32 Cited in David Crowley, Introduction to Victorian Stvle (London, 1990), 32. The exhibition had 
its defenders. Dr. W. WheweU wrote "we perceive that in advancing (from earlier ages of history) 
to Our form of civilization we advance also to a more skiiîful, powerhil, comprehensive and 
progressive form of art." (p. 32). In Wiliam Morris his Life and Work (New York, 1990) author 
Stephen Coote suggests that Moms' mother Emma took him to see the Great Exhibition though 
it is alleged that he sat outside and refused to enter on the gtounds that he had heard that the 
exhibits were "wonderfdly ugly" (p. 11,13). 



The Politics of Education and Art: Training the Designer 

The state of design and its economic implications to foreign trade and commerce 

33 were not lost on the British government or other vested interests. As early as 1835, 

a Select Comrnittee of the House of Comrnons under Mernber of Parliament William 

Ewart was mandated to investigate the dismal state of England's goods, the subsequent 

rise of French imports, and the "best means of extending a knowledge of the "ARTS" [sic] 

34 and of the "PRINCIPLES OF DESIGN" [sicl among the people. The cornmittee 

concluded that state-supported schools of art education in France made artistic design 

superior to that of the English and a leading force in world markets. They also noted that 

rapid industrialization had not brought artists and designers in close association in 

England with manufacturing interests but had in fact severed their relationship from 

commerce. As a result, the cornmittee's volurninous Report of 1836 authorized the 

establishment of the Government School of Design under the directorship of mis t  

William Dyce. 35 TO improve the design of machine-made goods through ornamental 

decoration and art education, the R e ~ o n  recommended establishing a school of art 

" Lubbock argues that economics and trade superiority were only a preten for government 
involvement, believing that the real motive "was to reshape personal morality by implementing 
a kind of controI over individual consumption." The Tvrannv of Taste. p. 248. 

3 4  In the late eighteenth century, with colonial conquests across the world, Britain econornically 
lead in exports and manufacturing. Foilowing the Napoleonic wars (1809-14) and the removal 
of the tariff barriers, British industry felt the threat of foreign cornpetition. At the cornmittee's 
investigations, members of the business cornmunity testified that manufactureci goods were 
imported "exclusively from France ... 1 have never found a good designer in England." See Clive 
Ashwin. Art Education Documents and Policies 1768-1975 (London, 19751, 67. 

35 High Art lobbyists such as artist Robert Haydon attempted to coerce the committee as they saw 
an opportunity to establish state-funded art schools for fine art artists based on the study of the 
antique and the huma. body. Lubbock, The Tvrannv of Taste, p. 250. 



36 distinct from the anistic academies with a curriculum stressing not only "mere 

theoretical instruction, but the direct application of the ans to manufacturing." " The 

first "government school" was forrned in 1837, situated in Somerset House, eventualiy 

becoming the head school under an amalgamation of provincial branch schoois in what 

became known as the South Kensington ~ c h o o l s . ~ ~  After his successful administration 

of the 185 1 exhibition (which he regarded as a disappointment), Henly Cole was 

appointed head of the South Kensington Design Schools in 1852. 

Cole was also involved in the formation of a nurnber of key educationai and cultural 

institutions, particularly the Royal College of Art, The Royal School of Needlework, Royal 

Albert Hall, the Public Records Office. and the Victoria and Albert Museum. Cole 

believed that museums as depositories of historical artefacts were vital as teaching tools. 

They were the finest examples produced in the past, which could encourage standards 

of industrial production and life could be irnproved. For Cole and his utilitarian circle, art 

" One of the underlymg issues at the cornmittee meetings was the exclusive and class 
divisiveness of the Royal Academy of Arts. For discussion of these issues, see: Ashwin, 
Documents; Stuart MacDonald, The Histow and Philoso~hv of Art Education (London, 1970); 
NichoIas Pevsner, Academies of Art (London, 1940); and Nicholas Pearson, The State and the 
Visual Arts: A Discussion of State Intervention in the Visual Arts in Britain. 1760-1981 (London, 
1982). Pearson's analysis reveals that Renaissance artists and theorists sociaily constructed an 
exclusive and (professional) category of "An" which separated artists from craftsmen and hence 
manual and mental production. For a sirnilar anaiysis in nineteenth century Canada. see C. 
Kenneth Banks. "Professionalization in Ontario: The Social Construction of Art," Ph.D. thesis. 
University of Toronto. 1988. 

37 Ashwin, Documents, p. 10. 

3 8 The British governrnent supponed art education at two of the counuy's Military academies, 
Woolwich and Sanhurst. Prior to the emergence of the Rewn, Parliament granted €1,600 to 
establish a Normal School of Art which had been specifically petitioned by the manufaauring 
workmen in the neighbourhood of Covent~y. On the Kensington Schools of Design. see 
MacDonald, The Historv and Philoso~hv of Art Education; and Nicholas Pevsner, Academies of 
Art. - 



education and especially the idea of art for profit was seen as important to the econorny, 

supporting their notions of national progress. Cenainly, it could provide a practical ski11 

for the ever-expanding lower middle-classes. Peter Stansky has suggested that "art 

education might even help to calm a populace that is showing signs of becoming 

unruly. "" This wholesale class-based approach to art education becarne ingrained into 

the curriculum of the Kensington system and design schoois. 

In many ways, the formation of the Schools of Design was a reaction to the stalwart 

and elite Royal Academy of Art (hereafter RA; established 1769) which popularly defined 

notions of "Art" and "taste" in the late eighteenth century. Particularly influential was 

the Academy's first president, Sir Joshua Reynold's biennial lectures Discourses. 40 The 

question of whether an object was inherently beautiful in itself or it merely appeared 

beautiful to those with refined sensibilities and training invoked questions of democracy 

and social status. Although the Academy was under royal patronage but never under 

state-control, it did not have to comply with its original commitment to promote the arts 

of design and to provide free teaching-but in an age still dependent on aristocratie 

patronage, the RA acted as the gate-keeper to the artistic profession, excluding those 

who did not meet its criteria of gentility. This of course excluded women and men of the 

Iower classes. Reformers were quick to compare the negative political and dernocratic 

39 Peter Stansky, Fiedesicmina the World: William Morris, the 1880s. and the Arts and Crafts, 
(Princeton, 1985). 23. 

4 O See Mo Dodson. "Taste and Virtue; or the Viue of Taste," in J e n y  Palmer and Mo Dodson 
(eds.) Desicm and Aesthetics: A Reader (London, 1996). 94-109. J. Barre11 has argued that 
Reynold's art had a public function as a political theory to promote civic humanism- Finally 
abandoned as a viable theory. a n  came to be seen as providing private pleasures to a select few. 
The Political Theow of Paintina from Revnolds to Hazlitt (New Haven. 1986); and Paintina and 
the Politics of Culture: New Essavs on British Art 1700-1 850 (Oxford, 1992). 
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implications in the association of elitefmtellectual forrns of art, particularly painting and 

sculpture, to the artisan approach based on materials/objects, but despite popular 

agitation, the RA was able to retain its d i te  definition of art for another centiuy. 

The schools of design meanwhile were restricted to training art masters to teach in 

design schools, and designers for the British manufacturing sector, and to teaching the 

technically "imitative" as opposed to the free-hand and "imaginative" method favoured 

by the RA. Critically, however, and to the disapproval of later Arts and Crafts advocates, 

the schools of design taught ornament and decoration to the exclusion of the form of the 

object at hand. In essence both institutions were suspect: The RA was perceived as elite 

while the design schools were considered too practicaily-oriented to more theoretical and 

aesthetic artists and social comrnentators. As A n s  and Crafts reformers later argued, the 

design schools retained intact the standard of the division of labour by relegating 

workers to concentrate on producing only one segment of a product. 

The Moral-Aesthetic Approach of John Ruskin's "Joy in Labour" 

Similar to Pugin before him. Ruskin conceived of 

within Victorian England in which production of art 

4 1 temper of society. This would herald a new age for 

a different mode1 of society set 

and labour improved the moral 

Britain which would once again 

4 1 A testament to his popularïty, many books were written about Ruskin during his own lifetime. 
See: William Edward Arrnytage Axon, John Ruskin: A Bioara~hicai Bioara~hy (Manchester, 1879); 
Peter Bayne, Lessons from mv Masters. Carlvle. Temvson and Ruskin (New York, 1879); Marshall 
Mather, John Ruskin: his Life and Teachinq, 4th ed. (London. 1892); and William Gershom 
Collingwood, The Life and Work of John Ruskin, 2nd ed. (London. 1893). On Ruskin's influence 
on architecture, see: Kristine Ottesen Garrigan, Ruskin on Architecture; and John Unrau, Looking 
at Architecture with Ruskin, (London, 1978). 



51 

reassert her greatness through her art. a "visible sign of the virtue of the nation." 42 

Ruskin disagreed vehernently with design reformers such as Cole because their 

Utilitarian perspective and conventionalized ornament denied the role of the imagination. 

The very notion of a "school of design" was, according to Ruskin, a fdacy, as "drawing 

43 may be taught by tutors, but Design only by heaven." Ruskin believed that 

conventional ornament should be based on the study of nature, the human figure, 

judgement, and perception, not strictly on symrnetxy, series, and contrasts-the watch- 

words of the conventionalists. The decline of design standards represented a more deeply 

entrenched problem which involved society, econornics, rnorality, and art. "[Al11 the 

training in the world would not lead to good design" if the surroundings were devoid of 

beauty. -i 4 

For Ruskin, design reform extended beyond aesthetics, strengthening the individual's 

moral character and thus the character of society. Ruskin's works, The Seven Lam~s of 

Architecture (1849) and the subsequent The Stones of Venice (1851-53) at once 

indictments and moral prescriptions, were polemical readers for reformers who advanced 

the politicai economy of design. They argued for a connection between econornics, social 

policy, rnorality, and design." Ruskin's most influentid treatise and a key work for later 

Arts and Crafts advocates was "The Nature of the Gothic," fist published in 1853 as a 

" John Ruskin, The Works of John Ruskin, in E.T. Cook and Wedderburn (eds.), vol 19 (London, 
1904). 106. 

4 3 Lambourne, Uto~ian Craftsmen, pp. 12-23. 

4 4  Ruskin. Works, vol. m. pp. 451-458. 

4 5  Ruskin's rnost strident social, econornic, and political writings include Unto This Last (1860). 
Muneral Pulveris ( 1863), and Fors Claviuera (1 871 -1 884). 
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chapter in The Stones of Venice. Inspired by the Gothic Revival (albeit Venetian 

Gothic) in architecture. Ruskin's centrai prernise was that art has the power to transform 

society for the bener. Similar to Pugin and the PRB before him. throughout the 1850s 

and 1860s, Ruskin's notion of environmental determinism held that the "beautiful" 

permitted people to "see" and "do" good. 

Ruskin came to the conclusion that religion and the social structure deterrnined the 

style of the "beautifui" from studying Venice's architecture which was created under the 

influence of Medieval religion. In the Middle Ages, art and architecture reflected the 

thoughtfulness and feeling of each worker, in contrast to the contemporary system which 

destroyed the worker's pleasure in labour. Beauty was evident not only in the buildings' 

style, but in the honest use of materials and approach to construction, and more 

imponantly in the work process which demonstrated the "morality" and "wholeness of 

soul" of the men that produced it. The Gothic style with its imperfect irregularity 

exhibited the imperfect touch of hurnanity-the mark of the maker as opposed to the 

regularity of machine production, which he so detested. Ruskin theorized that the Gothic 

was not so much a style "but a process of work," 47 a traditional and "natural" manner of 

work destroyed by Classicism of the "Architecture of Aristocracy" in the eighteenth 

4 8 century. Ruskin ultimately looked beyond the final product to define the moral 

relationship between style and the process of production. Ruskin described 

"craftsmanship" and "workrnanship" not so much in terrns of the estimation of the work 

4 6  John Ruskin. The Stones  of Venice (New York, 185 1-53). 

4 7  Ruskin, quoted in Thompson, William Morris. Romantic to Revolutionaq, p. 100. 

4 8  This is a term used by William Morris, quoted in Thompson's William M o m s ,  p. 100. 
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but in regard to the social, culturai, and political conditions of the workman. Ruskin 

asked: 'Was it done with enjoyment?" "Was the carver happy while he was about it?" '' 
Clearly for Ruskin only a whole man could create art. 

The "personal touch" was the ultimate act of virtue and artistic wonh. Art 

represented the purest and most noble labour because it utilized al1 human faculties, 

cornbining both mental and manual labour and invoking the use of the head, hand, and 

heart. Ruskin elevated the status of the crafts (or lesser arts) because they cornbined 

mental and manual labour. By redefining the notion of "value" to encompass both the 

objective qualities in an object and the capacity of its possessor to use it, Ruskin changed 

the way goods were perceived in the marketplace and in the society at large. "What are 

you making"? and "how are you using it"? becarne much more important than focussing 

only on the final product. 

Ruskin shunned toi1 by defining work as a union between an and labour. Again, 

Ruskin looked to the Middle Ages for the pre-industrial nobility and fieedorn of Medievai 

craftsman, the pure manner and quaiity of his work, and especially the joy expressed in 

his labour. This noble and life-enriching lifestyle was destroyed by the contemporq 

Victorian world with its promotion of industxy, technology, and science, galvanized by 

the individual's pursuit of political and econornic freedom, as opposed to the past 

traditional tirne-honoured construction methods and hand craftsmanship. To Ruskin, the 

undisputable social and moral ideal was ernbodied in Medieval craftsmanship. 

According to Ruskin, work, a noble and ethical calling, was central to al1 human Me. 

"It is only by Iabor that thought can be made healthy, and only by thought that labor can 

Ruskin, quoted in Bons, Art and Labor, p. 4. 
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be made happy, and the two cannot be separated without impunity. It would be weli if 

al1 of us were good handicraftsmen in some kind. and the dishonour of manual labour 

done away with altogether." Work was inherently good, invoking morality in those 

who produced it. For example, looking upon Gothic monuments would in time transform 

the moral consciousness and inspire those users and makers around them so that "even 

the lowest workman [would] express his skiil and his rnind in his work." Separation 

of joy ana labour, evident in the economic division of labour which degraded workers by 

turning them into automatons. was deceptive as i t  is "not, truly speaking, the labor that 

is divided; but the men ... divided into mere segments of men-broken into small 

fragments and crumbs of life." s2 Social disruption was due to the fact that men did not 

experience "pleasure in their work by which they make their bread, and therefore look 

ro wealth as the only means of pleasure." 53 

An arbiter of Victorian taste. Ruskin often berated the English public for their 

seeming lack of visual literacy and taste in the belief that everyone was accountable for 

the production and encouragement of the beautiful and the morally truthful. He argued 

that  since industrialization had severed communication between manufacturers and 

consumers, thus precluding any improvernent of manufactured products, the consumers' 

responsibility was to purchase the best products available because sound purchasing 

decisions influenced the ultimate design and in some cases even the production process. 

Ruskin. Works, vol. XVIII, pp. 423. 

5 1 Ruskin, Works,  vol. XI, pp. 207-9. 

5 2 "The Nature of the Gothic." Chapter 6 in The Stones of Venice (vol. 2). Works, vol. XI, pp. 1- 
457. 

53 Ruskin, Works, vol. XVII, p. 423; vol. XX, p. 93. 
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Ruskin's union of mental and manual labour, and his emphasis on craft-process and 

function-launched an "amateur" decorative arts revival in which ail felt "called" to act 

on behalf of the "true and the beautiful." 54 

55 To practically fullfil his vision of the good society, properly ordered, Ruskin 

undertook a nurnber of social experirnents throughout the 1 8 7 0 s  and 1880s. Sharing 

social theorist Thomas Carlyle's sacred ethics of work, God, and particularly obligations 

of duty, Ruskin suggested that stability in the Middle Ages was due to a social mode1 

based on patriarchal and familial relations. Instituting the chivalrous concept of noblesse 

oblige, CarIyle and Ruskin saw the upper classes and workers in a pseudo-feudal 

56 relationship. Beauty and industrial economics were incompatible. Society should be re- 

organized from a basis of profit and greed to promoting pleasure for everyone according 

to individual desires. 5 7 

'' The ways in which domestic revival ideology impacted on women wiil be discussed later in this 
thesis. 

5 5 The notion of the "good life" as the "hurnan life" and the philosophical and material elements 
which constituted it are a construction of the nineteenth centwy, shaped around both aesthetic 
discourses and pro- and anti-industrial discussions. Yi-Fu Tuan in The Good Life (Madison, 1986) 
has described four essential elements which constitue the "good life": a special type of 
environment, a focus on anivity (especially manual or physical labour), a purposeful life (with 
rneaning and respected labour), and the ideal cornmunity and society. The "good life" consists 
of notions of stability, continuity, and tradition, growth and progress, sirnplicity and freedom. and 
interna1 truth. Significantly, Tuan's discussion of the "good life" has much in cornrnon with the 
Ruskinian A r t s  and Crafts philosophy and practices. For nostalgie vignettes of farm labourers and 
work. see Richard Jeffries, The Toilers of the Field (London, 1892). 

5 6 On paternalism, see: David Roberts. Patemalism in Earlv Victorian Enaland (New Brunswick, 
1979); and E.P. Thompson, "Patricians and Plebs." in Customs in Cornmon (New York, 1993). 16- 
96. See also Carlyle's and Ruskin's discussion of these issues in George Alian Cats (eds.), 
Corres~ondence of Thomas Carlvle and John Ruskin (Stanford. 1982). 

57 For Ruskin's discussion of industrial economics, see: "Unto this l a d  (1860); "Monera Pulverize" 
(1862); "Sesame and Lilies" (1865); "The Crown of the Wild Olive" (1866); "Ethics of the Dust" 
( 1 866); and "Time and Tide" (1 867). 



In 187 1, Ruskin fonned the  Guiid of St. George (originally called the St. George's 

58 Company) and invited the public's participation and financiai support. In addition to 

the St. George's fund which was established to solicit the funds from the English public, 

as the master, Ruskin bequeathed one-tenth of his possessions to the Guild. Ruskin's 

rural recreation of the Medieval social system retained a hierarchy of masters, servants, 

and artisans, and if successful, as Ruskin hoped, the Guild could eventually alter the 

existing social and industrial system of nineteenth-centq England. Because of lack of 

funds, however, the Guild of St. George was never fomed, but the proposa1 succeeded 

in outIining a more practical utopian mode1 for a democratic artistic cornmunity, 

refiecting Ruskin's moral environmental dictum and collectivism expressed in his belief 

in the "good of the whole." It was the "simple life," defined by Ruskin under whose 

paternalistic direction the Guild theoretically fused the rural artisan comrnunity and the 

cioistered ideals of a religious order. 59 Ruskin's initiative would ultimately serve as an 

important precursor to later, more successful experiments in Guild formation, 

significantly inspiring the settlement house movement in the 1880s." 

5 8 Ruskin wrote a history of the Guild in Fors Clavisera; Letters to the Workmen and Labourers 
of Great Britain (New York, 1900). See particularly Letter 48. 

5 9 Ruskin's social and political philosophy is detaiied in his other semind work Fors Claviaera: 
Letters to the Workmen and Labourers of Great Britaïn. Between 1871-78, Ruskin published 87 
such letters and between 1880-1884 he published nine. His emphasis on the Protestant work 
ethic and his vehement opposition to capitalisrn made Fors Claveiaera influentid to socialists who 
s haped the English Labour Movement . 

6 O Catherine W. Morley, John Ruskin, Late Work. 1870-1890: The Museum and Guild of St. 
Georcre, an Educational -riment (New York, 1984). On the social settlement movement, see: 
The Universitv and the Social Problem on Account of the Universitv Settlements in East London 
(London, 1895); Robert Archey Woods. The Citv Wilderness: a Settlement Studv bv Residents and 
Associates of the South End House, 1898; and Arthur Cort Holden, The Settlement Idea (New 
York, 1970). The connection between the Arts and Crafts guilds and the settlement house 
rnovement is significant. Architect and designer C.R. Ashbee's Guild of Handicrafts had worked 
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Ruskin undertook a numiier of other projects in the cause of social reformation. In 

1874, while Slade Professor of Art at Oxford University, Ruskin conducted the Hincksey 

Road Experiment whereby his students set about constructing a road work s u p e ~ s e d  

by Downes, Ruskin's head gardener. Writing to his friend Henry Acland, Ruskin outlined 

his intentions: 

To show my Oxford drawing class my notion of what a country road should be ... 1 
want to level one or two bits ... and sow the banks with wild flowers ... and to let my 
pupils feel the pleasures of useful muscular work. 61 

Notably, among the diggers were the future political econornist Arnold Toynbee and 

playwright, author, and infarnous aesthete Oscar Wilde. m i l e  both men had a profound 

impact on Canadian cultural development, it was Wilde's 1882 lecture tour in North 

Arnerica which disserninated knowledge of aestheticism and the ideas of the Arts and 

Crafts Movement. Significantly, wide-spread clairns of Wilde's plagiarism of Ruskin and 

Morris showed the extent to which Canadians were already aware of their writings. 

with the Barnetts at Toynbee Hall. See Deborah E.B. Weiner, "The Architecture of Victorian 
Philanthropy: The Setdement House as Manorial Residence," Art Histoxy, vol. 13, no. 2 (June 
1990): 213-227. 

6' Letter from John Ruskin to Henry Acland, March 1874. In an effon to beautïfy the city, Ruskin 
also paid for the cleaning of St Giles, London. Robert Hewison, Ruskin and Oxford: The Art of 
Education (Oxford. 1996). This catalogue accompanied an exhibition by the same name at the 
Ashmolean Museum (Oxford 2 1 May-15 Septernber 1996). 



Chapter 3 

Fellowship is Life: William Morris and the Formation and Institutionalization 
of the Arts and Crafts Movement 

1 believe that art has such sympathy wïth cheerful hedom, open-heartedness 
and reality, su much she sickens under seNshness and Iuxuq, that she will not 
live &us isolated and exclusive. ..on such tenns 1 do not wish her to live (WiIiarn 
Morris) ' 

Greatly influenced by his social environment and the works of John Ruskin, William 

Morris-poet, writer, craftsman, designer, socialist, preservationist, and entrepreneur, 

renowned "on the four continents"-ela.borated, expanded. and secularized the tenets 

and philosophies of the Arts and Craffs Movement. Morris' aesthetic production is 

legendary. Besides serving as the director, designer, and artisan for his design firm 

Morris 6 Co., his concern for the preservation of ancient buildings led him in 1877 to 

establish the influentid Society for the Protection of Ancient Buildings (hereafter SPAB). 

' William Morris, "The Decorative Arts," in Asa Briggs (ed.), News from Nowhere and Selected 
Writinas and Desiqns (London, 1962). 103-1 04. 

2 In the literature, Morris' advocation of art and socialism are seen as a substitute for his belief 
in God. See Charles H. Kegel, "William Moms and the Religion of Fellowship," Western 
Humanities Review, 12 (Summer 1958): 233-40; John Walter Hoiiow, "Singer of an Empty Day: 
William Morris and the Desire for Imrnonality," Ph.D. thesis, University of Rochester. 1969; John 
Hoiiow, 'Wiam Morris and the Judgement of God," PMLA, 86 (May 1971): 446-5 1; Stephen Yeo, 
"A New Life: The Religion of Socialism in Bntain 1883-1896," Histotv Worksho~ Journal, 4 
(Autumn 1977): 5-56; and Robert Harbison, Art as Reliaion (New York, 1980). For a description 
of Morris' early background and evangeiical religious u p b ~ g i n g ,  see Janet Grierson, Isabeila 
Gilmore: Sister to William Moms (London, 1962). Morris' agnostic and socialist stance offended 
and alienated many disciples, among them craftsman Eric Gill. After his conversion to 
Catholicism, Gill, a former follower of Morris, criticized him for the "failure" of the Arts and Crafts 
Movement because it lacked sacrifice. There was "no being befünd the doing ... no city of God 
behind the earthly paradise." See Eric Gill, The Necessior of Belief (London, 1936), 305-5; Peter 
Faulkner, William Morris and Eric Giil (London, 1975); and Malcolm Yorke, Eric Gill: Man of Fiesh 
and Spirit (London, 1981). 
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Morris was particularly respected for his published works, such as the seminal 

Earthlv Paradise (vol. 1, 1868; vol. II, 1870); with Erik Magnusson, studies of the 

Icelandic language, history, and rnythology: The Saua of Gunnlara Wonntonaue and The 

Volsunu Saaa (1869); and two socialist romances: The Dream of John Bal1 and News from 

Nowhere, the latter of which was a utopian vision of a socialist golden age. With Little 

experience in the publishing field, in the last years of his Me Morris founded the 

Kelmscott Press. helping to invigorate the printing press movernent in England in the 

twentieth century. Morris re-integrated material, process, purpose, and aesthetic form 

of art work and goods. Architecture-"the moulding of the very face of the earthV-and 

history sexved as the essential starting points for his later socialist analysis of art, labour, 

and industria~ism.~ 

In this chapter, 1 focus on William Morris' contributions to the Arts and Crafts social- 

aesthetic philosophy and practices to see how and why the Movernent was 

institutionalized in a series of guilds, fellowship societies, fraternal brotherhoods, and 

later trade schools and schools of art. 1 look particularly at Morris' political/aesthetic 

transformation and his final rejection of arts organizations and their artistic/political 

initiatives which sought to ovenurn the social structure and radically affect the nature 

of conternporary manufacturing. Morris' socialist radicalism and its connection to art and 

societal transformation is vital in understanding why Morris' and Ruskin's theories were 

3 Page R. Arnot, In William Morris: A Vindication (London, 1934). 25. Arnot suggested that 
Morris' "revoIutionary" socialist novels were translated into German and were circulating in 
Russia before the Russian Revolution in 191 7. 

William Morris, cited by Teresa Newman. "Introduction: The Themes of the Exhibition," William 
Morris Todav (London, 1984), 8. 
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inseparable in the minds of Canadian A r t s  and Crafts advocates who were uncornfortable 

with Morris' politics and vision of an non-classed society. 

Morris' Early Life 

William Morris was born in the village of Walthamstow, England at the beginning of 

the Victorian period in 1834. The eldest son of nine children, according to his sister 

Isabella Gilmore Morris had "a loving environment and an evangelical, religious 

~ ~ b r i n ~ i n ~ . " ~  With the death of his father, the family was Ieft in relative affluence due 

in part to shares the father acquired in the Devon Great Consols, Devonshire Copper 

Mines. In 1848, Morris' mother sent him to Marlborough College to begin his formal 

education. He would later write that Marlborough was 

... [a] very rough school. As far as my instruction went, 1 think 1 may safely Say 1 
learned next to nothing there, for indeed next to nothing was taught; but the 
place is in very beautiful country, thickly scattered over with prehistoric 
monuments, and I set myself eagerly to studying these and everything else that 
had any history in it, and so perhaps learnt a good deal. 

Morris was dissatisfied with school, leading him to ernbark on architectural and 

historical tours of the surrounding countryside. He developed a critical but appreciative 

and discerning eye for architecture of al1 periods. In the 1870s and 1880s, when he 

began to argue for restoration as opposed to the destruction and rebuilding of "historic" 

Janet Grierson. Isabella Giimore: Sister to Wiiliam M o m s  (London, 1962). 

W i a m  Morris. "A Rather Long-Winded Sketch of my Very Uneventful Life. " in Asa Bnggs (ed.), 
News frorn Nowhere and Selened Writinas and Desims (London. 1962). 29. 
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buildings, he spoke with an experience based on decades of "lookuig." Morris' love of the 

natural landscape, his life-long admiration for Gothic Architecture, and his disdain for 

formal education would figure prominently throughout his life. 

"Fellowship is Life": The Oxford Years 

In 1853, Morris entered Exeter College, Oxford University to prepare for a career as 

an Anglo-Catholic Cleric. The university was llnmersed in the high church moral r e f o m  

of the Oxford Movement (est. 1833) with its emphasis on ceremony, Iiturgy, and 

especially service to the poor. Morris was probably also aware of the Cambridge Camden 

Society (est. 1839; after 1841 the Ecclesiologists) which also airned to renew the spirit 

7 and doctrine of the Anglican church. Both the Oxford Movement and Ecclesiologists 

made a direct connection between faith, exact architectural restoration, and morality. 

The EccIesiologists were panicularly successful in dissemînating their mode1 of the 

"proper church" and controlling the construction of unacceptable models. Inspecting 

churches for the "proper arrangement," mernbers of the society followed one of two 

courses of action: (1) they wrote "publicly" of the errors perpetrated; or (2) they wrote 

"privately" to the architect pointing out his departure from the "true ecclesiological 

standard.'' ' The choice taken was based on the relationship the society had to the 

In his paper "William Morris and the Oxford Society for the Promoting [thel Study of Gothic 
Architecture," Hans de Groot outlined recent research into Moms' architectural interest as a 
young student at Oxford which was spurred by the publication of John Ruskin's The Stones of 
Venice. 

James F. White, The Cambridue Movement. 
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particular architect. Similar to Pugin, the Ecciesiologists encouraged the use of Medieval 

models to recreate the spirit of the traditional church. The society argued that "instead 

of new designs ... real ancient designs, of acknowledged symmetly of propoItions or 

beauty or detail should be selected for exact imitation in al1 their parts, arrangements 

and decorations." Morris' early interest in the high-church movement was based on his 

love of historical Medievai architecture, though as Burne-Jones recailed "he hated the 

copying of ancient work as unfair to the old and stupid for the present, only good for 

inspiration and hope." 'O 

While at Oxford, Morris met a circle of friends who shared his love of art and 

architecture, his code of high ideals, and initiaily simiiar career aspirations. Morris 

formed a panicularly close friendship with Edward Burne-Jones. Together they read 

widely: Chaucer, Tennyson, Keats, Newman, and the social theory of Thomas Carlyle; 

and they created a fraternal quasi-religious "brotherhood" at Oxford which vowed to 

wage a "crusade and holy warfare. against the age." " 

The Pre-Raphaelite Brotherhood and the Palace of Art 

In the late 1840s. Pugin's and Cole's insistence on doing away with superfluous and 

vacuous artistic expression was shared by a group of young aspiring artists known as the 

9 "A Hint on Modem Church Architecture." The Ecclesioloaist, 1 (1 842): 133. 

t 0 Edward Burne-Jones, cited in J.W. McKail, The Life of William Morris, vol. 1 (London, 1899; 
New York, 1968). 63. 

11 Edward Burne-Jones, cited in J.W. McKail, The Life of William Morris. 
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Pre-Raphaelite Brotherhood (PRB)." Declaring contemporary an as decadent and 

sentimentaiist, the PRB vowed to reform the RA'S standards and to punfL art by adhering 

to what they considered as the most "truthful" models of art in histoly-those of the 

Quattrocento. It was not against Raphael that they rebelled but his "followers, men of 

1 esser talent and inspiration [who] imitated.. .rules, and depreciated the beauty of his 

original achievements."" According to the Brotherhood, the formulaic ideal of art 

practiced by the academicians of the RA concealed the truths of the visible world. While 

acadernicians stressed concepts of beauty, idealized representations, and the creativity 

of the imagination, the Brotherhood emphasized truths, facts, and exact imitation of the 

actual world. It also challenged the traditional hierarchies of subjens which placed 

monumental histo~y paintings at the top and ended with genre scenes of evexyday life 

at the bottom. Perhaps more irnponantly the Brotherhood argued that inspiration should 

corne direniy from nature, not from academic tradition. Accordingly, they outlined their 

aims as 

1. Daving] genuine ideas to express; 2. To study Nature attentively, so as to know 
how to express them; 3. To sympathize with what is direct and serious and 
heanfelt in previous art, to the exclusion of what is conventional and self- 
parading and learned by rote; and 4. and most indispensable of all, to produce 
thoroughly good pictures and statues. 14 

'" Members of this original group were Dante Gabriel Rossetti. William Holrnan Hunt, John 
Everett Millias, Thomas Woolner, James Coiiinson, Frederick G. Stephens. and William Rossetti 
who served as the secretaxy and historian of the group. For the unofficial femaie rnembers of the 
group, see: Jan Marsh and Parnela Gerrish Nunn, Women Anists and the Pre-Ra~haelite 
Movement (London, 1989); and Jan Marsh, Elizabeth Siddai (London, 1995). Siddal was Rossetti's 
wife and model. 

13 Mancoff, Arthurian Revival in Vinorian An, p. 138. 

14 Cited in Mancoff. Arthurian Revivai in Victorian An, p. 138. 
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Focusing primarily on native literature, history, and themes from the Bible, the group 

was enthralled with John Ruskin's writing and particularly his messianic call of "Tmth 

to Nature" in his 1843 book Modern Painters. 

Go to nature in al1 singleness of heart; and walk with her laboursly [sic] and 
tmstingly, having no other thoughts but how best to penetrate her meaning and 
remember her instruction; rejecting nothing, selecting nothing, and scorning 
nothing. lS 

For mernbers of the Brotherhood as for Ruskin, naturalistic depiction ernbodied a moral 

and religious imperative, stressing that artistic representations of nature should depin 

such vinues as uuth, honesty, and sincerity with a high fidelity to the actual appearance 

of the object. This aestheticisrn was a benefit to society as a whole as it was through 

these physical depictions of beauty that the viewer could ascend into a higher moral and 

spirituai plane. Accordingly, the exact and minute representation of nature held religious 

connotations and sage counsel as each blade of grass and each incised leaf bore the mark 

of the great artist and his ali-searching eye. Tmth was not restricted to the naturai world 

but also inherent in interior genre scenes. Perhaps the most evocative and one that 

received that most derision was PRB member John Everett Millias' Christ in the House 

of his Father (1849-50) which depicts a prophetic passage from Zechariah (13:6) where 

while working in his father's workshop Jesus is symbolically wounded in his left hand 

palm. Al1 aspects of the work from the work tools to the animals were porcrayed with the 

highest fidelity to "truthfulness." The image of the young Jesus and his family is not 

vague but modeled after anual  friends and relatives of the Brotherhood. The hyper- 

1s Ruskin, Works. vol. In, p. 624. 



realistic rendering of the painting earned Millias a scathing attack fiom Charles Dickens 

who saw the painting as a portrayal of "hideous wry-necked blubbering boy .... a woman 

[Mary] so horrible in her ugliness [thatl sbe would stand out fiom the rest of the 

Company as a monster in the vilest cabaret in France of the lowest Gin shop in 

~ngland.  "16 

Similar to Pugin. the Brotherhood conceived of a fundamental unity of the arts, 

particularly painting and poetIy, which they deemed the "sister arts." As a manifesto on 

the nature and the aims of art, in January 1850 the PRB launched The Germ: Thouahts 

Toward Nature in Poetrv, Literature. and Art. During its short life-span. the journal 

featured the work of Dante Gabrielle Rossetti, Christina Rossetti, and Coventry Patmore, 

and it served as a precursor to and an important influence on the later Oxford and 

Cambridae Maaazine, a communal venture of William Morris and his friends, first 

appearing in 1856. Although attributed to both Oxford and Cambridge, the magazine 

was edited by William Fullforci at Oxford with the majority of articles written by Morris 

and his intellectual circle. Though it too onty iasted one year, i t  included poems, articles 

on an and architecture, and social criticism. The PRBts mode1 of brotherhood, especially 

its collaboration on large projects, clearly provided a precedent for axtists working 

together and it provided an early workshop for Morris to unite social unrest with 

aesthetic revolt. " 

i 6 Charles Dickens, Household Words (15 June 1850). n.p. 

l 7  Walter K. Gordon, "Pre-Raphaelitism and the Oxford and Cambridge Magazine," Journal of the 
Rutaers Universitv Library 29 (June 1966): 42. For contemporary criticism on The Oxford and 
Cambridcre see "New Magazine," Swaator (19 January 1856): 85; "Review of the 
Oxford and Cambridge Magazine" (1 6 February 185 6): 108; and T.C. Saunders, "Undergraduate 
Literature," Saturdav Review (28 Febniary 1857): 196-7. See also Robert Stahr Stosmon, 
Oxford and Cambridae Mauazines: The Victorian and Edwardian Aue (Westport, 1984). 
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In 1855, increasingly troubled with the social and economic reality beyond the serene 

wails of Oxford and in spiritual confusion, Morris and Burne-Jones abandoned their goal 

18 of becoming priests for a Iife of art. According to Burne-Jones, when Morris came into 

his fortune after his father died, he wanted to build a monastery, "a Palace of Art," which 

was to be inhabited by a quasi-monastic brotherhood dedicated to a life of sirnplicity, art, 

and study away from the sordidness of the outside world. Their eventful decision was 

recailed with Burne-Jones' customary heroic language. 

It was while walking on the Quay at Havre at night that we resolved definitely 
that we would begin a Me of art, and put off our decision no longer-he [Morris] 
would be an architect and 1 a painter. It was a resolve only needing a final 
conclusion; we were bent on the road for the whole past year, and afker that 
night's taik we never hesitated more. That [was] the most memorable night of my 
iife. l9 

A letter to his mother Emma Shelton explaining his decision not to take holy orders 

betrays Morris' urgency and his reading of Ruskin's "The Nature of the Gothic" (1853), 

and "Edinburgh Lectures" (1854), works he later referred to as "very few necessary and 

inevitable utterances of this century." 20 He reassured his mother that it was for the best 

18 Eugene D. Le Mire has pointed out that Moms did not turn his back on religion after leaving 
Oxford, as is cornmonly suggested, but may have not wanted to declare himself &wa Eccelsim 
and sign Oxford's 39 articles. See "The 'First William Moms and the 39 Articles," Journal of the 
William Morris Society, vol. 7 (Spring 1987): 9-14. 

'' Bume-Jones. cited in Christine Podson, William Morris (London, 1989). 14. The phrase "Palace 
of Art" was taken from one of Tennyson's first published poerns (1832). 

2 O William Moms, in the Preface of the Kelmscott Ress publication of The Nature of the Gothic 
( 1892). In his first lecture the "Decorative A n s , "  M o m s  suggested that "'On the Nature of the 
Gothic. arid the Offîce of the Workrnan therein,' you will read at once the txuest and the most 
eloquent words that can possibly be said on the subject. What 1 have to Say upon i t  can scarcely 
be more than an echo of his words." William Moms: News from Nowhere, p. 86. 



... if 1 were not to follow this occupation 1 in tmth know not what 1 should follow 
with any chance of success, or hope of happiness in my work. in this 1 am pretty 
confident 1 shall succeed, and make 1 hope a descent [sic] architen sooner or 
later; and you know too that in any work that one delights in, even the merest 
drudgery connected with it is delightful. 

Morris' and Burne-Jones' new emphasis on a life of art was in part influenced by the 

massive Gothic Revival buiiding programme and the PRB's collective expression of a new 

moral seriousness in an. In 185 1, while passing outside an Oxford shop, Morris and 

Burne-Jones saw John Everett Millias' painting The Return of the Dove Ark (185 1) and 

were struck by its spiritual and aesthetic simplicity. Though the PRB had been initially 

treated with derision and contempt by the critics and their irnagery compared to "artfully 

shaped and coloured pan~akes,"~' by 1851 they had garnered a modicum of 

respectability, securing the support of John Ruskin hirnself. Ruskin's letters to the 

London Times in 185 1 (iater published as pamphlets) "explaining" the group's aims went 

a long way to making the PRB acceptable, placing artistic expression on par with broad 

religious sentiment. Ruskin suggested that "Pre-Raphaelitism has but one principal. ..that 

of absolute ... uncomprornising tnith in ail that i t  does, obtained by working everything, 

down ro the last minute detail, from nature and from nature only."= 

In 1856, with a Pass Degree in hand, Morris entered the architectural offices of 

21 Letter from William Moms ta Emma Shelton, 20 July 1855, cited in Norman Kelvin, vol. 1, 
1848-1 880, The Collected Letters of William Morris (New Jersey, l984), 29. 

22 Angus Reach, "Town Talk and Table Taik," Illustrated London News. 

2 3 Letter from John Ruskin to the Editor of The Times, 13 May 1851. Cited in Linda Nochin, 
Realism and Tradition in Art, 1848-1 900 (New Jersey. 19961, 118. 
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George Edmund Street (1824-1881). one of most important architects of the Gothic 

24 Revival. In Street's offices, ideas were discussed, decisions made, and friendships 

forged, and i t  was here that Morris first met another life-long friend, collaborator and 

teacher Phillip Webb. In the same year, Bume-Jones, who after graduation had pursued 

a career in painting, introduced Morris to Dante Gabrielle Rossetti, a former member of 

the PRB (it disbanded in 1848) who encouraged Morris to quit architecture and take up 

painting. Morris wrote to his friend Cormwell Price that he was c-ng on "six hours 

a day of drawing besides office work" and had doubts as to his painting ab i l i t i e~ .~~  

Regardless of the work involved, Morris was content that "my work is the embodiment 

of dreams in one form or another." 26 Though Morris remained in apprenticeship for a 

mere nine months, he came to realize that architecture was the "mother of al1 the 

arts-the very moulding of the earth itself." 27 C.R. Lethaby, one of Phillip Webb's 

architectural apprentices, once asked Webb why Morris left architecture. Webb replied: 

"...because he found he coufd not get into close contact with it; it had to be done at 

second hand." 

2 4 Significantly, Street is vital to the evolving history of the Arts and Crafts Movement as he 
trained every major architect c o ~ e c t e d  with the Movement in the 1880s including J.D. Seeding 
and Norman Shaw. 

25 William Morris to Conne11 Rice, July 1856. Cited in Norman Kelvin, vol.. 1, 1848-1880, 
Collected Letters of William Morris, p. 28. 

26  William Morris to Cormell Price, Juiy 1856. Cited in Nonnari Kelvin, vol.. 1, 1848-1880, 
Collected Letters of William Moms, p. 28. 

27 Wiiliam Morris, "The Prospect of Architecture in Civilization." 

2 8 C.R. Lethaby, cited in Lambourne. Uto~ian Craftsman, p. 21. 



The Medieval Guild Resurrected: The Establishment of Moms, Marshall, Faulkner and 
Co. 

Significantly, W U a m  Moms not only promoted the revival of the guild system in the 

nineteenth century, he also offered a mode1 adaptable for use in contemporary workshop 

manufacturing. Morris re-enacted the "fraternal brotherhood" in the collaborative artistic 

29 decoration of his brida1 home, Red House. Designed by Philip Webb, Red House was 

an architectural conglomeration expressing Pugin's "true principles" of practical design, 

Ruskin's "ideological impetus of the poetic kind," G.E. Street's "Gothic revivalism," and 

30 William Butterfield's functional layout and plan. The interior decoration was carried 

out by Morris and his wife Jane Burden, as well as Burne-Jones and his wife Georgina, 

Rossetti, Philip Webb, and Kate and Lucy Faulkner. Predominantly using the visual and 

literary theme of the Arthurian legends, the group designed, painted, and embroidered 

the entire house in a distinctly Medieval theme. 

The literary aspect of the Arthurian legend, so prominent in Red House, was 

illustrated in Morris' early poetry, The Defense of Quenevere. and Other Poems (1858). 

and the Earthlv Paradise: A Poem (1868-70). Morris, Rossetti, and Burne-Jones also 

employed the legend's visual imagery in the decoration of the Oxford Union Hall at 

Oxford University in 1856. 31 These h i t f u l  endeavon reflected Morris' early belief that 

2 9  On Red House, see Ray Watkinson, "Red House Revisited, "Journal of Pre-Ra~haelite Studies, 
2 (May 1981): 120-2. 

'O Peter Blundell Jones, "Masers of Buüding: Red House," Architect's Journal, 15 (January 1986): 
36-56; Edward Hollamby, Red House, Bexlev Heath, 185 9: Philip Webb (London, 1990). 

3 1 For a description of the imagery, participants, and conditions of the project, see: John Christian, 
The Pre-Ra~haelites in Oxford (Oxford. 1974); The Oxford Murals (Chicago, 1981); and Vera 
Schuster, "The Pre-Raphaelites in Oxford," Oxford Art Journal, vol. 1 (1978): 7-13. 



guild arrangements based on fellowship were possible in contemporary mistic 

manufacturing. Red House presaged Morris' most important venture, the establishment 

in 1861 of his firrn, Morris, Marshall Faulkner and Company in 1875, renamed Morris 6. 

Co. The firrn was undoubtedly one of the most important decorating businesses in the 

nineteenth century, aiming to bridge the gap bennreen "high art'' and the "decorative 

arts." Advertised in the prospectus as "Fine Art Workmen in Painting, Carving, Furnituse 

and the Metals," it was composed of Morris, Burne-Jones, Phiiip Webb, Rossetti, Charles 

32 Faulkner, and P.C. Marshall. (See Appendix A.) The early work of the firrn, leaning 

towards the  ecclesiastical market in stained glass, furniture, and ernbroidery, was 

supported by several major commissions for St. James Palace (1866), Jesus College 

Chapel, Oxford (1866), and the Green Dinning Room at the Victoria and Albert Museum 

(1867). These works brought the firm substantial recognition. 33 

Morris' sole ownership of the firm in 1875 started a period of intense production for 

Morris. Between 1876 and 1883, he designed 22 chintzes and 11 patterns for wallpapers, 

and with the help of Thomas Wardle experimented with dyeing using traditional (often 

lost) recipes. He aiso introduced the lost technique of high-warp weaving. Perhaps more 

32 Although revered as a craftsrnan, Moms' ski11 as a businessman are often debated. See: Charles 
Harvey 6 Jon Press, t'William Morris and the Marketing of Art," Business Histoxy, 28 
(October 1986): 37-53; and Jon Press 6 Charles Harvey, 'William Morris, Warrington Taylor and 
the Firm:" The Journal of the William Moms Society, 7 (Autumn 1986): 41-4. 

3 3 The company's publicity soared foliowing the International Exhibition of 1862 where it won 
two Gold medais for the design of its booth and for the "anistic qualities of colour and design" 
in stained glass. Competing designers attempted to have them disqualifieci on the grounds that 
it was "old glass touched up." "International Exhibition of 1862. Repons by the Suries" (London. 
1863): sec. 30, p. 3, sec. 34, p. 3. The Company's art produns were also shown at the 1876 
Phiiadelphia Exhibition, the Foreign Fair in Boston in 1883-84, and the Universai Exhibition in 
Paris in 1900. The Morris Exhibit at the Foreicm Fair, Boston. 1883-84 (Boston. 1883); Kenneth 
Goodwin, "Moms 6 Co.'s Adelaide Patron," Arr and Australia, 8 (March 1971): 342-5. 



importantly, Morris introduced a new system of work which gave prominence to the 

34 worker and their process. With increasing financial success, in 1877 the firm relocated 

to fashionable Oxford Street in the h e m  of London. M o m s  wrote to friend Aglaia Corino 

how 

... I should very much like to make the business quite a success, and it can't be 
unless 1 work at it myseif. 1 must Say though 1 don't cal1 myself money greedy, a 
smash in that side would be a terrible nuisance; I have so many serious troubles, 
pleasures, and hopes and fears that 1 have not [sic] time on my hands to be ruined 
and get really poor: Above al1 things it wouid destroy my ffeedom of work which 
is a dear delight to me. 35 

By the 1880s, the firm had becorne the fashionable choice for a wide variety of aesthetic 

goods including stained glass, furniture, chintz, tapestries, and walipaper. 36 

Politics and Architecture: Morris in the 1870s 

By the early 1870s. Morris was becorning increasïngly aware of the plight of working 

class people in the changing social and political environment. His syrnpathy is captured 

rnost evocatively in his letters to friends. In a letter to Louisa McDonald Baldwin in 

March 1874, he discusses dissatisfaction with London and his longing for the 

34 On the organization of Morris' finn and its connection Ruskinian ideais, see: Charles Hamey 
and Jon Press. Art. Entemrise, and Ethics: The Life of William Moms (London, 1996); and "John 
Ruskin and the Ethicai Foundation of Moms and Company, 1861 -96," Journal of Business Ethics, 
vol. 14 (March 1995): 181-194. 

3 5 William Morris to Aglaia Corino, cited in Norman Kelvin. vol. 1. 1848-1880, The Coliected 
Letters of William Morris- 

36 On the fim and its artistic produas and aesthetic stages, see the 1961 catalogue of an 
exhibition held at the Victoria and Alben Museum. Moms and CornDanva 1861-1940. A 
Cornmernorative Centenarv Exhibition (London, 1961); and the 1979 exhibition catalogue, Moms 
and Com~anv, Introduction by Charlotte Gere (London, 1979). On the demise of the firm. see P. 
O'Donovan, "An Old Firm Goes," Saturdav Niuht (6 July 1940): 18. 



countryside. 

Surely if people lived 500 hundred years instead of three score 6 ten they would 
fmd some better way of Living than in such a sordid loathsome place: But now it 
seerns to be nobody's business to try to better things.. .but look, suppose people 
lived in linte cornmunities arnong gardens 6 green fields, so that you couid be in 
the country in 5 minutes walk, 6 and had few wants; almost no furniture for 
instance, 6. no servants, 6. studies (the difficult) arts of enjoying life, 6 finding 
out what they really wanted; then 1 think one might hope civilization had really 
beguna3? 

Following Morris' complete conversion to socialism in 1874, "civilization" would corne 

to stand for evexything that was wrong with England. In August, Morris wrote to 

Rosalind Frances Howard in apology for his argumentative behaviour during a previous 

visit. Morris' suggestion of his own social and econornic complicity in working class 

behaviour is marked by his increasingly socialist rhetoric. 

1 think to shut ones [sic] eyes to ugliness and vulgarity is wrong, even when they 
show themselves in people not unhuman; do you know when 1 see a poor devil 
drunk and brutal I always feel quite apart from my aesthetical perceptions ... of 
sharne as if 1 myself had some hand in it. Neither do 1 grudge the triumph that the 
modern mind finds in having made the world (or a small corner of it) quieter 6. 
less violent but 1 think that their blindness to beauty will draw down a kind of 
revenge one day ... merhaps the Gods are preparing troubles for the world again 
so that it may once again becorne beautiful 6. drarnatic withal. 3a 

Both letters subtly underscore Morris' renunciation of one of Ruskin's key theories. 

37 Wiliarn Morris to Louisa McDonald Baldwin. 26 March 1874, tited in Norman Kelvin. vol. 1. 
1848-1880, The Collected Letters of William Moms, p. 2 18. Louisa Baldwin was the sister-in-law 
of Burne-Jones. 

3 8 William Morris to Rosalind Francis Howard, 20 August 1874. cited in Norman Kelvin, vol. 1, 
1848-1 880, The Collected Letters of William Morris. p. 229. 
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Though Morris remained cornmitted to an anaipis of the nature of work and the need 

to transforrn i t  by any means possible, he did not abide by Ruskin's theory of work as a 

noble cailing which expressed notions of virtue and industry. For Morris, work was a 

human activity which was irnplicit in the practical, social, and economic relations of 

Unlike Ruskin whose analysis began with the crafisman, Morris' critique 

40 questioned the human, sociai, and economic price of goods production. Morris' 

integration between an and politics was, however, inseparable from Ruskin's notion of 

joy in labour and especially the  idea of craftsmanship: Both men maintained that the 

division of labour separated man from the ends and means of their product. 

In 1876, enraged by what he saw as needless and destructive restoration of 

Tewkesbury Abbey by architect George Gilbert Scott, Morris established the infiuential 

SPAB. '' In a letter to the London Times, Morris argued that architecture was not mere 

bricks and Stones but bore "witness to the development of men's ideas, to the continuity 

of history, and in so doing affords never-ceasing instruction, nay education. to the 

39 See: Patrick Joyce, Work. Societv and Politics. The Culture of the Factorv in Late Victonan 
Enaland, Brighton: Harvester, 1980; and Patrick Joyce (ed.) The Historïcal Meaninas of Work, 
C d r i d g e  University Press, 1987. 

4 0  Interestingly, this is a contemporary concern with the conditions in which Western products 
and 1- items are produced in third world countries 

4 1 On SPAB and popular opinion, see: George Young Wardle, Societv for the Rotection of Ancient 
Buildinqs: A Cha~ter of its Earlv Histotv, (London. 1899); "Morris and Anti-Scrape," Times 
Literarv Su~~lement ,  10 (March 1927): 149-50; "The Beauty of ~ngland," Times Literary 
Su~plement, 3 (May 1934): 309-3 10; Peter Davey, Arts and Crafts Architecture: The Search for 
an Eanhlv Paradise, (London, 1980); Charles DeUheim, The Face of the Past; and John Unrau. 
Ruskin and Sr. Mark's, (London: 1984). 196-9, 203-4. On SPAB's activities outside England. see 
Frank C. Sharpe. "A Lesson in International Relations: Morris and the SPAB," Journal of the 
Wiliam Morris Societv, vol. 10, no. 2 (Spring 1993): 9-15. 



passing generations." " To protect England's "living museums," Moms caiied 

for an association ... to keep watch on old monuments, to protest against al1 
"restoration" that means more than keeping out wind and weather, and. by aii 
means literal and other to awaken a feeling that our ancient buiidings are not 
mere ecclesiastical toys, but sacred monuments to the nation's growth and h ~ p e . ~  

Architecture was part of history, an understanding crucial to Morris' interpretation 

of the present by studying the p s t ,  believing that the hope for the future was found in 

past struggles. 45 

In his many lectures for the SPAB, Morris discussed the retationship between the 

Medieval social conditions of handiwork and contemporary work in an increasingly 

mechanized industrial setting. Although living in a "rougher" environment, the Medieval 

craftsman was intellectually and spiritudy superior to his Victorian counterpan. He 

worked for no master but the public, having conrrol of his own tools, time. material, 

production, and aesthetic control of his wares, and selling them directly to the public for 

private consumption. His work expressed the conditions of his labour. Despite the 

hardship of his life, che craftsman found solace and pleasure in his aesthetic work. 

Pleasure was "rather that of conquering a good spell of work," 46 found in a worker who 

42 Williarri Morris, "7th Annual Meeting of the SPAB, 1 July 1884," in May Morris, William Morris: 
Artist, Writer. Socialist (Oxford, 1936). 224. 

4 3 William Moms to Editor of The Times, 4 June 1877, in Norman Kelvin (ed.). vol. 1, 1848-1880, 
The Coliected Letters of William Moms, p. 374. 

44 Wiiarn Morris to  Editor of The Times, 4 June 1877. in Norman Kelvin (ed.), vol. 1, 1848-1880 
The Collected Letters, p. 374. 

45 Morris, "The Lesser Arts," p. 96. 

4 6 William Morris, "Art and the Beauty of  the  Earth." p. 22. 
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combined his mental and manual faculties. The craftsman of the fourteenth cennuy was 

"no pries-ridden, down-trodden savage, but a thoughtful and vigorous man.. .the guïids 

craftsmen led the sort of life in work and play that we should have expected from the art 

he [sic] produced." '' 

For Morris, the fourceenth-century craft guilds held a supreme position. The 

introduction of the guilds in the Middle Ages were "a new and mighty farce [which] 

began to gerrninate for the help of labour, the first signs of secular combination among 

free men, producers and distributors." '' Once named "benefit societies" and "benefit 

clubs," the "guilds fonned into entities that protected the freedom of commerce ... in the 

height of their power there formed under them another set of guilds, whose object was 

the regulation and practice of the crafts in freedom from feudal exactions." '' 
In Morris' time, however, artistic work-a significant part of a man's lif-was 

threatened by the Industrial Revolution and the capitalist relations of production. Morris 

becarne painfùliy aware that the prime motivation of contemporary society was economic 

and commercial. For the opportunity to work, workers were often at the mercy of the 

foreman. They were subjected to the endless repetition of the machine which workers 

had "to follow day in, day out ... and what thoughts khey have] must be given to 

something else than [theûl work." 'O Separated h-om the entire production through a 

division of labour, workers were often not privy to what object they were making. Design 

47 SPAB, 1884, p. 134. 

48  SPAB, 1884. p. 131. 

4 9 ~ ~ ~ ,  1884, p. 131. 

" SPAE3, 1884, p. 141. 
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and ornamentation were sacrificed because workers were hampered with the "fact that 

[they have] to carxy out his pat ten  neatly perhaps. but speedily certainly under the 

penalty of his livelihood being injured." 

The workers' living conditions were no better. Sustainhg thernselves and their 

families in the urban "sweltering dog holes," they were miles away from the fair fields 

of the country, a place they visited infiequentiy on day trips. 52   or ris believed that this 

"poor wretch," the individual worker, was unable to enjoy his labour and by extension his 

life as compared to his Medieval counterpan because of the degrading conditions of his 

work. In essence, compared to the Medieval craftsman, the workman of the great 

heinous machine age was a different labourer entirely. "Instead of d l  workmen being 

artists, as they once were, they were divided into workmen who were not artists, and 

arzists who were not workmen." 53 

Morris' Conversion to Socialism: Integrating Art, Socialism. and Education 

In addition to his active work for the SPAB, his writing, administration and designing 

for the firm, Morris' dynamic synthesis of thought coupled with his political activism in 

the late 1870s helped propel his career as formidable and popular lecturer on art and 

5 1 William Morris, cited in Nicholas Pearson, "An, Socialisrn and the Division of Labour," 
Journal of the William M o m s  Society, vol. 4 (Summer 1981): 1 1. 

'' SPAB, 1884, p. 141. 

53 SPAB. 1884, p. 145 



life." His first lecture in 1877, the "Lesser AN," presented to the Trade Guilds of 

Learning, an organization founded to educate young carpenters, Stone masons, and 

apprentices, was mostly attended by small audience of Morris workers, clients, and 

friends. Morris reached a wider audience through the lecture's publication in the 

Architect in December 1877 and its availability in pamphlet form in 1878. '' By 1882, 

Morris' extensive speaking engagements had produced a volume of lectures entitled the 

H o ~ e s  and Fears for Art and brought him ever-closer to his reductionist conclusion for 

the future of art. 

Morris'  most significant and scandalous lecture "Democracy and Art" 5 6  was 

delivered at Oxford University in November 1883, firmly declaring hirn as a conven to 

socialism. Held at University College with the masters from Keble, Merton, and 

University College in attendance and Ruskin presiding in the chair, Morris enraged his 

conservative audience by suggesting in his talk that art could not flourish under the 

cur ren t  political structure. These were powerful indictments indeed from a man of 

Morris' stature-at the height of his fame as a poet, designer, and decorator and who 

only six years earlier had been offered the poet laureate at Oxford on the death of 

Tennyson. To add insult to inju~y, The Times reported that "at the close of his 

5 4  In 1876, Morris joined popular agitation on the side of the Eastern Question Association, an 
organization dedicated to persuading the government against imperialist intervention in the 
Russo-Turkish war. 

5 5  The lecture was p ~ t e d  in the Architect (8 December 1877) and produced as a pamphlet in 
1878 entitled "Decorative Arts: Their Relation to Modern Life and Rogress." 

5 6  The lecture was re-narned and published as "Art and Plutocracy" in 1884. See Ruskin's 
comrnents on the "significant change" of the title and especidiy Moms' understanding of the 
"excellence of work" being "in proportion to the joy of the workmen." The Art of Enaland 
(Sunnyside. 1884). 228,236. 
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address.. .Morris announced himself a mernber of a socialist society and appealed for 

funds for the objects of the society. The Master of the University then said to the effect 

that if he had announced this beforehand it was probable that the loan of the College- 

Hall would have been refused." '' 

After a decade of social obsewations and political analysis, and galvanized by reading 

Marx's Ca~itai, in 1883 Morris joined the Socialist Dernocratic Federation (hereafter 

SDF). As a mernber, he lenured widely until Decernber of the next year when he came 

into opposition with the SDF's leader H.R. Hyndman. Nine rnembers seceded with Morris 

to form the Socialist ~ e a g u e ?  Advocating the principles of "International Revolutionary 

Socialism," the League rejected short-terrn reforrns or palliative concessions for 

workers-the bone of contention for Morris-because it halted or delayed the social 

revolution, which Morris increasingly believed was inevitable, by creating a contented 

middle class. 5 9 

Morris' socialist anaiysis of an and society becarne more exacting and radical. He 

argued that art would not survive under the current economic and social system or 

through the philanthropic and misconceived initiatives of an elite class. Subscribing to 

Marx's analysis of an alienated labour, Morris argued "that [transformation] could not be 

overcome voluntary by individuals, only by the a transformation of the relations of 

production" and the total eradication of the entire capitalist system. Eschewing any 

"MT. William Morris at Oxford," The Times. (1 5 November 1883): 7; (16 November 1883): 7. 

58  Arguments conceming the breakup of the group may be found in the petition, Socialist League 
"To Socialists" (London, 1885). It is signed by Edward Aveling, Eleanor Marx Aveling, F.B. Bax, 
J. Lare, J.L. Mahon, and William Morris. 

' 9 e e  the Policy of the League in Commonweal(9 June 1888). 
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existing relationship between politics, skills, and craftsmanship, Morris anarchicaily 

came to believe that it  was better to obliterate al1 art and to start again from the ground 

60 
up. Morris' outline for revolutionary change is described in the section "How the 

Change Came" in his 1892 book News from Nowhere, a utopian novel set 100 years into 

the future. Morris depicts a decentralized society which is de-urbanized/semi-fural, and 

where people live self-sufficiently "carrying on creative and restful lives." This visionary 

society is marked by the complete disappearance of capitdism, cornmercialism, profit, 

and any remnants of a forma1 educational system. 6 1 

To change the social relations of production, Morris believed that the mernbers of a 

new industriai society must be educated in the Arts. Mistrustful of parliamentary reform, 

Morris considered art under socialism as "a way of working" in a healthy society. 62 

Stansky suggests that "there can be no question that this sort of moral concern with the 

conditions of the labourer was an important factor in the growth of the labour Party, and 

rhat Ruskin and Morris were established shapers of that party." Morris writes: 

5G In the "Socialist Ideal of Art," Moms argued that socialism had its own aesthetic. Morris also 
used theater as form of comrnentary. See for exarnple Morris' 1887 play The Table Turned or 
Nu~kins Awakened: A Socialist Interlude. On theater as a form in of social cornmentaq in Canada 
and its connection to the labour movement, see Sandra Souchotte. "Dramatization the Great 
Issues: Workers' Theater in the Thinies," in Michael R. Welton (ed.), Knowledae for the Peo~le, 
pp. 112-128. Based on his reading of Marx and Engel's rough notes, Purdue concludes that 
Marxism offers a viable aesthetic. See his discussion "Ideology and Art Education," in Chapter 
3. 

6 1 See also the Preface to "Signs of Change" (London, 1888) The Collected Works of William 
Morris, vol. 23, no. 2; and "Feudal England" (1 887) Works, vol. 23. no. 58, where Morris talks 
about the transformation of society. 

62 Pearson, "An, Socialism and the Division of Labour," p. 24. 

63 Stansky, Redesicmina the World, p. 33. 



You cannot educate, or cannot civilize men, unless you can give thern a share in 
art. Yes, and it is hard indeed as things go to give most men that share; for they 
do not miss or ask for it, and i t  is impossible as things are that they should either 
miss or ask for it. Nevenheless, eveqahing has a beginning. 64  

As an expert witness before the Royal Commission on Technical Instruction in 1882, 

Morris attempted to alter the institutional structures which impeded the practical 

training of the craftsman/worker. In his testirnony, Monis advocated a comprehensive 

education which incorporated technical and aesthetic studies, as well as a general level 

of literacy as "everybody ought to be taught to draw just as much as  everybody ought to 

be taught to read and write." 65 This training, antirhetical to formal education by harking 

back to the old system of apprenticeship where the workman learned al1 aspects of his 

craft, was to be offered at various large centres of industry around the country. 

Countering the effects of the division of labour, Morris suggested that artisans and 

designers be trained together to "practicaily be one." 66 The technician should know the 

work of the designer and the designer the work of the technician, especially in the use 

67 of the machine. In contrast to Ruskin, Morris was not opposed to the use of the 

machine as long as it was used to relieve the workman from monotonous and repetitive 

procedures and did not replace handwork-what Morris called the artistic expression of 

life. Morris did not want the machine censured but the production and social relations 

64 William Moms, "The Lesser Arts," p. 88. 

65 W i l l i m  Moms. "Testimony Before Royal Commission, 1882," in May Morris (ed.), Wiiarn 
Morris: Artist. Writer. Socialist (Oxford. 1936). 222. 

66 William Morris, "Testimony Before Royal Commission," p. 222. 

67 See: Bernard Shaw, "Mr. William Moms on the Aims of Art," Pd1 Md1 Gazette, vol. 3 (July 
1886): 6; and Herbert L. Sussman, "The Production of Art in the Machine Age: William Moms," 
In Victorians and the Machine: The Literarv Remonse to Technol- (Cambridge, 1968). 104-34. 
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surrounding it. He suggested that schools be outfitted with the tools of the trade, for 

example looms and drawing boards, so that designers learn to weave and technicians 

learn to draw. This training was to be Iearned in "school as opposed to the fanory as the 

latter was a too hurried environment." 

Aithough not a believer in formal education, Morris considered apprenticeship 

training as an important education for workers. Indeed. Morris employed apprentices in 

his firm in London as well as at the "idyllic communal fanory," Merton Abbey Tapesuy 

Workshops. 69 At the workshops, apprentices were chosen for their initiative to leam 

rather than for any exceptional talent. They were introduced to a set of different 

manufacturing practices and rnindsets which included traditional hand craftsmanship, 

the joys of manual labour, and communion with nature. At the 1893 Arts and Crafts 

Exhibition, Moms showed the work done by apprentices who had corne to the f m  "with 

no knowiedge of drawing whatever, and have lemt  every single thing under our 

training. And rnost beautifully they have done it!" 'O 

68 O n  factory schooIs in England, see: Colin M. Brown, "Industrialists and their Factory Schools." 
Histonr of Education, vol. 9, no. 2 (June, 1980): 117-127; and "Researching School Histones: The 
Example of a Colliexy School," Historv of Education Societv Bulletin, vol. 30 (Autumn, 1982): 8- 
16. 

6 9 Emma Lazams. "A Day in Surrey with William Moms," Centum Magazine vol. 32 (July 1886), 
3 88. On the Merton Abbey Tapestry Works, see: "On the Wandle," S~ectator (24 November 1883): 
1507-9; H.C. Marillier, History of the Menon Abbar Tapestw Works Founded bv William Morris, 
(London: 1927); Francis Paul Thompson, Ta~es tn i  Mirror of Historv (New York, 1980), 154-60; 
and Linda Parry, "The Revival of the Menon Abbey Tapestry Works," Journal of the Wiiam 
Morris Society, vol. 5 (Summer, 1983): 388-97. 

7 0  Morris quoted by Colin Ward, "Morris as Anarchist Educator," in William Moms Today, (London, 
1984). 126-128. Moms ultimately trained his head designer J.H.Dearle through the 
apprenticeship system. 
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A promoter of life-long learning to "keep [the workmen'sl mind fresh," " Morris 

advocated the study of nature and of old examples as the foundation of the workman's 

education, reasoning that  this type of training would also be "good" comrnercially as 

"beauty is a marketable quality.. .much in favour with t he  public.. . [whichl would naturaliy 

raise the price of goods which had been devalued because of t he  division of labour which 

had cheapened and deteriorated them." " Morris supponed the  exhibition of artifact 

collections of historical exarnples to be available in district museums, not as historical 

curiosities but for educational purposes and relevant to processes and production in local 

industriesan 

The Arts and Crafts Guilds: The Institutionalization of t he  Movement 

Not until the formation of the A r t s  and Crafts Exhibition Society in 1888 (ACES) 74 in 

" SPAB, 1884, p. 223 

72 William Morris. "Testimony Before the Royal Cornmission." 

73 SPAB Lecture, 1884, p. 2 13-2 14. Morris had a 30-year collaboration with the South Kensington 
Museum (now the Victoria 6 Albert) as an art referee (1884-96). advisor on poliq issues, and 
contributor to exhibits on textiles, weaving. and illurninated manuscripts. He was also a 
benefactor. He used the museums collections for inspiration on both the design of the Green 
Dining Room (at the V6A) and on the revival of embroidery for domestic and church use. See: 
Barbara Morris, "Wiiliarn Morris and the South Kensington Museum," Victorian Poetw 13 (Fall- 
Wite r  1975): 15 9-75; B. Moms, Ins~iration for Desian: The Influence of the Vïaoria and Albert 
Museum (London, 1986): 94-106, 117-22; B. Morris. "Wïiiam Morris and the South Kensington 
Museum." Kelmscott Lecture, Wiiam Moms Society (London, 1987); and John Irwin, "A Gift 
from William Moms?" Victoria and Albert Museum Bulletin 1 (January 1965): 38-40. 

74 Still extant, since 1961 the ACES is known as the "Society of Designer-Craftsmen." For 
contemporary sources on the ACES, see: Arts and Crafts Exhibition Societv Cataloaue of the First 
LSecond, Third. Founh and Fifthl Exhibition (London, 1888 [1889, 1890, 1893, 18961); and W. 
Morris, George Simmonds, Ernery Walker, 6 T-J. Cobden-Sanderson, Arts and Crafts Essavs, 
(Hammersrnith, 1893); Recent studies on the ACES include: Linda Parry, Textiles of the ARS and 
Crafts Movement (London, 1988); and Peter Stansky. Redesianina the World. Stansky's study is 



London were Arts and Crafts ideas ensconced into institutional fom.  The Society was 

one of a handful of organizations established in the 1880s and early 1900s 75 by second 

generation A r t s  and Crafts disciples such as Walter Crane, Arthur Heygate Mackrnurdo, 

William Richard Lethaby, and Charles Richard Ashbee. Patterned in theory after Ruskin's 

and especially Morris' ideal of Medieval guilds, the C e n t u ~ y  Guiid (est. 1882), the An 

Workers' Guiid (est. 1884), the Arts and Crafts Exhibition Society (est. 18881, the Clarion 

Guild of Handicrafc (est. 1901), and the Guild of Handicraft (est. 1902). were "imponant 

vehicles of change." 76 Aithough the guilds' organizational structure and aims differed 

according to their mernbership, they al1 retained fidelity to many of Morris' Arts and 

Crafts precepts concerning the social relations of production, in particular stressing a 

holistic approach to the production of aesthetic work, and CO-operative and sympathetic 

labour among craftworkers. 

Through these guilds, members and their audiences would experience the "joy in 

work, and hope in leisure." 77 The Century Guild was a loosely-connected group of 

designers, artists, and architects who designed al1 facets of interior design dedicated to 

"rendering al1 branches of art.. .the sphere no longer of the tradesman but of the ar t i~t ." '~ 

the only comprehensive treatment of the guilds established in the 1880s. 

7 5 Notably, although 1 focus on more well-known guilds, this mode1 of social and aesthetic 
organization, often called "CO-operative fellowship societies," was used by a variety of groups. For 
more information, see: Mary Bacon Ford, "The Art Socialists of London," Cosmo~olitan. vol. 8 
(December 1889): 185-90. 

76 Stansky, Redesisriinq the World, p. 9. 

7 7  Chris Waters, "William Moms and the Socialism of Robert Blatchford," The Journal of the 
Wiiarn Morris Society, 15 (Winter 1982): 23. This was the motto of the Clarion Handicraft Guild. 

78 Stansky, Redesicmïnq the World. p. 75. 



The Art Workers' Guild had a more strinly-defined aesthetic mandate: sponsoring 

lectures, holding demonstrations of techniques and style, and leading discussions by 

notable Arts and Crafts architects, designers, and artists such as J.D. Sedding, C.F.A. 

Voysey, A.H. Mackmurdo, C.R. Asbee, R N .  Shaw, art critic Roger Fry, and William 

Morris. C.R. Ashbee's Guild of Handicraft and Robert Blatchford's Clarion Guild of 

Handicraft were organized as rural artistic cornmunities where members not only worked 

in traditional craft methods and materials but dso  participated in a morally and socially 

edifying life-style "which took crafrsmen back to the land." '' More "extreme" members 

of the Guild of Handicraft, in their quest for the "simple life," identified with nudism and 

vegetarianism. 80 

These guilds were vital constituents of the Arts and Crafts Movement, ensuring the 

longevity of the ideals of the Movement. Ironically, however, after his conversion to 

socialism, Morris became disillusioned with the guilds because he believed that only 

socialism ultirnately supported his synthesis of arc and labour, thus changing societal 

conditions and relations. Nevertheless, Morris tirelessly encouraged any organizations 

which furthered the cause of art, claiming that "the sociaiist claims art as a necessity of 

human life which society has no right to withhold from any one of [its] citizens." 

In t h e ,  Arts and Crafts disciples and members of these organizations ensconced the 

79 'The Guild of Handicraft Trust" (Gloustershire, 1994). See Blatchford's moving tribute to Morris 
upon his death (1 896) in which he caiied his value to socialism inculpable. "A Radical Tribute to 
Morris," Clarion (10 October 1896): 324-5, cited in Peter Faulkner (ed.), William Moms: The 
Critical Heritaae (London, 1973), 390-4- 

80 Fiona MacCarthy, The Sim~le  Life: C.R. Ashbee in the Cotswolds (London, 198 1 ). 

'' William Moms, "Socialist Ideal," in May M o m s  (ed.), The Colleaed Works of William Morris, 
vol. 23, pp. 254-264. 
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model and practice of the guild in England's technical and industriai schools, and in many 

of the schools of art and design, particularly the Municipal School of Birmingham (est. 

82 1883) which was the first school to incorporate Morris' principles. Morris' principles 

were also incorporated into the curriculum at the Central School of Art and Design (est. 

1896) under the directorship of W.R. Lethaby who introduced craft workshops, as well 

as at the Royal Coilege of An (hereafter RCA) under principal Walter Crane, The guiid 

was an enduring and vibrant symbol of the Ans and Crafts Movement, surviving well 

into the twentieth century. and acting as an important model for art and design 

education departments and schools throughout England. Europe. and North America. 

- - - - -- - 

82 Nicholas Pevsner, Academies of Art, pp. 259-265. 



Chapter 4 

The Emergence of A r t s  and Crafts ldeas in Ontario ' 

Wy, 1 have seen waUpaper which must lead a boy bmught up under its 
influence to a career of crime; p u  should not have such incentives to S .  

/ m g  about pur drawing-room- (Oscar Wdde) 

In the last decade of the nineteenth century, the British Arts and Crafts Movement's 

tenets and philosophies were taken up in Canada. They were adopted and disserninated 

by a series of artistic associations such as the WAAC, the Hamilton Arts and Crafts 

Association, and the Arts and Crafts Society of Canada. The Arts and Cr& discourse of 

these artistic associations was set within the period of Canada's economic urban 

3 industrial transformation. Industrialization in Canada brought unemployment, 

and 

de- 

' Although this thesis wiü oniy deal with the Arts and Crafts Movement in Ontario, and more 
speciticaily in Toronto, Vancouver and especially Victoria, British Columbia both had thriving A r t s  
and Crafts communities. Local activities were organized by the Victoria Island Arts and Crafts 
Society (es. 1909) which presented lectures and exhibitions of interest to its mernbers and to the 
public. One of the society's most influential mernbers was Samuel Maclure (1 860-1929), a native- 
born and self-trained architect (he spent only one year at the Spring Garden Institute, 
Philadelphia) whose work was featured in the Arnerican Ans and Crafts magazine, The Craftsman 
and the English magazine Studio. A direct conneaion to the A n s  and Crafts Movement in 
England was transmitted by Maclure's draughtsman Cecil F. Fox who. prior to ernigration to 
Canada in 1898, apprenticed with noted Arts and Crafts architect C.F.A. Voysey. For a pamphlet 
of the Victoria Island A r t s  and Crafts Society, see Christina Betts Johnson-Dean. "The Crease 
Farnily and the Arts in Victoria, British Columbia," M.A. thesis, University of Victoria. 1980. On 
Maclure and Ans and Crafts architecture in British Columbia, see: Janet Bingham. Samuel 
Maclure. Architect (Ganges, 1985); Martin Seeger, The Buildinas of Samuel Maclure (Victoria, 
1986). For a local social history see Terry Reksten, More Enalish than Enqiish: A Vew Social 
Historv of Victoria (Victoria. 1 991 ). 

"Oscar Wide, "The Decorative Arts." cited in Kevin O'Brien. Oscar Wilde in Canada: An Awstle 
for the Arts (Toronto. 1982). 162. 

3 For an andysis of Ontario's industriaiization (with panicular emphasis on Toronto) and its 
relation to the development of an urban-industrial working class, see: Mariana Vaiverde, The Aue 
of Liaht. S o a ~ ,  and Water (Toronto, 1991. 1993); G. Kealey, Toronto Workers Res~ond to 
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skilling, and social instability. Government as weU as the manufactwing and business 

cornmunities understood the possibiiity of uniting art with industry to irnprove products, 

which in tum created a healthier and more vibrant economy in which labourers enjoyed 

an improved standard of living. Art became the hancimaiden of industry as described by 

Eric Brown, the first director of the National Gallery of Canada, Ontario. "Art was 

inseparable from commerce because commerce is largely dependent upon design of 

every kind, which art only can supply." ' At a tirne when workers were beset with labour 

insecurity, the A r t s  and Crafts Movement's maxim of "joy in labour," and "nobiiity of the 

worker" became an extremely important philosophy. 

As early as 1850, the Arts and Crafts Movement in English-Canada was preceded by 

Ruskinian and Puginian thought in church architecture, which dong with the philosophy 

of the Ecclesiological Society, considered English Gothic as the "true Christian style of 

architecture." The doctrine of environmental determinism decreed that a Gothic-styled 

church transformed the moral character of those who worshiped inside. These ideas were 

introduced by English-born architens William Hay, Frederick Cumberland, 

Connoly, and discussed in the irnmensely influential Ecclesiolo~ist magazine. 

and Joseph 

In English- 

Industrial Capitalism (Toronto, 1980); G. Kedey and B. Palmer, Dreamina of What Miaht Be: The 
Knicrhts of Labour in Ontario 1880-1900 (Toronto: 1987); and B. Palmer (ed.). The Character of 
Class Struusles (Toronto: 1986). In her study of the social purity movement, Valverde suggests 
that in the appeal to British traditions, advocates of the Movement attempted to "infuse 
'foreigners' with the moral values of Tennyson and Ruskin" (p. 107). Keaiey and Palmer also 
make a token references to Moms as a Sociaiist p e t  who they conceive as "imrnersed in a 
tradition of romantic rebeiiion, an effort to overcome the 'age of shodcîy,' ... with aspirations that 
iïnked ai i  that was truiy noble in the past with al1 that would be promising in the future" (p. 281). 
Keaiey and Palmer's estimation of Morris is far too generai and does not acknowledge his 
revolutionary stance after 1883. 

Provincial Arts and Industrial Institute Papers. Eric Brown to the Secretary of the Provincial A n s  
and Industriai Institute (1 1 Nov. 1920). Public Archives of British Columbia. 
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Canada, Ecclesiological tracts on church building were also disserninated through the 

Society for the Propagation of the Gospel in Foreign parts.' 

In Ontario Wiliam Hay, "a zealous and devoted Scottish Episcopalian" and a stanch 

believer in the Christian Gothic, echoed Pugin by suggesting that the "Gothic embodies 

Christian beliefs and was therefore a Christian style of ar~hitecture."~ Hay is credited by 

the Canadian Architect and Builder as 

having introduced here the revival of medieval architecture, which has 
akeady exerted an immense influence on the architecture of Great Britain 
and other ponions of Western Europe. Possessed of a thorough knowledge 
of both the theoretical and practical parts of architecture, and having good 
taste, he soon acquired a large practice. 7 

Hay was nourished o n  readings of Ruskin and George Edmund Street (Morris' old 

architectural master) whose advocation of coloured brick came to dominate Toronto's 

For contemporary accounts, see: William Hay, "The late Mr Pugin and the Revival of Christian 
Architecture," Ando-American Mauazine, 2 (1853); and "Architecture for the Meridian of 
Canada," Analo-American Maaazine, 3 (March 1853): 253-55. On Cumberland, see Shirley Grace 
Morriss, "The Church Architecture of Frederick William Cumberland," MA thesis, University of 
Toronto, 1976. On Joseph Comoly. see Malcoim Thurlby, "Puginian Ruiciples in the  Gothic 
Revival Architecture of Joseph Connoly," Irish Arts Review, 15. no. 2 (1986): 32-40. For 
information on the cornea ion  between architecture, society, and religion in Ontario, see: 
Christopher Fergus Headon, "The Influence of the  Oxford Movement upon the Church of England 
in Eastern and Central Canada. 1840- 1900." Ph.D., dissertation, McGill University, 1974; William 
Westfall, Two Worlds: The Protestant Culture of Nineteenth Century Ontario. (Kingston: 1989); 
and M. Thurlby and W. Westfall, "Nineteenth Century Churches in Ontario: A Study in the 
Meaning of Style." Historic h a s t o n ,  35 (1986): 98-1 18- 

6 " ~ i ~ l i a r n  Hay: Obituary," Canadian Architect and Builder (July 1888): 11. On Pugin's death in 
1852, Hay wrote "The late Mr. Pugin and the Revival of Christian Architecture," h a l o  Arnerican 
Maaazine 2 (1853): 70. 

"William Hay: Obituary," Canadian Architect and Buiider, p. 11. 



architectural face in the Late nineteenth century.' According to C.M. Pehaxn, by 1858 

Toronto was the "city of churches ... [At] a distance ...[th ey] seem to bristle with spires, 

and in the streets they meet t h e  eye at every angle," an image both Rigin and Ruskin 

would have looked upon proudly. 10 

By the turn of t he  centuxy, the acceptance and poputarity of Arts and Crafts 

philosophies in Canada brought about a revival of indigenous and ethnic handicrafrs." 

Hay was aware of Street's article O n  the Revivai of the Ancient Style of Domestic 
Architecture, " The Ecclesiolosist (August 1853) : 247-253. Both the English magazine The Builder 
and The Ecc2esioIoaist were sold at Henry RowseU's Toronto bookstore throughout the 1850s and 
1860s. Rowsell's family connections brought even more knowledge of Pugin and Arts and Crafts 
ideas as he was Charles Barry's brother in-law-the same Charles Barry who had worked with 
Pugin on the Parliament Buildings in London. 

' C.M. Pelham. Historv of Toronto 6 Countv of York, vol. 1 (Toronto, 1885). 308. In 1898, C.S. 
Clark suggested that "any young man comrnencing life in the city, and seeking advancement 
socially, fmancially, or otherwise, wiil find no habit that will produce such advantageous results 
as to become attendant at some church ... to abstain from church going is almost enough to make 
hirn a social outlaw." Of Toronto the Good (Toronto. 1898), 58. 

'"articularly important to English influence on architecture in Ontario was the Queen Anne 
style, an offshoot of the Arts and Crafts Movement. As early as 1896, the English Studio 
Magazine suggested that it was in fact Philip Webb's Red House (1 859), "...that wonderful red 
building which becarne the prototype of al1 the charming houses of the so-called 'Queen Anne' 
revival." For histories of the Queen Anne Style in England, see: Mark Girouard's, Sweetness and 
Light, and, Peter Davey's Arts and Crafts Architecture. For Canadian assessments of the Queen 
Anne style in architecture, see: Nicola Spasoff, The Dissemination of the Arts and Crafts 
Movement in Canada: Domestic Architecture in Kingston. Ontario, c. 1885-1925," MA thesis. 
Queen's University, 1994: and, Leslie Maitland. The Oueen Anne Revival Stvle in Canadian 
Architecture (Ottawa. 1990). 

" From the 1830s onwards, Ontario had a substantial craft industry which included furniture. 
pottery, glass, and textile production, and was sustained by immigrant craftsmen prirndy from 
England, Ireland, and Wales. For more information. see Jeanne Hughes' bnef but seminal work, 
"Craftsmen in Nineteenth Centwy Ontario," Evewdav Life in Nineteenth Centurv Ontario, 
Proceedings of a Seminar Sponsored by the Ontario Museum Association ( lW8),  81-86. See also 
Peter Nicholas Moogk, "In the Darkness of the Basement: Craftsrnens' Associations in Early 
French Canada." Canadian Historical Review, vol. 5 7 (December 1976): 399439 .  Sean Cadigan 
presents an interesting argument (although chronologicaiiy earlier) to the changing dynamics of 
the anisan-turned-merchant in Newfoundland in "Artisans in a Merchant Town: St. John's, 
Newfoundland, 1775-1816," Canadian Historical Review, no, 4 (1993): 95-1 19. 

For information on the furniture industry, see: Michael Bird, "Cabineunaker and Weaver: 
Friedrich Ploether," Canadian Collecter, vol. 15 (May-June 1980): 3-8; '%en Furniture becomes 
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At the Twelfth Annual Mernbers Exhibition (1900), the WAAC showed a wide variety of 

handicrafts including ponery, embroidery, weaving, rugrnaking, lace making, silk 

painting, woodcarving, metal work, bookbinding, and leatherwork. The accompanying 

catalogue contextualizeci the show within a "revival of interest in handicrafts [which] has 

been quite marked of late in England and on the continent ... Canada, once seemingly 

dormant.. .[showed] a beginning has been made." '' The Ontario Society of Artists held 

theu first exhibition of Art and Applied Design a few months later, showing the work of 

male and female artists, publishers, and manufacturers. Included were examples of 

fabrics, furniture, decorative ornamentation, stained glass, book covers, murals, plaster 

Folk Art: Neustadt Cabinet Maker John P. Kiempp 185 7-1 9 14." Canadian Coliector, vol. 17 (Sept.- 
Oct. 1988): 47-50; Robert Christie, "The Development of the Furniture Industry in the South 
Western Ontario Furniture Manufacturing Region." M-A- thesis, University of Western Ontario, 
1964; Christine Grant, "Patterns of Growth and Change in the Furniture hdustxy in Ontario, 
1850-1881 ," M.A. thesis, Carleton University, 1988; L. A. Koltun, The Cabinetmakers Art in 
Ontario c. 1850-1900 (Ottawa. 1979); W. John Mchtyre. "Arms aaoss the Border: Trade in 
Chairs and Chair Parts between the United States and Upper Canada," in Kenneth Arnes, (ed.), 
Victorian Furniture (Philadelphia, 1983); and "From Workshop to Factoxy: The Fumituremaker," 
Materiai Historv Builetin, vol. 19 (1984): 5-35. 

On the Pottery industxy. see: Elizabeth Coilard. "Canadian Pottery in an English Mould: Early 
Straffordshire Potter's Influence." Countw Life, 164. no. 4220 (October 1978): 1 102-1 104; "The 
Ceramic Trade in Canada," Canadian Anticnies Coilector, vol. 9 (Jan.-Feb. 1974): 66-69; The 
Griffiths Brothers," Canadian Anticnies Coilector, vol. 7 (Sept .-On. 1 972): 25 4-267; %Jineteenth- 
Century British Imports," in Donald Blake Webster. W.), The Book of Canadian Antiaues, (1974): 
254-267; Nineteenth-Centurv Potterv and Porcelain in Canada (Kingston, 1967, 1984); C. Peter 
Kaellgren, "Ecanada Art Pottery," Canadian Coliector, 14 (March-April 1979): 5 6-63; David 
Newlands, Earlv Ontario Potters: Their Craft and Trade (Toronto, 1979); and P M p  Shackleton, 
Potteries in 19th-Centwv Ontario (Ottawa, 1964). 

On the glass industry, see: Janet Hoimes. "Glass and the Glass Industly." in Donald Blake 
Webster (ed.), The Book of Canadian Antiaues (1974): 268-281; John Sheeler, "Factors Affecting 
Attribution: The Buriington Glass Works," Material Histow Bulletin, vol. 6 (Faii 1978): 3 1-5 1; 
Gerald Stevens, Earlv Canadian Glass, foward by Lome Pierce (Toronto, 1961, 1978); and Eariy 
Ontario G k s s  (Toronto, 1965). 

l 2  WAAC, Twelfth Annual Exhibition (Toronto, February 22-March 8, 1900), 1. 



designs, architectural reliefs, ceramics, and domestic items. l 3  The Hamilton Ans and 

Crafts Association held its first exhibition in 1894 the same year of its establishment 

while the Arts and Crafts Society of Canada, founded in 1903 by George A. Reid and 

Mabel Adamson. and devoted to the "encouragement of original design and its individual 

expression," held its first exhibition in 1904 showing the work of close to 100 anists 

from the Toronto area. 14 

B y  1905, this fashionable revival of interest in the handicrafts prompted the WAAC 

to establish their Home Industries Department. In affiliation with the NCWC and the 

15 Wornen's Institute, the  WAAC encouraged the revival of the handicrafts in Canada by 

exhibiting the work of their own members and selling ethnic and native handicrafts 

produced by women from across the country. ln many cases, the WAAC went far beyond 

mere encouragement by buying supplies, making exhibition space available, and selling 

or buying the handicraft work of ethnic women at their Home Industries Department 

located in WAAC offices in Toronto. The WAAC started a loan fund for Russian 

l 3  Ontario Society of Artists, Apdied Art Exhibition: Catalocme 1900, held in Art Galleries, 165 
Kinu Street West, Toronto (Toronto. 1900). [Reprint, CIHM/ ICMH Microfiche series no 08292.1 

l 4  A r t s  and Crafts Society of Canada. Catalocnie of the First Exhibition Held at  the Galleries of the 
Ontario Societv of Artists (Toronto, 7 April- 23 April, 1904). Contrastingly, the more consemative 
Royal Canadian Academy of Art held its first exhibition of decorative ans in 1943, and only after 
urging from its members. 

I5 On the NCWC, see: Veronica Strong-Boag, The Parliament of Women: The National Council of 
Wornen of Canada. 1893-1929 (Ottawa, 1976); and B. Boutilier,"Gender. Organized Women and 
the Politics of Institution Building: Founding the Victorian Order of Nurses for Canada, 1893- 
1900." On the Women's Institute, see: Linda M. Ambrose, "What are the Good of those Meetings 
Anyway? Explaining the Early Popularity of the Ontario Women's Institutes," Reviseà draft of a 
paper presented a t  the Ontario Women's History Network (OWHN) Conference in Guelph (October 
1993); and "Problems in Doing Rural Women's History: The Case of the Ontario Women's 
Institutes," Paper presented to the Annual Meeting of the Canadian Xistorical Association, 
Calgaxy, ~lberta.  1994. Both papers are incorporateà in a fonhcoming book on the hiaory of the 
Women's Institutes in Ontario. 



92 

Doukhobor women to continue their ethnic handicrafts, the money used to obtain 

materials for spinning, weaving, and embroideries. It also encouraged native women of 

the Fraser, Columbia, and Queen Charlotte Islands to sel1 their native crafts of basketry, 

pottery, bead, and leather work. In 1906, the Montreal branch of the WAAC, itself highly 

effective in the promotion of handicrafts by logging the largest sales of any branch, 

seceded, fiom the WAAC and re-organized as the Canadian Handicrafts Guild, 16 

establishing what two decades later would become known as the Handicrafr h ove ment.'^ 

'' The Handicraft Guild heid exhibits in Canada and abroad. conducting art courses for children, 
lectures, and demonstrations of various crafzs. It also acted as a repository for craftspeopie's 
work. For funher information, see: William Carless, "The A n s  and Crafts in Canada," R e p ~ t e d ,  
with additions, from The Fardv Herald and Weeklv Star, 8 (Montreal); M. Allen Huibert, Sketch 
of the Activities of the Canadian Guild and the Dawn of Handicraft Movement in the Dominion 
(1 929); M.A. Peck. Handicrafts from Coast to Coast, Canadian Geoara~hical Journal, 9 (October 
1934): 201-2 16; and Sandra Gwyn, "Guild at the Crossroads," Canadian Art, 20 (Sept/Oct 1963): 
276-281. For an Ontario equivalent. see Adelaide Mamot, "History: The Canadian Guild of 
CraftsEiistoire de la Guilde Canadienne des metiers d'art," Craft Dimensions Artisanales, 3 
(December 1972): 12-21. Marriot chronicles the history of the Canadian Hanàicrafts Guild in 
Ontario (est. 1929) which in 1967 became the Canadian Guild of Crafts. 

17 On the Handicraft Movement, see: H.G. Kettle, "The Canadian Handicraft Movement," 
Canadian Forum. 20 (July 1940): 112-114; J. Murray Gibbon, "Canadian Handicraft Old and 
New," Canadian Geoara~hicai Journal, vol. 26, no. 3 (Auturnn 1941): 284-294; Wood, Elizabeth 
Wyn Wood], "Canadian Handicrafts." Canadian Art, vol. 2, no. 5 (Summer 1945): 186-193,207, 
225; A.T. Galt Dunford, "Handicrafts." in Maicolm Ross, (ed.), The Arts in Canada: A Stock-takinq 
at Mid-centum (Toronto: 195 8). 155-159; Marie Michael. M a y  Anselrn, "Toward a Nova Scotia 
League of Arts and Crafts: The Objectives of a Handicraft Movement," Maritime An, vol. 2, no. 
5 (June-July 1942): 150-153; and Frank Templeman ''Newfoundland Handicrafts," Rwd 
Architectural Institute of Canada, vol. 27, no. 3 (March 1950): 99-101. 



Art Critic and Professor of Aesthetics : Oscar Wilde's Canadian Tour 

Though the WAAC forged a strong philosophical bond with the Arts and Crafts 

Movement in the first two decades of the twentieth century. the source of many of these 

ideas originated largely with Oscar Wilde's 1882 lecture in North Arnerica. Invited to 

tour North America by Richard D'Oyly Carte. the producer of the Gilbert and Suliïvan's 

operetta Patience which satirized the Aesthetic Movement. Wilde was advenised as the 

rd-life representation of the character Reginald Bunthome. Wilde's arduous ten-month 

tour across the United States covered over 100 cities, where he delivered over 125  

lectures, was followed by insulting press corps, met with riotous behaviour from 

audiences (particularly university students), and suffered through scores of laughter at 

19 his expense. The "Apostle of Aestheticism," as he was often dubbed by the press, 

toured the Maritimes, Quebec, and Ontario the entire month of May and part of October 

1882 in which he dispensed his own evangelistic brand of "Aestheticism." 20 

More important than his witty repanee, his flamboyant ensembles, and his theatrical 

l e  The best source for Oscar Wide in Canada is sri11 Kevin O'Brien's Oscar W i d e  in Canada. My 
analysis of Wilde's lectures in Canada are drawn prirnarily from O'Brien's reconstruned texts 
contained in Oscar Wilde in Canada. See also Kevin O'Brien "The House Beautiful: A 
Reconstruction of Oscar Wilde's Arnerican Lecture," Victorian Studies 17 (June 1974): 395-418. 

19 O'Brien, Oscar Wilde in Canada, p. 3 1. 

2 O For a description of Wilde's American leg of the journey, see: Lewis Lloyd and Henry Justin 
Smith, Oscar Wide Discovers Arnerica (New York, 1936,1967); Kevïn  O'Brien. "An Edition of 
Oscar Wilde's Arnerican Lectures," Ph-D. thesis, University of Notre Dame. 1972; and Bolger. 
Pursuit of Beautv: Arnencans and Aesthetic Movement. Also interesthg are several regional 
studies such as: Norman W. Alfrod, "Oscar Wilde in Texas," Texas Ouarteriy, vol. X (1967): 193- 
198; Robert Herron, "Have Lily Wi11 Travel: Oscar Wilde in Cincinnati," Bulletin of the Historical 
and Philoso~hical Societv of Ohio, vol. XV (1957): 215-233; and Hubert H. Hoeltje, "The Apostle 
of the Sunflower in the State of the Ta11 Corn." Palim~set, vol. XVLII (1 937): 186-2 1 1. 



stagings, is what Wide actually said in his lectures-a factor overlooked by most 

contemporary scholars. With himself as the Movement's spiritual creator, Wide fused 

the ideas and theories from the Aesthetic and Arts and Crafts Movements to create a 

composite of English artistic culture. A close reading of his Canadian Iectures, "The 

English Renaissance," "The Decorative Arts," and "The House Beautiful," reveals that 

Wilde borrowed substantially from the works of John Ruskin and panicularly William 

21 Morris, though without citing either of them directly. Interestingly, in his lecture the 

"Decorative Arts", Wilde suggests that several young men from Oxford joined hirn in this 

Movement, one of whom was "trying to revive the lost art of tapestry." 22 Subtle 

mentions of Morris' writings and aesthetic practice, and Ruskin's theories, 23 did not 

escape the discerning ear of Wilde's audiences who often wrote to the newspapers to set 

*' Though Morris and Wilde knew of each other and corresponded they were less than friendly. 
Oscar Wilde, in Rupert Har-Davis (ed.), The Letters of Oscar Wilde, (1962), 290-1, 174-6, 779. 
Wilde reviewed Moms' The House of the Wolfmas in "Mr Morris's Last Book." (1889). "Mr 
Morris's Odyssey," Pal1 Mal1 Gazette, 26 (Aprii 1887): 5. Both are cited in Robert Ross (ed.), 'J& 
First Collected Edition of the Works of Oscar Wilde,. vol. 13 (London. 1908). 447-52, 302-5. Arts 
and Crafts advocates have sought to minimize the connenion between Moms and Wilde and 
panicularly the death bed visit to Morris by Wilde. See for exarnple: Thomas Dickinson. "Wiiam 
Moms and Esthetic Sociaiism," Arena, 36 (Decernber 1906): 613-17; and S.C. Cockerell, "Wiiam 
Morris and Oscar Wilde," Times Literarv Supplement (3 Februaq 1950): 73. Wilde is mentioned 
in Shaw's Collected Letters; William Ruff, "Shaw on Wilde and Moms: A Clarification," Shaw 
Review, I I  1 (January 1968): 32-3; and Zelda Austen. "The Grasshopper and the Ant: Oscar Wide 
and William Morris in the Eighties," Journal of Re-Rauhaelite Studies, 4 (November 1983): 87- 
107. 

2 2 O'Brien, Oscar Wilde in Canada, p. 153. 

23 Wilde borrowed liberally from Moms' "Making the Best of It." "The Lesser Ans," and the "Art 
for the People." O'Brien points out he "rejected their high seriousness" (p. 27).It is interesting 
to compare Wilde's lecture tour in the Maritimes with that of Walter Smith. S u p e ~ s o r  of 
Drawing of Boston schools, and advocate of the South Kensington system, Smith also lectured 
throughout the Maritimes (in many cases in the sarne cities), preceding Wilde by several months. 
A comparative essay, yet to be undenaken. would add much to our knowledge of aesthetic 
culture in Canada. In this regard, also to be studied must be Matthew Arnold's trip to Canada in 
1884 especiaily in regard to his aesthetic agenda's. 



the record straight and mock his insolence of the revered philosophen. '' Plagiarizarion 

aside, Wilde's theories were vital in the popularization of the evoiving story of the Arts 

and Crafts ideas in several regions of Canada. 25 

When analyzing the content of Wilde's Canadian Ienures in their social-historical 

context, the little-known element of British and American aesthetic and moral reforrn 

influences in many English-Canadian cornmunities in the last two decades of the 

nineteenth centuy need to be highlighted. In particular, the early emergence of Ruskin's 

and Morris' ideas in Canada, the substance of which forrned the later Arts and Crafts 

Movement, cannot be ignored. The WAAC's phiiosophical precepts of encouraging a high 

standard of design, craftsmanship. and artistic cooperation were based on established 

Arts and Crafts principles. Acting as a "guild," the WAAC became one of the most 

important disserninator's of Arts and Crafts social-aesthetic philosophies in Ontario and 

crucial to the Movement's expanding influence in Ontario at the turn of the century in 

such areas as manual arts and technical education, university art education, and social 

and urban reform. In 1895, Mary Dignam appealed to the WAAC and National Council 

of Women of Canada mernbers for "a more general interest in al1 matters pertaining to 

24  For contemporaxy accounts of Wilde's visit to Toronto and particularly the "knowledge" of 
Aesthetic and A n s  and Crafts p ~ c i p l e s ,  see: Toronto Globe ( May 25. 26 1882):3.6; Toronto 
World (26 May 1882): and Gr in  vol. X X  no. 4 (10 June 1882). Critical commentary was 
especially rampant in Montreal. See for example: "Oscar Wilde in Montreal," Montreal Daik News 
( 15 May 1882): 8; and "The Philosophers," Montreal Dailv Witness (15. 17 May): 4, 2. See also 
Donald Jones' colourN though non-referenced account of Wilde's trip to Toronto in F i  Tales 
of Toronto (Toronto, 1992): 72-77. 

2 5 WiIde's exclusion from the Canadian A r t s  and Crafts historical narrative is based on cyclical 
biographical view of Wilde in the literature which regards his writings and his activities pnor to 
1890 as inconsequential. The dissemination of Arts and Crafts ideas in the Canadian context is 
far more important than arguing against Wilde's imitative Aestheticisrn of "arts for arts  sake" or 
his witty and often shocking repartee. 1 agree with O'Brien that the "content of 
CWilde's] . . .lectures [have] been pretty well ignored." O'Brien. Oscar Wdde in Canada, p. 22, 
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an.. .[andl making the "True" and "Beautiful" part of Our daily lives. Clearly, she was 

invoking the philosophy of the Aesthetic and Arts and Crafts Movement. 26 

"What Art Should We Devote Ourselves in This Countiy?": Wilde's Lectures 

Wilde's most evocative lecture, the "Decorative Arts," united women, the decorative 

ans, and nation building. Despite some repetition among his lectures, several recurring 

themes appear. Undergirding al1 the lectures is the notion that art is central to Me, the 

very necessity of huma. happiness. According to Wilde, art, is the "beauty of Ise," " not 

done by the artist as a distinct province realm but "concerned primarily with ... life 

itself. The decorative arts-the arts of a democratic nation-prevailed above aiI others 

forrns of art. It was the "art which will hallow the vessels of everyday Ise. exerting its 

influence in the sirnplest form [ofl hunblest homes ... a n  made by the hands of the people 

and for the  benefit of the people.*' 29 Stating Morris' most ofien cited dictum, Wilde 

argued that there was no distinction between the "beautiful and the useful"; and as a 

result, the humble objects of daily life were inherently noble. 

Wilde reasoned that "from the desire of women to beautift their househoïds that 

26 WAAC, Annual Report (1 895), 5. 

27 This lecture was given by M o m s  in Birmingham in 1880 under the title "Labour and Pleasure, 
versus Labour and Sorrow, an Address at Birmingham."published by Cund Bros. (1880).  It was 
included as "The Beauty of Life" in H o ~ e s  and Fears for Art in London by Ellis 6 White (1882). 

28 Oscar Wilde, "The Decorative Arts," p. 15 7 .  

29 Oscar Wilde, "The House Beautiful," pp. 15 7, 15 1.  
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decorative art has always received its impulse and encouragement." 'O Decorative arts 

produced in the home reverberated to the artistic world "by beautifling the things 

around you, you rnay be certain that other arts will foUow in the course of the." Women 

were best suited to the task of "even [painting] little wreaths of lead or vine traced 

around the magins of cups" because of their naturd instincts, fineness of work, delicacy 

3 1 of hand. and generally noble character. Crucially, in his lecture "The House Beautiful," 

Wilde suggested that the decorative arts flourished when women are "highly 

honoured.. .and occupied a high social position. He reasoned "it.. . [wasl the mission of the 

women of [the]. . .country to revive art into [an] honest, healthy ~ife."~' 

In Ruskinian terms, Wilde conceived of the decorative arts not as completed actual 

products but as objects exhibiting two different qualities of expression: They reflected 

the value the workrnan placed on his work; and the pleasure he took in making beautiful 

things. "Good art" thus was not as much a formal or monetaxy estimation but a moral 

one which reflected the vitality and process of the workman's h e m  and hand." 33 In an 

age of increasing mechanization, hand labour (and other forms of manual labour) and the 

nosralgic longing for the older methods of craftsmanship must be exalted, making the 

"human hand (an imperfect mark) ... the most beautiful and delicate piece of mechanism 

in the world." 34 Like Ruskin, Wilde equated good art with good people: "...if you have 

3 O Oscar Wilde, "The House Beautifui." The foilowing citations were included in a special version 
of "The House BeautiN" which was presented in San Francisco and Toronto. 

3' Oscar Wilde. "The Decorative Arts." p. 152. 

3 2 Oscar Wilde, "The House Beautiful (special lecture delivered in San Francisco and Toronto)- 

3 3 Oscar Wilde, "The Decorative Arts." p. 152. 

35 Oscar Wilde. "The House Beautiful." p. 164. 



cornmonplace work. you must have comonplace workmen; but reaily good designs will 

produce throughly good workmen as beautiful at the moment and for al1 tirne." " A 

further distinction was made between healthy (noble) art that "realizes [thel beauty of 

the  age in which we live" and a dead (ignoble) art which was "obliged to go back in 

servile imitation to the romantic ages for its themes." '' Railing against dishonest 

workmanship and materiais. and inappropriate design, which he alleged "was an 

unpunished crime" comrnitted by artisans "who no longer love their work," Wilde 

preferred no art at al1 rather than "bad m." " 

Wilde pleaded for the ennoblement, support. and encouragement of the 

handicraftsmen in society. Offering his own analysis and prescriptive on aesthetic 

progress in North America, Wilde claimed that "...the great difficulty that stands in the 

ways of your artistic development is not the lack of interest in art, nor a lack of love for 

art, but you do not honour the handicraftsmen sufficiently.. .[Al11 art must begin with the 

handicraftsmen, and [youl must reinstate him to into his rightful position."38 Insisting 

on a closer connection between the makers and users, Wilde advocated the elirnination 

of the middleman (or salesman in retail), thus promoting direct negotiation between the 

crafismen and his buyer. This a n  bound maker and user in artistic syrnpathy and in the 

larger project of nation-building, as together they would "understand the requirements 

35 Oscar Wilde, "The Decorative Arts," p. 152. 

3 6 Oscar Wilde, "The Decorative Arts, " p. 156. 

37 Wilde was especially indignant about young ladies painting moonlit scenes upon dinner plates 
and sunsets on plates-he advised that these should be saved for the wall. Oscar Wilde, "The 
Decorative Arts," p. 15 8. 

3e Oscar Wilde, "The House Beautiful," p. 166. 



of. ..[the] state." 39 Besides merely revering the handicrafumen and his labours, Wilde 

suggested that the proper surroundings were essential in the creation of the beautiful. 

Such surroundings put craftsmen in contemplation and observance of "Living thuigs.. .and 

so your houses and streets should be living schools of art where your workman may see 

beautiful forrns as he goes to his work in the morning and returns to his home at  

eventide." 40 In this artistically-conducive environment, the workmen would be free to 

create the true and beautiful. 

In a11 his lectures, Wilde advocated the establishment of schools of art connected to 

museurns of decorative art, and the wide-spread teaching of art and design panicularly 

to children. School age children were extremely susceptible to artistic influence and 

hence could be moulded into "pretry much what their surroundings make them." 4' The 

proper aesthetic surroundings were morally ennobling, character-forrning and could 

tame a boys' "wild nature," while the degenerate environment would lead them to 

debauchery, perversions, and a life of crime. 

How can we expect them, then, to tell the truth if everything about them 
is telling lies, like the paper in the hall declaring itself marble? Why, 1 have 
seen wailpaper which must lead a boy brought up under its influence to a 
career of crime; you should not have such incentives to sin lying about 
your drawing-rooms ... we want children to grow up in England in the 
simple atmosphere of al1 fair things so that they will love what is beautiful 
and good, and hate what is evil and ugly, long before they know the reason 
why. If you go into a house where everything is coarse and you find the 

'' Oscar Wilde, "The Decorative Arts," p. 160. 

4 0  On environmental poilution as a deterrent to healthy living, Wilde commented that "sickiy or 
idle or melancholy people don't do much in art." 

'' Oscar Wilde, "The Decorative Arts," p. 162. 



cornmon cups chipped and the saucers cracked, it will often be because the 
chiidren have an utter contempt for them, but if eve~ything is daintily and 
delicate, you teach them practically what beauty is, and gentleness and 
refinement of manner are unconsciously acquired. '' 

Disenchanted with what he calied the "faise education" of the educational system, Wilde 

gave credence to a practical instruction based on a traditional apprenticeship mode1 and 

direct one-to-one contact between student and teacher. An early training in art, 

panicularly hand-hboured crafts, had the capacity to develop the child's soul. For "the 

most practica1 schools of morals in the world, the best educator is true art; it never lies, 

never rnisleads, and never corrupts, for all good art is founded on honesty, sincerity and 

truth." With a workshop in every school, "you would soon raise up a race of 

handicraftsmen who would transform the force of the country." " With a home-grown 

talent, Wilde urged his audiences to forgo foreign markets and to concentrate on their 

ocvn creations and to represent those things which delight them and give them pleasure. 

Wilde made mention of the abundant natural resources of North America-an incentive 

to wood canring, and affïrmed to his listeners that "you have here the prirnary elements 

of a great artistic movement." 44 

According to Wilde, art's egalitarian democracy had the power to transform class 

relations. At the vexy least the establishment of schools and museums of art created 

opportunities where men of refinement could corne into contact with the craftsmen. The 

depiction of these men of refinement "who cover the world with a network of iron and 

4 2  Oscar WiIde, "The Decorative Arts." p. 162. 

4 3 Oscar Wilde, "The Decorative Arts." p. 163. 

44 Oscar Wilde, "The Decorative Arts," p. 160. 
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the sea with ships ... the kingdom of industry would do rnuch to reconcile the workman 

with his lot, and end the strife and bridge the now widening chasm between capital and 

labor." Though clearly not critical of existing power relations, Wilde argued that 

"Art. ..will become part of the new history of the world and part of the brotherhood of 

man.. . For] national hatreds are always strongest where culture is lowest. "45 

The "Decorating Craze" in Canada and its Arnerican Connections 

In t h e  last two decades of the nineteenth century, elite and rniddle class women in 

Ontario were swept up in a "decorating craze," particularly the vogue for home 

decoration and china-painting which had earlier seized Anglo-Victorian women in 

England and the United States. The sheer exuberance of this aesthetic mania was 

perhaps best captured by Mary Ella Dignam (1860-1938), founding mernber and long- 

time president of the WAAC, who noted in 1900 that 

for nearly ten years decoration ran riot, everything was hand-painted there 
was no restraint, and it has been said that this madness was not altogether 
confined to Canada, but was prevalent in England and elsewhere. The 
homely industries of former days gave way to scarfs, banners, panels, 
screens and mirrors, painted with festoons and wreaths of flowers, or with 
figures, landscapes, birds, and bunerflies and al1 manner of things that 
crawl and creep; even the kitchen utensils did not escape-pots, pans, 
rollingpins [sic] and milk stools were decorated for parlour ornaments. 46 

4 5 Oscar Wilde, "The Decorative Arts." p. 160. 

4 6  Mary Ella Dignam, "Art, Handicraft, Music, and the Drama," in Women of Canada: Their Life 
and Work (Chapter VIII), National Council of Women of Canada (Ottawa: 1900). 125. This booklet 
was prepared for the 1900 Paris Exhibition and divided into distinct sections, written by notable 
women, which outlined wornen's " history [and]. . .achievementsW in a variety of fields and 



Over the past several years, historiographical studies have charted the cultural link 

between the WAAC, its various branches and hybrids, and the social-aesthetic 

philosophies of the British Arts and Crafts Movement. Though historians have attributed 

the Association's formation to the structural and discriminatory practices of a patriarchal 

art world and to a lesser extent late nineteenth century women's voluntarism, they have 

paid little attention ta the emergence of Aestheticism as iliustrated in the "decorating 

craze," particularly the vogue for home decoration and china-painting in the decade 

preceding the Association's formation. 

At the time of Wilde's 1882 trip, Canadian Aestheticisrn was in full swing. Though 

there is no defined Aesthetic Movement per se, scholar Elizabeth Collard has outlined 

that the importation and popularity of aesthetic wares-particularly art pottery-were 

47 available in Canada even West of W i i p e g .  As well, Montreal Fine Art Dealers William 

Scott 6. Son 48 also had a strong influence on English-Canadian Victorian taste by 

promoting the  work of noted potter William De Morgan (1839-181 7). 

The evidence suggests that the early formation of the WAAC owes much to cultural 

events and to similar organizations already formed in the United States. According to 

Dignam, the 1876 Centennial Exposition in Philadelphia was a "great event ...[ where] 

many Canadians saw for the first tirne, not only the art treasures of the Old World, but 

endeavors including: charities and refom, education, church work, trades and industries, and 
immigration. O'Brien suggests that "after Wilde left [Canadian Aesthetes] retained their interest 
in Aestheticism. The craze of the hour -china plaque painting took-took firm hold in Canada, 
as women everywhere took lessons in hand painting" (p. 71). 

4 7 For a description of china painting and how it evolved from the 1860s on, see especially 
Chapter XXVI (p. 155) in Elizabeth Collard, Nineteenth-Centiilv Potterv and Porcelain in Canada, 
(Toronto, 1967). 

4 8 Collard, Nineteenth-Centurv Potterv and Porcelain in Canada, p. 157. 
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the  results of a hundred years' growth in t h e  new." '' Along with submissions from 

Canadian artists, t he  Ontario Depanment  of Education sent an educational exhibit, 

suggesting early educationists' interest in aesthetic pursuits. In addition to examples of 

aesthetic, arts and crafts, and colonial revival decorative arts and interiors. rniddle-class 

Americans and Canadians saw for the  first tirne a display of Morris 6. Co. wallpapers 

50 manufactured by Jeffkey 6 Co. Following the  exposition. the ideals of t he  beautiful 

were ernbraced enthusiastically in the  art ponery movement begun by women, 

expressed in a series of books and magazines dedicated to its dissemination. 5 1 

'' Dignam, Women of Canada, p. 214. In the late 1870s, Williams enrolIed at the newly- 
established New York Art Students' League where she studied with painters Kenyon Cox (1856- 
191 9) and Wiiam Men-itt Chase (1 849-1 91 6) .  In 1886, after a tour of Europe. Dignam joined the 
faculcy of Associated Artists School of Art and Design (AAS), founded in 1884 by Miss E.K. 
Westmacott. This small art school. staffed alrnost entirely by women, aimed to educate women 
in the handicrafts and give a "thorough and practical instruction in designs for carpets, oilcloths. 
stained glass, wallpaper, prints, and textile fabrics for manufacture; also [instruction in] ... interior 
decoration.. .ernbroidery.. .carving and modeling, metal-beating, cerarnics, etc." When Westmacott 
became il1 in 1887, Dignam took charge of the school, becorning president in 1889. The success 
of the AAS was due to the "the decorating craze" which Dignam, seeing a cornucopia of aesthetic 
interests, described as a virtual "riot." 

5 O As early as 187 1, elite patrons had access to Moms 6. Co. non-commissioned products through 
J.M. Bumstead and Co. In 1883, Eiliott and Buckley of New York became Morris 6 Co.'s 
authorized agents. Boris. Art and Labor. Moss and W i e r  argue in Victorian Interiors that in the 
years after the Centennial exhibition, Americans increasingly turned away from French wallpaper 
designs to English. "William Morris's designs were the most critically acclaïmed" (p. 141). English 
caste-maker Charles Eastlake praised Moms' designs and urged his readers to purchase them. 

5 1 See: Decorator and Furnisher. New York (1882-1898); The Ladies' Home Journal (1883); 'J'& 
Ladies Home Com~anion (1 886); House Beautiful (1 896); House and Garden (1 901); Joanna 
Wissinger and Mark Seelen, Arts and Crafts Potte? and Cerarnics, (London: 1994), 8; Clarence 
Cook, The House Beautiful(l881); and Constance Cary Hamison. Woman's Handiwork in Modern 
Homes ( 1 882). 



In Defence of the "True and the Beautiful": The Women's Art Association of Canada 

The "decorating craze" of the 1880s was, according to Dignam, an important catalyst 

which generated opportunities for women to undertake an "earnest, studious, and 

continuous effo m... to educate and enlarge their artistic perceptions." '' The WAAC, 

incorporated in Toronto in 1892 (stiil enant), was a formal product of this new earnest 

and studious aesthetic environment. 53 It W ~ S  the first national organization for women 

and women artists interested in the promotion and production of a n  in Canada, and by 

1900 its rural and urban affiiiates spanned across Canada. Through an aggressive self- 

promotional anistic programme of exhibitions, lectures, and workshops, the WAAC 

provided anWartistic haven," both spiritually and practically, where women could meet 

as a "mutual helpful society [and] ... kindle and keep alive the artistic impulse of the 

country, to stimulate wonhy axtistic production, and by united effort to attain as women 

a worthy place in the Art of our country." '' 

By 1899, the WAAC were directly influenced by the philosophies and pranices of the 

English Arts and Crafts Movement. As a delegate to the World Congress of Wornen in 

5 2 M.E. Dignarn. "Art, Handicraft, Music, and the Drama," p. 215. 

53 The WAAC was foundeci in 1890 and formally incorporated in 1892. For histories of the WAAC 
a n d  its various branches, see: "Historical Sketch of the Women's Art Association of Canada," 
Prepared by Miss F. Deeks and read by Mrs. Gregory, on the occasion of the 25th Anniversq of 
the Association," Toronto (15 May 1912); Alison Thompson, "The Women's Art Association of 
Canada," M.A. thesis. Concordia University, 1989; Heather Victoria Haskins, "Bending the Rules: 
The Montreal Branch of the Woman's Art Association of Canada, 1894-1900," M.A. thesis. 
Concordia University, 1995; Sandra Mitchell, "Women and Art: Women's Clubs in Saint John, 
New Brunswick," M.Ed. thesis, University of New Brunswick, 1995; Ellen M.E. MacLeod, 
"Enterprising Women and the Early History of the Canadian Handicrafts Guild 1905- 1936." M.A. 
thesis, Carleton University, 1995; and the fonbcoming book by the same author. 

54  WAAC. Annual Report (1 909-1 910). 6. 
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London, England, Maxy Ella Dignam came into contact with the Arts and Crafts 

Exhibition Society which pledged its assistance "towards any movement to hold an 

exhibition of handicrafts, or for the establishment of any craft in particular by the 

55 Association." The WAAC fervently embraced the production and promotion of 

handicrafts as "important national products" both for economic revenue and for cultural 

5 6  and educational edification. The Association considered artistic production and a 

widespread appreciation of both handicrafts and fine arts as essential for any progressive 

civilization and as a vital contributor to a nation's economic prosperity. The preservation 

of traditional handicrafts (and methods)-"the "ageless" and "fundamental" crafts of al1 

nationsu-reflected a nation's historical past and the virtue of its pioneer and native 

women who displayed excellence in " . . .carding, spinning, dyeing.. .weaving . . .[and] the 

production of the "homespuns," which have become so fashionable of lare." '' Women's 
domestic culture-the source of a Canadian "artistic spiritn*-becarne a vibrant metaphor 

for the nation, the "origin and development of beautiful, artistic forms. Jbeingl a reliable 

test of. .. [the] progress of a civilization ... [coinciding] with the very growth of the 

55 WAAC. Annual R e w r t  (1899). 6. Dignam was in England to attend the International Congress 
of Women where she read a paper entitled "Purity in An and its Influence on the Well-Being of 
the Nations." In 1900, Dignarn reponed in the Annual R e ~ o n  that over the past year the 
Association had budt a srnail library which contained "works on the History of Am..and the works 
of such men as Ruskin, Harnmerton. Taine, Moore. [and] Morris." It also subscribed to important 
Arts  and Crafrs magazines such as the English International Studio. the American ~raf tsrnk,  and 
Keramic Studio. WAAC, Annual Re~ort (1 900, 1914). 8. 26. 

'6 The WAAC continued to encourage and support its members' endeavours in the fine ar ts ,  
particularly painting. and Dignarn rightly boasted chat every major Canadian women artist was 
a mernber of the Association. 

5 7  M.E. Dignarn. "Art. Handicraft. Music, and the Drarna," p. 210. 



nation. 

The WAAC promoted and financiaiiy supporced ethnic and native traditional 

handicrafts in part as way to provide employment for "housebound women" and to 

furnish domestic skills and moral values to those in paorer communities. 59 Accordingly, 

at the Twelfth Annual Member's Exhibition (1900), the WAAC showed a large selection 

of handicrafts produced by members including works of pottery, china painting, 

embroideq, weaving, rug making, lace making, silk painting, metal work, bookbinding 

60 and leatherwork. By 1901 the influence of Morris' and Arts and Crafts ideas were 

being remarked upon in the periodicai press. 61 

Over the next two decades, Arts and Crafts ideas permeated the WAAC social- 

aesthetic mandate in the belief that the "advance of art in the cornmunity [and] ... through 

the good of the whole, the individual attains the greatest benefit." " Accordingly, the 

WAAC crusaded to stimulate aesthetic changes in several facets of life, including the 

outlay of streets and parks, the increased appreciation of art and architecture, and 

panicularly the improvement of design and art education in the schools. After 1899, the 

Association's aims were changing, clearly evident in Dignamts yearly presidentiai 

5 8 M.E. Dignam. "Arts, Handicrafts, Music and the Drarna," p. 209- 

5 9  WAAC, Annual Re~0x-t (1909-1910), 8. 

GO For an interesting in-depth description of the 1900 Exhibition of Arts and Handicrafts see 
Heather Haskins "Bending the Rules," pp. 55-80. 

6 1 "Canadian Art," Canadian Architecc and Builder, vol. 14, no. 1 (October 1901): 177-178. The 
anonyrnous author suggests that "Canadian arrists fa11 into line in al1 new movements ... an 
interest in a n  is being markedly advanced by the development of the A n s  and Crafts Movement 
directly inspired by William Morris." 

52 WAAC, Annual Report (1901), 8. 
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address where Dignamrs once-staid term "women anists" was substituted for "women 

workers", "craftswomen" and full-fledged "Arts and Crafts workers." Dignam began to 

consider Canada's expanding art industries as a possible vocation or profession into 

"which a woman Mght enter seriously." At the dawn of a new century and beset with 

a new missionary zeal, Dignam called upon WAAC members to "renew their efforts to 

struggle for truth and sincerity of expression in al1 the environment of our daily lives 

against the cornrnercialism and crudity of the age." 

Marginalization of the WAAC: Re-Empowering the Amateur 

Stressing the obscure historical, social. and econornic contexts of an art object, as 

well as the contributions of various agents and their associations (specifically those 

associations with a female membership), recent studies have attempted to redress the 

lack of attention given women artists and their historical associations. However, research 

has erringly side-stepped the WAAC's social, moral, and econornic agendas. Void of 

substantial analysis, Maria Tippett included a brief history of the WAAC in her review 

of women artists in Canada, suggesting that the WAAC was simply "a vehicle through 

which its members could publicize their work across Canada and, through their 

participation in international faim 

63 M q  Ella Dignam. "Arts, Handicrafts, 

6 4 ~ ~ ~ ~ ,  Annual Re~on (1898). 

and expositions, around the world. <l 65 While a 

Music and the Drama," p. 2 13. 

'' Maria Tippett. Bv A La&: Celebratina Three Centuries of Art bv Canadian Women. (Toronto, 
1992), 40. See also M. Tippett, Makinu Culture: Enalish-Canadian Institutions and the Arts before 
the Massw Commission. (Toronto, IWO). 
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comprehensive history by Alison Thompson in her 1988 M.A. thesis accurately sets the 

WAAC revival of the handicrafts as pan of the Arts and Crafts Movement. she fails to 

generally consider the larger context of Canadian social history. 66 

Scholarly studies on the WAAC have relegated the association to a marginal  statu^^^ 

or even worse, as an "elite social club of non-professionai a~-tists...[whol practised 

' mutual help and improvement' through lectures and exhibitions for women interested 

in the ans." The association's critics. however. were quick to point out that the WAAC 

'Was not comparable to the professional [male] organizations." 69 Documentaiy evidence 

in fact suggests that the WAAC's "uptown club atmosphere" replete with tea room, 

galleries, and weekly Twilight Musicales was a deliberate attempt to "attract.. .many to 

take a deeper interest in the work of the artist. as shown in the galleries. and of the 

musicians." 'O The marginalization of the W M C  as an elite upper class association who 

philanthropically supported their less fonunate sisters is clearly misleading. A 

preliminary look at the WAAC membership shows that at least two women worked as 

teachers of art. Maude McLaren, teacher of free drawing in the evenings at CTS in 1915 

and 1916 also appears as a convener of the "Life modeling" Club at the Toronto branch 

of the WAAC in 191 9, while Annie Wrenshall of the WAAC Kingston branch was listed 

66 Alison Thompson, "The Women's Art Association of Canada." 

67 Dennis Reid's A Concise Historv of Canadian Paintinq.(Toronto, 1988), 254. Reid merely refers 
to the WAAC as host to a two-man show in 1944 for artists Jack Bush and Ronald York Wilson. 

68 Dorothy Farr and Natalie Luckyj, From Women's Eves: Women Painters in Canada (Kingston, 
1981). 3.  

69 Farr and Luckyj, From Women's Eves, p. 3. 

'O Florence Deeks, "Hisrorical Sketch of the Women's Art Association of Canada" (Toronto. 1912). 
7. 
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as an evening teacher of "Art," as well as at CTS. She had previously taught miniature 

painting and cerarnics at the Kingston An School. The WAAC considered handicrafts as 

a source of employrnent for house-bound women, especiaiiy those in isolated rurai 

districts. These "clever craftswomen ... were enriching the national produn through 

skilled work in the homes." 71 The WAAC was not perpetuating a mentality of separate 

spheres but acknowledging the contemporary reality of women's lives. 

The WAAC was not a passive association but as members of the NCWC, and the local 

Council of Women (est. l893), WAAC mernbers were actively involved in women's 

suffrage debates at the turn of the century. The questions of interest at the local and 

international NCWC meetings went beyond "women's" and "aesthetic" subjects. The 

WAAC delegates present at the second annuai meeting of the NCWC in 1895, for 

exarnple, reported that "many questions of interest [werel discussed during the following 

days.. .Manual and Technical Education, sanitaiy work, representation of women on 

boards of philanthropie institutions, length of working hours for women and children in 

factories, applied design, national art, music, and literature." 

The WAAC was clearly a vital constituent of Toronto's artistic communities. It not 

only embraced Arts and Crafts tenets and philosophies but it also initiated its own 

aesthetic practices such as "Open Studio Day," a significant event in the development of 

interest in an and Ans and Crafts ideais in Toronto. Popular and extremely well 

anended, Open Studio Day was held once a month and brought WAAC members as well 

72 WAAC, Annual Re~on  (1895). 23. WAAC mernbers were representatives at the meetings of 
the NCWC and its affiliated associations, reporting proceedings to the WAAC membership in the 
Annual Re~ons. 
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as the public to the studios and the homes of artists such as Lucius O'Brien, first 

president of the RCA, E. Wyley Grier, and artists George Agnew Reid, Mary Heister Reid, 

Sidney Strickland Tully, Roben Gagen, J.W. Beatty, and F.H. Bngden. " In 1899, Jean 

Grant remarked how "it is indeed a delightful privïiege to visit these roorns, where there 

is so much beauty and where we become acquainted with a profession which is 

becoming more recognized in the cicy." 74 These visits provided the public with their first 

glirnpse into an Arts and Crafts interior environment: the studio and the home. In a 1901 

article on George Agnew Reid, Margaret Fairburn recalled a visit to Reid's Wychwood 

Park home and s t~d io :~ '  

In al1 his work, as in his own surroundings in studio and home, the artist 
expresses that sense of the fitness of things for their use, of sincerity and 
solidity in build, and of simplicity of design, which taken together makes 
for true hand harrnony in the oumard life ... This art of theirs neither began 
in. nor ended with, their pictures, but tent its brightness to common 
things, adorning and cultivating the daily household life ... the artists has 
poeticized in nearly every case the home life with its joy and s o r r ~ w s . ~ ~  

73 See "In the Studio's of Toronto's Best known Anists," Toronto World, (2 April 191 1). 

74 Jean Grant. Saturdav Niaht (1 899). 

7 5 Wychwood Park (still extant) was designed as an anist's community on a piece of land 
purchased by anis Mannaduke Mathews (1837-1 913). It was the home of G. A. Reid who moved 
there in 1905, building his own Arts and Crafts home complete with inglenook and decorative 
murals. On artists' colonies, see Michael Jacobs, The Good and Sim~le Life: Artist Colonies in 
Europe and America, (Oxford, 1985). 

7 6 Margaret L. Fairbairn, "The Art of George A. Reid." The Canadian Macrazïne, XXII, no. 1 
(November 1903): 9. 



Chapter 5 

Against the Cornmercialism and Crudity of the Age: Disseminating the Ideal 

Social progress may take a cilieetion quite different fiorn M a t  Unaghed by either of 
them; but none the less, the society of tbe firtum wiU owe much to their idedism 

(James Mavor on John Ruskin and WiU1'am Moms, 2 922) ' 

Between 1896 and 192 5, William Morris and the A r t s  and Crafts Movement became 

a popular topic of interest with professors and students at the University of Toronto. 

Morris was written about in articles in the university press, in academic books and 

biographies, as part of the curriculum, in theses, and especially in lectures on and off 

2 campus. He was discussed by a prestigious group of academics at the university 

including Political Economist James Mavor, Professor of Greek CIassics John Charles 

Robertson, and Pelham Edgar Professor of English Literature at Victoria College. To 

Edgar, Morris was a man of letters of the highest literary prominence while for 

Robertson, the Classicist, Morrisp social criticism, as delineated in his 1891 novel News 

from Nowhere, served as an effective cornrnentq  on the ancient Greek world as 

ponrayed in Plato's Re~ublic. Notably, it was through Mavor's "remembrarices" that 

Morris would transcend the reaim of myth to reaiity and be transformed from a friend 

' James Mavor, Mv Widows on the Street of the World (Toronto, 1923), 195. 

~ e v .  Canon A. Armstrong wrote an M.A. thesis (University of Toronto) on Ruskin in 1905 
entitled "Ruskin as a Religious Teacher" in which he discussed Ruskin " b ~ g i n g  the knowledge 
of God's wiu into the minutest details of our lives" (p. 1). Judy Mills and Irene Dornbra. University 
of Toronto Doctoral Theses. 1897-1 967 (Toronto, 1968). Moms,' Rossetti's, and Ruskin's poetry 
were also included in Re~resentative Poetrv Mainiv of the XVIII and the XIX Centuries (Toronto, 
1915) which was edited by English Professors W.J. Alexander and W.H. Clawson. Alexander was 
Armstrong's thesis supervisor. Robin Harris, Enalish Studies at Toronto: A History (Toronto, 
1987). 64-65. 



and comrade to a rebellious-yet wealthy-revolutionq socialist who was politically 

naive and aesthetically lacking in his perception of naturd beauty(!). Though E d g ~ ,  

Robertson, and Mavor al1 offered wholly diverse representations of Morris to suit their 

own particular interests and agendas, they were united in the study of the essential 

Morris: the mist, the poet, and the socialist. 

Since knowledge of Morris and the Movement's aesthetic philosophies had been 

steadily on the rise in architectural and artistic circles in the last decades of the 

n ineteenth century, these scholars' dissemination of the "academic Morris" was 

mediated through a cultural interaction with social-aesthetic interests on and off campus. 

Through their writings and especially their public lectures, al1 three acadernics were 

brought into closer contact with agents and groups in the community who themselves 

intellectually adhered to and practised Arts and Crafts social-aesthetic ideas. 

Significantly, most of the cornrnunity groups interested in Morris and involved in the 

practice of Arts and Crafts philosophies were women's cultural organizations such as the 

Toronto branch of the WAAC, the local branch of the NCWC, and the Ladies League of 

School Art. Sympathetic matters often brought these various agents and groups into 

collective action: For example, when Mavor's federal initiatives to settle the Russian 

Doukhobors succeeded in 1899, the WAAC and the NCWC stepped in to socially 

acculturate and economically support Doukhobor women by selling their ethnic 

handicrafts. Though these social relations were characterized by gender divisions (male 

Morris' popularity increased with the publication of a several key biographies wrinen shortly 
after Morris death, particularly Aymer Vallance's Wiiliarn Moms: His An. His Writina. and His 
Public Life  (London, 1897); and J.W. MacKail's The Life of Wiliiam Morris (London, 1899). What 
becomes enshrined as Morris' life and pranice is garnered particularly from MacW'ç text and 
only punctuated by Mavor's personal recitations. 
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intellectualism and femaie skilled practice), and class and ethnic inequities, these 

women's groups were integral in shaping and institutionalking the evolving Morris and 

Arts and Crafts discourse. 

1 begin with a discussion of James Mavor focusing particularly on his dissemination 

of the Arts and Crafts Movement's social-aesthetic ideas in Toronto over the span of his 

33-year residency- An examination of anistic activities, beliefs, and values is crucial to 

understanding Mavor holistically while specifling the ways in which the Arts and Crafts 

Movement's rhetoric was transformed within local cultural traditions. How did the 

Movement re-organize the meanings of aesthetic culture to correspond to various state- 

forming ambitions? In doing that, 1 want to contest the popularly-held notion that 

Mavor's promotion of Morris and the Arts and Crafts Movement was always a positive 

invocation of Morris or the Movement's ide al^.^ Rather. 1 will argue that Mavor often 

used his knowledge of aesthetics, socialism, and his friendship with William Morris to 

further his own self-identity as an aesthetic "seer" and an impeachable authority on 

political economy. Personal motivations aside, Mavor was able to forge essential links 

between the university and the larger artistic cornmunities and make the Movement's 

ideals readiiy applicable to the Canadian context and relevant to rnany facets of Canadian 

life. Mavor's interest was crucial to shaping debates on citizenship, patriotism, and the 

"good society." 

For contemporary works which advance this position. see Rachel Grover's James Mavor and His 
World: An Exhibition of Books and Pawrs Selected fkom the James Mavor Collection (Toronto, 
1975). and particularly Rosalind Pepaii's "Under the Spell of Morris," in The Earthïv Paradise: 
Arts and Crafts bv William Morris and his Circle fkom Canadian Collections. 



James Mavor's Contribution to the Canadian Arts and Crafts Movement 

From the tirne of his arriva1 in Toronto in 1892 until his death in 1925, James Mavor 

(b. 1854) was a critical disseminator of cultural knowledge on the social-aesthetic 

philosophies and practices of the English Arts and Crafts Movement. Although Mavor 

was not solely responsible for introducing these ideas in Toronto, his intimate knowledge 

of the Movement 's aesthetic ideds, its historical lineage, and particularly his self- 

described friendship with the Movement's figure-head William Morris, were critical to 

the Movement's wider recognition in Toronto. Following Morris' death in England in 

1896, Mavor's first-hand knowledge made him a celebrated authority on the Movement 

and its key participants. With the publication of his memoirs in 1923 in which he devoted 

an entire chapter to William Morris, Mavor became widely acknowledged by Toronto's 

elite as the pre-eminent ernbodiment of the English Arts and Crafts Movement, 

solidifymg his reputation as the man who knew William   or ris.^ 

Although Mavor came to Toronto in 1892 to assume the chair of Political Economy 

at the University of Toronto, the state of "CWulture in "Canada" was always foremost in 

his muid. Arriving in the fail of 1892. Mavor's lackluster perception of Toronto's gentile 

activities and institutions is evident in bis journals in which he recorded that "Culture 

seems a kind of craze in Canada. What they mean by it is perhaps hazy even to 

Mavor, Mv Windows on the Street of the World (Toronto, 1923). 

Mavor replaced W.J. Ashley who had resigned to assume a professorship in econornic hinoxy 
at Harvard University. On W.J. Ashley and the Department of Politicai Econorny, see: Anne 
Ashley, William James Ashiw: A Life (London, 1932); Ian M. Drumrnond. Political Economv at 
the Universitv of Toronto: A Historv of the Demment. 1888-1982 (Toronto, 1983); and Sara 2. 
Burke, Seekina the Hishest Good: Social Service and Gender at the University of Toronto. 1888- 
193 7 (Toronto, 1996). 



themselves; but they undoubtedly have a yearning for sornething which is not specie 

[money]." Capitalking on this "cultural yearning," in addition to his acadernic and 

professional responsibilities, over the next two decades Mavor fshioned hirnself as an 

aestfietic theorist, art historian, co~oisseur,  and a patron of the arts (including literature 

8 and drama), He became involved in every aspect of Toronto's cultural and educational 

edification including the founding of the Art Gailery of Ontario, the Royal Ontario 

Museum, and the city beautification initiatives of the Guild of Civic Am.' Mavor lectured 

and wrote extensively on the civic and mass educational and national potential of art in 

a number of important arts periodicals including The Year Book of Canadian Art, and the 

Canadian Mauazine, and even collaborated with Lady Aberdeen, wife of Canada's 

Governor-Generai (1893-1898), to edit a book on the costumes worn at the Victorian Era 

10 Bal1 given in Toronto in 1897 in honour of Victoria's Diamond Jubilee. James Mavor's 

"Journals." James Mavor Papers, University of Toronto, Thomas Fisher Rare Book Library 
(hereafter TFRBL) Ms. COU. 1 19. 

Mavor was a member of the Round Table Literary Club and was also instrumental in promoting 
writers like Ernest Thompson and Marjorie Pickethail. 

David Kimmel argues that the formation of public an institutions at the tun  of the centuxy was 
accomplished only after the "new bourgeois hegemony" of wealthy professionals and "merchant 
princes" fmanciaily supponed these endeavours. "Toronto Gets a Gailery: The Origins and 
Development of the City's Permanent Public Art Museum," Ontario History, vol. LXXXIV, no. 3 
(September 1992). 

10 See: Mavor's Notes on Amreciation of Art in Ontario with Remarks on the Exhibition of the 
Ontario Societv of Arùsts (Toronto, 1898); "Walter Allward, Sculpter," The Year Book of Canadian 
Art, 1913 (Toronto, 191 3), 25 1-253; "Wiliiam Cruikshank, R.C.A.," Canadian Masazine, vol. 65, 
no. 2 (Febniary 1926): 7. 43; and Book of the Victorian Era Ball. aiven at Toronto on the twenty 
eiqhth of December MDCCCXCXVn (Toronto, 1898). Cynthia Cooper has written extensively on 
the costumes worn at Fancy Dress Balls as social spectacles and cultural expressions of 
nationalist identity and imperialist ambitions. See: "Briiîiant and Instructive Spectacles: Canada's 
Fancy Dress Balls, 1876-1898," Dress, vol. 22 (1995): 3-21; and Maanficent Entertainment: 
Fancv Dress Balls of Canada's Governor General's 1 876- 1 898 (Fredericton. 1 997). An exhibition 
entitled Dressincr UD Canada is scheduled to open at the National Gallery of Canada in Fa11 1997. 
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cultural and educationai influence was so profound that when his daughter, actress, 

theater director and producer Dora Mavor Moore, wanted to secure an auditorium in the 

basement of the Royal Ontario Museum to put on a play in the 1930s, she stressed in no 

uncertain t e m  the financial, political, and practical support given by her father decades 

11 earlier as the basis of her application. Rachel Grover has pointed out that when Charles 

Cmeily, the fmt director of the Royal Ontario Museum returned to Toronto from his trip 

to Egypt laden with precious antiquities i t  was "mernbers of the Mavor farnily [who] laid 

out" the articles for an exhibition in the West Hall of University College. 12 

Ironically, though Mavor was a pivota1 and well-regarded cultural authority by 

mernbers of Toronto's social-aesthetic comrnunities, his "bohemian" lifestyle was less 

than popular with many of his academic colleagues at the university. As early as 1895, 

Mavor, the last foreign chair appointed at Toronto, was embroiled in a controversial 

student strike which resulted in questions over the authenticity of his credentials or 

rather lack of them (he was granted an honorary Ph.D. from the university in 1912), his 

rambling and often non-relevant lecture style, and his general academic (un)~uitability.~' 

The 1eveI of antagonism expressed toward Mavor may be gleaned in the 1916 

11  Cited in Mavor Moore, Reinventinu Mvself: Memoirs (Toronto, 1994). On Dora Mavor Moore, 
see Paula Sperdakos, Dora Mavor Moore: Pioneer of the Canadian Theater (Toronto. 1995). 

12 Rachel Grover, James Mavor and his World, p. 4. 

13 For a b i e f  description of the series of events which led up to the student strike, see Burke. 
Seekina the Hiahest Good. An expandeci analysis may be found in the "The Report of the 
Cornmissioners on the Discipline in the University of Toronto" (Toronto, 1895). See also James 
Reaney's play, The Dismissal or Twisted Beards 6 Tanaled Whiskers (Toronto. 1978). produced 
on the University of Toronto's 150th anniversary in which Mavor as Professor McQuaid is 
unflatteringly charanerized. 
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biographical en tq  in Bridle's Sons of canada." Essentiaily a defence of Mavor's acadernic 

reputation, Bridle attempts to refute "the less erudite and more envious university men 

[who regard Mavor as] an enigma of unrelated knowledges." l5 citing "strained relations" 

which often existed between him and other academics on and off campus. According to 

Ian Drummond, a historia of the Political Econorny Department, Mavor's brash and 

outspoken manner "quickly ... [made himl an bpoxtant figure-and a rather unpleasant 

one-in the University and in the city of Toronto." l6 His contentious attitude can be 

explained in pan by his early evaiuation of Toronto as a colonial outpost and its 

inhabitants especially its governing officiais as minor players of limited intellectml 

capacities. "It would be too much," Mavor suggested in his journals. "to expect any men 

of really first-rate powers in the position of a statesman in a province of a colony." l7 

Mavor hurled similar insults at the university administration and professoriate. Of 

President Loudon, Mavor recorded that he 

is a very quiet man, reported to have a huge knowledge of 
university affairs. Type-highly domesticated; library-meagre to 
cornmon; said he could not keep it in order because children made 
ducks and drakes of it. Obviously true. Children were quite right 
for nothing else could be made of it. 18 

It is notable that in the preface to his Memous, Mavor still refers to Toronto as the "New 

14 Bridle, Sons of Canada (Toronto, l9l6), 87-93. 

15 Bridle, Sons of Canada, p. 88. 

16 Ian M. Drummond, Political Economv at the Universitv of Toronto, 1888-1 982 (Toronto, 1983). 

17 Cited in Grover, James Mavor and his World, p. 3. 

18 Cited in Grover, James Mavor and his World, p. 4. 
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World." l9 Though rnany of these confiicts are rooted in university politics and individual 

social relations, it is notable that Mavor's detractors consistently fed this notion of 

"acadernic unsuitabi1ity"-a pronouncement heavily influenced by the professor's 

unpopularity-by accentuating his dual intetests in what Saturdav Niaht Magazine 

tenned "Bohemia and Coiiegia." 20 Chaacter attacks on Mavor frequently centred around 

his "picruresque qualities": his unkempt appearance, aesthetic attire, eccentric speech, 

and actions in pursuit of art in Toronto. Ironically, similar arguments were also used by 

Mavor's supporters. Maurice Hutton, a professor of Classics and a friend of Mavor's, 

defended the professor's reputation, arguing that he was "more obviously a 'Professor' 

by right of character, by right of multifarious knowledge, even by right of bearing and 

beard, of coiffure and costume, than any of his tame colleagues." 21 

Socialism, Art, and William Morris: Mavor's Arts and Crafts Connections 

By the late 1880s in Glasgow, Mavor had forged an eclectic career for hirnself as a 

teacher, journal editor, and political and social activist. Retaining an interest in both 

humanistic and scientific concerns. Mavor simultaneously edited the short-lived art 

22 journal the Scottish Art Review (1888) and the more technologically-oriented 

'"avor, Windows, Reface. x. 

2 0  Saturdav Nisht, (7 November 1925). n.p. Graduate Files, University of Toronto Archives 
(hereafter UTA) . 

2 1 Maurice Hutton. Review of Mv Wïndows on the Street of the World (London, 1925). Canadian 
Historical Review, vol. 5 (1 924): 79-84. 

22 The Scottish Art Review was published monthly from June 1888 to Decernber 1889. 



magazine Industries. He also worked on behalf of the poor and the working classes with 

the Kyrle Society and was a founding member of the Glasgow Workingmen's Dwellings 

Company which strove to provide cheap and sanitary housing for the working classes. 

At the time of his academic appointment to  Toronto in the sumrner of 1892, Mavor held 

a dual teaching appointment as Professor of Political Economy and Statistics at St. 

Mungo's College, an affiliate of the University of Glasgow, and as a lecturer of Political 

Economy in the extension program at both Edinburgh and Glasgow universities. As well, 

he lectured at the Glasgow Athenaeum and delivered courses on science to various 

organizations for working men. Remarkably, in a relatively brief period of time and 

without the benefit of an acadernic degree, Mavor garnered a reputation through his 

immense network of friends and acquaintances as a leading authority on forrns of social, 

labour, and industrial ~ r~an iza t ion .~ '  In fact. on recommending Mavor to the post in 

Toronto, his predecessor W.J. Ashley suggested that he was "among the top ten or 

tweive most distinguished English Ecor.ornists." '' 
Mavor's diverse interests and activities brought him into contact with an eclenic 

assortment of friends and associates including inventors (such as Sir William Thompson. 

later Lord Kelvin), social philosophers (Edward Caird among others), and socialists and 

artists of al1 persuasions including George Bernard Shaw, Sidney and Beatrice Webb, 

23 One of Mavor's early studies was The Railwav Strike (1891). 

24 Edward Blake, B72-00 13/001(12), W.J. Ashley to G.W. Ross, 3 1 August 1892. University board 
mernber Edward Blake in England that summer was asked by then Minister of Education George 
William Ross to help him look for a possible replacement. Edward Blake, B72-0013/(11). G.W. 
Ross to Edward Blake, 30 June 1892; B72-0013/001(12), G.W. Ross to Edward Blake. 22 July and 
8 August 1892. UTA. 

25 Shaw even used his name for the fictional character of Candida's husband in his play Candida. 
See James Mavor Moore, "Why 'James Mavor' Morell?" The Shaw Review, vol. XXIII, no. 2 (May 



Bruce J. Glazier, Walter Crane, Emery Walker and of course. William Morris. Mavor first 

met Morris in Decernber 1884 when the latter went to Edinburgh to lecture on behalf of 

the SDF in which Mavor was a member of the Glasgow branch. 26 It was by al1 accounts 

an explosive and decisive meeting which saw Morris resign and dong with ten executive 

members re-organize t h e ~ e i v e s  as the Socialist League. " Expelled lledom the SDF 

Council in Glasgow, Mavor signed the Socialist League Manifesto and took a seat on the 

executive in Januaxy 1885. In March, the Socialkt League issued a manifesto denouncing 

English incursions into the Sudan. Angered by the substance of the manifesto and the 

fact that his name was signed to the document without his permission, Mavor 

complained to Morris. Though Morris blamed the regrettable oversight on "haste." 

within days he replied once again with a lengthier formal response on behalf of the 

Provincial Council cf the Socialist League in which he systernatically countered each of 

28 Mavor's criticisms of the document. Of these series of events Mavor recorded in his 

mernoirs that "1 allowed the affair to pass; but 1 gradually ceased to interest myself in 

the League, although 1 maintained the w m e s t  friendly relations with Morris until his 

26 William Morris to James Mavor, 13 Decernber 1884, Norman Kelvin (ed.) The Collected Letters 
of William Morris, vol. 2, 1880-1884 (Princeton, 1984). 

27 By far, the best account of the intemal and theoreticai conflicts of the SDF led by H.M. 
Hyndman and the ensuing break-up which prompted Morris to organize the Socialist League is 
detailed in E.P. Thompson's Wiiam Moms: Romantic to Revolutionarv (London, 1955, 1977). 
Also useful are: H.M. Hyndman's, The Record of an Adventurous Life (London, 191 l), especiaily 
pages 3 19-3 6; Bruce J. Glasier, William Morris and the Davs of the Socialist Movement (London, 
192 1); and Tom Mann, Tom Mann's Memok (London, 1923, 1967). particularly pages 29-33. 
Mann reprints the Socialist League Manifesto with its accompanying signatures in its entirety. 

2 8 tetter from Wiiam Morris to James Mavor, 23 March 1885; Letter from William Morris to 
James Mavor, 2 6  March 1996. Norman Kelvin, The Coliected Letters of William Morris, vol. 2. 
Originds of these letters are found in the James Mavor Papers. University of Toronto. TFRBL. 
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d eath . '' 29 Despite Mavor 's dissatisfaction with the Socialin League, surviving letters 

between the two men indicate that Mavor continued to arrange lectures for Moms at the 

League and at the Glasgow School of An as iate as 1889. 'O 

Mavor and Morris corresponded weil into the late 1880s and probably saw one 

another at least annuaily at Glasgow branch meetings until 1889 when the League began 

to break up under the suain of cornpeting political visions. Even after Morris' death in 

1896, Mavor retained his connections to the Arts and Crafts Movement through Morris' 

inner circle which included Walter Crane, Emeq Walker, and May Morris. Through their 

letters, these friends kept Mavor abreast of social-aesthetic events and each other's 

activities. When necessary, they called on Mavor for his help to provide an introduction 

or make enquiries on their behalf or, as in the case of May Morris, to help make 

arrangements for her 1910 lecture tour to Toronto and Montreal. A close study of 

Mavor's voiuminous correspondence with an eye to establishing social relations reveals 

that Mavor was indeed party to a great deal of information. With these detaiis Mavor 

could-and usually did-boast to the whereabouts of George Bernard Shaw in May 1894 

(on his way to Florence, Italy with Walker), the publication of the long awaited 24- 

volume set of the Collected Works of William Morris edited by his daughter May, and the 

sad notice of the death of Jane Morris. Mavor's incessant narne-dropping was noted by 

Professor of Political Economy Vincent Bladen who remembered him as a "poseur" and 

29 Mavor, Windows, pp. 180-81. 

30 Between Februaxy 10-12th 1889, Moms delivered three lectures: On Februaty 10th. Moms 
gave a lecture entitled "The Society of the Future"; On February 1 lth. he presented "Gothic 
Architecture" at the Corporation Galleries, Glasgow; on the 12th he gave "Arts and Crafts" at 
the Glasgow School of Art. 
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'a collecter of personalities." 3' Mavor's need to be included is probably best captured 

in an anecdote related by Mavor's grandson Mavor Moore who recounts a stormy night 

at the Arts and Leners Club. On this particular inclement night, Mavor and five other 

mernbers drew the lots to see who would stay and sleep on the club's six existing beds. 

Moore suggests that "when the others retired, Mavor was missing. He reappeared two 

hours later, soaked to the skin. with the explanation: "1 went home to get m y  pyjarna~."'~ 

Toronto's Arts and Crafts Cornmunities 

Arts and Crafts reformers were aiso involved in the Urban Reform Movement which 

derived from the American "City Beautiful Movement" and the English "Garden City 

Movement." 33 Both Movements stressed the beautification of the city through the 

construction of parks, stately sculpture, refined buildings, and plentiful, simply 

constructed. and aesthetic housing. The urgency for urban renewal was captured in a 

series of 1884 editorials in Toronto's The News entitled "Toronto by Gaslight," which 

3 1 Vincent Wheeler Bladen, 874-003 8, interview by C. Rogers Myers, 4 January 1974, transcrïpt 
University of Toronto Oral History Roject, 44, UTA. Cited in Burke, Seekinu the  Hiahest - Good, 
pp. 62-63. 

32 Cited in Moore, Re-Inventina Mvself, p. 6. 

33 For an analysis of these Movements, see: William H. Wilson, The Citv Beautiful Movement 
(Baltimore, 1989); Stanley Buder, Visionaries and Planners: The Garden Citv Movement and the 
Modem Cornrnunity (New York, 1990); and Carol A. Christensen, The American Garden Citv and 
the New Towns Movement (Ann Arbor. 1 986). The standard Canadian text is Paul Rutherford's 
Savina the Canadian Ciw. 1880-1920. the First Phase: An Anthoiocrv of Earlv Articles on Urban 
Reform (Toronto, 1974). See also Rutherford. 'Tomorrow's Metropolis: The Urban Reform 
Movernent in Canada, 1880-1 920," Canadian Historical Association Rewn (1 97 1 ): 203-24. 
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stressed the "ravages of industriai capitalism." '' The editorials underscored the social 

degeneration and the plight of the poor. and cailed into question the "delusion.. .that the 

masses of the people have been largely benefited by the enormous industri& expansion 

of the age." 35 One particular initiative came from the Toronto Guild of Civic Art which 

was formed to supervise civic art and town planning to maintain the city's beauty spots. 

The Guild, headed by Arts and Crafts promoters James Mavor, Henry M. Pellatt, George 

Agnew Reid, and Byron Edmund Walker, was incorporated into the City Planning Ways 

and Means Cornmittee to study questions of sanitation and transponation and to deai 

with purely aesthetic problerns. 36 

The Arts and Crafts Movement's tenets and philosophies extended beyond the 

confines of the artistic cornmunities. The Movement emphasized environmental 

determinism, and with the goal to better the living conditions of people, it was 

incorporated into the larger urban social reforrn movement in English-Canada at the turn 

of the century. 

St. Thomas' Anglican church on Huron Street, Toronto (still extant) exemplifies the 

34 Quoted in Russell Hann. "Br& Workers and the Knights of Labour: E.E. Shephard, Philip 
Thompson, and the Toronto News, 1883-1887," in Gregory S. Kealey and Peter Warrian (eds.), 
Essavs in Canadian Workinu Class History (Toronto, 1976), 47. 

35 Russell Hann, "Brain Workers and the Knights of Labour," p. 48. 

'" James Mavor, Notes on the Obiects of the Toronto Guiid of Civic Art and on the Exhibition of 
Prints and Murai Paintinus with Condensed Cataloaue (Toronto, 1898). By 1907, the Guild had 
corne under criticism for doing "nothing tangible for art in Toronto, except the so-called mural 
decorations on the wall of the City Hall," The Canadian Maaazine, 6 (October 1 907) : 5 15. Mavor, 
Reid, and Walker were also involved in the establishment of the Art Museum of Toronto in 1900 
(now the Art Gallery of Ontario). See David Kimmel, 'Toronto Gets a Gallery: The Ongins and 
Development of the City's Permanent Public Art Museum." 
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connection between the Arts and Crafts Movement and spirituality. 37 Built in 1892 by 

noced Anglo-Catholic and Arts and Crafrs architect Eden Smith (1859-1949). the 

church illustrates the Arts and Crafts creed of honesty and siniplicity of form, and the 

use of local material in the English vernacular style. Parishioners such as Eden Smith 

would disseminate and transforrn spiritual and architectural values into the larger 

community. 

Mavor's Remernbrances of Morris 

Within a decade of his arrival, James Mavor had become an established and respected 

mernber of Toronto's arts community. Increasingly recognized as an authority on art, less 

rhan five years after his arrival, Mavor, was entreated by J. Castelli to write an article for 

his Canadian Encvclopaedia entitled "The Progress of Art in Canada." Mavor was in 

esreerned Company: Castelli had contracted noted artists Roben Harris, president of the 

RoyaI Canadian Academy, to write on painting in Lower Canada, and Hamilton McCanhy 

39 to review sculpture. Mavor also wrote reviews of exhibitions and articles championing 

the work of mistic groups like the Canadian Art Club (est. 1909) and specific artists such 

as Horatio Walker, Edmund Morris, and particularly Homer Watson whom he compared 

37 On St. Thomas' Anglican Church, see Household of God: A Parïsh Histow of St. Thomas 
Church, Toronto (Toronto, 1993). 

3 8 On Eden Smith, see:  Carolyn Neal, Eden Smith: Architect. 1848-1949 (Toronto, 1976); and 
Rebekah Srnick, "Eden Smith," in Household of God, pp. 116-121. 

3" Letter from J. Castelli to James Mavor, 31 Septernber 1897; Letter from J. Castelli to James 
Mavor. 10 May 1898. 



to John Constable "but with a decided Canadian accent." 'O Mavor supported artists by 

cornmissioning their art work and also by putting them in touch with other possible art 

patrons. Mavor Moore has suggested that his motives in this regard were often more 

altruistic than aesthetic and that these and other excesses--especially his fondness for 

books-were sometimes funded "out of his wife's housekeeping allowance," keeping the 

family in gentile poverty. 4 1 

Through artistic and social networks, Mavor came into contact with the leading lights 

of Toronto's thriving Arts and Crafts community. As early as 1895, Mavor becarne 

acquainted with artist and educator George Agnew Reid through their membership in 

the Guild of Civic Art and especially through Reid's and the Ontario Society of Axtists' 

initiatives to estabiish an art gallery and museum in Toronto. Mavor also knew Mable 

Adamson (née Cawthra) and gave her her first commission (several orders followed), by 

ordering a metai work piece which she had perfected under noted Arts and Crafts artist 

C.R. Ashbee at his Guild of Handicraft, in Chipping Carnden, Gloustenhire. 42 Adamson 

went on to form the decorating firm of W. 6. E. Thornton-Smith and Co. which similar 

to Morris 6 Co. specialized in every aspect of interior decorarion." Mavor was also 

4 0  "AR and Artists Described at Exhibition," Globe, 17 March 191 1, Clipping Files, UTA. James 
Mavor, "The Canadian Art Club," News, 10 March 1909, Graduate Fies, UTA. 

4 1 Mavor Moore, Reinventins Mvself, p. 13. 

4 2  On Mabel Adamson, see Sandra Gwyn. The Rivate Ca~ital (Toronto, 1984). 

4 3  In 1904, Adarnson and Reid founded the Ans and Crafts Society of Canada and hosted their 
first exhibition of A r t s  and Crafts. See "Arts and Crafts Society of Canada," Cataloaue of the F i  
Exhibition Held at the Gaileries of the Ontario Societv of Anists (Toronto, 7 April- 23 Aprii. 
i 904). A letter to Frank Johnson at  The Guild of Handicraft Trust in Chipping Carnden provideci 
no information of Adarnson spending anytime at the Guild though several Canadian anists were 
listed in residence during the sarne period. Interviews with Anthony Adamson, Mable's sunriving 
son, were declined due to his fading health. 
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friendly with a host of other Arts and Crafts notables in Toronto including architect Eden 

Smith who in 1908 produced plans for a house for the Mavor's and James L. Hughes, 

Superintendent of Schools and a noted Ruskinian, who agitated for the inclusion of art 

and manual ans subjects in Toronto public schools. Hughes was particularly 

instrumental in helping shape Mavor's reputation as an authority on art by inviting hixn 

to taik in front of women's groups, educational arts events such as the 1898 Conference 

on School Art, and at private events, one even at the home of Chester Massey. 

Whether Mavor lenured informally at home after the rnidnight-hour in his pseudo- 

salon at 8 University Crescent or more formally at an invited venue, he invariably taiked 

about amG4 Afrer Morris' death in 1896, and with increasing interest in the Arts and 

Cr& Movement with questions about the relationship between art and societal reform, 

Mavor became a sought-after speaker with local women's cultural groups: the WAAC, 

the local branch of the NCWC, the Ladies' League of School Art, and the Woman's 

Literary Society of University College. Between 1897 and 1915, Mavor lectured on his 

"Personal Reminiscences of William Morris, #I 45- a taik he gave several times-on the 

4' In November 1896. Mavor spoke on the topic of "Free Trade and Protection to the Women's 
Enfranchisernent Association" at t he  request of James L. Hughes who wrote "on behalf of a good 
many women in Toronto." J.L. Hughes to James Mavor, 6 November 1896. In 1904. Mavor 
lectured on "some subject of current public interest" to The Empire Club of Canada. Mavor 
Papers, TFRBL. 

45 Letter frorn Margaret J .  Hernstead to James Mavor, 5 March 1897. This lecture was presented 
to the  Women's Art Association in January 1896. It was also given in November 1908 to the 
Women's Literary Society (Victoria Coiiege). Letter from Alice McLean to  James Mavor, 5 
November 1 908; Letter from Mrs. McLaugiin to James Mavor 17 November 1908. Mavor Papers, 
TFFu3L. 



value of school art, '' on "Art in the Home," " and "...on the general uplifiing value of 

art." ' Mavor also became a regular speaker a t  the  WAA's forma1 art lecture series and 

a notable interpreter of style, technique, and content at local art exhibitions. Although 

not always explicitly, in his lectures Mavor affirmed his belief, and validated his 

audiences', that social and moral regeneration was possible through the aesthetic reform 

initiatives of an enlightened and educated elite. 

Given Mavor's dedicated promotion of Morris and the A r t s  and Crafts Movement in 

Toronto, i t  is interesting to note Mavor's denigration of Morris in his memoirs. 1 would 

suggest that this reversa1 from friend to foe is vital to  understanding how three decades 

of unflattering aesthetic characterizations and acadernic put-downs af5ected Mavor. By 

attacking Morris and his ideas on art and socialism, i t  is probable that Mavor was 

attempting to solidify his own supremacy in Toronto's social-aesthetic communities and 

perhaps more significantly reaffirm his status as a knowledgeable and respected political 

economist. It is notable that though he discussed both Ruskin and Morris in his memoirs, 

Mavor only attacked Morris. By the 1920s, the writings of both Ruskin and Morris were 

well-known in many English-Canadian communities, but I suspect that Morris' 

revolutionq socidist beliefk and particularly his emphasis on the need for change in the 

46 Presented at the 1898 Conference on Schooi Art hosted by the Ladies League of School Art. 
Letter from Mrs. E. Cok to James Mavor, 12 November 1898. Mavor Papers, TFRBL. 

4 7  The Lecture "Art in the Home" was presented to the Toronto branch of the NCWC at the 
request of the James L. Hughes on behalf of his wife Ada Marean who was chair. Letter from 
James L. Hughes to James Mavor, 28 March 1899. Mavor Papers. TFRBL. 

4 8  This was a request from James L. Hughes to lecture a t  the home of Chester Massey. 31 March 
191 1, n.t. In 191 0, Vincent Massey wrote a short piece entitled "The Coilege Roorn," for the 
university's magazine The Arbor in which he proposed suggestions on interior design by both 
Ruskin and Morris. "Wiliam Morris's biographer says that Mor~isl measured a table's usefulness 
by twinning his feet about its leg-and he was a powerful man." val. III, no. 5 (March 19121: 13. 
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social and economic relations of production made hirn more vuherable to attack. This 

led one reviewer to suggest (correctly) that "while Mavor was] not acquainted with John 

Ruskin, by his own two-fold interest in art and economics, he  shows that he follows the 

line of thought projected by the original thinker. His intirnacy with Morris still further 

attests his syrnpathy with the trend towards Socialism inherent in Ruskinism [sic]." " 

A close reading of Mavor's chapter on Morris reveals that his criticisrns of Morris' 

ideas, and Ruskin's to a lesser ement, were often ill-founded. In this unstructured and 

rambling section, Mavor consistently recorded the wrong dates for events, and related 

conversations and communications which never occurred. Perhaps more importantly, 

Mavor represented Morris in 'a state of chronic Pugnacity." and as a defiant and 

wealthy socialist who was apt to be critical and judgmentai of friends and opponents 

alike. Though these are certainly character traits borne by Morris. the extent to which 

Mavor harps on them and the evidence he uses to support these assenions must be 

brought into question. 

Several notable examples illustrate the problems inherent in this te=, panicularly 

the issue of Mavor's alleged intirnacy with Morris. In one passage, Mavor recalls a 

conversation he had with Morris who apparently uttered "Sometimes Rossetti was an 

angel; and sometimes he was a damned scoundrel." Mavor suggests that this 

comment illustrates "curt and incamplete judgements" of Morris' one-tirne friend and 

4 " . ~ .  *'Talk About Books: Rofessor Mavor Has Written his Memories,"Mail (3 Novernber 1925). 
Graduate Files, UTA. 

50 Mavor, Windows, p. 193. 

5 1 Mavor, Windows, p. 201. 
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business partner, Dante Gabriel Rossetti. Though there is some doubt as to whether this 

conversation actually took place, it clearly indicates a different relationship with Morris 

than Mavor leads us to believe. An intimate of Morris' would have been aware that this 

statement was not perhaps without cause but was made in regard to Rossetti's long-term 

affair with Morris' wife Jane, a situation which effectively estranged the Morris'. '' A 

similar discontinuity occurs with Mavor's recollection of an afternoon in London with 

Morris. We are told that on one occasion whiie passing outside of the Houses of 

Parliament, Morris disparagingly remarked "Ere long there will be a dung heap in that 

pile." As there is no evidence that Morris and Mavor ever met in London, this statement 

is probably drawn--consciously or unconsciously-from another source. Most Iikely it is 

from Morris' 1891 utopian novel News From Nowhere or in the weekly serial version 

which appeared in the Socialist League journal Commonweal between January and 

October 1890, both of which sources were well-known to Mavor. 

The last point 1 wouid like to deal with is Mavor's assertion that Morris was "deficient 

in appreciation of natural beauty." 53 This statement is based on a particular conversation 

between the two men which took place in Scotland were Morris was unimpressed with 

the local scenery and especially one particular specimen-a lone Scots pine. Offended, 

Mavor relates the following exchange: 

Pointing to a Scots Pine that stood alone on the brow of a hill, well 
rooted but finding the strong south-west gales almost more than 
enough for its sturdy frame: 

- - -  

5 2 Mavor, Windows, p. 201. 

5 3 Mavor, Windows, p. 200. 



William Morris: "Look at that. It is ugly. It gives a bad the." 
James Mavor. "Well! Weil! Tell me of some scene which you think reaiiy 
beautiful. " 
William Morris. "The view of London from Richmond Hill. That is reai beauty." 

Morris' concern for the environment and his affinity for the pastoral landscape and 

village Iife were vital constituents of his philosophy and permeated al1 aspects of his 

work induding his aesthetic design and decoration, his work with the SPAB and his 

writings on art and socialism. If Mavor could not have been unaware of this aspect of 

Morris' philosophy and practice, why did he deliberately misrepresent him? 1 suggest 

that Mavor orchestrated this narrative for his own ends. The lone pine in a rugged 

terrain blowing at the mercy of the elements had by the 1920s in Ontario become a 

familiar symbolic image in the work of the Group of Seven artists with whom Mavor was 

acquainted through the Toronto Arts and Letters Club. Eager to be at the centre of 

artistic happenings, Mavor's account of his own virulent defence of the lone Scots pine 

may have been a way to situate himseif within the artistic milieu of the Group and 

secure his status as an aesthetic educator to Toronto's elite. 

James Mavor's promûtion of the A r t s  and Crafts Movement, although not always 

positive, was vital to the Movement's cultural integration in Toronto. Clearly though, 

Toronto agents did not embrace the Movement's social-aesthetic ideas and pranices in 

their entirety but selected those which facilitated their own particular agendas. To this 

end, ideas such as "joy in labour" and the "godliness of manual labour" became crucial 

notions in the social organization of an emerging industrial workforce in Ontario and in 

various urban and social refonn initiatives. But in a broader and less manipulative sense, 

the Arts and Crafts Movement instilled an increasing awareness of the importance of 
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aesthetics in daily life and as a crucial constituent of both character and state-formation. 

Mavor passed on his beliefk of the value of art in daily life to his own family including his 

daughter Dora Mavor Moore and his grandson Mavor Moore. An actress and leading force 

behind the formation of independent theater in Toronto. she was as her son Mavor Moore 

notes, "making theater for others what it  had been for her: a way of life into the art of 

life ... she was out to Lift society." 54 Lkewise his grandson, an accomplished àramatist and 

essayist and part director of the Canada Councii. Mavor Moore has suggested that like 

Mavor he too was influenced by the "yearning for something which is not specie." s5 By 

the 1940s, this notion of art as central to life becarne incorporated into a series of 

debates which argued that a unified "high" culture based on shared aesthetic codes and 

values was essential to nationalist ambitions of a democratic society and to the 

development of a distinct Canadian identity. 

Academic Musings on William Morris and Plato at the University of Toronto 

Similar interest in Arts and Crafts philosophies was also evident on campus, where 

knowledge about Ruskin. Morris. the Arts and Crafts Movement. and English Art was not 

restricted to deliberations arnong the professoriate but was disseminated by the 

university press and its student writen. 56 Pax-ticularly infiuential in this sphere of 

5 4 Moore, Reinventina Mvself. p. 4. 

5 5  Moore, Reinventina Mvself, p. 4. 

56 Though an officia1 Art Department did not exist at the university until 1933, suggestions about 
the importance of art had k e n  put forward by such artists as J.W.L. Forster who cited John 
Ruskin's Slade Professorship at Oxford as evidence of the importance of the need for a Chair in 
Aesthetics. For Forster "An and Aesthetics Carel fundarnentals to the better modes of life." "The 
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exchange was Victoria Coiiege's student journal Acta Victoriana (1 878) 57 which featured 

articles on such topics as Holrnan Hunt and the Pre-Raphaelite Movement, John Ruskin, 

Ebert Hubbard and the Roycrofters in upstate New York, and of course William  orr ris.^' 

Particularly interesting was Peham Edgar's 1904 anicle "William Morris, Poet, Artist, 

and Socialist," in which the English professor, clearly believing that Morris poetq 

suffered at the expense of his other ventures, pointed out that "Morris'] Socialism 

although not of the vulgar type ... and the s u p e ~ s i o n  of his business stood in the way of 

his poetry." Edgar added: "Even Morris could not achieve the impossible feat of 

preaching a revotutionary propaganda upon dismal Street corners, [and] attend ... to the 

artistic detail of a rapidly increasing business, while at the same tirne preserving the 

University and the Fine Arts," Acta Victoriana, vol. XXXI. no. 3 (1907): 136. 

'' Founded in 1878, Acta Victoriana related the monthly "doings" of its students, faculty, and 
alumni. and discussed issues conceming the wider university cornrnunity and society including 
religious, rnissionary, and social action concems, sports and travel. and questions dealing with 
literary, scientific, and artistic interest. The journal was run by a ten-member student editorial 
board, overseen by an Faculty Advisory Board which consisteci of C.C. James and Professor 
Pelharn Edgar. Acta Victoriana 1878-1990: An Index with a Subiect Authority (Toronto, 1990). 
On Edgar, see his autobiography, Across Mv Path (Toronto, 1952). 

J.L. Rutledge, "Holman Hunt and the Re-Raphaelite Movement," Acta Viaoriana, vol. XXX, 
no. 4 (January 1907): 230-231. The article reproduces Holman Hunt's Liaht of the World and 
suggests that the attack on the PRB was so disturbing to Holman Hunt that he "considered the 
advisability of forsaking his chosen calling and ernigrating to Canada to take up farming" (p. 233). 
An obituary on Holman Hunt is found in Acta Victoriana, vol. XXXN (1 91 0-1 91 1). Also in Acta 
Victoriana, Ethel Chadwick, "Some Glirnpses of John Ruskin," Acta Victoriana, vol. XXXII, no. 5 
(Februaq 1909); and Ethel Hume Patterson. "William Morris and the Roycrofters." Acta 
Victoriana, vol. XXVIII. no. 1 (October 1904): 15-22. Acta Viaoriana also makes reference to and 
critiques artides of interest found in other jomals.  One such example is an anicle in the English 
Independent Review (October 1906) in which Morris' biographer J.W. MacKail had written "The 
Genius of William Morris." Ana  Victoriana. vol. XXX. no. 2 (1907). Shon fictional pieces such as 
Albert R. Carman's "The Typewriter and the Ruskinite," Acta Victoriana. vol. XXVIIII, no. 2 
(1 905-1 906): 182-1 83, discussed Ruskin's ideas on architecture. 



fieshness of mind which the exercise of the poetic faculty demands." 59 

Discussions of Morris and the Arts and Crafts Movement's philosophies on and off 

campus coincided with the advent of British idealist social reform and concerns about 

rampant industrialization and poverty, and their relationship to character-formation, 

60 morality, and citizenship. Conceptualized principally in the work of social-critic John 

Ruskin, Philosopher T.H. Green, and economist Arnold Toynbee, idealist theories merged 

with the older tradition of noblesse oblige to reorganize English society around bonds of 

community, fellowship, education, and a shared sense of citizenship through social 

senrice. Crucial to these discussions was the relationship between art and societal reform 

and the ways in which artistic production could be used to morally, and economicaily 

"elevate" the lives of the poor and the working classes and aestheticaily ennoble al1 

mernbers of society. These ideas found practical form in the educational programmes of 

settlemenr homes '' and women's cultural voluntary organizations, in the manual aru 

curricular in the public school system, and perhaps most imponantly, in the formation 

of technical education in Ontario in the early decades of the twentieth century. 

5"elham Edgar, "William Moms, Poet, Artist. and Socialist," Acta Victoriana, vol. XXVIII, no. 
3 (December 1904): 160- 166 - 

60 On the emergence of the "Idealistic ethic" at the University of Toronto, see Sara 2. Burke, 
Seekina the Hiuhest Good: Social Service and Gender at the Universitv of Toronto, 1888-1937 
(Toronto, 1996). 

6 1 For a Canadian example of settlement homes and the way they incorporated Arts and Crafts 
ideas in their practices, see: Cathy L. James, "Gender, Class and Ethnicity in the Organization of 
Neighbourhood and Nations: The Role of Toronto Settlement Houses in the Formation of the 
Canadian State, 1900-1 9 14," Ph.D. thesis, University of Toronto, 1996. 



Mixing Company: J.C. Robertson (1 864-1 956) 

John Charles Robertson's essay "The Social Ideais of Plato and WiIliam Moms" first 

presented as a conference paper to the Ontario Educational Association (OEA) annual 

conference in 1898 and revised for publication is ripe for analysis." This essay is 

relatively unknown but best exemplifies the sort of ambivalent dialogue which 

characterized discussions of Morris and the Arts and Crafts Movement in Ontario. In this 

section, 1 want to emphasize panicularly those aspects of Morris and Arts and Crafts 

phiiosophies which were adopted by Toronto advocates and illustrate how those ideas 

found currency in a variety of social, econornic, and political debates, pivotal as they 

were in the organization of the modern industrial state. By taking a mostly intellectual 

approach, 1 wânt to explore the extent to which Morrisian and Arts and Crafts 

philosophies and practises were discussed outside of architectural and artistic circles in 

Toronto between 1896-1925 and dispel the currently held notion that Morris was known 

chiefly known as "an artist and a designer." This is antithetical to strict art historical 

object-based theories which presuppose that the existence of artifacts necessarily imply 

cultural transmission and homogenous sanction in the cornmunit., an approach that 

often masks gender and class inequities and rnakes short shrift of social-historical 

contexts and local and regional cultural traditions. 

John Charles Robertson was a formidable presence at the university and in the 

62 John Charles Robertson, Mixed Company (Toronto, 1939). 56-79. 

63 Pepall, "Under the Spell of Moms," p. 19. 
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classical cornrnunity of scholars and studenu. " Born in Goderich, Ontario in 1864 (d. 

195 6), Robertson was a prestigious gold medal graduate of the University of Toronto's 

Honours Classic Course (1883) and a post-graduate of Johns Hopkins University in 

Baltimore. Returning to Canada in 1887, Robertson secured consecutive teaching and 

administrative appointments in Ontario's secondaq school system, first as a Classical 

Master at Owen Sound Collegiate and finally as Head Master (or principal) of the Toronto 

Junnion High School (now Humberside Collegiate). For Robertson, as for many young 

men of his class and educational rank, teaching in the school system was only a stepping 

Stone to executive positions in the educational or govemment bureaucracy or in more 

prestigious university faculty posts. With great fanfare and self-congratulatory 

cornmentary from his new employers in 1894, Robertson was appointed a lecturer in 

Greek at Victoria College, a position he held until his retirement as Professor Emeritus 

in 1932. 65 

In 1939, J.M. Dent and Sons Ltd. of Canada published John Charles Robertson's 

Mixed Com~anv, an eclenic collection of papers delivered during the span of his thirty- 

eight year acadernic career, following its author's wishes to  make scholastic writings 

available to a lay reading audience. 66 Compiled as an erneritus project, Mixed Com~any  

followed on the heels of Robertson's The Stoiv of Greece and Rome. The Growth and 

Their Leqacv to Our Western World, which he CO-authored with his son H. Grant 

6 4  A Group of Classicai Graduates, Honour Classics in the Universitv of Toronto (Toronto, 1929). 

65 In 1938, the university conferred an honorary degree of doctor of laws on Robenson. 

David and Sheiia Latham's, An Annotated Critical Biblioara~hv of William Moms cites the 1940 
edition of Mixed Comuany, listing it as an English publication although its author and publisher 
were Canadian and was it only printed in England (at The Temple Press Letchwonh). 



67 Robertson, himself a professor of classics at University College. In vaxying degrees, 

both books examine contemporary meanings of Greece and Rome and highlight the 

ancient culture's spiritual, intellectual, and material endowments to the modern world. 

The Toronto Star reported that it was an "ancient story.. . [which] becomes as interesting 

as the fiont page of a good newspaper." 68 

Though seven of the ten chapters in Mixed Com~any reflected Robertson's life-long 

69 fascination with the Ancient Greek world, three chapters stood out by their sheer 

incongruity and contemporaneous context. Of the three, "The Social IdeaIs of Plato and 

Wiiam Morris," originally written as a conference presentation for the Classical section 

of the OEA in 1898, is the most evocative. In this 23-page essay, Robertson contrasted 

Morris-"one of the most interesting characters of the Victorian periodU-with that 

"nobIe Greek" Plato and showed how their theories of the ideal life, as illustrated 

respectively in the Re~ublic and News from Nowhere, were influenced by each man's 

individua1 perspective and historical context. 70 

Though Robertson outlined how Plato's and Morris' ideal shared certain fundamental 

similarities--especially their notions of community and CO-operative fellowship-the 

67 The S t o w  of Greece and Rome. The Growth and Their Leuacv to Our Western World (London, 
1928). 

68 "Easy History, " Toronto Star, 18 February 1928. Graduate Records, A73-0026-381, UTA. 

6 9 These essays include: "The Athenians and Socrates," "Some Greek Prejudices," "PIato's Ban 
Upon Poetry," "Plato and Job," "Christ and Greek Thought," "The Growth of Legends," and 
"Dernosthenes and the Gerrnan Emperor." 

70 Robertson, Mixed Com~any, p. 56. Robertson cited the Longrnans Green and Co. reprint version 
of Morris' News from Nowhere. It was originally serialized weekly in the Socialist League journal 
Comrnonweal between 11 January and 4 October 1890, and eventudy published in 1890 in 
Boston by Roberts Brothers, and by Reeves and Turner in England in 1891. 
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substantial body of the text discusses their "significant differences." Plato's ideal society, 

Robertson argued, was based on an efficient and stable social system which was led by 

a naturally pr-rdained elite governing (or guardian) class of men who combined public 

service and moral leadership. Trained through "careful discipline" and a strictly 

supervised course in Iiterary, philosophical. and musical studies, this guardian class 

possessed "the intellectual insight into tmth which is the highest and rarest power with 

which man is endowed," producing the most accomplished of its class the philosopher- 

kings.71 Plato reasoned that the most eminently sought-affer ideal in Greek society was 

the life of the mind-a combination of moral goodness and spiritual vision only for the 

most accompiished of this guardian class. To the rest of the male citizenry remained the 

task of "doing the best of one's ability that one thing which nature had made hirn most 

capable of doing." 72 Going against your own pre-deterrnined position in life or giving 

your attention to a multitude of interests and activities were both "ineffective 

service ...[ and] a weakness of character." " Robertson concluded that "only by wisely 

guided CO-operation can men make the best of life, and only by doing one thing weli can 

each one properly CO-operate" in the working of the  tat te.'^ 

Against this background. the fragihty of Morris' democratic and inclusive social 

theory was already a forgone conclusion: From the first paragraph, Robertson considered 

Morris "a man of singularly varied interests and of manifold gifts ... far inferior to that 

7 1 Robertson, Mixed Company, pp. 5 8-5 9- 

72 Robertson, Mixed Com~any, p. 59. 

73 Robertson, Mixed Com~anv, p. 59. 

74 Robertson, Mixed Company, p. 60. 
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Noble Greek." 75 In arguing against Morris' vision of society, Robertson did not strictly 

adhere to News From Nowhere but utilized Morris' writings on an, poetry, and articles 

76 written about him in the English art press. Robertson criticized Morris for not 

recognizing "those innate and ineradicable dserences between man and man.. .that 

necessary division of classes based on inborn capabilities and, therefore of funaion." He 

also took issue with Morris' assertion that slavely and the exclusive privileges of a niling 

77 class was the ultimate downfall of ancient Greece. The "total absence of any form of 

government.. . [and] the complete license [of each individuail.. .to do exactly what work 

he pleases and to do it as he pleases" in News From Nowhere struck Robertson as 

anarchy, not as socialism. Invalidating Morris' govenment of and by the people. 

Robertson was partial to Plato's mode1 of a paternalistic and centralized enlightened 

government which regulated for the better e v e q  aspect of its citizens' lives. 

In his conclusion, Robertson dichotornized the ideai society as essentially materialistic 

in Morris' case and spiritualist in Plato's. Robertson argued that for Morris, "human 

welfare . . . [was] vexy much a matter of physical conditions.. .and in this present life ... he 

dwells on the ... beauty of material things, not of high thought, but of skillful 

har~diwork."'~ A vision of the ideal always ends in death, Robertson claimed. Plato on the 

other hand, "sees through and beyond al1 sensual beauty [in1 a spiritual vision of better 

things-life is merely a preparation for another fuller existence" where the sou1 reaiizes 

75  Robertson, Mixed Com~any, p. 56. 

76 Robertson may have read the review of News from Nowhere in the Toronto Week (27 March 
1891). 272-3. 

77 Robertson, Mixed Com~anv, p. 67. 

78 Robertson, Mixed Com~anv, p. 73.  
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its own immonality. " While "[Momsl looks only at earth, and calls it heaven; 

Plato]. . seeks to bring heaven into touch with the eanh." " 
Robertson's attention to the ancient Greek's spiritualism and morality remained a 

consistent theme in his work and was perhaps best formulated in a paper he gave in 

1928 to the Victoria College Classical Club as a rebuttal to his colleague Maurice 

Hutton's paper on the iimitations of Greek moraiity. Calling Hutton's conclusions 

"sweeping and untrue," Robertson challenged "the conventional idea [that the Greeks] 

were more clever than moral, while the Englishman was stupid, but exceedingly 

moral. "'' Robertson's belief that morality and spiritualism far exceed mere clevemess 

was conceived in the rnidst of the earnest evangelicalism at  Victoria College and was 

debated in educational circles in the advent of ernpirical science over religion in the late 

nineteenth century. 

Clearly, Morris' vision of the ideal society was at odds with Plato's spiritual ideaiism 

and Robertson's own theoxy of social organization in late nineteenth and early twentieth 

century Toronto. Robertson whole-heartedly accepted Plato's notion of an elite guardian 

class of men who were inherently pre-ordained to contribute to the public good by 

assurning their rightful positions of authority in various institutions of the state 

(government, education, the church, law, and business). The men rnost suited ta the 

important task of leading and serving as moral exemplars, Robertson contended, were 

7%obertson. Mixed Com~any, p. 75. 

80  Robertson, Mixed Company, p. 78. 

'' "Athenians and English Contrasted in Merit, " Varsity, 28 February 1928. Graduate Records, 
A73-0026-381, UTA. 
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the Classical or Liberai Ans university graduates. By the turn of the centuxy, the study 

of the Classics, identified as a masculine and elite impecative, and as the "sou1 ... of the 

Arts [curriculum] in the university," came to define the "gentleman." This specially- 

gifted caste of men. intrinsically privileged from birth, dedicated their lives "[to] the 

service of God and State-" " Intereaingly. clear intellectual traditions and values 

underlay Robertson's connection of the way Plato speaks of the training of the guardian 

ctass and the way students in the Honours Classic course were taught at the University 

of Toronto during the tirne Robertson was an undergraduate and during his career as a 

teacher after 1894. By criticizing Morris' democratic and equalitarian vision of a world 

CO-operatively governed by makers as opposed to thinkers, Robertson advocated the 

divine ordering of his own society, the pre-eminent and continuing value of the classical 

curriculum, and the life of the rnind as the highest form of human achievement. 

Robertson's comparative discussion of Plato's elite thinkers and Morrisr mass of 

makers was part of an on-going debate on vocationaiisrn at the OEA. This ultimately 

impacted on questions of manual ar ts  education, technical training, and role of the 

educational system in industrial prosperity. As I argue in the next chapter, Morrisian and 

Arts and Crafts philosophies were well-known and increasingly discussed at the OEA's 

Manual Arts section in the early decades of the twentieth century. Eschewing Morris' 

dislike of formal educational structures. Momsian advocates at the OEA consistently 

argued for a form of educationai training which united the individuai's mental and 

82 Honour Classics in the Universitv of Toronto, p. 58. See for example R.D. Gidney and W. Millar, 
Professional Gentlemen: The Professions in Nineteenth-Centiuy Ontario (Toronto, 1995) in 
which they analpe how the acquisition of a liberal education was a sociaiiy (and culturaiiy) 
constituted ranking. 
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manual capacities and elevated art and craft work to the legitimacy of other curriculum 

offerings. Significantly, advocates more often justified their approach towards training 

of the "whole individual" not on Morris' socialist tenets but on Ruskin's ethical and 

evangelical notion of handwork as a noble expression of one's hurnanity. Consequently, 

critics like Robertson could argue that a natural division of thinkers and makers was in 

no way a hierarchal or unequal social arrangement but a rationai and moral ordering 

based on the virtuous exercise of ail work-whether mental or manual. 

With the legislation of the Industrial Education Act in 191 1, and with Ontario's 

expanding industrial and manufaauring sectors, this debate was the cultural foundation 

of vocationai training agendas in Ontario. It can be argued that if Morris' vision of 

society, as illustrated in News From Nowhere, was of little or no consequence-that i t  

did not stir up popular working class passions-these critics perhaps would not have 

opposed it so vehemently. 1 suggest rather that Morris' ideal of society, diluted and 

transformed somewhat in the Canadian context, was read by many critics as a 

threatening message of revolutionaxy change to the existing social, political, and 

economic order. 



Chapter 6 

Art in Education 

The an muvernent begun by William Momis in the application of art to the 
requirements of dady life, has born its h i t s  in Canada in the number of schods 

teaching the practicai arts. The new technical school in Onawa, under Wss Muion 
Living and an able staff of teachers, lias for several pars been giving instruction ih 
designing and various handicrafirs; Miss Phillip Lc work iB Montreal is somewhat dong 
rhe same line, a ~ d  also &te work done under Adi: Gustav Hahn in the Ontario Schml 
of Design and the Toronto Technical Schooi.. .mhe arts and cr& is not an idle term. 

(Margarer L. Fairbain,) ' 

In this chapter, 1 argue that William Morris' beliefs are irnbedded h t o  the very fabric 

of Ontario's educational system. Indeed, Morris' and the social-aesthetic ideas of the Arts 

and Crafts Movement became the ideological engine of the philosophical. institutional, 

and curricular change in Ontario's early technical education policy. With the introduction 

of The Industrial Education Act in 191 1, Ontario centralized and financed a province- 

2 wide system of technical training. Many of the socio-econornic arguments and cultural 

justifications written into the Act are included in addresses and papers at the Ontario 

Educationai Association by some of the leading yet perhaps less-known advocates of the 

Movement including most Provincial Directors and Inspectors of technical education, 

faculty from teacher training institutions, and principals, teachers. and artist-teachers 

' Margaret L. Fairbaim. "A Decade of Canadian Art." Canadian Maqazine. vol. 17, no. 2 (July 
1901): 161. 

Statues of Ontario, 191 1. The Statute was drafted foiiowing discussions at a Royal Commission 
on Industrial Training (Canada, Roval Commission on Industrial Trainina and Technical 
Education. Ottawa, 191 1 ) and more substantially from John Seath's Education for Industrial 
P m s e s :  A Re~ort (Toronto. 191 1). Although revised in 1912, the Act was not supersedeci until 
the Technicai and Vocationai Trainina Assistance Act in 1960. 



from technical schools across Ontario. I highlight the role and contribution "made from 

below" by individual agents (such as teachers and artists) who disseminated these ideas 

from within and outside the educational communities and the way inteiiectual ideas 

found form in social theory and curriculum formation. 

Notably, 1 have amalgamated discussions of manuai arts, technical education, and 

industrial education into the larger debate at the OEA on the value of art education and 

the role of schools in society. For Arts and Crafts advocates, kinderganen "play," manual 

arts and art education, and technical and industrial education were al1 part of a 

3 continuous process of self and societal fulfilment. Understood in this way, discussions 

at the OEA expose the multitude of ways in which Arts and Crafts ideas had becorne part 

4 of the cultural and social parlance of elite reforrners. In general, 1 emphasize the 

Morrisian discourse evident at the OEA which was not an isolated phenornenon but 

represented only one facet of how the British Arts and Crafts Movement's tenets 

transformed the Canadian cultural landscape. 

1 begin with a brief look at some of the historiographical problems found in the art 

education literature, followed by an o v e ~ e w  of the development of Toronto technical 

education in institutional form. I then look at the OEA, and its impact on educational 

' The 1960s brought a resurgence of interest in Morrisian ideas in the school system- Robin 
Tanner argued that the re-introduction of crafts would teach children "cooperation, organization, 
faimess, and an important sense of self-wonh-just as Morris had proclaimed." "William Morris 
and a Primary School," Times Literarv Sumlement, 12 (November 1965): 1022-23. 

L.W. Barclay's definition of the different tenns was generally accepted: "Industrial education 
means, besides a cultural training, instruction in the principles and some practical acquainrance 
with the methods which underlie a particular group of aiiied trades or professions as training in 
woodwork or housecraft for girls. Vocational or technical education rneans when a large 
proportion of the time is given to a specific calling. as bookbinding, or dressmaking." L.W. 
Barclay, "Art Education," OEA (1 912). 375. 
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policy and how the Arts and Cr& Movement, conducive to educational and social policy, 

facilitated the introduction of technical education. What was the OEArs mandate, 

membership, and influence on educational policy? Considering the ways in which Morris, 

Ruskin, and Arts and Crafts social-aesthetic ideas were discussed at the OEA both inside 

and outside the Manual Arts section, how and why was the Morrisian discourse 

incorporated into a new practical curriculum to support character and state formation in 

Ontario? 

Historiographical Problems 

Though scholars have made token references to Morrisian and Arts and Crafts ideas 

in the development of schools, they have often misread the Movement's national origins 

and failed to specifk its anual constitution. B. Anne Wood has suggested erroneously that 

"by the turn of the century, the American Arts and Crafts Movement had întroduced a 

new cultural emphasis." Seeking to define the "failure" of the Ontario Deparunent of 

Education's 1904 "art" program which replaced "drawing, " Wood grounds her argument 

in an an education curriculum outcome approach narrowly citing educational authorities, 

B. Anne Wood. "The Hidden Curriculum of Ontario School An, 1904-1 940," Ontario Histoxy, 
vol. LXXVIII, no. 4 (December 1986): 351-369. See Also Wood's Idealism Transfonned: The 
Makinu of a Promessive Educator, especially Chapter 4.61-85 (Kingston, 1985); and with Donald 
Soucy entitled "From Old to New Scotland: Nieteenth Centuxy Links Between Morality and Art 
Education," in Donald Soucy and Mary Stankiewia (ed.) Framina the Past: Essavs on An 
Education, pp. 46-57. This latter work, which does not presume an American connection, makes 
much more sense in light of the established connections forged between Scotland and Nova 
Scotia at rnid-century. 



materials, and objectives from the United States. particularly Massachusetts. As such. 

she constructs a restricted study on "schooling" which fails to consider the broader 

meanings and implications of education within its cultural and social context. Wood's 

work highlights problematically the extent to which Canadian art education scholars 

have identified with American "progressive" art education initiatives and strict notions 

of s c h ~ o l i n ~ . ~  

In her discussion of artist-teacher Hortense M. Gordon and her career at the 

Hamilton Technical and Art School, D. Grace Inglis outlines how in the first two decades 

Gordon's early "interest in decorating china and glass ... was conversant with William 

Morris and his work in England [which] was exerting considerable influence."' Inglis 

cites the American Arts and Crafts Movement and particularly the Detroit Society of Arts 

and Crafts and its exhibition as a powerful influence on Hamilton and Gordon in the 

period between 1900-1918.'' As discussed in the previous chapter. A r t s  and Crafts 

6 Graeme Chalrners has also advanced this position concerning the preponderance of South 
Kensington system in Ontario and its American links. See "South Kensington and the Colonies: 
David Blair of New Zealand and Canada," Studies in Art Education, vol. 26, no. 2 (1 984): 69-74; 
"South Kensington and the Colonies II: The Influence of Walter Smith in Canada," in B. Wilson 
and H. Hoffa (eds.), The Hisrorv of Art Education: Proceedincrs from the Penn State Conference 
(Reston, 1985). 108-12; and "Who is to do this Great Work? South Kensington in Ontario," 
Journal of An 6. Desiun Education, vol. 12, no. 2 (1993): 161-1 77. 

' This rather myopic historiographical perspective has been funhered entrenched by professional 
links between Canadian and American scholars of art education who organize under the rubric 
of the National Art Education Association. The accommodations made at the expense of Canadian 
art education is glaringly illustrated in the book Framins the Past. Though the book aims to 
include a balance of articles from both Canada and the United States, the Preface written by 
Foster Wygant refers only to the history of the discipline and profession of art education in the 
United States, and asks almost as an afterthought: "1s the process quite different seen histoncally 
in Canada or Britain?" 

D. Grace Inglis, "Hortense Gordon, ARCA," Journal of Canadian Studies. vol. 29, no. 3 (Fall 
l994):lll. 

" D. Grace Inglis, "Hortense Gordon, ARCA," p. 11 1. 



ideas did in fact arrive second-hand from the United States but the extent to which this 

predominated has been overplayed by these authors to the  exclusion of al1 local and 

regional historical factors. For example, organizations such as the Onawa and Hamilton 

branch of the WAAC and the Hamilton Ans and Crafts Association formed in the early 

1890s were pivotal in instilling in their mernbers (and the surrounding community) the 

ideas and practices of the British Arts and Crafts Movement as early as the 1890s- 

The only study solely devoted to art and aesthetic practices in TBE schools, Rebecca 

Sisler's A n  For Enliahtenment: A Historv of Art in Toronto is a disappointing officia) 

10 history intended as a catalogue to accompany a 1993 exhibition. Art for Enliahtenment 

negIects any real contextual analysis because it decontextualizes "Art" and faiis to take 

into account larger cultural, social, and historical events and trends. Sisler downplays the 

scope and extent of the Arts and Crafts Movement social-aesthetic ideals in Ontario and 

rheir specific role in education. She fragments the aesthetic ideas into srnall manageable 

chunks, introducing them in different chapters as independent phenomena. In her 

discussion of the school beautification movement in Chapter 2, Sisler points to John 

Ruskin as the cultural proponent of mural an in the schools, the mur& intending to 

express idyliic pastoral themes. Yet, she fails to connect Ruskin's belief in environmental 

deterrninism as a concept irnplicit in both rnanual arts education and later in the teaching 

of applied decorative art. By excluding actual art instruction and its history, Sisler creates 

an uneven narrative which is selectively biased against the anual historical record." 

10 Rebecca Sisler. Art For Enliuhtenment: A Historv of Art in Toronto (Toronto, 1993). 

" For further analysis of Art for Enliahtenrnent, see my review in Historical Studies in Education 
vol. 7, no. 2 (Fall 1995): 263-266. 



The Ins titutional Development of Technical Education in Ontario 

The Arts and Crafts discourse, aiready so prevalent in community women's groups, 

artistic associations, university colloquia, and various reform initiatives, piqued the 

interest of OEA members and lecturers, and was a vital constituent in the creation and 

12 development of Manual Arcs and Technical Education in Ontario. Before explicating 

the Arts and Crafts roots of industrial and technical education in the late nineteenth and 

early twentieth century, what institutional form did technical education take? As early 

as 1888, the Association of Stationary Engineers petitioned the Toronto City Council to 

establish a school for technical training. After much politicai maneuvering, allegations 

of diverzed funds, and a physical relocation from St. Lawrence Hail to the Athletic Club 

Building on Coilege Street (now the Stewart Building), the TTS opened in 1892. The 

school was under the centralized administration of the seventeen-member Technical 

School Board, the composition of which reflected myriad interests: Five members were 

from the municipal council, including the Mayor of Toronto; five members represented 

the Toronto Trades and Labour Council; four members where from the city council; two 

rnembers came from the Association of Station- Engùieers; two members were from 

the Architectural Guild of Toronto (Architects Association); and the cornmittee ais0 

included two educators and one manufacturer. 

The TTS's mandate was to provide "training and education [to] artisans, mechanics, 

12 In an effort to irnprove industrial design, British-trained artist John Kyle (1 87 1-1 958), 
appointed organizer of technical education for British Columbia in 1914, leccured on thernes of 
"William Morris and Designs of Crafts for Indusuy" in Victoria in 192 1/22. For more information 
on Kyle, see Geoffky Hodder, John Kvle: Artist and Educator: 1871-1958 (Victoria, 1984). 



and working men in such subjects as may promote a knowledge of mechanical and 

manufacturing ans.'' l3 In its inaugural year, the TTS offered oniy a night school 

curriculum that included mathematics, chemistry, mechanics, descriptive geometry, 

14 physics, and mechanical drawing. With escalating emolments reflecting a demand for 

technical education, in the 1902-03 school year the TTS offered classes for "two classes 

of people and scholars-day classes during the usual schooi hours, and night classes for 

artisans, workingmen and others." '' The school's direction changed dramatically in 

1904 with the arnalgarnation of the Technical School Board, the High School Board, and 

the Public School Board into the present TBE. The school's name was changed 

accordingly to the Toronto Technical High School (TTHS) to reflect its new educational 

affiliation. l6 

This more centralized and streamlined bureaucratic structure of technical education 

in Toronto endorsed by industriaVmanufacturing interests was matched by the 

government's cornmitment to the importance of technical education in general. In its 

journal Industrial Canada (1900), the CMA pointed to what it saw as the inseparable 

relationship between technical education, labour, and the Canadian economy, suggesting 

that "if Our manufactures have in their factories a class of labour more intelligent and 

skiiled than can be produced in other industrial centers of the world, the manufacturing 

13 Ontario Bureau of Industries. Re~orts  on labour. Waaes and Cost of Livina, 1884-1889, 
(Toronto, 1893). 35. 

14 Domestic Science for girls and women was added in 1896. 

'' Lawrence Chute, "The Founding of the Toronto Technical School," (Toronto, n-d), 

" By 1904-05, the school's calender reported that the TTHS was naffed by 35 teachers in the day 
school and 43 in the night school. catering to an estimated 2.200 students. See Honora M. 
Cochrane, Centennial Storv of the Board of Education for the Citv of Toronto (Toronto, 1950). 
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establishments in Canada will be able to more than hold thei .  own in the race for 

commercial supremacy." " 

By 1906, the CMA lobbied the federd government to establish a Royal Commission 

to rnake recomrnendations to establish a more wide-spread system of technical education 

in Ontario. Fully supported by a Federal Royal Commission on Industrial Training, in 

1 909 Superintendent of Education John Seath was charged with thoroughly surveying 

18 technical education systerns in Europe and the United States,. Seath's final repon 

recommended a provincially-regulated gram of 3 million dollars over three years to 

develop technical education. Seath acknowledged that "owing to the decadence of the 

apprenticeship system, no organized rneans of training the workman now exists in 

connection with the trades and other industries." " He duly tabled his repon Education 

for Industrial Purposes (191 1) in which he proposed a system of technical education 

which would, in essence, foster "a closer connenion between.. .schools and the activities 

of life." In 19 1 1, the Industrial Education Act placed the TTHS under the management 

of the Advisory Industrial Comniittee of the TBE, composed of six rnembers from the 

TBE, six rnembers from labour, three employers, and three employees. The AiC 

appointed Dr. A.C. McKay (1911-1926) as Principal of the TTHS and drafted plans to 

construct a new building more befitted to the task of technicai education. 

l 7  n.a., Industrial Canada, (July 1912): 12. 

18 For a description of Seath's tour of educational institutions in Europe. see Lloyd "John Seath 
and the Development of Vocational Education in Ontario 1890-1920." (See pamicularly chapters 
4-6 .) 

19 Canada, Roval Commission on Industrial Trainina and Technical Education. (Ottawa, 191 1). 

2 O John Seath. 1 (Toronto, 191 1). 281-82. 
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In 1912, with its new day principal, the ' ITHS1s curriculum was divided into two 

branches: technical and commercial. The commercial section under principal Robert 

Eldon (1907-191 1) was moved to a new location and aptly named the Central High 

School of Commerce. Night schools at Humberside High School and Riverdale High 

School now sent students for their last two yeacs to TTHS, where they received their 

dipIomas. 

Seath made substantial provision for art as an integral component of technical 

education, recommending the formation of a department of art and design a t  TTHS. He 

claimed that "such a department cannot be efficient if it does not give due prominence 

to the artistic side [and] be auxiliary to the industries." '' With this act. Seath broadened 

the scope of technical education to include not only labour and economics but art. By this 

time, art had becorne the handmaiden of industry, a relationship referred to in 

respectable terms by Eric Brown, the first director of the Nationai Gallery of Canada. 

Brown suggested that art was inseparable from commerce. because commerce is largely 

dependent upon design of every kind, which art only can supply." 22 

Seath's recornrnendations led directly to the re-organization of technical education 

at CTS in Toronto in 1913. Seath conceived a system of technical education which 

addressed business, government, and labour's requirements in the social rhetoric of the 

A r t s  and Crafts Movement. 

21 Seath, Education for Industrial Pumoses: A Re~ort, pp. 308-3 11. 

2 2 Provincial Arts and Industrial Institute Papers. Eric Brown to the Secretary of the Provincial 
Arts and Industrial Institute (1 1 November 1920). Public Archives of British Columbia. 



The Ontario Educational Association: "The Interchange of Ideas and Kindly 
~ n t e r c o u r s e ~ ~ ~ ~  

Founded in 1861 as "The Teachers' Association of Ontario," 24 the OEA was endorsed 

by the province's educational bureaucracy and its Chief Superintendent Dr. Egerton 

Ryerson. The annual retrospenive of the 0EA8s activities was a convention which was 

conceived by its organizers as an opportunity were teachers could ad&nce their 

knowledge and skills and reaffirm their moral mission through new pedagogies and 

ideas, discussion of texts and educational mandates, and significantly through contact 

25 with the  province's educational eiite. By the 1890s' the OEA's mernbership and male 

leadership was exclusively dominated by rninisters of education, government officials, 

university presidents, professors, high-ranking inspenors, and constituent interests from 

26 various cultural, religious, and business circles. Over t h e  these diverse stake-holders 

23  robe^ Alexander, "Some Recollections of the Early History of the Ontario Educational Society," 
The Educational MonthIv of Canada, vol. 27, no. 5 (1 904): 199. 

2' The OEA's numerous name changes reflect its leadership's changing conception of the 
organizat ion's role and mandate. Originally known as "The Teachers' Association of Ontario" 
(1861). it was re-named "The Ontario Teachers' Association" (1873). then "The Ontario 
Association for the Advancement of Education" (1881), and finally the "Ontario Educational 
Association" (1893). For the sake of clarity. 1 use OEA throughout this chapter. 

2 5 For critical assessments of the OEA with particular focus on how it contributed to and played 
out professional and disciplinary conflicts, see Hany John Smder ,  "Teachers' Rotective 
Associations, Professionalism and the "State" in Nineteenth Century Ontario." Ph.D. thesis, 
University of Toronto, 1988; and Nancy J. Christie, "Psychology, Sociology and the Secular 
Movement: The Ontario Educationai Association's Quest for Authority. 1880-1900," Journal of 
Canadian Studies, vol. 25. no. 2 (Surnmer 1990): 1 19-143. See also Robert Alexander. "Some 
Recollections of the Early History of the Ontario Educational Society," The Educational Monthly 
of Canada. For a more descriptive (but partisan) account of the OEA's history, membership, and 
review of selected papers, see Edwin C. Guiiiet, In the Cause of Education: The Centennial 
Histow of the Ontario Educational Association 1861-1 960 (Toronto, 1960). 

2 6 The list of presidents discloses two interesting facts: First, the exdusivity of male and early 
clerical domination (until 1901); and the propensity of university degree-holding presidents. 



fashioned the association into a commanding lobby group intent on influencing 

educational and cultural policy in Ontario. Addresses presented at the OEA were often 

integral statements of forthcoming policy introduced by the Minister of Education or 

other high-ranking bureaucrats. Key pieces of future legislation and grievances were also 

debated at the OEA by dif5erent sections and sent as resolutions back to the Department 

of Education. '' The success of the OEA in swaying policy was noticed by Deputy Minister 

of Education John Millar, when he suggested that the OEA "has had far more influence 

in indicating, or deterrnining the educational policy of the country, than what has been 

done.. . [in] parliament. "28 

The conferences were also important annuai social events to be "seen at." Along with 

members of the educational establishment, they were anended by a wide cross-section 

of Toronto Society. "Members of the political, religious and econornic elite aiso often 

attended the meetings and lectures ... and added their subtle, but strong influence to the 

events." Social connections with the OEA are evident in an 1888 conference resohtion 

which conferred the Association's "appreciation" to a Toronto lawyer and his wife "for the 

entenainment [given] the association at an evening garden party." 29 

By 1894, the association conference was organized into six main deparzments: 

College and High School. Public School, Kindergarten, Training School, Inspectors, and 

Trustees. Exarnples of subject sections within these departments were Modern 

" For exarnple, in 1912, members of the Manual A n s  section used this established method to 
lodge a unanimous "protest" with the Department of Education against the quality of paper used 
in h b l i c  and High School blank drawings books. Minutes, Manual A n s  Section, OEA (1912): 65. 

28 Millar cited in Guillet. In the Cause of Education. p. 131. 

29 Smaller, Teachers' Protective Associations, p. 148. 
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Language, Natural Science, Classics, Mathematics, Physics, and Mode1 schools. These 

diverse departments created a dilemma. Guillet comments that "It is apparent that but 

few addresses were heard by the membership as a whole, the greater nurnber being for 

specialists in one or other of the fields." 'O In a statement exuding educational elitism 

Guillet rationalized that "few of the association's mernbers were so well educated that 

they could appreciate the b e r  points of a number of such subjects, but undoubtedly 

benefit accrued to the specialists in their respective fields." 31 This specialization was 

possibly aggravated by the association's new policy of paying their lenurers, when 

beginning in 1893, they were recompensed for their talks and their travei expenses. 

Financially supponing travel to the conference may have been intended to increase the 

participation of teachers but in reality i t  supponed a forum for the "expert" speaker, 

more often found in the universit. than in the public schools. 

Re-defining the National Landscape of Work and Society: Training, Morality, and the 
Responsibilities of Citizenship 

The histoq of any association such as the OEA is the history of the thoughts and 

activities of people, but i t  does not transcend histoxy, ideology, Society, or spacial and 

temporal contexts. To anaiyze associations and organizations such as the OEA, we must 

be sensitive to its internal hierarchy, marginalization of radicalism, contradictory 

elements of progressivism and traditionalism, and balancing of theory and practice. 

Membership in an association is not a vacuous experience. It is undenaken by human 

30 Guillet. In the Cause of Education. p. 15 1. 

3 1 Guillet. In the Cause of Education, p. 15 1. 
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agents whose lives are enveloped in a material world. At various points these agents 

become embroiled in the comective tissues of history and change, fusing, reforming and 

reconstituting it. 

By the turn of the century, on what one cornmentator called "the eve of a great social 

revol~rion"'~ OEA members concerned with social reforrn increasingly questioned the 

role of "modern" education. training, and the role of the individuai within the new 

organization of industrial society. Lamenting crass rnercantilism, unbounded self- 

interest, and a growing rift between different classes of students, speakers at the OEA 

defined the aim of education broadly as "the production of good citizens ... of character 

and high moral purpose ... Pivingl in harmony with their environment and their 

neighbours." 33 These educational reformers believed that educating the individual 

student rnorally elevated the larger social c o m u n i t y  and vice versa. A morally sound 

citizen living in a moral society was for many the expression of "a perfect social 

organization." 3' J. W. Robertson argued that a student was 'first a mernber of a 

family.. . [then a] member of a cornmunity, a member of a nation, and [finally] a mernber 

of humanity." '' Social reformen beiieved that through character building in the schools, 

they would create a patriotic citizeniy which would be "upright in business, 

unpurchaseable voters ... [whol will love Canada, its rulers, its institutions, [and itsl 

3z Alexander Steele, "The Relation of Education to our Nationai Development," OEA (1894): 47. 

3 3 Alex McQueen, "The Influence of the School on National Life," OEA (1893): 162-63. 

34 A. Steele, "The Relation of Education to our National Development," OEA (1894): 52. 

3 5 J.W. Robertson, "Address and Papers," OEA (1 901): 95. 



histoxy." 

Speakers at the OEA charnpioned the belief of the "efficient workman as a good-living 

citizen," imagining the ideal virtuous work experience of the ideai citizen worker in 

37 Ontario's industrial state. An alarming and regulatoly sub-text to many of these 

discussions, however, was that clearly, many reformers feared that mercantilism and an 

inequitable distribution of wealth was generating widespread discontent among farrners, 

anisans, and labouring men and women. Laborious and unrewarded manual toil forged 

"beasts of burden" who "if treated like gladiatorial slaves ... we may expect gladiatorial 

revolts, strikes and debauchery." 38 TO ensure the safety and prosperity of the state, 

reformers stressed the need for an education beginning in kindergarten which would 

39 instill habits of obedience, authority, and respect for the law. Significantly, they 

promoted a curriculum which "ennobled manual work ... and taught the dignity of honest 

labour. "'O 

OEA speakers such as George Locke, Chief Librarian of Public Libraries, were 

cognizant of the entrenched positions of rivai educational camps at the OEA and their 

55 J.G. Elliott. "Citizenship Making, the Mission of the School," OEA (1904): 302, 303. For the 
connections between citizenship A d  indunry, see Henxy Codman Potter, The Citizen and his 
Relation to the Industrial Situation (New Haven, 191 1). 

3 7 For an early discussion on the links between education, character, and national development. 
see Alex McQueen. "The Influence of School on National Life," OEA (1893): 162-163. 

3 E A.O. Patterson, "Camp-Schools," OEA (1 903): 105. 

39 A. Steele, "The Relation of Education to our National Development," OEA (1 894): 5 1. By 1908, 
even the kindergarten figured as an integral part of the school system and in notions of 
citizenship. See William Scott, "The Kindergarten as an Integral Part of the Public School 
System," OEA (1 908): 2 75-287; and Rev. T.J. Thompson, "The Contribution of the Kindergarten 
ro Citizenship," OEA (1908): 287-294. 

C.B. Edwards, "What Should be Taught in the Canadian Public Schools." OEA (1894): 163. 
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discussions on education and citizenship. " "Education is a process, not a state. It begins 

with birth and continues until death. We are influenced by al1 we meet, and we, in turn, 

influence al1 with which we have to do." Discussing the need for technicai and 

industriai education (he treated both terms synonymously) in the schools. Locke outlined 

how different classes had wholly difTerent demands. Criticking current positions within 

the debate, he delineated "'the Liberal extremist'" position in education: "'We will first 

train men, then workers.' This fails in that we have forgotten that man's work is a part 

of the man. On the other hand, 'the practical extremist' says: 'We will train workers and 

then train men,' forgetting that in actual practice the boy will not wait for us to get 

through the process of training him as a man." " Locke was equally disturbed by the 

directives of manufacturing interests at the expense of students. Many manufacturers 

"look upon this movement as a means of giving them apprentices without the trouble 

of training them, operatives who will be content to carry out the mere daily work in an 

almost automatic mariner." 44 On the contraiy, "[ilt is the development of initiative and 

45 hdependence," not mere efficiency which is n e c e s s q  in technical education. Though 

Locke still clung to the notion that the production of efficient citizens was pivotal to the 

workings of the state, he opted for a citizen who was "self-sufficient, independent, and 

social ... who know[s] something beyond their own work and who could make a living at 

4 1 George H. Locke, "Some Phases of Industrial Education," OEA (1 91 0): 288-293. 

4 2 George H. Locke, "Some Phases of Industrial Education," p. 289. 

4 3 George H. Locke, "Some Phases of Industrial Education," p. 289. 

4 4 George H. Locke, "Some Phases of industrial Education," p. 292. 

4 5 George H. Locke, "Some Phases of Industrial Education." p. 292. 
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some other work should it be necessary." 46 Locke's formulation of the technical worker 

invoked one of Morris' most esteemed principles that centred on the need for an 

education that produced a union between mentai and manual labour. 

William Morris: Poet, Artist, and Social Reformer at the OEA 

At the turn of the century in Toronto, William Morris and Arts and Crafts ideas 

became popular topics of discussion with educators at the annual conventions of the 

OEA. With the formation of the Manual Arts section at the OEA in 1905, William Moms' 

views on aesthetics, design, and especially the arts' relationship to craftsmanship, the 

worker, and society becarne dynamic discourses aimed at bolstering moral character and 

producing respectable citizens-prosperous, happy, and "useful" workers for Ontario's 

fledg ling industrial state . In the wake of socie tal, industrial, and urban transformation 

and the decline of the apprenticeship system, the new technical worker became an 

important part of Canada's economic policy, and according to Canadian Arts and Crafts 

advocates, the resurrected anisan of old. Over tirne, artisanal procedures and production 

becarne defining features of the technical education rhetoric and curriculum. Speakers 

at the Manual Arts section like Roy F. Fleming, A n  Instructor at Ottawa's Normal School, 

increasingly identified with Morris' dictum that "every artist would be a workman, and 

every workman an artist." 47 

As pan of the technical training curriculum. Morrisian educational tenets preceded 

4 6 George H. Locke, "Some Phases of Industrial Education," p. 293. 

4 7  R.F. Fleming. "Applied Art," OEA (1910): 327. 



the Industrial Education Act. Courses in clay modeling, wood carving, freehand drawing, 

design, and architecture were taught as early as 1904 at the TTHS by well-known artists 

such as Gustav and Emmanuel Hahn. Over the next 20 years, concerted efforts were 

made to hire artists from English institutions like the RCA in London to teach art and 

craft courses at the technical school. One notable exponent secured through the RCA 

worked for a brief period for Morris 6. Co. under J.H.Dearle (see my elaborated 

discussion in Chapter 7) while another. J.G. Graham, was trained by Arts and Crafts 

disciple Walter Crane. The connection between Morrisian ideas and technical education 

in Ontario was not lost on contemporary writers such as Margaret L. Fairbairn who stated 

in her review of Canadian art in 190 1, that "the art movement begun by William Morris 

in the application of art to the requirements of daily life ... has born its fruits in Canada 

in the nurnber of schools teaching the practical arts." Fairbairn cited the Ottawa 

Technical School, the Ontario School of Design, and the TTS as institutions which taught 

Arts and Crafts principles of design. (The latter two are still extant today and known as 

the Ontario College of Art and CTS respectively.) 

With Arts and Crafts precepts c o m o n l y  debated in their relationship to 

industriaülabour market needs in Ontario, the possibility of organizing a Manual Arts 

section at the OEA was proposed in 1897 by James L. Hughes, Inspecter of Schools 

49 (1 874-1 91 3) and a noted Ruskinian. A well known advocate of the kindergarten, 

4 8  Margaret L. Fairbairn, "A Decade of Canadian An," Canadian Maaazine, vol. 17, no. 2 (July 
1901): 161. 

4 9 Two vastly different biographies have been vvritten on Hughes. See: Bruce Carter, "James L. 
Hughes and the Gospel of Education: A Study of the Work and Thought of a Nineteenth Century 
Canadian Educator," Ed.D. thesis. University of Toronto, 1966; and Lorne Pierce, Fiftv Years of 
Public Service (Toronto, 1924). Carter points out existing correspondence between Pierce and 
Hughes clearly shows Hughes' obsession with his self-image. Both works exclude Hughes 
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manual training, nature study, and art in the schools, Hughes argued that "the true aim 

of manual training is not to teach how to make a living, but how to live; not to make 

articles, but to make men and women." 50 Aithough Hughes never served in any 

executive capacity with the Manual Arts section after its formation in 1905. without his 

enthusiastic support and his educational prominence at the OEA. the section may have 

taken longer to f o m  and perhaps iooked much dwerently. 

in 1 905, the OEA's annual convention offerings were ordered into 15 strict divisions: 

six departments representing educationai divisions such as the Kindergarten, the Public 

School, and the College and High School; and nine sections which were organized around 

specific disciplïnary divisions such as the Modern Language, Classical, Mathematics, and 

History sections. The Manual Arts section joined newer sections such the Hygiene and 

Home Science as "recognized" courses of study of educational and pedagogical 

significance. Interestingly, proponents first introduced the section as the "Manuai 

Training and Art Sectionw-and indication that art and manual labour were educational 

bedfellows at this time-and optimistically petitioned the OEA to become officiaily a 

department under its first president Jessie Semple, Director of Art for Toronto Public 

Schools. Perhaps to lend support and prestige to their application as a department rather 

than a section, mernbers named A.H. Leake Provincial Inspector of Technical Education, 

as chair and honorary president of the Manual Arts Section. Though they senied on the 

cultural endeavors and his and aesthetic and social ideology. A more comprehensive biogcaphy 
is clearly required. 

5 O Hughes, cited in Carter, "James L. Hughes and the Gospel of Education," p. 306. Believing that 
art was integrai to al1 facets of manual training, Hughes introduced art as pan of the curriculum 
in 1886, and appointed Jessie Semple Director of Art for Toronto schools. 
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Manual Arts section, in 1909 questions were raised as to whether the name 

comprehensively represented the activities of ail members, especially those teaching 

courses in fine art. Although a move to change the narne to the Manuai and F i e  Arts 

section was voted down in 1910, by 1920 the name was changed to the Technical and 

Manual Arts section. The section's new president was listed as Aifred Howell, a British- 

born sculptor trained at the RCA in London who was now Director of Art at Toronto's 

CTS (see m y  discussion of the formation of CTS's Art Department in the next chapter). 

The most notable lecture deiivered at the inaugural session of the Manual Arts 

section in 1905 was George Agnew Reid's paper "The Arts and Crafcs." One of the 

leading lights of Toronto's A r t s  and Crafts community Reid traced the historical 

development of art and its relation to craft with particular reference "to the revival led 

by William Morris and his associates." Reid's paper capsulized many of Morris' key 

concepts and terrns. especially the relationship among work, the craftsman, and the 

machine. Describing crafi as the "Arts of workmanship," he noted that the great virtue 

of the [Arts and Crafisl Movernent was "the desire to, first ... consider the design of 

everything as being of the highest importance, and then, that making should give the 

~r 52 workman pleasure. Reid observed that though hand-work was encouraged, Morris 

did not necessarily abhor the use of the machine but welcomed its use wherever mere 

tedious work, void of creativity. was required of the worker. In the forthcorning aesthetic 

awakening brought on by the crafts revival, the necessity for good art would create a 

need "for the artist and the craftsman relegating the machine and its processes to its 

5 1 George Agnew Reid, "Arts and Crafts," OEA (1 905): 301. 

5 2 G. A. Reid. " A n s  and Crafts," pp. 292,302. 



proper sphere." 53 

Inviting artist and educator George Reid to give the inaugural address was 

significant. His presence at the OEA indicated widespread knowledge of the Arts and 

Crafts Movement in Ontario and the ways in which agents from the social-aesthetic 

cornrnunities created ardent links within the educational establishment. By 1905, George 

Reid had become a pivotai force in Toronto's social-aesthetic communities and was 

recognized as one of the key figures behind the formation of most Arts and Crafts- 

spirited organizations including the Society of Mural Decorators (1894-1897)' the Guild 

of Civic Art (1898), the Central League of School Art (1896). and the A r t s  and Crafts 

Society of Canada (1903). In a series of articles, Reid appeaied to Morris and the Arts and 

Crafts Movement by arguing for a morally-aesthetic art, a utilitarian approach to hand- 

crafted design both practical and b e a ~ t i i ù l . ~ ~  

At the  OEA, discussions about William Morris and the Arts  and Crafts Movement 

centered on the rnulti-faceted Morris, clearly supporting George Reid's assertion that 

"Morrisc name ... has now become a household word." 55 Morris was discussed as a poet 

5 6 of the new rornantic revival, as an artist and designer who led the resurgence of the 

A n s  and Crafts in England, and according to one speaker, "as one of the most charming 

53 G. A. Reid, "Ar ts  and Crafts," p. 303. 

5 4  On Reid, see: M.L. Fairbaini, "A Decade of Canadian An, "Canadian Maaazine, vol. 17, no. 2 
(June 1901): 159-1 63; On Reid's A n s  and Crafts see George Reid, "Canadian Art," Canadian 
Architect and Builder, vol. 14, no. 1 (October 1901): 177-78; George Reid. "The World of Art: The 
Evolution of Two of m y  Pinures," Masseu's Maaazine (1 January 1896): 10-15; and George Reid, 
"Mural Decoration," Canadian Magazine, vol. 10, no. 6 (April 1898): 501-508. 

55 G. A. Reid, " A r t s  and Crafts," p. 302. 

5 6  W.F. Tamblyn, "Some Considerations on Romance in Nineteenth Century English Literature," 
OEA (1903): 172. 



writers," with his visionary utopia in News from Nowhere. 57 

With barely a specific reference to hirn, Morris' aesthetic theories and practices were 

often ernbodied tacitly in addresses delivered at the OEA. Papers such as W.L. 

Richardson's "The Essential Principles of Home Furnishing," which paraphrased Morris' 

fundamental design principles of utility, simplicity, and beauty were unmistakable in 

58 their distinctive aesthetic ianguage and phraseology. Other speakers such as Clara E. 

EIliort, an instructor from the Hamilton Normal School, were much less subtle. In her 

paper "The Teaching of House Decoration," she cited Morris' dictum directly, about 

"having nothing in [your] homes which you do not know to be useful or believe to be 

beautiful." 59 Meanwhile, Roy Fleming, a champion of that "English representative of the 

Arts and Crafts," sounds like Morris himself when he explains: 

To work at the arts and crafts is to m e  a pleasure. Time alone Iimits my efforts. 
1 would Iike to be an anistic carpenter, an architect, an interior decorator, a 
sculptor, a potter, a worker in metals, an illustrator of literature, an illurninator 
and binder of artistic books, a maker of advertisements, [and] a tailor. 60 

In 1912, Professor LW. Barclay delivered a talk to the trustees section simply titled 

"Art Education," in which he discussed Ontario's new educational spirit and the fusion 

57  J.C. Robenson, "The Social Ideals of Plato and Wiiam Moms," OEA (1898). This address was 
revised by Robertson and included as part of a senes of essays entitled Mixed Com~any (Toronto, 
1939). in which he focussed primarily on "various matters of perennial interest in which the 
ancient and the modem world throw light each upon the other." See my analysis of this work in 
Chapter 5 .  

58  W.L. Richardson. "The Essential Principles of Home Furnishing," OEA (1 906): 190. 

59 Clara, E. EIliott, "The Teaching of House Decoration," OEA (191 1): 3 13. 

60 R.F. Fleming, "Applied Art," OEA (1910): 327. 
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between industiy and art. He cited Technical or Manual Arts  Education as the most 

fundamentai new movement. Barclay asked "Why should our children be taught in the 

public school to saw boards straight, to buiid houses, to make furniture, to mould clay, 

to work in fabrics, to do weaving in textiles, to l e m  moulding of iron and the beating 

of brass ... what means this revolutionary addition to our public and high school 

curriculum"? " Barclay rejected prevailing arguments that art was not a significant 

moulder of the future citizen; that it makes boys efferninate and the girls fussy; and 

perhaps most importantly that art was for the idle rich and not for those of the 

Q democratic middle class. In a general rebuttal, Barclay cited Arnerican educational and 

artistic authorities like Henry Turner Bailey, Miss Warner, and Kenyon Cox, through a 

series of quotes which were reminiscent of Arts and Crafts principles: Beauty as the 

manifestation of triwnphant life; art as.. ."the best way of doing things"; "Art as pleasure 

and joy;" and, "making some useful thing beautiful." " 

Barclay provided a brief historical survey, cuiled in large part from Morris' lectures 

to the SPAB to outline how art and industry had been inextricably tied since the Middle 

Ages. Barclay's synopsis united the guild system, the independent craftsman, and the 

knowledgeable comrnunity consumer into a happy symbiotic relationship. He contrasted 

the upper and lower classes as possessors "of a love of splendor and the workmen who 

maintained a love of art and simple beauty. Their works give evidence of this faith. 

61 Prof. L.W. Barclay, "Art Education," OEA (1912): 373. 

62 Prof. L.W. Barclay, "Art Education," p. 375. 

63 Prof. L.W. Barclay, "Art Education," p. 376. 

64 Prof. L.W. Barclay, "Art Education," p. 378. 



William Morris said, 'There was no such things in those days as a piece of ugly 

handicraft."' 65 Citing England's Cathedral-the workmen's gift to the f u t u r e a s  the 

vestiges of this true craftsmanship, he larnented that "comrnercialism and jealousies" 

had severed art from indust~y in the Middle Ages. However, he was rejoiced that they 

were "ar the dawn of a more real influence of Art on labo W... May the Art of the 

Fourteenth Century live again in Canada's workmen." 66 

Barclay also discussed the divine nature of work, particularly hand-work, as a noble 

and Godly expression, eliciting pleasure in the worker. In 191 2, he recited a short piece 

of prose written by William Chandler Smith of Boston from the perspective of a piece of 

Zn: 

1 am only a piece of work. Mer 1 leave your hands you many never see me again. 
People looking at me, however, will see you and, so far  as they are concemed, 1'11 
be you. Put into me your best so that 1 may speak to al1 who see me and tell them 
of the Master workman who wrought me. Say to them tfirough me, "1 know what 
good work is." If 1 am well done, 1 will get into good Company and up the 
standard. If 1 am shabby and poorly made, I will get into bad Company. Then show 
through me your joy in what you do, so that 1 may go the way of al1 good work, 
announcing wherever 1 go that 1 stand for a workmen that needeth not be 
ashamed, 67 

Although for a much different purpose, at the OEA, the notion of "pleasure in work" is 

evident well into the 1930s. In "What Industry Looks for in its Employees," W.E. Weaver, 

65  Prof. L.W. Barclay, "An Education," p. 380. Before concluding his lecture. Barclay was sure to 
mention Ruskin and particularly his Oxford Lectures. 

66 Prof. L.W. Barclay. "Art Education," p. 380. 

67 Prof. L.W. Barclay, "Art Education." pp. 380-381. In 1906. Miss E.A. Mc'Lean also wrote a 
poem entitled " Weaving" which glorified the process involved in the craft. Acta Victoriana. vol. 
XM. no. 4 (January 1906): 268. 
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Works Manager for Davenport Works (a subsidiary of Canadian General Electric) lectured 

on the type of workers most coveted by industry. " He related a anecdote in which an 

inspecter in a stone q u q  

asked one of the men chipping stone what he was doing. His reply was to the 
effect that he was chipping stone. A little further dong as second man was asked 
the sarne question. His reply was that he was earning 60ê an hou. Still further 
dong in the quany an older work was chipping stone carefully and continuously, 
and seemed obviously proud of his work. The same question was addressed to 
him; his repiy was that he was helping build the cathedra1 uptown. 

Weaver concluded that "industry is looking for the type of employee who is desirous to 

build the cathedral." 

The importance of art to life was also discussed at the OEA by Alfred Howell. head 

of the Art Depanment at CTS. In "How We May Improve Our Art Education," Howell 

suggested that art was not a fi-iii 'but had an intimate relation to every phase of ~iving."'~ 

Howell firrnly identified himself as an artist who believes that things should be "useful 

and beautiful," and for every-day use "everything should be artistic-even our kitchen- 

ware." 7i 

E 8 W. E. Weaver, "What Indust~y Looks for in its Employees," OEA (1 935): n.p. Weaver was also 
a mernber of the Canadian Manufacturers' Association (Toronto branch) and employer- 
representative on the TBE's Adviso~y Vocationai Cornmittee which oversaw technical education. 

69 W.E. Weaver. "What Industry Looks for in its Employees," OEA (1 935): n.p. 

7 0 Alfred Howell, "How We May Improve Our Art Education," OEA (1919): n.p. As this volume 
of lectures has been lost. 1 cite the discussion of Howeli's paper from the OEA Minutes. Atso 
present from CTS was J.G. Graham, a teacher who trained at the RCA under Walter Crane. 
Graham became an instructor at the WAAC and headed the Arts and Crafts guild. This 
educationd exchange was in part arranged by the wife of CTS principal A.C. McKay. Eleanor 
McKay had been a long-standing member of the WAAC and held various executive positions. 

71 Alfred Howell, "How We may Improve Our Art Education," OEA (1919): n-p. 
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Additionally, discussions of Morris and the Arts and Crafts Movement a t  the OEA 

were inseparable from those of John Ruskin. As artist and educator George Agnew Reid 

noted in 1905 : 

While Morris was the typical leader and originator, no mention of the movement 
of which he was the head, heart,  and soul, would be complete without the noting 
of the influence of Ruskin, whose writings on art proceeded the work of Morris, 
and in some measure accompanied it. 72 

Ruskinian thought at the OEA was not only pervasive but statistically the most 

frequently quoted. There are nurnerous references to Ruskin's ideas on art and nature, 

art teaching, the role of art leagues in the schools, and art in the home. The most 

consistent themes evident in t h e  addresses from inside and outside the Manual Arts 

section though, are Ruskin's notion of "environmental determinism" which suggested 

that the natural environment and material surroundings were capable of determining 

moral character. 

One of the most compelling Arts and Crafis social-aesthetic discussions at the OEA 

72 G.A. Reid, " A r t s  and Crafts." p. 303 

7 3 This is in contrast to Edwin C. Guillet's suggestion that Matthew Arnold "the poet," was the 
most often rnentioned educator in the association's history. He cites university professor Hiida 
Neatby's estimation of Arnold's theories that "More thought and literary culture ... were much 
preferable to a diploma on teaching methods; for elementary schools should be a civilizing and 
refining influence. not factories grading their products by the 'How many can we pass"' (p. xix). 
Guillet's quotation from Hilda Neatby's So Little for the Mind (Toronto. 1953) a diatribe on the 
deciine of the classical curriculum in schools, is reveaiing in that it exposes a contemporary 
resurgence of interest in a new "Cultural civilizing" cumculurn. These issues were debated at 
the Royai Commission on National Development in the Arts, Letters and Sciences (1949-195 1) 
at  which Neatby was an influential commissioner. Throughout the commission hearings, Neatby 
and chair Vincent Massey transformed Arnold from an Victorian to one "startlingly modem." 
Hilda Neatby, A Temperate Dispute (Toronto, 1954), 39. For an interesthg account of the Royal 
Commissions aims, activities, and participants, see Paul Litt, The Muses the Masses and the 
Massev Commission (Toronto, 1992). 



connected the home and the neighbourhood as incuicating important values in the 

child." Clara Elliott for instance argued that the teaching of house decoration was not 

only crucial to students but to the children who inhabited its roarns. "Surround the child 

with a beautiful home and splendid pictures, and they will undoubtedly have an 

influence on his thoughts, his character. and his work." " The cultivation of the eye and 

by extension the heart. a son  of visual osmosis. was to  be supponed by parental and 

community involvement. Even Ruskin's authorid eye was shaped by his father who 

"stood Ruskin] before some of the world's greatest masterpieces for hours at a time that 

he rnight imbibe some of their beauty, and we al1 know the love and the appreciation for 

art and for the beautiful in everything which this early training fostered." 76 ELliott's 

argument of the need for the teaching of decoration appealed to the newly-released 

report by John Seath, Industrial Education. She noted particularly Seath's discussion of 

EngIish Garden Cities and how they had been shaped by the various Craftsmen Schools. 

She concluded that the artistic nature of these surroundings, interior and exterior, clearly 

illustrated the value of teaching house decoration. 

The notion that physical surroundings were critical to a child's well-being was also 

shared by the school an leagues. forerunners of the home and school associations which 

were formed in the last decade of the nineteenth c e n t u ~ y . ~ ~  Directed by James L. 

" See also Ada M. Hughes short speech entitled "Relationship of Home and Education," OEA 
(1904): 257 in which she suggests that with the decline in home industries, chiidren l o s  their 
connection to "process." 

75 Clara, E. Elliott, "The Teaching of House Decoration," p. 3 13. 

76 Clara, E. Elliott, "The Teaching of House Decoration," p. 3 12. 

77 A listing of the  Art Leagues that became Home and School Associations are listed in the OEA 
Minutes (1919): 55-60. Interestingly, the Leagues are listed in the elite Toronto Blue Books (the 
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Hughes, Superintendent of Schools, the schools adhered to Ruskin's idealist dictum that 

"to teach taste is to form character." In 1898, with popular assent from students, 

teachers, and parents, Hughes founded the Central League of School Art. The League 

originated with the Rosedale League of Art under the tutelage of Rosedale public school 

78 Principal Amelia Sims. Hughes and Sirns envisioned a project which would inspire 

children and harmonize Ruskin's notion that "beautifui art" was the product of "people 

who have beautiful things about thern? In her 1898 annual address, Mary Ella Dignam. 

president of the WAAC, noted that "the Art Leagues in connection with the Public 

Schools are fast becoming universal in Toronto[;] at least ... the members of Association 

in Toronto have entered heartily into the organization and work of these Leagues." 

An ideal opportunity to bring art into the classroom was realized in 1901 with the 

construction of a new kinderganen class at Rosedale Public School. Artist J.W. Beatty 

was chosen to execute three monumental murals which would inspire and cultivate 

young minds and heans. After a decade of delays due to financial problems, the project 

city social registers) as social clubs. On the Art Leagues in Toronto, see Marilyn McKay, "John 
Ruskin and J.W. Beatty at Rosedale Public School," draft paper, TBERMA. 

7 8 Arneiia Sims and Jessie Semple were part of the eight women who in 1885 fonned the Lady 
Teachers' Association of Toronto (after 1892 called the Wornen Teachers Association of Toronto). 
See: Harriet Johnston, Jessie P. Semple, and A.A. Gray, "Repon of The Original Members on the 
Formation and Early Days of the Association," The Stonr of the Women Teachers Association of 
Toronto (Toronto, 1932); and Alison Prentice, "Themes in the Early History of the Women 
Teachers' Association of Toronto," in Paula Bourne (ed.) Women's Paid and Unnaid Work 
(Toronto). 97-12 1. 

79 Ruskin, Works, xvi, p. 338. 

WAAC, Annuai Report, (1899), 8. 



was finally completed in 1910.~' 

The Central League of School Art was part of a larger rnovement which began in 

England in 1883. The EngIish Art in the Schools Association was headed first by a 

president and vice-president, the inestimable John Ruskin and School Inspecter Matthew 

Arnold respectively. The Association oversaw the selection. distribution and exhibition 

of art in London's Public Schools. Although some original work was comrnissioned, rnany 

of the art work in the schools were copies of prints. photographs. and lithographs." 

Significantly, the Central League of School Art was not a vacuous educational 

experiment but a product of the like-rninded aesthetes/representatives/mernbers from 

educational establishment and the cultural cornmunity: the WAAC. the Ontario Society 

of Artists, and the Central School of Art and Design, chaired by George Agnew Reid who 

believed that the League was indeed dedicated to making public schools "more anistic 

environments for the students if we wish to have a people of taste who wii1 create 

tasreful things." 83 

The ideals of the Arts and Crafts Movement were disseminated throughout the 

educational sector by agents involved in a network of aesthetic, social, and cultural 

alliances, coming together in comrnon ideals and values regarding the importance of art 

In 1917, the Toronto Star dubbed the work entitled S~rinu,  Surnmer, and Fall in the Don Valley 
one of the most beautiful schoolrooms in Canada. 

82 Ruskin's Art in the  Schools Association also found a congenial public in the United States. One 
of the first school art leagues was established by the Chicago Public School Board in 1893. Eileen 
Boris has noted that by 1903, public school art societies existed in at  least twenty American 
cities. See Eileen Boris, Art and Labor, panicularly Chapter Five "Schooling Taste: Art and 
Manual Training in the Public Schools," pp. 82-98. 

83 WAAC, Annual R e ~ o n ,  (1899), 8. From the very begïnnïng of the Leagues, the WAAC 
promoted art in the public schools. Superintendent Hughes also gave a lecture on the aims of the 
League in 1898. 
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as an indispensable and re-affirming part of daily life. By looking at addresses and papers 

presented at the OEA conferences during the first two decades of the twentieth century, 

it is clear that the social-aesthetic theories of William Morris, John Ruskin, and the Arts 

and the Crafts Movement played an important part in constructing an educational 

discourse on art, work, and labour. Prompted by spiraling urbanization and industriai 

prosperiry, both of which many social reformers believed to be responsible for the 

penrasive "social and moral degeneration" in society, the educational system was re- 

conceptualized by OEA members to be an împonant medium from which to form a new 

morally and socially "ennobled" technically-trained labour force. 

In tirne, the social-aesthetic ideas of the Arts and Crafts Movement became a potent 

classed and gendered force of character formation in Ontario's public and technical 

schools. As a prelude to technical training, Manual A r t s  education attempted to instill 

in students the moral and noble experience inherent in working with their h e m  and 

hands. There were distinctions in the curriculum of course; Girls were taught dornestic 

science, sewing, and interior decorating, while boys were taught carpentry and metal 

work. By the time students reached the Technical school they were fully versed in the 

beliefs of a "dignified and noble labour force," taking their ascribed place within the 

national econornic plan. A cultural movement which attempted to restore the "dignity 

of human life" in the rnidst of industrial transformation became a semant to Canada's 

economic policy. 



Chapter 7 

Conclusion 

1 have the pleasure to ïhform you that he &Ha worrhl worked under my guidance and 
example for severai montirs and had the advantage of seehg the best possible stained 

glass produced here.. .Hjs work showed su much promise that 1 do not hesirate to 
recomrnend hm to p u  for carryulg out the work p u  have in contemplation. 

(LW- Dearie, Attistic Director, Morris t5 Co. Lrd 2925) ' 

By the 1930s, the "guild" ideal at CTS was coming apart. This is illustrated in a case 

study involving artist-teacher and later Head of the Art Department Peter Hawonh who 

was aileged to be  using student assistants (as well as school supplies and facilities) to 

undertake his own, private stained-glass commissions. The ensuing debate reflected the 

contradictory discourses which accompanied Arts and Crafts ideas and pranices in 

Oncario d u ~ g  the previous 40 years. In so doing, this debate highlighted the role of the 

TBE and i t s  Industrial Vocational Committee (after 1928 named the Advisory Vocationai 

Committee) in negotiating among contradictory educational visions and community 

pressure groups. 

In this concluding chapter, 1 analyze the debate as it was played out with its 

particular set of characters, their stated intentions and clandestine motivations, to see 

the limits of Arts and Crafts procedures in departments and schools of art and the 

restrictions imposed on artists-teachers. While looking at the long-tem implications of 

Letter from J.H. Dearle, M o m s 6  Co Ltd to Miss A.C. Wright, 15 November 
1 925, "Testimonials." 191 1-1 926. Hawonh Papers, Ms. Coll. 5033. Queen's University Archives 
(hereafter QUA). 
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the Haworth debate, 1 focus at length on Peter Haworth in an attempt to go beyond the 

narrow artistic c o r n e s  in which his life has been written. 

Paul Duval's exhibition catalogue Glorious Visions (1985) remains the only 

biographical text of Hawonh's professional life in England and later in Canada. The 

catalogue is brief, however, and strictly centered on Haworth's massive stained g l a s  

production, which Duvai correctly surmised "remahCedl vîmxally unknown." Responses 

to the Glorious Visions exhibition from Haworth's long-time friends confirrn Duval's 

assertion and further exposes Haworth's stained glass production in the schools as a 

clandestine operation in the early days. Duval's work is indispensable to researchers 

because, as Haworth's former studio assistant, he was in a position to observe intimately 

Haworth's process of work. Duval also intenriewed Haworth and his wife Zema for the 

catalogue, filling in the Little-known details of his early art education and professional 

training in England. Significantly, Duvai charts an artistic lineage backwards from 

Haworth to his stained g l a s  teacher Robert Anning Bell and to "masters" such as Burne- 

Jones and William Morris whose influence, Duval categorically States, is "found in many 

of the windows Haworth was later to create in Canada. Their Burne-Jones' and Morris'] 

example provided him with a sound base of craftsmanship from which to later develop 

2 Duval's catalogue must certainly be read in light of the airns and objects of the exhibition and 
particularly the Haworth's implicit participation. The Haworths partiaiiy undenivrote financially 
the Glorious Visions catalogue. 

Letter from Louise Cornfon to Kenneth Saitmarche, 13 May 1985; Letter from Caven Aitken to 
Peter and Bobs Haworth. 19 July 1985, Haworth Papers, QUA. A friend of the Haworth's, 
Kenneth Saltrnarche. was director of the Art Gallery of Windsor, Ontario and was a major impetus 
in organizing the exhibition- See also Kay Kritzwiser, "Haworth's Secret Life in Stained Glass." 
The Globe and Mail, 22 June 1985, Entertainment 9. 



his own more personal works." ' 

Notably, Duval does not mention that Haworth was closer to Moms than traditionally 

thought: In fact, Haworth spent several months working for Morris 6. Co., Ltd. under the 

direction of J.H. ~ear1e'-a man hand-picked by William Morris himself and trained as 

an apprentice. Dearle eventually succeeded him as Artistic Director of the firm. In 

contrast to Duval's oversight, in job applications Haworth was quick to point to his 

"appointment for 6 rnonths as assistant manager to the firm of Wm. Morris and Company 

at their Merton Abbey works.. . [where] I gained valuable knowledge of the production of 

the famous Morris tapestries, textiles woven fabrics, stained glass and other artistic 

crafts under the direction of Mr. Dearle the Artistic Director and manager." Hawonh also 

noted that "1 also executed some designs for them," Though J.H. Dearle's narne 

appears as a referee for Hawonh for several artistic/acadernic positions, regrettably, only 

one letter in the Haworth Papers is from Dearle, written in 1925, in response to a 

prospective Canadian client seeking an artistic reference from the farnous firrn. This 

points to the fact that Hawonh was citing Dearle-and by extension Morris 6 Co.-as 

Duval, Glorious Visions, pp. 12-1 3. 

On J.H Dearle and his artistic work for the fim, see: Susan Moore, "The Marxist and the 
Oilman: Morris 6 Co. at Stanmore Hall," Countrv Life (14 Novernber 1985): 1494-96; Oliver 
Fairclough. "Morris 6 Company after Wiiam Moms," Anticrue Coiiector, 53 (May 1982): 112-15; 
Linda Pany, "Moms and Company in the Twentieth Centq," The Journal of the William Morris 
Society, 6 Winter 1985-6): 1 1 -1 6; and Barbara Moms, Victorian Embroidery (London. l96S), 90- 
116. 

6 Peter Haworth. "Application for the Appointment of Assistant Secretary at  the Royal Society," 
3 1 December 1919. Haworth related his experience at Moms 6. Co. in his application for the 
position of Head Master at the School of Art, Salisbury. Haworth aiso included his experience at 
Morris 6 Co. under the "Professionai Qualification" section in his "Application for the Specialists 
Certificate" n.d. Job Applications, Hiring, Hawonh Papers, QUA. 
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a reference well into the 1920s.' 

In light of this direct connection to Morris and the British Arts and Crafts Movement, 

I delve into the process by which the search for the "appropriate" candidate to fil1 the 

position of art teacher at CTS-later to be fiiled by Haworth-was conducted. How were 

Haworth's skills and artistic experiences valued by his employers in Toronto? The search 

for the candidate discloses by what method and, more imponantly, the reasons why Ans 

and Crafts philosophies and practices continued to be irnporzed into Canada as late as the 

1920s. 

The Hiring at Toronto 

Peter Haworth was born in 1889 and raised in Oswaltwistle, Lancashire, England. 

Though his father, a cattle trader, was initially dismayed that his son wanted to pursue 

a career in art, he stood steadfastly by hirn "as long as he could prove he could 'better 

himself."' After a brief period at the Accrington School of Art, Haworth enrolled at the 

Manchester School of Art in 191 1 where he studied until 191 3. In 19 14, Haworth was 

accepted into the prestigious Royal College of Art in London. With the outbreak of war 

in 1914, Haworth enlisted in the Lancashire Fusiliers. After three years in France 

fighting in the trenches and later as a balloonist with the Royal Flying Corps, Haworth 

' Archur Frederick Wuigate has also written a brief but interesthg account of his employment at 
Morris 6. Co. under the direction of Duncan Dearle (son of John Henry Dearle). See "Working for 
Morris 6 Co," Journal of the William M o m s  Society, vol. XI, no. 2 (Sprhg 1995): 31-32. 

Duval, Glorious Visions, p. 10. 

' Duval, Glorious Visions, p. 11 



returned to the RCA to resume his art studies with the aid of "Higher Education of Ex- 

Service Students" awards to finance the remainder of his education. At the College, 

Haworth transferred to the design department to study under its head stained glass 

anist Robert Anning Beil who introduced students to the works of WiUiam Morris and 

Burne-Jones. Versed in painting, stained glass, architecture, and sculpture, Haworth 

graduated in 1921 as an Associate of the Royal College of Art (ARCA). 

Peter Haworth's most staunch supporters, instrumental in his appointment at CTS 

in Toronto in 1923, were his former teacher Robert Anning Bell, William Rothenstein 

(principal of the RCA), and Alexander Charles McKay, principal of CTS (1 9 1 1-1 926) and 

later Director of Technical Education. Complimentary endorsements by his teachers as 

a "student of great promise.. .hardworking [sic] ... and [embodyingl the valuable gift of 

initiative so necessary to gain the confidence and respect of pupils," and "a distinguished 

student of design.. . [whose] character ..A most reliable and influential, " made Hawonh 

an attractive choice for the position in Toronto. 'O 

In the fa11 of 1922, while employed as a ternporary Head Master at the Salisbury 

School of Art, a position to which he had been appointed in September, a letter arrived 

from A.C. McKay in Toronto informing Haworth that his name was put forward for the 

position as an Assistant Teacher of Design and Craft work at the CTS. McKay related to 

1 O Robert Anning Bell (n.d.),"Testimonial on Behalf of Peter Haworth"; W. Rothenstein, 
"Testimonial for Peter Hawonh," 21 July 1922. Haworth had two advantages in his application 
for employment: He was relatively mature to other candidates-he was 33 years old when he 
took on the position at CTS-and he had a distinguished and decorated rnilitary career for which 
he was awarded the Distinguished Flying Cross for valour in 1918. When applying for positions, 
Haworth always included "war testimonials" from his cornrnandulg officers. Such a reference 
from Lt. Colonel Hugh L. Meyler accompanied several of Haworth's applications. Meyler 
"recornmended Haworth for employment in any ps t  where a knowledge of men with power of 
organizing and attention to detaiis are essentials." Lt. Colonel Hugh L. Meyler, "Testimonial on 
Behalf of Peter Hawonh," 3 1 December 1919, Testimonials, Haworth Papers. QUA. 



Haworth how in July of that year he had written to Principal Rothenstein at the RCA 

asking him "to suggest the name of suitable teachers for this important position in the 

Central Technical School." " McKay continued "in view of the fan  that two of our most 

capable teachers of Art in the City of Toronto, Mr. Alfred Howell and Mr. John Chester 

came to us from the Royal College of Art under simiiar circumstances [as Haworth], I had 

no hesitation in recornmending our Commîttee to accept the Rincipd's n~mination."'~ 

Haworth received notice that his appointment was ratified on 8 Decernber 1922 . 1 3  Before 

accepting the position, however, Haworth wrote to McKay inquiring into severai matters 

of importance: salary increases. relocation expenses, possibilities for promotion, and the 

arnount of time aliocated to teaching duties and other school activities. l4 In systematic 

fashion, McKay answered each of Hawonh's queries, throughout suggesting that "if you 

are as capable as 1 think you are, your s a i q  will soon be increased." McKay once again 

stressed the connection with the RCA and its esteemed representatives at CTS, Alfred 

: Letter from A.C. McKay to Peter Haworth. 29 November 1922, Haworth Papers. QUA. 

12 Letter from A.C. McKay to Peter Hawonh 29 Novernber 1922. Rothestein's reply arrived on 
November 2nd. Hawonh Papers, QUA. 

l 3  Letter from W.W. Pearse to Peter Haworth, 8 Decernber 1922, Hawonh Papers, QUA. 

l 4  Letter from A.C. McKay to Peter Haworth, 3 January 1923, Hawonh Papers, QUA. In 1922, 
Hawonh tried to sue the military for a pension claiming injuries suffered during his militaxy 
service which made him incapable of work. Though the petition was granted and retirement paid 
for 18 months, the award was rejened on review on the grounds that "Haworth's disability is 
neither attributable to nor aggravated by his rnilitaxy service, but is the result of the accident 
which occurred while he was on leave and not on militaxy service." This judgement was handed 
down on 9 Novernber 1922, several weeks before he received a letter from A.C. McKay informing 
him about the job in Toronto. Curiously, days after receiving the job offer from McKay, Hawonh 
sent out an application for a position for the post of Principal Teacher at the School of Art, 
Norwich. In light of these events and Haworth's Decernber 8th letter to McKay, it begs the 
question of whether Haworth accepted the position because he needed money to support himself 
and his prospective bride (they were married on 27 Febmary 1923). Reassured by McKay's 
certainty of promotion, perhaps Haworth felt that he could more easily advance in the Canadian 
educationai system than in England. 



Howell and John Chester. McKay firmly advised Haworth that "the chances for 

promotion are excellent ... the best men avaiiable wiii secure excellent positions." In a 

postscript, McKay added "cable and corne ùnmediately." '' Perhaps as a m e r  incentive, 

McKay cabled Haworth: "Sail soon, bring bride. salary starts sailing day." l6 

Since no other applicants were seriously considered for the position, it was clearly 

expected from the beginning that Hawonh would in short tirne succeed Alfred Howell 

as head of the Department at CTS. A lener from William C. Noxon, Agent General for the 

Ontario stationed in London, reveals the privilege accorded Haworth's education, his 

weU-regarded referees. Anning Bell and Rothenstein, and perhaps more importantly his 

English heritage. l7 Noxon enclosed three letters of introduction for Haworth, an 

impressive list indeed: one to Robert Falconer, President of the University of Toronto; 

one to Reverend Dr. H.J. Cody, Church of England Clergyman (he succeeded Falconer as 

President of the University of Toronto in 1932); and one to Alfred Brown who was to 

facilitate Haworth's introduction to the stained glass trade in Toronto. " 

15 Letter from A.C. McKay to Peter Hawonh, 3 January 1923, Haworth Papers, QUA. 

16 Cable from A.C. McKay to Peter Hawonh. n.d., Haworth Papers, QUA. 

'' The Hawonhs eventudy becarne Canadian Citizens in 1973. Cenificate of Canadian 
Citizenshi~, 1973, Hawonh Papers, QUA. 

'' Letter from W. C. Noxon to Peter Haworth, 21 February 1923,"Testimonials 1911-1926," 
Haworth Papers, QUA. Interestingly. appealing to English authorities for knowledge of the right 
candidate was the same approach used by Presidents Falconer 2nd Cody when they initiateci the 
search for an English male candidate to fil1 the newly created position of the Fine Arts Chair at 
Toronto. As early as 1929, Robert Faiconer wrote to Lawrence Binyon at the Department of Rints 
and Drawings at the British Museum. and A.M. Hind, Slade Professor of An at Oxford (a position 
once held by Ruskin), e n q u i ~ g  about a young man suitable to undertake the task of heading the 
Fine An  Depanment. Inquiries were also made to W.G. Constable of the farned Courtauld 
Institute of Art in London. and to other notable authorities at the Victoria and Albert Museum, 
the University of Liverpool, and the Carnegie Corporation of New York. Discussed for the position 
of the Chair, though perhaps not seriously, were Kenneth Clark, Nicholas Pevsner, Walter 
Friedlander, and Erwin Panofksy. The gender, racial, and funding implications of the search for 



The Early Formation of the Art Department '' 

In many ways, Haworth followed the path of his predecessor artist Alfred Howell 

who had studied at the RCA (1909-1913), in some cases with the sarne instructors. 20 

Howell was promoted by McKay to Toronto in 191 4 to head the newly re-organized Art 

Department. HowelI was assisted by senior teachers, in particular John Chester, a 

the Chair from 1929 through to the appointment of John Aiford in 1934 clearly deserve a study 
of their own and one 1 hope to pursue at a later tirne. Letter from Lawrence Binyon to Robert 
Falconer, 1 1 February 1929; Frederick Keppel to Robert Falconer, 14 April 193 1; W.G. Constable 
to Dr. Cody, 18 June 1934; W.G. Constable to Professor John Orr, 2 March 1934; and "University 
of Toronto Fine An Chair," Graduate Files. A68-0007/169/03/0, UTA.. 

19 In order to re-construct the early staff membership of the Art Department, 1 have also 
consulted several officiai but unpublished histories written in 1965 by mernbers of the Art 
Depanment staff. This docwnenr, produced on the department's fifty year anniversary, sets out 
to "briefly sketch some of the persond traits of the people who created this Depament." Its 
rhetoric and the context and tirne of its writing suggest a great deal more. The authors of these 
documents attempted to situate thernselves in the historical fabric of Canadian an, to reinforce 
the department's artistic continuity and tradition. Most imponantly, the authors wanted to create 
an art ist ic lineage, being quick to point out how the An Department's "imaginative programme 
of art education ... becarne the pattern for many which were later established throughout the 
province." n.a. "The Art Depanment. 1915- 1965 ," Central Technical School Art Department, ca. 
1965, p. 5. 

To supplement this source, from the Toronto Board of Education Handbooks 1 compiled a List 
of al1 anist-teachers (both in the day and night school) who taught in the Art Department from 
1 904- 1965. These handbooks are an important historiographie source in that they list the name 
of the teachers by gender. school. and subjects taught. The handbooks include: years of service, 
degrees heId. rank. and salary, and specificaily in regards to artist-teachers, they list artistic 
credentials and in some cases professional artistic affiliations. 

20 For information on Alfred Howell see: National Gallery of Canada Artists Fies; "Local Sculptor 
Wins War Memorial Prize," Toronto 27 Decernber 1922; "25,000 War Memorial for 
Oshawa." Toronto Te l ea r a .  19 Febmary 1924; and "A Beautifui War Memonal." Saturday Niuht, 
5 November 192 7. Interestingly, Dawson F. Kennedy, a teacher in the Art Department, followed 
Haworth's educational path. Born in Peterborough, Ontario. he studied at CTS under HoweU and 
Howarth. Upon completion he enrolled at the RCA where he studied with W. Rothenstein and 
E.W. Tristam. His wife Katheleen Cooley, who later taught weaving and crafts in the deparunent 
(1 932-1936). was also a graduate of the RCA and a student of Rothestein and Tristam. Accoràing 
to the "An Department," Haworth encouraged Kennedy to go to the RCA for advanced training. 
It gave Kennedy, "a feeling for tradition and the nch heritage of the pst." "The Art Department. 
p. 10. Information on the Kenneàys was found in the National Gaiiery of Canada Artist Fies. 



weaver from Burnely, England, who was also a graduate of the RCA, Carmen M. 

Maynard, and Francis Simpson. " The authors of the "An Department" recounted how 

"our first Principals chose men for the art depmment whose experience touched upon 

all levels of an [consequently] ... the department had something of the atelier atmosphere, 

that is its artist-teachers, students and community saw themselves as an "art school." * 

The "benevolent dictator with the soul of a prophet," A.C. McKay was considered the 

leading force behind the formation and development of the Art Department. 

[McKay] saw education in terms of people rather than blue prints and courses 
of study. He looked upon the An Teachers primarily as artists and was 
anxious that they should do some of their own work at school so that the 
students could see how the job was actually done. He encouraged Mr. Howell 
to gather a staff of practicing mists around him. In those days we put quality 
before qualifications; pedagogical indoctrination came later.= 

Peter Haworth: Artist, Teacher, and Stained Glass Craftsman 

In 1923, Haworth and his new wife Zema ("Bobs") Cogill (1900-1988) arrived in 

Toronto to assume his position as the new teacher of Art at CTS. '' As McKay clearly 

2 1 Chester left CTS in 1922 to become S u p e ~ s o r  of Art in the public schools. 

2 2 n.a. "The Art Department, 1915-1 965 ." Central Technical School Art Department, ca. 1965. 
p. 5 .  With the building of CTS in 1 91 4, the Art Department was given spacious accommodations, 
"an impressive forecast of the place that the authorities expected art education to occupy in the 
future" (p. 5). 

23 "The Art Department," p. 5. 

'' Though it is clear that the Hawonhs worked jointly on many artistic and intellectual projects 
and were teaching colleagues at CTS, they were both influential in their own particular fields. 
Space does not permit me to elaborate on "Bobs" Hawonh's contribution to the pottely field and 



expected, Hawonh quickIy ascended through the ranks of CTS's Art Depanment, 

becoming head in 1928. Until his retirement in 1955, Hawonh carried on consecutive 

careers as a teacher, administrator, painter, stained glass artist, and noted and respected 

authority on Art. LS Once in Toronto, Haworth kept high profile and prestigious Company 

in Canadian anistic circles. " Withinl a year of his arrival, Peter had become friends with 

Lawren Harris and most of the (other members of the) Group of Seven." 26 This is 

reflected in the Hawonhs' extensive address book of friends and acquaintances which 

incIuded names from the world of art and cuiture, business, and the educational 

establishment. Besides Group of Seven members like Harris, Casson, Lismer, and A.Y. 

Jackson, 27 the book also lists such well-known figures as Mrs. and Mr. Jack Bush, art 

historian Marius Barbeau, sculptor Barbara Hepworth (with whom the Hawonhs were 

especially her role as president of the Canadian Guild of Potters. 

25 Given the emphasis of this study on Hawonh's stained glass, 1 have purposefully downplayed 
his painting career. For conternporary reviews of Hawonh's solo painting exhibitions at  the 
Robens Gallery in Toronto, see: Hugh Thompson, "Gentle Nature An," Toronto Dailv Star, 6 
(February 1959); and Gai1 Sabiston, "Stylized Abstracts by Hawonh," Toronto Globe and Mail (18 
February 1 96 1 ). 

26 Duval, GIorious Visions, p. 15. In 1927, Hawonh became a mernber of the Arts and Letters 
Club and earned life mernber status in 1972. Letter from John Irwin to Peter Haworth, 24 March 
1 972, "The Arts and Letter Club. 1958-1 985," Haworth Papers, QUA. 

27 Haworth and Jackson had a life-long friendship and artistic working relationship. Jackson even 
elicited Haworth's help in supponing his case against the new owner of the Studio Building in 
Toronto, Gordon McNamara, who was tiying to force him out of the place in which he  had lived 
for 35 years. A series of correspondence between the two panies was to sent to Haworth by 
Jackson as a record of the "tmth" on the belief that "Gordon is a social snob who cannot afford 
to lose face in art circles." A.Y. Jackson to Peter Haworth, 20 December 1954, Haworth Papers, 
QUA. Since McNamara was a friend of the Hawonhs, Jackson felt that the Hawonhs could exen 
some social pressure on his behalf. Although outside the puxview of this dissertation, the ensuing 
correspondence goes beyond a dispute between tenant and landlord, suggestive of a larger 
debate on art and historical lineage. On A.Y. Jackson, see: A Painter's Countrv: The 
Autobioqra~hv of A.Y. Jackson (Toronto, 1958); and O.J. Firestone. The Other A.Y. Jackson: 
Memoir (Toronto, 1978). The most current social-historïcal analysis of the Group of Seven is 
Charles C. Hill's gr ou^ of Seven: Art For a Nation (Toronto, 1995). 



classrnates at the RCA), Mrs. and Mr. Alan Eaton, Mrs. and Mr. George Gooderham, Dr. 

and Mrs. C. Goldring, and Dr. and Mrs. C.D. Gaitskeli. The inclusion of wives ïndicates 

both a sense of formality and the social nature in which relationships were forged and 

maintained within this elite cultural world. 29 Childless and with the advantage of fixed 

educational salaries and substantial commissions f r o m  their extensive artistic projects, 

the Haworths enjoyed a iifestyle befitting the elite circles in which they traveled. These 

social networks are vital in that it is these friends which either cornmissioned or 

recommended Haworth's stained glass artistry. By hiring Haworth, they were in f a n  

engaging one of their own. 

Many relationships were also forged in the ranks and service of professional artistic 

societies. In addition to membership in the Ontario Society of Artists (mernber, 1933; 

president, 1954), in the Royal Canadian Academy of Art (he was made an Academician 

in Painting in 1955). the Canadian Group of Painters (member. 1938). and the Canadian 

Society for Painters in Watercolours (serving as president in 1934-37), Haworth was 

2 8  This list was alphabetized and neatly typed with over 200 names. "Address List," (n.d.), 
Haworth Papers, QUA. 

2" The Hawonhs were long considered part of the anistic establishment. Their biographies are 
included in issues of the Canadian Who's W h o  beginning in 1953.The Hawonhs were also 
members of The Social Register of Canada Association. Membership card, The Social Register 
of Canada Association. #465 7, Haworth Papers. 

30 In this regard, 1 believe that Bobs' membership in such women's groups as the Heliconian Club 
of Toronto (elected a member of the art section in 193 1) was significant in that it was the 
women's cornmittees of many churches which were responsible for Looking after the interior 
decoration, In the majority of cases this also included the stained glass. Similarly, mernbership 
in the Rosedale Ratepayers Association. the Royal Canadian Yacht Club (Bobs becarne a life 
member in 1975), and the Toronto Lawn Tennis Club (the Hawonhs were members since 1928) 
wenr a long way in establishing the couple's artistic personae and securing them anistic 
commissions panicularly in stained glass. Letter from Edith Tumbull to Zema Haworth, 19 June 
193 1. Rosedale Ratepayers Association File; Royal Canadian Yacht Club.. 1975-88 File, Toronto 
Lawn Tennis Club, 1953-1982 File, Haworth Papers, QUA. 
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elected a member of the Royal Society in 1957 and in the sarne year made an honourary 

member of the Guild of Art and Crafrs of the WAAC in recognition of his past service." 

In 1953, he was also awarded a medal in commemoration of Queen Elizabeth's 

coronation, 32 and was routinely called on by the National Galiery of Canada's director 

Eric Brown to judge and participate in juried exhibitions in Canada and England, for 

exarnple the 1938 exhibition "A Century of Canadian Art," held at the Tate Gallery in 

London. 33 The Haworths pursued artistic initiatives that would often put them in the 

centre of major "career-making" events such as the opportunity during the Second World 

War to serve as war artists recording Canadian rnilitaiy maneuvers on the West Coast.34 

Among Haworth's impressive achievements. he was perhaps best known as a 

dynarnic teacher. During his 32-year career at CTS and his appointment as an Instrunor 

in Design and Drawing (1939-1947) at the University of Toronto's Department of F i e  

m s ,  he came in contact with thousand of students. In her daily radio broadcast for CFRB 

in 1948 on "issues of art and life," Kate Aitken reiated the following story: 

3 '  Letter n.n. to Peter Haworth, 21 January n-y.: Letter from Fred Fidey, Royal Canadian 
Academy of An to Peter Hawonh, 11 Decernber Secretary of the Royal Society for the 
Encouragement of A r t s  Manufacturers 6- Commerce, London. 13 May 1957, Haworth Papers, 
QUA. 

'* "Buckingham Palace Medal on Her Majesty's Coronation," 2 June 1953. 

33  ~ r i c  Brown, National Gallery of Canada to Peter Hawonh. 5 August 1938; Eric Brown to Peter 
Hawonh, 30 August 1943, "National Gallery of Canada File." Hawonh Papers. QUA. See also 
A Centurv of Canadian An (catalogue) (Ottawa, 1938), 17. 

3 4 Palette, "B.C. Coast At War Depicted by Noted, Toronto Anists," Vancouver Province, (20 
January, 1944): 17. Interestingly, Peter's National Deparunent of Defense Card which gave hirn 
admission "to al1 RCAF units, Western Air Command" listed hirn only as "Director of Art, 
University of Toronto." Peter Haworth, National Depanment of Defense Card. 9 Jtdy 1943- 
December 3 1, 1943, Haworth Papers, QUA. 



Last week when 1 was talking to one of the newspaper men [sic] who buys 
more art than any publication in Canada-here's what he had to Say about 
Peter Haworth. "He trains the best artists that Canada produces. Believe me, 
when anyone who cornes into our office and says 1 took m y  training at Central 
Tech with Peter Haworth-1 reach of his portfolio and say-'Kid, let me see 
your work. '" 

Haworth was an exacting teacher who had a patenalistic master/apprentice 

relationship with his students which extended beyond the confines of the school. One 

particular incident with a student illustrates the nature of these relationships and more 

importantly the value Haworth placed on the characteristics of dependability, 

responsibility, and obligation. Clearly, he was not just training artists but artists of a 

certain moral character who were to be exemplars in the broader community. In 1949, 

Haworth made a small loan to a student to help him relocate to Ottawa so that he could 

undertake an apprenticeship prograrn at the Royal Canadian Mint under the resident 

35 "Your Tarnblyn Broadcast with Kate Aitken," CFRB, 2 November, 1948, transcript, Haworth 
Papers, QUA. CTS's vibrant department and its curriculum and staff was popularly recognized 
as, one prospective student suggested. "equal to and superior ... to that of OCA [Ontario College 
of An] ." Letter from Robert Green t o  Peter Hawonh, 25 May 1950. A former student enrolled at 
the Chicago Institute of An even suggested that "somehow the Art Institute down here just isn't 
the same. I am probably prejudiced but 1 like ours far more. If they put a few Haworth's [sic] and 
[Louise and Charles] Cornfort's [sic] up 1 may like it better." Letter from Patncia Corson to Peter 
and Zema Haworth. 25 Onober 1947, Haworth Papers, QUA. 

The prominence of the Art Department and Haworth's influence on and sensitivity to 
artist/craftsmen can be discerned in a letter from a silversrnith, who having escaped the siege of 
Budapest, amived in Georgetown, Ontario, to stay with his brother. On the advice of Mrs. Majorie 
Elliot, a friend of the Hawonhs, the craftsman wrote Peter Hawonh outlining how "...during the 
siege of my native city 1 lost ali my belongings, axnong them my twls and materials which 1 used 
for my craft. 1 could not purchase thern anymore and 1 could not start over again." Given his 
dismal financial situation, he pieads with Hawonh to allow hirn to attend the ceramic classes for 
one or two months free of charge. If acts of artistic generosity such as this were known to the 
educational authonties, they turned a blhd eye. Haworth's prominence in artistic and educational 
circles and the high visibility of the department internationally meant that any conuaxy 
discussions of policy would have either been withheld from Haworth or at least discussed 
privately behind closed doors. Letter from Beer to Peter Hawonh, 7 February 1949, Haworth 
Papers. Beer's f -s t  name is not provided. 
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master W.C. Ronson. When the student faileà to repay, Haworth wrote to the student 

inquiring as to the delay: 

1 have realized this year that you still have much to leam. One thing is that 
to accept help from someone else involves you in certain obligations. You wiil 
understand how much easier it would be for me to continue to Say nothin, [sicl 
but to feel disappointed in you, than to Wte this letter and offer you advice 
which rnay pmve in the long run to be worth more to you than the twenty-five 
dollars I lent. 36 

When the student failed once again to respond, Haworth elicited the support of Principal 

G.M. Gore of CTS. In June 1949, Principal Gore wrote to W.C. Ronson at the Mint 

outiining the problem and imploring him to "encourage" the repayrnent of the l ~ a n . ~ ~  In 

one of the last communications, Haworth confesses to Ronson that "...I am cornpletely 

baffled by [the student'sl attitude and quite concerned about his moral responsibility in 

this matter ... It is the first tirne a student of ours in whom I had such faith has let me 

down ... we had such faith in this young man."" An envelope from the student with a 

postal order for twenty-five dollars and the discharged IOU eventudly arrived in 

November 1949. 39 

Artist-teachers in the Art Department benefitted from Haworth's cornfortable manner 

and his support of their artistic endeavours. Teaching and arzistic practice went hand-in- 

hand. As Doris McCarthy suggests, "1 always knew 1 was a good teacher and 1 was happy 

36 Letter from Peter Haworth to Myron Cook, 11 May 1949, Haworth Papers, QUA. 

37 Letter from G.M. Gore to W.C. Ronson, 24 June 1949; Letter from W.C. Ronson to Peter 
Hawonh, 7 October 1949, Haworth Papers. QUA. 

38 Letter from Peter Hawonh to W.C. Ronson, 12 October, 1949, Haworth Papers, QUA. 

j9 Letter from Peter Haworth to W.C. Ronson, 21 Novernber 1949, Haworth Papers, QUA. 
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teaching.. -1 didn't feel justified in teaching unless 1 was also a practising artist. 1 don't 

think you should teach something you are not doing." 'O Peter Haworth, whom McCanhy 

described as "an autocrat," was granted "unusual freedom in choosing his staff." He 

regularly hired artists and "hoped that they could teach." He often fought with the Board, 

"[convincing] authorities that an effective teacher must aiso be a practising artist ... Peter 

encouraged his teachers to exhibit in the juried shows."Although he fought for the right 

to hire artists, Hawonh understood what certification implied within the school systern, 

advising McCarthy to take the teacher training course and get certified "then [she] could 

be taken on staff and paid an annual salaxy instead of wages by the haif-day."(McCanhy 

prornptly enrolled at  the Ontario Training College for Technical Teachers in Hamilton 

where her pranicum teacher was Hortense Gordon.) " 

Peter Haworth was largely responsibie for the emergence and steady rise of women 

artist-teachers in the Art Department, as well as the increase in their artistic production 

while teaching. In 1932, oight teachers were employed in the day school: Director Peter 

Haworth, Charles Goldhamrner, Elizabeth Wyn-Wood, Edna Jutton, Dawson Kennedy, 

Noreen Masters, Tom Roberts. and Doris McCarthy. Five of the eight were practising 

artists: Haworth and Kennedy with a A.R.C.A. (Associate of the RCA, London), 

Goldharnrner, Wyn-Wood, and McCarthy with an A.O.C.A. (Associate of the Ontario 

College of Art). Norren Masters was a graduate of the Art Department at CTS who was 

hired by Haworth as a permanent staff member. 

4 O Randi Spires, "Landscape -1st Dons McCarthy a Dynamo at 76," Toronto Star, (25 April 

1987): P.Cl5. 

4 1  McCanhy, A Fool in Paradise: An Artists Earlv Life, p. 142. 
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Stained glass, its history, and the process of its production was one of Haworth's 

principal courses at CTS. Existing course notes and lecture outlines reveals a systematic 

exploration of the functional, technical, and historical aspects of the craft (see Figure 1). 

Haworth structured the course so that technical discussions were enhanced by 

discussions of the past and the present. In these classes, he used the traditional 

pedagogical method of the RCA to teach by example. Hawonh took students through the 

process of drawing and its translation into a full-size charcoal cartoon. Template patterns 

from the cartoon were then used to cut the pre-selected coloured glass to f i t  in their 

proper placement. Once the etching and final details were applied, the windows were 

assembled and leaded. Though seemingly straightforward, the use of the diamond 

cutters, the cut glass scattered about, and particularly the leading substance made the 

process hazardous. The project was on view for the entire class, executed from start to 

finish, using the best possible materials and techniques. This gave Hawonh control over 

production while students had the opponunity to participate in making an actual work. 

"[There] are gray haired former students who got their first glirnpse of the Fine Arts 

tradition by helping Peter Haworth to rule borders around the cartoons for stained glass 

which he occasionally brought to school." '' 

According to the outline in class 8 on "Modern Tendencies Revival," Haworth 

discussed the stained glass work of William Morris (and almost undoubtedly the work of 

Burne-Jones and Anning Bell) and we can assume that Haworth iterated his artistic 

connection to Morris 6. Co. In the remainder of the course, Hawonh discussed Morris, 

the importation of glass into Canada, the quality of glass available in Canada, and the 

42 "The Art Department," p. 5 .  



Figure 1 

Peter Haworth 
"Lectures in the History of Art" 

Stained Glass Course Outline (n-dl 

(source: "Histoxy of Art Lectures," Haworth Papers, 419) 

Class 1. Introduction 

2. What Stained Glass is 

3. Practical Function (not the pictorial) 

5. Materials-Class-Pot Flash 

6. Practice of Cr& 
Glass Cutting, painting 
Leads-Yellow Stain 

7. Describe commission 
Subject templates 
Saddle bars cartoons 
Cut line selection of g l a s  
Assembling painting finrig 
Leading cementing 

8. Modern tendencies revivd 
Morris 

9. Importation of Glass in this country 
Canopy work 
Use of cross leads silhouette [sicl 
Lighter glass painting in line 

10. Position in this countxy 
Light-inferiority complex 
Importation 

1 1. Catalogue Figures 
Domestic Widows very bad 

12. Canadian motifs 
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quality of domesticaliy-produced stained gtass and the use of stock catalogue figures, 

both of which he deemed "very bad." As Haworth suggested in one of his History of Art 

lectures: 

1 do feel a great responsibility towards the young people who are being trained 
in art today. 1 am anxious that artistic integrity be maintained, that 
experirnentation be carried on, in order to equip the anists with a simple 
philosophy of Art based on knowledge of the past, so that he  rnay create from 
the experience of today, using present day life and motifs to enrich our 
modern development, imparting to it a national flavour, the result of our mode 
of thinking, and living in Canada today. 43 

Haworth's sympathy with Morrisian and Arts and Crafts principles was conspicuous 

in many of his lectures. In "The Place of Decoration in Everyday Life," Haworth, 

sounding very much like Morris, outlined how "love of beauty and the desire to create 

ir is a prima1 instinct in man." " Echoing Ruskin's environmental deterrninist philosophy, 

Haworth added that "beauty expressed in our surroundings .. .becornes part of Our life and 

personality." " Most of his talk was dedicated to decoration of the "home" which fie 

conceived as one of the "most complete and ample opportunities for self-expression." 46 

Haworth corroborated Morris' and Ruskin's notion of beauty and particularly of funnion 

4 3 feter Haworth, "Modem Art for the Public," History of Art Lectures, Haworth Papers, QUA. 
This lecture was originally delivered to a Hamilton audience (n.d.). 

4 4  Haworth used his lectures on art interchangeably in CTS. University of Toronto, and popular 
speaking engagements. In fact. in his lecture "Modem Art for the Public," Haworth likened 
man's desire to create and possess beauty to the biological "appetite for food. drink or rest ..JI t 
was] just as imponant to man's realization of himself' (p. 2). 

4 5  Peter Haworth, "The Place of Decoration in Everyday Life," Lectures History of Art. Haworth 
Papers, QUA. 

4 6  Peter Haworth, "The Place of Decoration in Everyday Life," p. 1. 
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in regard to interior design claiming that: "The room must fulfill its function. Every 

object in it must be there because it has a purpose. We do not have rwms just to rush 

and pile sornething into them. but because we see some things in certain places to make 

the room fulfill its function." 47 

In "Regional Taste and Aesthetics in the Allied Arts," Haworth bemoaned the 

de plorable lack of taste, especially by contemporq manufacturers and industrialists. 48 

In a tone reminiscent of Ruskin, he would provocatively ask: "What is being done to 

educate the buyers?" For Haworth, design was "the common denorninator of al1 the Arts. 

It is timeless and placeless." Connecting the past and the future, the "creative anist, 

whether professional, amateur or student. should norrnally apply his design sense to his 

environment. This was normal practice in the rniddle ages and we must work in the 

idiom of today." Haworth reasoned that modernist reductionist approaches seemed to 

have taken decoration to an extreme. "In the Victorian era schemes of decoration were 

choked with ornamentation. Walls, ceilings. drapes, upholstery, carpets and fumiture 

were ornately carved with intricate but rather coarse motifs. Now we have gone to the 

opposite extreme of no decoration." " When decoration was used for "cheap 

comrnercialism," its only function was to "prostitute ... the Craftsman's talent." Haworth 

tried to dispel the notion that crafts 

knit at this or that." For exarnple, 

were the mere p u ~ e w  of the "hobby people who 

"ceramics has been a noble an...enjoying a well 

4 7  Peter Haworth, "The Place of Decoration in Everyday Life," p. 3. 

4 8 Peter Haworth, "Regional Taste and Aesthetics in the Aüied Ans,"  Lectures History of An, 
Haworth Papers, QUA. 

4 g  Peter Hawonh, "Regional Taste and Aesthetics in the Allied Arts," p. 4. 
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deserved revival ... in Toronto in particular ..., capable of holding its own in the 

international field." Pointing to the plethora of native and ethnic cultures in Canada, each 

with their own unique traditionai handicrafts and "pictusesque manuai arts," Hawoxth 

noted that this was the essence from which to "build up a living decorative an." In 

conclusion, he noted that it was the "craftsrnen.. .in the past, even more than the Writer, 

[who] reflected the culture of his times ... the mode of life of the people, and above al1 the 

mood and aspirations of the people."50 

Controversy at Central Technical School, 193 1 : The First Incident 

I t  is surprising that Haworth, over the years an accomplished artist, teacher, and 

craftsman, who had many friends in high places, holding high ethical standards, and 

being an exempla~y role model, was involved in a somewhat vitriolic and involved 

controversy which checkered an otherwise stellar career. On 24 February 1939, a letter 

was received by Dr. Charles Goldring, Director of Education at the TBE, from the Luxfer 

Prism Company. On behalf of three Toronto stained-glass firrns, the letter alleged that 

the "oppression" experienced in the stained glass industry "over the last several years is 

due to one of your An teachers [who] is also selling stained windows. As he is a good 

salesrnan he is cutting into the very limited field of our endeavor and enriching himseif 

without having the cost of keeping up an establishment." 52 The cornplaint included 

'O Perer Hawonh, "Regional Taste and Aesthetics in the AUied Arts." p. 4. 

'' The other two fïrms were the N.T. Lyon Glass Co. Ltd. and Roben McCausland Ltd. 

'' Lecter from Luxfer Prism Co. Ltd. Letter to Dr. Charles Goldring, 24 February 1939, TBERMA. 



ethical and anistic issues. The firms pointed out that 

he is getting a large salary paid by the tax payers of this City and then 
competing with them, and practically hindering them from making a decent 
living and certahiy from being able to pay their taxes ... H e  has more or less 
of his work done by others so that he is really not the  designer of the 
windows. 53 

In conclusion, the finns appeded ta Dr. Goldrhg explainhg that "during this period of 

very limited business it is a cxying sharne to have to face cornpetition of this kind ... we 

therefore request that he be instructed to cease his operations in the stained glass 

business." 54  The artist-teacher in question was Peter Haworth, then Director of Art at 

CTS. 

On the surface, the letter may be literally interpreted as an expression of the 

economic desperation of a nurnber of stained glass firrns, and in fact, of the threat of 

insolvency faced by the entire stained glass industry in pre-war Toronto. 55 The letter 

also reflected the dismal situation that confronted ail the visual arts in Ontario, and dong 

with the ensuing textual debate, it unveiled an enigmatic and absorbing narrative which 

touched on education, art, labour, economics, and issues of professionaiization. 

Notably, a perusal of Haworth's prodigious stained glass production suggests that the 

53 Letter from Luxfer Prism Co. to Dr. Charles Golàring, 1939. 

54  Letter from Luxfer Prism Co. to Dr. Charles Goldring, 1939. 

5 5 For contemporary comments on the stained g las  industry in Ontario, see: S. Jones, "Srained 
Glass and Canadian Art," Canadian Architect and Builder, 1 no. 2 (Feb. 1888): 7-8; "Canadian 
Women in Stained Glass." Stained Glass, 36, no. 2 (Summer 1941): 50-52; Yvonne Wiams, 
"Some Specuiations on the Future of Staineci Glass: A Canadian View." Stained Glass, 39, no. 1 
(Spring 1944): 21-24; and Alvyn J. Austin. "Toronto Stained Glass Widows," Canadian Anticmes 
Collecter, 10. no. 4 (July-Aug. 1975): 18-22. 



concern of the Luxfer Prism Company and other stained glass firms was genuine (see 

Appendix B). Haworth completed his first major stained glass commission for the 

Swindon Secondary School in England prior to his arriva in Canada in February, 1923. 

In Canada, one of his first commissions was the war mernorial window for the Ontario 

College of Agriculture at  Guelph, now the University of Guelph. By the late 1960s, 

Haworth had completed over 50 commissions in Toronto and Montreal, and in various 

buildings from New Bninswick to British Columbia. Many of these commissions, such as 

the one for Melrose Church 56 in Hamilton and the Holy Blossom Temple in Toronto, were 

executed over an extended period, and in conjunction with his church commissions, 

Haworth undertook a large number of institutional projects such as the windows in 

University College and Sigmund Samuel Libraxy at the University of Toronto. " 

The original cornplaint from the firms in 1931 was a reaction to the over 16 

important cornmissions by Haworth. At a meeting in February 1931, the firms' 

representatives addressed the Advisory Vocationai Cornmittee with several points of 

contention (only to be restated eight years later). The latter two points highlighted the 

links between the educational and business communities: 

6) Cooperation in the training of stained glass apprentices between the school and 

Upon completion of the work. the congregation of the Melrose produced a small book 
describing the project and the biblical iconography of the wuidows. Stressing the educative value 
of the windows, Rev. Mutch relates in the Introduction that a "Rofessor from a theological 
college, after conducting senrices in Meirose remarked: 'You hardly need sermons with ail those 
beautiful windows."' See Rev. John Mutch, The Windows of Meirose United Church (Hamilton, 
1956). 4. 

5 7 This ongoing list has been compiled from the Peter and Bobs Coghiil Haworth Papers in the 
possession of Queen's University Archives, Kingston, Ontario. For more information on Haworth's 
stained glass work, see Paul Duval, Glorious Visions. 



the industry is not as harmonious as desired; and 

7) That pupils [who] obtain positions in this industry are not fitted for the trade 
unless they are funher trained by the firm engaging them." 

The meeting concluded with the cornmittee referring the matter to the chair Dr. A. C. 

McKay who subsequently presented his Report a t  the May 1931 meeting. Containing 

accounts from both Peter Haworth and the staùied g l a s  firms, the arguments centred 

on the "professionalization" of the stained glass industry. Haworth countered the main 

allegation that he  did not pay taxes, and pointed out that "the making of stained glass 

windows provides work for glass painters, glaziers and installers, and there is very little 

doubt  that my overhead in this connection exceeds that of the firms doing similar 

wOrk. 16- He dso contended that "my lectures reflen my personal opinion and ideal for the 

future of stained glass in Canada, and 1 have not at any tirne in m y  lectures or to the 

students, disparaged the work of any of the firms represented by any of the delegates." 
Ei 

These statements testify to an underlying discourse which, contrary to suggestions 

from both sides, conveyed personal antagonisrns. The part of the Report from the fûms 

which iterated previous cornplaints about Haworth and his encroachment into the private 

stained glass market suggested that by attacking Haworth the firms were implicitly 

criticizing the TBE and technical education in general. The firms charged that "prirnarily 

'13 Advisow Vocational Committee Minutes, 24 February 193 1,  TBERMA (hereafter AVC Minutes). 
The firms originally presented a seven-point memorandum which detailed their gx-ïevances. At 
the meeting with the AVC cornmittee, only the points which actually dealt with the school 
facilities. students, and issue of public moneys were raised. "Cornpetition by Art Teacher," 9 
March 193 1 ,  Haworth Papers, QUA. 

" AVC Minutes, 10  May 193 1, TBERMA. 

AVC Minutes. 10 May 193 1. 
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we complain that no effort has yet been made to co-operate with the various firms 

engaged in this branch of Art Work," " underscoring that: 'The mon convincing proof 

that the Technical schools have faiied to CO-operate is that no attempt has yet been made 

to know the needs of the local stained glass studios ... No cal1 of inspection or enquiry has 

ever been made. No students from Technical schools have been found suitable for 

employment." a To counter this dismai situation, one firm, they argue, instituted its own 

maining classes. In conclusion, the firms emphatically denounced "a school management 

which permits a saiary to be paid from public funds, ostensibly for the purpose of 

training help for our own and allied craft, but which is in effect merely a subsidy to 

encourage cornpetition." " The meeting closed with a decision to have McKay, Principal 

Kirkland of CTS, Peter Haworth, and the firms' representatives "confer with a view to 

disposing of this matter in an amicabte, satisfactory and CO-operative manner." 6.1 

Perceiving little definitive action from the TBE, the Canadian Manufaauring 

Association wrote to the AVC "protesting the extending of such privileges to members 

of the teaching staff." 65 In response to alleged questions of impropriety, Pringle and 

London, identifling themselves as the manufacturers of Hawonh's stained glass 

windows, wrote to the AVC cornmittee to correct the inference that Haworth had an 

interest in the firrn. Concerned that the competing fhns were branding them historicaily 

AVC Minutes,  1 O May 193 1. 

62 AVC Minutes, 10 May 193 1. 

63 AVC Minutes, 10 May 193 1. 

64 AVC Minutes, 10 May 193 1. 

65 AVC Minutes, 2 8 April 193 1. 



inconsequential, Pringle and London stated: 

We may add that this firrn is an old established one, operating on a similar basis 
to other competing firrns, and has been since 1912 under its present constitution. 
Before that, the senior partner, Mr. Prïngle, had owned one-half interest in the 
firm of Faircloth 6. Co. who made and painted the windows for Massey Hall and 
Victoria College as far back as 1895. 66 

The AVC struck its own sub-cornmittee, producing a report which was released in 

May. Dr. McKay was charged with discussing the substantive contents of this report with 

the parties concerned to elicit their "viewpoints." " The 193 1 AVC report read: 

In our consideration of the matter we have endeavored to recognize and presenre 
the rights of teachers engaged in the field of creative art, as well as the interests 
of firms or persons engaged in the manufacture or construction of goods of which 
art and design form a pan. In our opinion both ought to be free to pursue their 
own interests without conflict, trespass or injury to each other, and with this 
thought in mind, your Cornmittee suggests the setting up for an ethical standard 
for the guidance of teachers and members of staffs in schools within the 
jurisdiction of the Advisoq Vocational Cornmittee, rather than the adoption of a 
definite expression of the creative instincts of said teachers and staff 
members .68 

For the "preservaticn of goodwill for the schools and the school system throughout the 

66 Letter from Pringle and London to S. J. McMaster. 18 May 1931. Haworth Papers. QUA. 

67 Notably at the 26 May 1931 meeting, a sùnilar "after work activities" cornplaint was brought 
a y ainst a Mr. R.M. Roudfoot, a teacher from Western High School of Commerce. On behalf of a 
number of city ratepayers, a Mr. Pattullo charged that Mr. Proudfoot, a teacher, was conducting 
a tourist camp near his residence, "in view of him king  employed by the Board of Education." 
When the TBE did not reply to Mr. Pattullo, he sought support from Mayor W. J. Stewan who in 
Septernber duly notified the TBE with the request from one of his constituents. The matter was 
cIosed when the cornmittee replied that "the teacher in question was endeavoring to comply with 
their wishes expressed to hùn following a similar protest in June. 1930, as to withdrawal of direct 
interest in the conduct of the camp" (n.p.1. 

68 AVC Minutes, 2 May 193 1, TBERMA. 
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cornmunity," the report stopped short of any conclusive policy, relying instead on vague 

notions of CO-operation and support. 

Perhaps anticipating that the matter had not been resolved. letters of support for 

Hawonh continued to arrive. For example, Pastor M.J. Oiiver of Holy Rosary Church 

wrote how he approached Haworth to supervise a window in the church as "none of the 

other Toronto firms will do the window without supervision.. .If you do not undertake to 

supervise the work, it wiil be done by Hardman 6. Co., of Birmingham, England and 

Anthony of New York will supervise it." 69 The TBE thought. for t h e  t h e  being, the 

Haworth matter was closed. 

1 93 9: The Recurring Cornplaint 

D isappointed with the results of the 193 1 complaint and fueled by Haworth's steadily 

increasing stained glass work, the firms once again lodged a grievance with the TBE 

against Hawonh. The debate was launched by the letter of complaint against Haworth 

of 24 February 1939 from the Luxfer Prism Company; it brought a deluge of responses 

on behalf of Peter Haworth and the practicing artist as teacher in the school system. 

While the fimis essentially restated the sarne concems as in 193 1, by this time Haworth 

had cultivated an influential support network. 70 

On May 8th, A. Maude Cawthra wrote to Haworth at his request outlining the criteria 

6F Letter from M.J. Oliver to Peter Hawonh. 3 June 1931, Haworth Papers, QUA. It is undear 
whether Hawonh solicited this panicular letter. 

7 O It is clear from letters and notes found in the Hawonh Papers that Peter Hawonh came to 
meetings organized with a strategic plan to adàress the firms' accusations. 
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by which he was granted the commission for the Jubilee window of King George V. " She 

recounted that "the design and sketch was approved of by King George and Queen Mary 

at which they were tremendously pleased.. . [with Haworth's] "knowledge" of Heraldry, 

robes of royalty, clergy, etc. secured him the commission ... otherwise it would have been 

executed in England and ce* not by any of the commercial firms of Toronto." 72 This 

speaks directly to one of the aliegations made by the stained glass fîrms-that the 

commission would have gone to a local Company if Haworth had not entered the 

cornpetition. 

For Toronto patrons, bestowing a stained glass commission was not inconsequential. 

A craftsman's skill, stylistic artistry, anistic lineage, and stellar references from the 

Eng 1 is h an: establishment were al1 equally vital in a recommendation. Hawonh's 

reputation as the craftsman of choice was bolstered as early as 1925 when Miss A.C. 

Wright approached Haworth to design a stained glass window. Since he was relatively 

unknown at the point, he supplied Miss Wright with the names of notable referees to 

whom she could contact for professional and character enquiries. Miss Wright wrote and 

received replies from the Registrar of the RCA on behalf of Principal Rothestein who was 

absent from the CoIlege due to illness, from Richard Anning Bell, and F.S.A. Tristam of 

the Department of Design of the RCA. Tristam was particularly enthusiastic about 

Haworth's abilities, declaring that "...I am glad to be able to Say that he is not only 

capable of carxying the work through successfully, but 1 am confident he wiil give you 

a window of considerable artistic merit. He is a most able man and a talented artist and 

7 '  Letter from A. Maude Cawthra to Peter Hawonh, 8 May 1939, Peter Hawonh File, TBERMA. 

72 Letter fiom A. Maude Cawthra to Peter Haworth, 8 May 1939. 



198 

1 quite expect that when he left England he would have a successful finn in Canada." 

Lastly, J.H. Dearle, Artistic Director of Morris 6. Co. Ltd. wrote the foilowing estimation 

of Hawonh's competency: 

. ..I have the pleasure to infonn you that CHaworth] worked under rny guidance 
and exarnple for several rnonths and had the advantage of seeing some of the best 
possible stained g las  produced here. He resumed his studies at the Royal College 
of Art and as visitor to the college I may say that the Dipioma he gained there 
was well merited and his [work] showed so much promise that I do not hesitate 
to recommend him to you for carrying [sic] out the work you have in 
contemplation. 74 

The fetters addressed to Miss Wright were ail found in the Haworth Papers; it is probable 

that Hawonh asked her for the copies for future enquires and to show prospective 

clients. In this respect, Miss Wright's name and status in the cornmunity became part of 

the standard by which other patrons evaluated Hawonh's artistic wonh. As 1 noted in 

Chapter Four, denominational and intra-congregational rivalries had been a consistent 

feature of religious social politics in Ontario since the f 850s. Hiring the architect, the 

craftsmen, and builders of the day reflected the rising social and economic fortune of 

English-Canadian Protestant denorninations. whiie bestowing a stained glass window 

signaled one's af'fiuent and "moral" prominence within the congregation. 

Pringle and London wrote once again on Hawonh's behalf. The company's lobbying 

73  Letter from H.L. Wellington. Registrar, RCA to Miss A.C. Wright, 18 Novernber 1925; Letter 
from W. Tristam to  Miss A.C. Wright, 18 November 1925, Haworth Papers, QUA. 

'' Letter from J.H. Dearle, Moms and Co. Ltd to Miss A.C. Wright, 15 November 1925, 
"Testirnonials," 191 1-1926, Haworth Papers, QUA. 

75 Letter from George G. London (Pnngle and London) t o  C.R. Conquergood. 11 May 1939, Peter 
Hawonh File, TBERMA. 
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strategy was somewhat different from the Luxfer Prism Company. Instead of dealing 

with the formal requirements of petition characteristic of the TBE, Pringle and London 

wrote direnly to a TBE uustee, C. R. Conquergood, President of the Canada Printïng Ink 

Company. This was ultirnately more effective because C.R. Conquergood was a mernber 

of the TBE's AVC which acted as the Technical and Vocational Schools' Management 

Committee. A letter to the Director of Education would aimost certainiy be directed to 

this cornmittee. 

George G. London wrote on behalf of the Pringle and London Co. to "protest strongly" 

the actions of their competitors whose allegations "interferes with our business and 

would deprive us of the work handed to us by Mr. Haworth. The action proposed by our 

competitors would seriously hamper our business and thus jeopardize the earnings of Our 

employees." London emphatically stated in support of Haworth's work with stained glass 

that "we Pringle and London, Hobbs Glass Company, and Miss Yvonne Williams, an 

independent artist doing quite a lot of work. are not objecting." '' 

The debate broadened to include A.Y. Jackson, then President of the Canadian Group 

of Painters, whose comrnents incorporate yet another facet of this argument, that is, the 

"nature" of the anist in the school system. In a letter addressed to Hawonh, Jackson 

acknowledged the "old question of whether those engaged in the profession of teaching 

should be debarred from accepting Commissions or doing work of a commercial nature 

while not engaged in their educational work." 77 He offered his "authoritative artistic" 

counsel by explaining "that one may reasonably objen if the teacher on salary was 

'' Letter  from George G. London (Ringle and London) to C.R. Conquergood. 11 May 1939. 

77 Letter  from A. Y. Jackson to Peter Haworth, 12 May 1939, Peter Hawonh File, TBERMA. 
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bidding for work at below industty prices." On the other hand, the question of "quality" 

prompted him to ask "[whether] the public [should] be denied the services of outstanding 

artists because they are teachers. Then you are in danger of lowering the whole standard 

of arts and crafts Candl the teaching profession tw." He suggested that "teachen who 

cease to create soon cease to inspire their students. Those who wouid regdate and 

restrict the artist in the school would have purely selfish motives in consideration." 79 

John Alford, Professor of Fine Art at the University of Toronto, concurred. In a letter 

to Haworth, his experience as an "educator" led hirn to believe that 

from an educational point of view it is most desirable that the teachers in art 
departments and art schools should be practicing professionals, as well as 
theoretical instructors, and in many cases of which 1 have knowledge, this is a 
positive condition of ernployment in the schools. 'O 

Funhermore Alford added, "the circumstances governing this desirability are closeiy 

analogous to those of the architectural and medical profession." 

Frances Loring, Secretcuy of the Sculptor's Society of Canada wrote to record its 

protest against the fims' accusations. Loring definitively suggested that this was not an 

issue of cornpetition. "The field of a firm that supplies commercial windows of which 

they sel1 duplicates can not be considered in the class with the work of an axtist who 

-- 

78 L e t t e r  from A. Y. Jackson to Peter Haworth, 12 May 1939. 

79 L e t t e r  from A. Y. Jackson to Peter Haworth. 12 May 1939. 

'O L e t t e r  from John Aiford to Peter Haworth, 11 May 1939, Peter Haworth Fie, TBERMA. 

'' L e t t e r  from John Aiford to Peter Haworth, 11 May 1939. 
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makes an individual design." Stressing the need for practicing artists in the schoals, 

Loring dosed her letter by "hoping that the issue is purely one of misunderstanding of 

the status of the commercial stained g las  firms and that of the creative artist." " This 
latter point illustrates the way in which Arts and Crafts philosophies had dif'ferentiated 

between commercial endeavois and the art industries. The evidence suggests that these 

letters were soliciteci by Hawonh and used as "expext" educational and artistic testimony 

in his defense with the TBE's AVC. The leners also ailude to an orchestrated strategy by 

al1 involved to participate and be "heard" in the debate. 

Ultimately, the TBE was compelled to deal with the matter. In response to the 

complaint concerning the acceptance of contracts for stained giass windows, a meeting 

took place 26 April 1939. In attendance were school tmstees Conquergood and Butt, the 

Superintendent of Schoois, the Assistant Secretaxy, T.E. Lyon (The N.T. Lyon Glass Co. 

Ltd.), T. Ewan, Manager of Luxfer Prism Co. Ltd., A.J. McCausland, President of Robert 

McCausland Ltd., and Peter Howanh. "teacher of m." " Trustee Conquergood anempted 

to have the two parties reach a mutually satisfactoxy "amicable solution" by delegating 

a sub-cornmittee to review the issue. Unable to pass his motion because of lack of 

quorum, the  mernbers presefit agreed to hear the views of both sides. The firms' 

representatives iterated their accusations of unfair cornpetition but were quick to point 

out that these accusations were in no way personal. Instead, they were "against the 

- 

82 Letter f o m  Frances Loruig to Peter Haworth, 11 May 1939, Haworth Papers, QUA. 

83 Letter f o m  Frances Loring to Peter Haworth, 11 May 1939. 

AVC Minutes. 26 April 1939. ?BERMA. 



system which permits a cornpetition of such a nature to exist." " The representatives 

pointed out that they were not arguing against Haworth's right to design windows but 

rather his "acceptance of contracts which he designed, and then subcontracted the 

mechanical work to others." " Haworth remained firrn in his position "that he did not at 

any time solicit business ... [and] was only interested in the projects which come to him 

without solicitation." " He also stated that any commissions were undertaken during his 

own time and "without the use of any school equipment." Hawonh reminded the 

meeting that the question had been dealt with in 193 1 and that it had been also agreed 

by t he  TBE a t  the time of his appointment that he "would be pemiitted to carry on his 

work," an artistic freedom similarly enjoyed by anist-teachers in England and Canada. 

In a three-page biographical document clearly intended for the TBE's AVC, Haworth 

stated that if he continued his anistic work. "my efiiciency would be enhanced ... and it 

was further pointed out that my predecessor, Alfred Howell, had made quite a name for 

himself as a sculptor engaged in large commissions for war memorials." 00 Clearly 

AVC Minutes, 26 Aprii 1939. 

86 AVC Minutes, 26 April 1939. 

87 AVC Minutes, 26 April 1939. 

88 AVC Minutes, 26 April 1939. 

*'AVC Minutes, 26 April 1939. 

90 "Peter Haworth Biography," n-d., Peter Hawonh File, TBERMA. Haworth's argument in this 
case was somewhat flawed. In 1925, as head of the Art Department, Howeii had also come under 
attack by the Ontario Association of Mernorial Craftsmen who objected to his competing for war 
memorials to its members' common detriment. Howeii's reply that he was competing only by 
invitation and the work was strictly done outside of school seems to have dinused the incident. 
This episode with which Hawonh was undoubtedly familiar may have given him h o p  that later 
ailegations brought against him would be swiftly resolved. "Defends Expenditure of Technical 
Schools," Toronto Mail (27 June 1925). 



frustrated, Haworth wrote to C.R. Conquergood: "1 feel that my poor efforts have been 

exaggerated out of al1 proportion in this connection. 1 do not wish, however, that my 

individuality should be sunk into that of a mm. First of d l ,  1 am a teacher of Art." 

On 11 May 1939, the AVC comminee made the following policy resolutions 

governing the "renumerative [sicl activities of teachers other than teaching ac t i~ i t i e s . ' ~~  

a) That the Board of Education go on record as disapproving of the practice of its 
employees earning rnoney at paxt-tirne work that is not performed with the 
approval of the Board or the Department of Education. The board's desire is that 
teachers should spend their spare tirne at occupations or activities designed to 
improve their ability and enhance their worth as teachers, instead of doing extra 
work for the purpose of earning additional money. 

b) That the wish of the board is that, from September 1st to June 30th of each 
year, principals and teachers refrain from doing work that would bring them into 
cornpetition with people other than teachers, when such work would be in the 
nature of full-time employrnent for these people, or their sole, or chief, means of 
earning a living. 

C) That any sumrner work carried on by principals or teachers during July and 
August must not be carried over into the school year so as to absorb the energy 
or time of any teacher to such a degree as to impair his efficiency as a teacher. 

d) that the attention of principals and teachers be directed to By-law No. 134, 
Section (2), which States that teachers shall devote thernselves exclusively to 
their school work during school hours. 93 

Four days later the AVC comminee met again. The organization of the meetings, the 

absenteeism, and the consistent deferrd suggests that the cornmittee may have now 

deemed the issue inconsequential or perhaps too politically volatile for any definitive 

'' Letter from Peter Haworth to C.R. Conquergood, 12 May 1939, Haworth Papers, QUA. 

92 AVC Minutes, 1 1 May 2 939, TBERMA. 

AVC Minutes, 1 1 May 1939. 
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resolution. At the outset of the meeting, Trustee Conquergood informed the assembled 

that the chair "would be unable to attend owing to the caiiing of a special meeting of the 

civil cornmittee on arrangements for the Royal Visit." After yet another cursory 

ovemiew of the Minutes for the benefit of AVC representatives (Woollon and Bourlier) 

who were absent from the previous meeting, consideration was once again deferred until 

after the Royal Visit. During this brief discussion, Woolion merely expressed his opinion 

that Haworth is encouraging the development of industry and industrial art by designing 

windows. Arrangements were made to have the various letters sent to representatives 

of the AVC for discussion at yet another meeting sometime in the future. 95 

Four months later, the AVC met again, this t h e  under Chairman Woollon. A list of 

teachers were introduced who "engaged in after-school activities, other than educationai, 

for financial gain." 96 Ten artist-teachers from CTS, Nonhern Vocational, Western 

Technical-Commerce, and Centrai High School of Commerce were included on this list. 

The information was compiled by a circular which asked the foilowing question: 

a) Do you now c a r y  on, or have you during the past year carried on, for 
remuneration, any occupation or after-school activity not in harrnony with the 
policy outlined by the Board? Answer ''Yes" or "No." 

b) If your answer is affirmative, please indicate the nature of such extra 
employment. 97 

AVC Minutes, 15 May 1939. 

" AVC Minutes, 15 May 1939. 

"G AVC Minutes, 15 June 1939. 

" AVC Minutes, 15 June 1939. 



The Board's conclusive policy was read by the secret-: 'That the Board of Education go 

on record as disapproving of the practice of its employees earning money at part-time 

extra work that is not performed with the approvai of the Board of Education." The 

Board's directive was swift and inclusive. A motion directed that al1 teachers named on 

the list "except those engaged in cultural pursuits cease al1 activities immediately." 99 It 

was further recommended that a special cornmittee appointed by the Board be struck, 

having extensive powers to grant or deny applications from teachers to carry on such 

work. 

This new and powerful AVC sub-cornmittee was directed "to consider the specific 

case of Mr. Haworth." 'O0 On 14 September 1939, a carefully-worded statement, vague 

at best, revealed no specific resolution to the Haworth controversy: "It was decided that 

the firms in question be now informed of the policy established by the Board of Education 

governing after school activities of teachers and concurred in by the Cornmittee." 'O' No 

mention was made of any specific censuring against Peter Haworth, and Haworth 

continued to produce stained glass for private patrons. 

In 1949, stained glass anist F.S. J. Hollister wrote a letter to Dr. C.C. Goldring "to 

bring to his attention the matter of teachers engaging in business to the common 

9 8 AVC Minutes, 15 June 1939. 

9 9 AVC Minutes, 15 June 1939, TBERMA. This notion of "culturai pursuits" had a gender 
implication. For elaboration see: E.L. Panayotidis, 'Women Artist-Teachers at Central Technical 
School Toronto, 1920-1 960." Unpublished paper presented at the Canadian History of Education 
Association Conference, Lethbridge. Abena. October 1992. 

'00 AVC Minutes, 15 June 1939, TBERMA. 

'O '  AVC Minutes, 14 Septernber 1939, TBERMA. 
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detriment." He asked to be granted an appointment to deal with question.lo2 Though 

Hollister had retained a relatively low profile in the 1931 and 1939 allegations, letters 

to Hawonh in 1934 reveal that he was in fact coercing Haworth to join him in a fonnal 

business pannership. He suggested to Haworth that "you and 1 could do much better 

work with greater remuneration to each of us and to al1 concerned in its production 

without any interference with your duties or interests as a teacher, on the contrary 

enhancing ail that, as well as engendering greater public interest and appreciation. lm 

In a letter to a friend, Haworth annoyingly replied: 

No, 1 have never worked for or sold designs to McCausland's and one short time 
I spoke to Mr. McC, 1 shouldn't think he noticed me enough to remember my 
name. This used to be one of Mr. Hollister's pet phobias, which makes me 
surprised that it is McCausland's not he who are bringing it up. The whole charge 
of incompetent teaching is added as an afterthought-because their old cornplaint 
that M. Hawonh could "underwrite them because he used tech pupils and 
equipment to cany out his orders," is no longer true (if it ever was.) Well, 1 hope 
there will be a happy ending. 1 was a little annoyed because 1 didn't see why my 
name. .. had to be dragged into it at all. 

W e q  of the unceasing assaults on his reputation, manipulative advances, and eager to 

pursue his art work, in 1954, Peter Haworth resigned bis position as head of the Art 

Department. '" As one friend noted "...I expect retirement for you will be only a matter 

of ceasing work under some authority which will leave you free to fil1 your time with the 

' O 2  Letter from F.S.J. Hollister to C.C. Goldring, 24 March 1949, Haworth Papers, QUA. 

'O3 Letter from F.S.J. Hollister to Peter Hawonh, 4 December 1934, Hawonh Papers. QUA. 

1c-I Letter from Peter Haworth to Norah (las name not provideci, n.d.). 

105 Haworth was replaced as head of the Art Depanment by Charles Goldhammer, a graduate 
of the Ontario College of Art and a protege of Arthur Lismer. 



207 

work you choose to do." 'M Yet, years of main were apparent on his face. A lener from 

his brother Joseph observing a photograph of Peter in Saturdav Niaht magazine led hïm 

to suggest that "Your hair..Iisl white and you look like you mean bus in es^."'^ 

Significantly, the board's conclusive, albeit unsatisfying, decision in regards to 

Haworth had a profound influence on a series of contemporary intellectual debates which 

argued that a unified "high" culture was critical to nationalkt ambitions of a dernocratic 

society and to the developrnent of a distinct Canadian identity. These debates were 

played out in the establishment of new organizations and assemblies such as the Ontario 

Association of Teachers of Art (19411, later re-organized provincially and renarned the 

Canadian Society for Education Through Art (stiil extant); the 1941 Conference of 

Canadian Artists in Kingston, Ontario which led to the formation of the Federation of 

Canadian Artists (1941); the Canadian Arts Council (1945); and finally, the Royal 

Commission on National Development in the Ans, Letters, and Sciences (1 949-1 95 2). 

Many of these organizations were headed by an historians, artist-teachers, practicing 

artists and educators from across the educational senor and hence were not only 

infiuenced by these debates but in fact helped shape them. These elite and rniddle class 

agents argued that art was an essential component of life and artists were integral 

members of society. Not surprisingly, Peter Haworth, A.Y. Jackson, John Alford, and 

Frances Loring were al vital members of these organizations, helping to gather support, 

plan arts policy, and mount public relations efforts to advertise the indispensable 

' O 6  Letter from Hilda (no last name provideci) to Peter and Bobs Hawonh, 8 December 1955, 
Haworth Papers, QUA. 

' O 7  Letter from Joseph Hawonh to Peter Haworth, 11  Decernber 1952, Haworth Papers, QUA. 



contributions of artists. 

Reflecting on 50 years of anivity, the Art Department at CTS saw Haworth as 

" [representing] continuity and tradition.. .he came from the same heartland of [Alfred] 

Howell and [John] Chester." '00  

If w e  can be said to have had an institutional creed it has been this: That we 
consider high standards of visible technique to be the n o m  but the true victory 
is within. Aesthetic awareness, honesty in vision and interpretation, taste, 
genius ... and simple good workmanship ... these are the qualities we comrnand. Our 
students corne to accept them naturally and would be ashamed to be judged by 
any others. ' O g  

Indeed, as the author(s) of the "Art Depament" pointed out, "Institutions create people, 

just as surely as people create institutions." 

108 "The Art Department," pp. 17-1 8. 

I C 9  "The Art Depanment," p. 2 1. 



Appendix A 

Prospectus of Morris. Marshall. Faulkner 6 Company, Fine Art Workmen in Painting, Carving 
and Fumiture and the Metals (1861) 
(source: Stephen Coote, William Morris: His Life and Work Ilondon, 19951. 53.) 

The growth of Decorative Art in this country, owing to the efforts of English Archïtects, has now 
reached a point at which i t  seems desirable that Artists of reputation should devote their time 
to i t  . Although no doubt particuiar instances of success may be cited, still it must be generally 
felt that attempts of this kind hitheno have been crude and fragmentary. Up to this point, the 
want of that artistic supervision, which alone can bring about harrnony between the various parts 
of a successfui work. has been increased by the necessariiy excessive outlay, consequent on 
taking one individual anist from his pictorial labours. 

The Artists whose names appear above h o p  by association to  do away with this difficulty. 
Having among theîr number men of varied qualifications. they wiii be able to underzake any 
species of decoration, mural or othennrise, from pictuses, properly so called, down to the 
consideration of the smallest work susceptible of art beauty. It is anticipated that by such co- 
operation. the largest amount of what is essentiMy the artist's work, dong with his constant 
supervision, will be secured at the srnailest possible expense, whiie the work done must 
necessarily be of a much more complete order. than if any anist were incidentaiiy employed in 
the usuai manner. 

These artists having for many years been deeply attached to the study of the Decorative A n s  for 
al1 tirnes and countries, have felt more than most people the want of some one place, where they 
could either obtain or get produced work of a genuine and beautiful charamer. They have 
therefore now established themselves as a f m .  for the production, by themselves and under 
supervision, of: 

1. Mural Decoration, either in Pictures or in Pattern Work, or merely in the arrangement of 
Colours, as applied to dwelling-houses, churches. or public buildings. 

II. Cawing generaily, as applied to Architecture. 

III. Stained Glass, especially with reference to its harmony with Murai Decoration. 

W .  Metai Work in ail its branches, including Jewellery. 

V. Furniture, either depending for its beauty on its own design, on the application of materials 
hitheno overlooked, on its conjunction with Figure and Pattern Painting. Under this head is 
included Embroidery of al1 kinds, Stamped Leather, and ornamentai work in other such materials, 
besides every article necessary for domestic use. 

It is only necessaxy to state funher, that work of ail the above classes will be estimated for, and 
executed in a business-like manner; and it is believed that good decoration, uivolvùig rather the 
iuxury of taste than the lwnuy of costliness will be found to be much less expensive than is 
generally supposed. 
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Appendix B 

Peter Haworth's Stained Glass Commissions, 1 92 1 - 1 968 

Commission Lacation 

Swindon and North W ilts Secondary 
School 

Bishop Suachan School 

St. Timochy 

St. Mary Magdalene Church 

Appleby College 

Christ Church 

Sr. Aidan's Church 

Lakefield School 

First Baptist Church 

Sr. John's Church 

Presbyrerian Church 

commission not stipulared 

Kent McClain Ltd. 

Birk's Building 

St. Paul's Church 

Sr. Andrew's Presbyrerian 

Timothy Eaton Mernorial Church 

Brant Avenue Church 

Sr. îhomas Church 

Mc.Mxster LTniversiry 

Melrcjse United Church 

Sr. Grforg2-s Cathedra1 

Sr. Jarne's Cathedra1 

commission nor stipulared 

St.  Philip's Church 

Grace Church on the Hill 

Swindon. England 

Toronto. Ontario 

Toronto. Onrano 

Picron. Ontario 

Oakville. Ontario 

Toronto (Deer Park). Ontario 

Toronto. Ontario 

Lakefitld. Ontario 

Onawa. Onrario 

Ancaster. Onrario 

Kitchener. Ontario 

Monueal. Quebec 

Toronto. Ontario 

Calgary. Albena 

Philipsburgh. Quebec 

Toronto. Ontario 

Toronto, Ontario 

Brantford. Onrario 

St. Catharines. Ontario 

Hamilton. Ontario 

Hamilron. Ontario 

Kingsron. Ontario 

Toronto. Ontario 

Welland. Ontario 

hlontreal. Quebec 

Toronto. Ontario 
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Peter Haworth's Stained Glass Commissions. 192 1-1 968 (continuedl 
- -- - 

Commissioa Lacation 

Erskine and American United Church 

Castle & Son LUI. 

Yorkminster Baptist 

Hoiy Blossorn Temple 

McNab Presbyterian Church 

Trinir). United Church 

St. Anne's Church 

Dcer Park Lnited Church 

Sr. Andrew's Church 

Humcwood Kousc .LIssociation 

Sr. Andrew's United Church 

St. David's Church 

Sc. James die Aposcle 

Sunnybrook Hospital Chape1 

I'MCAiYWCA 

Sc. Mark's Church 

St. George's Church 

Sr. Clement's Church 

Sc. Thomas Church 

Dominion Douglas Church 

Christ Church 

Sigmund Samuels Library. University 
of Toronto 

Queen Mary Road United Church 

Mount Royal United Church 

Canadian Legion Building 

Rosedale Presbyterian Church 

Montreal. Qucbec 

Toronto. Ontario 

Toronto. Ontario 

Hamilton. Ontario 

Napanee. Ontario 

Richmond. Quebec 

Toronto. Onnrio 

Ottawa. Ontario 

Toronro. Ontario 

Montreal (Wesrmount), Quebec 

St. John. New Brunswick 

Monuesl. Quebec 

Toronto. Ontario 

Montreal. Quebec 

Toronto. Ontario 

Islington. Ontario 

Toronto. Ontario 

Monueal. Quebec 

Monueal. Quebec 

Glen Miller. Onurio 

Toronto. Ontario 

Hampstesd. Quebec 

Montreal. Quebec 

MonueaI. Quebec 

Toronto. Ontario 
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Peter Haworth's Stained Glass Commissions, 192 1-1 968 (continued) 

- 

Location 

1 963-64 

1963-61 

196568 

no date 

no date 

no date 

no date 

no date 

Cambridge Sueet United Church 

Bond Sueet United Church 

St. PauI's 

First United 

.Murray Sueet Baptist Church 

Onmrio AgriculniraI College 

University ColIege 

West Point Grey Presbyterian 

Lindsay. Ontario 

Lindsay. Ontario 

Hamilton. Ontario 

Port Credif. Onrario 

Peterborough. Ontario 

Guelph. Ontario 

Toronto. Ontario 

Vancouver. British Colurnbra 
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