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CHARLES F. A. Vovsky haslong been acknowledged as
one of the major figures in the development of modern ar-
chitecture. Early in his carcer, in the 1890s, his work already
was recognized and well published on the Continent. He,
along with Charles Rennic Mackintosh and M. H. Baillie
Scott, helped set the stage for the new school of architecture
which was to emerge in Austriaand Germany in the 'nincties
and the early 19005, Two fascinating questions (among sev-
eral others) have not been answered, however, in regard to
Voysey's work befare 1900, Is there a possibility that Voy-
sey (as well as several of his less illustrious London col-
leagues) may have been affected by what was going on in
the United States, especially American architecture of the
‘cightics and carly 'nineties? And is there any conerete evi-
dence that Voysey dircetly affected the American scene
prior to 190o—in particular, was his work known to the
Middle and Far Western progressives, for example, Frank
Lloyd Wright?

Satistactory answers to those questions hinge on the
depth and the intensity of communication between Eng-
land and the United States during the decades of the "cighties
and "ninenes, and also, of course, on the personal awarencess
and receptivity of the individuals involved. What sources of
mformation about American architecture were available to
a London practitioner such as Voysey; and how well known
was this architect’s work in the United States? In both Eng-
land and America there were three active modes of com-
munication: publications (especially, professional and pop-
ular art and architectural journals), exhibitions (of drawings
and photographs of buildings and actual examples of furni-
ture, wallpaper, etc.), and occasional visits and lectures by
Englishmen in America and by Americans in England.

Let us first examine the question of Voysey's possible
effect on United States architecture. In glancing through
the pages of American publications of the "cighties, 'nine-
ties, and 19008, it is surprising to discover that Voysey's
architectural and other designs were not at all as well pub-
lished on this side of the Atlantic as one might have thought.
His first design in an American journal, a perspective draw-
ing for the Cazalet house (Malvern, 1890), came out in the
American Architect and Building News (Fig. 1), He exhibited
a presentation drawing at the first annual exhibition of the

Amerrcant Architect and Building News, xxx (Nov, 1Rgo), 71,
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Fig. 1. Cazalet house, Castlemorton, 1800 (from the American
Architect).

Fig. 2. Cazalet house, Castlemorton, 1800 (From Howse Beanifiel).

Boston Architectural Club in 1891.2 In 1899, two photo-
graphs of his country houses were displayed at the T-Square
Club exhibition in Philadelphia, and were listed in the Cata-
logue of the exhibition.? In the same year, one of his hounses
was illustrated and discussed in an article, “A House for 4
Man with a Hobby,” in the popular magazine Honse Bean-
riful (Fig. 2).* This article was followed by two picees de-
voted to his furniture and wallpaper in the obscure New
York trade journals, The Furnisher of 1809 and The Upliol-
stery Dealer and Decorative Furnisher of 1905.5 In 1904, his
work was discussed in an article, “Recent Domestic Archi-
tecture in Eng]mld," pllbﬁshq.‘d m The Architectural Revien
(Boston).® In that article, H. Langford Warren wrote of
Voysey, “His work is well considered and not without at-
tractivencess, but the sloping buttress-like terminations o
the gable ends of his stucco covered houses, the exaggerated

2. Mention is made of Voysey's exhibition in 1891 in Boston
{Boston Socicty of Architects) in the Voysey notes housed ar the
Drawing Collection of the Roval Institute of Brinsh Architecrs,
Londen, In an wnpublished manuscript, “The Value of Fidden In-
fluences as Disclosed in the Life of One Ordinary Man™ (dated Lon-
don, 7 Junr.' 1931, Collection LA, |,u|JL|[1r|]. Vn-}'_“"_r WTOEE:
“And two ‘one-man shows' were held in Boston, US.AL L (po 5)
The author has not been able to locate information pertaiming to
these one=-man shows.

3. Catalogue of the Annnal Architecriral Pxtibition of the T=-Squarc
C.I'Hﬁ.ﬁ!r 18Q0=-1000, XXXV (PhiL‘lLIL’]ph:iﬁ, (Rug), nos, g81, a2,

4. House Beautiful, vin (Dec, 180y), 24-27,

5. The Fumisher (New York, 1800), wps The Upholstery Dealer
amd Decorative Furnicher (New York, 1gos5), n.p.

fi. The Architectral Review (Boston), x1 (Jan. 1904), 512,
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Fig, 4. Stmpson house, Kendal, 19oy (from The Craftsman).

forms of overhanging gables, are notes of affectation which
niar otherwise pleasant composinons,” A more apprecia-
rive note was sounded in the same periodical in its issue of
August 19og, where it was noted thae " Of Mr., Voysey it is
perhaps enough to say that every work of his deserves the
carctul attention of architects and visibly influences the de-
surns of nmany lesser men.”™™ Alchough issues of The Archi-
rectural Review m 1gon and 19o7, in their sections on furcign
publications, did illustrate two more houses of Voysey,” it
was not undl 190y that he was discussed again in a profes-
sl journal, ina somewhat erineal article by H, W.
Frohne, enntled " Recene English Domestie Architecture,”

published m the April woo tssue of The Architectural Record 10

Vovsey fared better in the popular press, for his bLliHings
and several ot his pieces of furniture were illustrared and
discussed mthe April 1903 issue of House and Garden, as
“Some Recent Work of C. F. A. Voysey, an English Ar-
chitect” {Fig. 1), and in Edward W. Gregory's “The Sev-
nth Exhibition of Arts and Crafts in London.” ! The first
arttcle was ar best lukew ATTI, []I:,' sccmu‘i was Llu.itc cn[husi-.
wie: "Mr. Voysey occupies a position in decorative arts
entirely o himseltf. He has had many followers and is un-
juestionably a designer ot singular originality and power, ™12

Ui Arclareciural Reiien (Boston), x1, 13,
s, The Archivtectiral Review {Bostog), X1 (Aug. 1904), 196,
Fhe Architectiral Reviens (Boston), xim (June 1g9o6), 923 The Ar-
Boston), xiv (Llec. 1907), 248,
Pov Architectiral Record, xxv (April 1909), 259-270;
Huwse amd Coardon, 1 {April 1903), 255-260; 208-213,
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Another sympathetic treatment of Voysey's work oc-
curred in two issues of The Craftsman magazine, one an
article on his furniture and mteriors in August 1911 (Fig. 4)
and the other an article by the archirect himself, accom-
panied by a number of illustrations of his work, in Novem-
ber 1912.13

If those few publications were the whole story one hardly
could argue that Americans were very much aware of Voy-
sey, let alone that he may have affected the United States
scene. But it is interesting to note that all of those United
States articles, and particularly those published after 1900,
assumed that Voysey's architecture and designs were natu-
rally well known to their readers. How? The answer, of
course, is that his work was well published in the profes-
sional English architectural journals, in numerous popular
books on the British house (imost of which came out during
the years 1900-1912), and above all, through the pages of
The Studio,

Voysey's first published designs came out as early as 1886
in The Building News (later The Architeet and Building News)
and in the same year in The British Architect.** Those jour-
nals together with The Builder, The Architect and Contract
Report, The Builder's Journal, the Journal of the R.LB.A., the
Journal of the Architcetural Associanion, Academy Archirec-
ture, and The Architectural Review (London) presented a
continual running comment on the architecr, his work, and
ideas through the "ninetics and carly 1900s,'5

Even more impressive was the coverage the architect re-
ceived in the English art and home magazines. Voysey's
architecture, designs, and ideas were an integral ingredient
of The Studio (and of the version which most Americans
received, The International Studio) from its first issue (of
1893 ), for which he designed the cover, through the next
two decades of its publication.'® Arnicles by and about him

12, Honse and Garden, u1, 211,

1. The Craftsman, Xx (Aug. 1911), 276—-286; The Craftsman, xxm
(Nov. 1912), 174-182,

14. Building News, tn (Nov, 1886), 686, 746; The British Architect,
xxv (May 1886), 522,

15. The earliest of Voysey's publishcd designs were presented via
elevational drawings usually accompanied by small-scale floor plans;
by the mid-18g0s he presented his work through perspective draw--
ings and floor plans; by 1900 his work was being presented almost
exclusively by photographic halftones accompanied by line drawings
of the floor plans.

16, "“An Interview with Mr. Charles F. Annesley Voysey, Archi-
tect and Designer,’" Studio, 1 {1803}, 231-237. Other issues which
presented Voysey are: “Some Recent Designs by C. F. A, Voysey,"
Studio, vit (1896), 209-219; "The Work of Mr. C. F. A, Voysey,"
Studio, x1 (1897), 16-25; Horace Townsend, **Notes on Country and
Suburban Houses Designed by C. F. A, Voysey,” Stdio, xv1 (188g),
157-164; Aymer Vallance, "“Some Recent Work by Mr. C. F, A,
Voysey," Studio, xx11 (1904}, 127-134; M. H. Baillie Scott, "'On the
Characteristics of Mr. C. F. A. Voysey's Architecture,” International
Studio, XXX (1907), 19-24.
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occurred as well in The Magazine of Art, The Magazine of
Fine Arts, the Journal of Decorative Arts, and even in the
socially respectable Country Life.17

In addition to the publications of his work, Voysey was
represented in several exhibitions in the United States: be-
sides the annual exhibition of the Boston Architectural
Club 1n 1891, where drawings for several of his buildings
were displayed, he exhibited at the World's Columbian
Exposition of 1893, in Chicago.!® At the Chicago exposi-
tion he was represented not by architectural drawings but
by an “anaglyph™ frieze and by several of his designs for
wallpapers. Voysey did receive one commission in the
United States—a courtyard house for a Mrs. Titus at Tyr-
ingham, Massachusetts, of 1904 (Fig. 5).'"* While much of
the scheme of this house is pure Voysey, he felt it necessary
(or perhaps his client did) to wrap the volumes in pseudo
half-timber to enhance its English imagery. He also pro-
vided a plan that was far more open than was usual with
his English houses.

17. T. Raffles Davidson, “The Recent Advance in Architecture,
11, Country Houses," The Magazine of Art, 1 (1003), 477-482: C. F,
A. Voysey, “The Aims and Conditions of the Modern Decorator,”
The fournal of Decorative Arts, xv (April 1895), 82-90; A, 13, Daryll,
“The Architecture of Charles Francis Annesley Voysey,"” Magazine
of Fine Art, 11 (1906), 191-105; “"Country Cottages,” Country Life,
mi (Feb, 1898), 195-197.

18, Lewis E. Day, "Some British Industries at Chicago,” The Art
Jonrnal, 1v (1893), v—viii; *Fumiture and Ornamental Iron at Chi-
cago,” The Builder, Lxv (Oct. 1893), 206-208.

19, Pubhshed in The British Architect, xuv {April 1906), 274.
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Could Voysey's work have been made available through
the visits of Englishmen to Chicago and the Midwest? Per-
haps! Walter Crane came in 1891-1892, visited the Fair
then under construction, stayed at the new Auditorium
Hotel, and lectured. C. R. Ashbee, who knew Voysey's de-
signs quite well, came first in 1896, then in 19oo-1901, and
again in 1908-1909. His visits certainly encouraged the Arts
and Crafts Movement and, after 1900, Wright, the Prairic
School, and Greene and Greene in California. If he affected
Chicago and Wright before 1900, it must have been in an
indirect fashion, 1.e., through the Arts and Crafts.

Another possible connective link—that is, the visit of
American avant-garde architects and their apologists to
England—is not, at least on the surface, as impressive as one
might have thought. Elbert Hubbard had visited England
in 1804 and again in 1896, During his first visit he had met
William Morris, but there is no indication that he met any
English architects or for that matter showed much of an in-
terest in architecture. The second great exponent of the
American Arts and Crafts Movement, Gustav Stickley,
travelled to England in 1898 where it is said he met Voysey
along with other avant-garde British architects.2? Since
Stickley’s intent at this time was almost exclusively turned
toward furniture and interior design, it is not known
whether he visited any of Voysey's houses. Even William
Gray Purcell, one of the major exponents of the Prairie

zo. John Crosby Freeman, The Forgotten Rebel, Gustav Stickley and
His Craftsman Mission Furniture (Watkins Glen, NJY., 1966), p. 44.
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Fig. 5. Mrs. Titus house, Tyringham, Mass., 1904 (courtesy Royal Institute of British Architects).



School, who was always sympathetic and appreciative of
Voysey's work, did not see him or visit any of his buildings
during a 1906 trip to Evrope.*!

While Wright and others could have seen Voysey's deco-
rative designs at the Chicago exposition and in the pages of
several journals, there 1s no direct evidence in their own
work that they were specifically affected by it. All that one
can say 1y that the Midwestern Prairie architect did feel a
strong kinship with the English Arts and Crafts Movement
and its exponents, as opposed to Paris and the Beaux Arts,
and certamly did keep abreast of what was published in the
Enghsh art and architectural magazines. George Grant
Elmslie, who worked closely with Sullivan for many years,
once remarked that while Adler and Sullivan (and later
Sullivan alone) received The British Architect, it was seldom
looked at, while on the other hand, The Studio (or its Amer-
ican version, fnternational Smn'J'n:] was received with enthu-
stasn?? The Studio, then, unquestionably provides the ma-
jor link between England and America.

After 1901, the presentation of the ideas and products of
the English Arts and Crafts Movement was supplemented
by the United States publication, The Craftsman (1901-
1917), edited by Gustav Stickley.

Voysey's work was illustrated in The Studio, but neither
as extensively nor as often as one would have thought; for
while hus furniture and decorative arts were well presented,
it was not until 1894 that one of his architectural designs
was published, It was not until 1897 that his architecture
received any extensive coverage, and no other buildings of
his were iluserated in The Stdie unal 1905,

Without going mto great detail, 1t is apparent that the
basic rectangular, low, hovering architectural forms and the
open plan, ete.,, of the Prairie house owe lietle directly to
Voysey or to his contemporaries (the roots of the Prairie
house are to be found in the 1880s American version of the
Queen Anne Revival and above all in the Shingle Style).
Bur it could be argued, perhaps, that several specific ele-
ments, developed much carlier by Voysey, could have been
borrowed by Wright and others. Three elements might be
aited: the low horizontal interior spaces in the work of
Wright and other Praine architects, i.e., the “cottagey”
teeling of small compact volumes and spatial enclosures; the
snug, low scale and the playing-down of entrances as a
muajor architectural clement; and the semi-open wall screens
composed of rows of vertical pieces of rectangular uprights,
\'-'.Llll'_-h '\Hgg{'i[ bﬂ[h SL‘PEr.’]tiD‘Il ;lnd the I_In.it'y Df ‘nfﬂma]
spaces. [t might be argued, too, that the design of high back

21 WGl Puarcell, Parabiagraphy for 1906 (unpublished, 1940), p. 6.
23, Interview by the author with G, G, Elmslie, Chicago, 21 Jan,

gid,
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chairs which Wright was so fond of using both before and
during his Prairie period (1898-1914) conceivably could
have been derived from Voysey; but this is debatable, be-
cause Wright began using such designs in the opening
years of the 'nineties and little of Voysey's furniture was
published until the mid to late "nineties, Then, too, Voy-
sey’s furniture, in contrast to Wright's, was conceived of as
furniture in a usable traditional sense, not as a small-scale
variation on an architectural theme. When one looks into
the Anglo-American Arts and Crafts scene of the "nineties
and early 1900s, 1t seems more likely that the English influ-
ence on America came via other English architects and de-
signs: M. H. Baillic Scott was represented in The Studio and
elsewhere, and during the "nineties and after 1900, the fur-
niture and architecture of Barry Parker were far better
known than that of Voysey.

Now what do we find on the other side of the coin—is
there any reasonable evidence that American architecture
influenced England? The British view of American archi-
tecture (from the 1860s to the present) could best be de-
scribed as a continual love-hate affair, with more of the
latter than the former. At least as expressed in their profes-
sional journals, the British architects were more fascinated
with what was going on in America during the 'seventics,
"eightics, and "nineties than with what was happening on
the Continent.

*

With the image of America as a nation passionately in-
volved in technology and above all in business, it should
not be surprising to find that the British journals from the
18708 on contain numerous articles on America’s use of
iron and, later, steel construction; on the development of
the skyscraper; on America’s approach to heating and
plumbing, and on the size and practical business operations
of the American architectural office. Side by side, though,
with this curiosity about American technology and busi-
ness was an equal interest in the visual content of American
architecture. The American architeer W. R. Ware, in
speaking at the R.LB.A. in 1887, said the American "“Shin-
gle Palace” had at least one advantage, namely that “When
it does burn, it burns up clean . . ., and his remarks seem to
have been warmly received by the audience.** A writer in
The Architeet of 1870 lamented that Americans approached
architecture with a view that *‘There is nothing venerable,”
and he went on to say that “On the whole, it must appear
probable that no original treatment of architectural design

23. W. R. Ware, "“On the Present Condition of Architecture and
of Architectural Education in the United States,” Papers for 1866
1867 Session, R.ILB.A. (1867), pp. B1-90.
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is to be looked for in the United States during the present
century at least.”"24

This negative view was superseded by a much more sym-
pathetic response in the 1880s, expressed in several ways: in
the more friendly editorial view of the professional jour-
nals, in the publication of illustrations of a surprising num-
ber of American buildings, and even in the serious consid-
cration (which apparently would have been realized except
for his untimely death) of presenting the R.LB.A. Gold
Medal to an American, H. H. Richardson.?5

This shift in opinion in the eighties is not to be accounted
for by any mellowing of the English critical sense, but by
the changes which were occurring in American architecture
—the emergence of the Richardsonian Romanesque and
especially the domestic Shingle Style. It is quite apparent
that the British sensed in the American Shingle Style, with
its primitive direct forms, its thin shingled surfaces, its open
plan, and in its general woodsy quality a close visual and
spiritual kinship with what they were seeking in the Arts
and Crafts withdrawal to their own vernacular and rural
cottage tradition.

Examples of this response can be found in the comments
which accompanied the publication of American drawings.
In the 6 March 1885 issuc of The British Architeet, the editor
noted in discussing the work of E. W. Wheelwright of
Boston that “For our own part, we would rather be the
author of this design than all the rank and file of "Queen
Anne’ revivals here. So with Mr. Emerson’s church at
Rockland, a print of which appeared the other day in
Seribner's. There is a flavour of quaintness and strength
about the design which is almost wholly wanting in our
modern English."2¢ Such descriptive phrases as “simpli-
city” and “breadth” were often used to describe these ex-
amples of American Shingle Style. The 18 January 1889
number of The British Architect asserted that “Therce is a
vitality about the work of the best American architects
which makes it very interesting, while the effort of the pro-
fession to be original appears to be by no means limited to
one place or set, but is most determined and widespread.”??
In the 6 December issue of the same year, Herbert W. Wills
wrote, . .. the best work (especially in the direction of
country houses) of cading American architects . . . hasin it
a quality of freshness and ‘go,’ and a simplicity of outline
and massing which one would like to see more of in this
country.” He went on to note that *Much of the revival of
Seventeenth and Eighteenth century work known under
the name of ‘Old Colonial” and of a style corresponding

24. The Architect, v (July 1870), 58,

25. Journal of Proceedings, R.LIBLAL, v (March 1889), 217,
26, The British Arclitece, xx1v (March 1885), 114.

27. The British Architeer, xxxr (Jan, 1889), 47.

broadly to our Queen Anne work, but carried out in wood,
is thoroughly good in taste and feeling. . . .7

A Pr:rusa! of the pages of The British Arclitect, The Build-
ing News, The Builder, and the Journal of Procecdings of the
R.I.B.A. published before 1890 reveals these and many
other articles, illustrations, and references to American ar-
chitecture.2” The roster of those whose work was iHlustrated
encompassed almost all the major American practitioners of
the p—eriod‘. H. H. Richardson, Peabody and Stearns, E. W,
thc]wright, W. R. Emerson, Bruce F'r1f|.u_c1]l!1 Calvin
Stevens, L. S. Buffington (or Harvey Ellis). E. A. Coxhead,
A. Page Brown, and many others.

In addition to the publication and discussion of American
dcsigns in l}ritig;hjm,lrnals, both the RLBA, Iibr:\ry and the
Architectural Association library received the major na-
tional and regional American architectural periodicals,
ranging from The American Architeet and Building News to
the more regional journal, The California Architect and
Building News, It was noted in the 1889 Journal of Proceedings
of the RLB.A. that "The seven journals from America, as
all who come to the Institute may read, are not mere ‘speci-
mens' of Colonial or Western enterprise, but are journals
V‘.'hfrc ]'t'l,ﬂ.nag(_'rs ('On,dl,‘l{_t t]'li,'ﬂl as (Tl_th[' manner hl.'!rl'l.. '.'l“d
many of the llustrations in most of them surpass those of
the Brinsh.”"

A surprising cpisode in this contact between England and
the United States was the construction of a Shingle Style
cottage designed by P. M. Smith of New York at the 1887
exhibition at Earls Court: “In the grounds may be seen a
full-sized model ‘frame’ house of two stories, designed
the Queen Anne Style, with a spacious verandah around
three sides, the whole being of stud work, covered with
pine shingles.”"! Two years later, an exhibition of work
from America was held at the Johnstone, Norman and Co.
Galleries on New Bond Street. [t did not include architec-
ture specifically, but it did contain decorative designs of
John La Farge and specimens of Rockwood faienee.™

This interest in American work continued on through
the early 1890s. When Robert Kerr revised James Fergus-

28, Herbere W, Wills, “Types of American Architecture,” Tl
British Architect, xxn (Dec. 1880), 4oz,

20, “Modern American Architecoure,” The British Arelvivert, x1x
(March 1883}, 134-155; Walter Aston, “Notes in America, The
British Architeer, xxvir (Sept. 1887), 227; The Building Nows, 11
(March 1887), 432; Alexander Graham, " Architeeture in the Unired
States,” Journal of Droceedings, RLBLA., v (March 1888, 193190,
“American Archivecture,” The British Archirece, xxx1 (Jan. 188g),
47: Herbert W. Wills, “Types of American Architecture,” T Brir-
ish Architect, xxxu (Dee: 188g), 402,

30. Journal of Proceedings, RALB.A v (Oct. 188g), 316,

31, The Building News, 10 (June 1887), 862-863.

12, “American Decorative Arts,”” The Bualding Newes, 1w (Maw
1889), 705.



son’s classic History |!r‘JIIfﬂ]LTH Styles [j'Arcfn'n’cmn- n 1891,
he fele it necessary to throw out Fergusson's negative com-
ments about American architecture and to substitute an en-
tire new chapeer entitled “Recent Architecture in Amer-
ica." 3 In this he wrate, . | . 1t cannot be demied that there
s to be discovered the backbone of a novel national style
,l]mgcrhur superior m \-'1I:.‘1]It}-' o rh:: mveterate Comnnmon-
place of which in England, and indeed clsewhere, we see so
much.”* Horace Townsend, who had worked several
years in America, reiterated a similar theme when he wrote
m The Are Jowrnal, “Not since my return to London some
18 months ago have 1 seen aughe which would incline me
to the belief that even our most notable living English ar-
chitects can . . . be placed upon a level with their American
cousins,” 45
This sympathetic involvement with American architec-
ture began to wane later in the 189os, when it became ap-
parent that American architects were turning more and
more to Paris for the new classical stylistic packaging of
therr buildings. As the designs of C. Harrison Townsend
and of Dunbar Smith and Cecil Brewer indicate, the attach-
ment of the avant-garde English to American architecture
was to the Shingle Style and to the Richardsonian Roman-
esqque. The Ares and Crafes proponents of the English rural-
cottage tradition soon found themselves embroiled in the
same contlictas their American counterparts—a fight against
the increased popularity of Roman-Renaissance classical
packaging with its more open programmatic declaration of
.urd:-r.
With this background evidence in mind, let us turn to
Vovsey's work. The crucial years for him were those from
85 to 1893, Voysey's carly architectural designs, such as
his Crematorium at Sundrum of 1884 and a "Cotragc for
C. F. A, Voysey,” perhaps designed as carly as 1885, are
adequare bur not particularly distinguished works (Fig. 6).
['hemmagery of these carly designs is loosely vernacular and
oceastonally coupled with aslight Gothic twinge. The most
kimnJ_L:illn':mlg' characrenistics are the direcmess of the p}:ms
and the relanve silllpiit‘it)—' of their interior and exterior sur-
taces. In these and other designs of 1886 through 1889 there
s already a deaded predilection to reduce the number of
tuncrional and expressive parts to a minimum, to gather
them mto as few groupings as possible, and to organize
these groups into an overall pattern. In addition ro the
manipulanion of surface, he steadily reduced the number of

lames Fergusson, History of Modern Styles of Architecture, ed.
rt Kerr {London, 1891), pp. 31431-174.
4. Fergusson, History, p. 3174

14, Horace Townsend, “English and American Architecture . . .
4 miparison and a Prophecy,” The Art Journal, xuv (1892), 204~
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volumetric projections so that, eventually, he could encom-
pass the whole design in one or two basic volumes.

There are, though, two or three designs of Voysey's pro-
duced in the late 1880s that reveal features which point
more than casually to America. In “An Ardst’s Cottage” of
1889 (Fig. 7) we are presented with a perfect American
Shingle Style tower with its curved conical roof and rows
of band windows, and in a “Verandah house” (Fig. 8) de-

Fig. 6. Cottage for C. F. A, Voysey, 1885 (from The Architect, x1
[Aug. 1HEE]).

Fig. 7. Artist's Cottage, 1889 (from The British Architect, x3x0a [Feb.
1889]).

BERELED.!
1T

Fig. 8. Verandah house, 1889 (from The British Architect, xxx1
|Feb. 1889]).
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Fig. 9. Project for a Lodge, 1890 (courtesy Royal Institute of British
Architects).

Fig. 10, Artist's Cottage, 1891 (courtesy Royal Institute of British
Architects).

Fig. 11. Forster house, Bedford Park, 1891 (from The British
Architect, xxxvu [Sept. 18g1]).
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Fig. 12. Studio for Britten, West Kensington, 1891 (photo: author),
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Fig. 13. Wilson house, Colwell, 1893 (courtesy Royal Institute of
British Architects).

Fig. 14. Hornmman house, near Frensham, 18gg (phovos author



Fre. s, Burke howse, Beaconsficld, 19os-1906 (photo: author),

signed i the same year we see Voysey using a long front
porch i a nghly un-English manner, %

But he did not contnue such open and specitic borrow-
mgs for long, and in his work from 1889 ro 1893 he con-
nmued his earlier simplifying and abstracting process, The
project for a “Lodge™ of 1890 (Fig. 9), *“An Artist’'s Cot-
g’ of 1891 (Fig. 10), and the well-known Forster house
m Bedtord Park of 1891 (Fig. 1), all utilize a single vol-
ume, established by broad and unbroken white rough-cast

surfaces, mterrupted by carctully sealed and studied patterns
of windows, chimneys, and buetresses. 1f his Studio for
Bricren in West Kensingron of 1891 (Fig. 12) were clothed
m \hlng|u.- it would, except for s chimmey, casily pass as a
modish American Shingle Style cottage of the late “cighties
or carly "nineties. The same s true for at least the garden
tagade of his Wilson house of 18931894 at Colwall (Fig.
Li)y for aF i were sheathed i clapboards or shingles it
would, with no difficulty, fit perfectly into an American
suburban strect scene,

After 1893, Voysey slowly turned mward and sought an
mgery even richer in the visual and literary symbols of
the rural-cottage vernacular. But in this process of realizing

fubn Brandon-Jones, i a leter to the author (30 May 1970),
wriees, “Some of these schemes certanly have a marked resemblance
Shingle Style,” but such fearures as the Circular Tower and
feragonal Hall can be found m Seddon’s work with which

sy was tantliar 3s g pupil, The Verandah House | | . is very close

of Devey's work m Kent, not published at the time but cer-

v known to Vowsey.”
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a new imagery Voysey in no way abandoned his intense
concern for abstractly organizing all the elements of his de-
sign, nor did he ever abandon his desire to contain all the
interior spatial divisions within a single rectangular volume.
This can be seen in numerous buldings of his: “Lowicks”
of 1894 at Frensham (Fig. 14), “Annesley Lodge™ in Hamp-
stead (1895), his own house “The Orchard” at Chorley
Wood (1899), and on into the 1900s in such characteristic
suburban work as the Burke house of 1905 at Beaconsfield
(Fig. 15). This involvement with visual organization was
even stronger in his few nondomestic designs—well illus-
trated by the single recrangular volume and highly organ-
ized surfaces of his factory for Sanderson and Sons at Chis-
wick of 1902.

What conclusion, if any, can be reasonably drawn from
all this? Can a case be made for Voysey's possible awareness
of American architecture of the 'eighties? And if a case can
be made, did such awareness in any way affcet his work? On
the surface, it would appear that Voysey would be the most
unlikely of individuals to be affected by outside influences,
particularly from America; for he was purposefully and
sclf-consciously insular in his view that England should
never go outside herself for her architecrural garb. The pic-
ture which has been handed down to us of Voysey is not of
a bookish man who would pour over the latest architec-
tural journals, or of a congenial joiner (he refused to join
the R.LB.A. because of what he felt to be its adherence to
the Roman-Renaissance style). Though Voysey cultivated
the image of himself as highly individualistic and reticent,
he was at the same time quite sophisticated about the need
of an architect to sell himself and his wares not only to po-

= tenoial clients but to his professional peers. He made sure

that his work was well published in the English professional

journals, he was receptive to his works being published on

the Continent, and he continually participated in the major
London exhibitions, at the R.I.B.A. and of the London Arts
and Crafts Exhibition Society.

In the "cighties, before Voysey had perfected and sold his
public image (and i turn been contaimed by it), he was
obviously abreast of the new and current on the London
scene—this is forcibly conveyed by his wallpaper and other
two-dimensional designs, which were as fresh and way-out
as anyone could ask for. That such a personality should be
ignorant and unaware of the general admiration for Ameri-
can architecture during these years is highly unlikely. If one
is willing to grant his awareness (conscious and uncon-
scious) of the Shingle Style and of the Richardsonian Ro-
manesque, what if anything did he take from them? The
question of sources and influence is almost always much
more complex than conventionally made out to be. In the
case of Voysey the answer would seem to be that in the



