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The Arts and Crafts Movement: exchanges between 

Greece and Britain (1876-1930) 

 

Introduction 

 

As a museum curator I have been involved in research around the Arts 

and Crafts Movement for exhibitions and publications since 1976. I have 

become both aware of and interested in the links between the Movement and 

Greece and have relished the opportunity to research these in more depth. It 

has not been possible to undertake a complete survey of Arts and Crafts 

activity in Greece in this thesis due to both limitations of time and word 

constraints. In this piece of work I have set out to research the main 

exchanges between Britain and Greece in the years from 1876 to 1930 which 

occurred within the framework of the Movement.  

 

A number of factors have dictated the time span of my thesis. The 

start date of 1876 marks the year in which Thomas Sandwith’s collection of 

Greek embroidery and lace went on show at the South Kensington (now the 

Victoria and Albert) Museum. My researches on this collection and its impact 

on Arts and Crafts designers in Britain form the core of chapter five. By 1920, 

towards the end of the period I have been looking at, Arts and Crafts activity 

in Britain was much reduced and limited to specific areas such as the 

Cotswolds, the Lake District and the area around Ditchling, in East Sussex. In 

Greece, however, the folk craft revival reached its height in the 1920s. It 

received an additional boost from Greece’s defeat by Turkey in 1922 and the 

subsequent arrival of Greek refugees expelled from the Turkish mainland. 

Some of these people had craft skills; they all needed employment. ‘Mother’s 

Corner’, the workshop set up in 1923 by Anna Papadopoulos referred to in 

chapter six, was one of many such responses to the disaster. A series of 

exhibitions held throughout the country, including in Delphi and 

Thessaloniki, culminated in the exhibition staged in Athens in October 1930 

as part of the Balkan Conference. At this point – my end date – contemporary 

folk crafts in Greece had achieved a recognised status in the national psyche. 
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My aim in tackling this project has been to undertake research on 

areas of the Arts and Crafts Movement that have previously been peripheral 

to my work as a curator of a British Arts and Crafts collection. I have wanted 

to verify my long-standing belief that, as discussed in chapter four, the 

experience of recording Byzantine architecture in Greece had a significant 

impact on the work of Sidney Barnsley. I was also aware that many of the 

factors that inspired the development of Arts and Crafts activity in other 

European countries were present in Greece at the end of the nineteenth 

century. Primarily these included the need for nation building, a rich history 

of craft activity, and a growing population with disappearing craft skills. 

However I have been unable to trace much recent research in this field.1 

There is significant published material on the relationship between Greece 

and Britain during this period but this has tended to concentrate on the 

political sphere and on the cult of Hellenism.2 There is minimal material on 

any cultural exchanges – in terms of either people or collections of artefacts 

moving between the two countries. I have selected the term ‘exchanges’ 

because it suggests a reciprocal action and reaction; this is how I see the 

relationship. I hope that the work I have done for this thesis will inspire 

future projects – further research, publications or exhibitions – to add 

breadth to the Arts and Crafts Movement, one of the most important art 

movements to emerge from England, and to shed some light on a neglected 

aspect of Greece’s cultural development. 

 

My initial interest in this field, the revival of craftwork in twentieth-

century Greece, was inspired by the products of the Ikaros Pottery in Rhodes. 

Unfortunately my researches have revealed that the records of the pottery 

were damaged in a flood in about 1980 and were destroyed. This has 

prevented me from developing this area any further.3 However I have thought 

it worth setting out the information I have because the motivation for 

establishing the pottery as well as its products link to the Arts and Crafts 

Movement. The Ikaros Pottery was set up in the mid-1920s at a time when 

the island was an Italian protectorate. It was inspired by the fifteenth- and 

sixteenth-century pottery plates made at Iznik in north-west Turkey which 
                                                 
1 E. Roupa has published some research on dress reform. See Roupa 2002 
2 See for example Clarke 1989; Holland and Markides 2006.  
3 Information provided to me by Chrysanthi Colbert of the Hatzicostantinou family 
whose father reopened the pottery in 1950. 
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found their way into many homes on the nearby island of Rhodes (see figs 1 

and 2 below). Visiting a Rhodian house in the second half of the nineteenth 

century, H. F. Tozer remarked on: ‘The use of plates as wall-ornaments, 

which is quite characteristic of the famous Rhodian ware, is quite a Rhodian 

custom.’4 The association with Rhodes was so strong that the polychromatic 

Iznik wares of the sixteenth century were known as Rhodian and were 

believed to have been made on the island until the researches of Arthur Lane 

in the 1920s.5 They were much admired by English art potters from the mid 

nineteenth century onwards for their decorative qualities especially the bright 

colours and flowing designs based on nature. The style of decoration, a 

colourful freehand painting onto an unglazed surface, was very similar to the 

approach of British Arts and Crafts decorators of pottery such as Alfred and 

Louise Powell (see figs 3 and 4 below). The Powells, who worked as freelance 

decorators throughout the first half of the twentieth century for the 

Staffordshire firm of Wedgwood and had a major influence on the firm’s 

decorative wares, favoured flower and plant forms as well as animals such as 

deer all of which are found on Iznik pottery. In 1925 the firm began 

producing a range of decorative ceramics that they named ‘Rhodian Pottery’, 

decorated with the tulips, the characteristic long, curved ‘sag’ leaf and other 

motifs found on Turkish Iznik wares.  

 

 

Fig. 1. Iznik pottery polychromatic 
plate, second half of the 16th century. 

   

Fig. 2. Ikaros pottery plate, about 
1930. 
 

                                                 
4 Tozer 1890: 217. 
5 Denny 2004:125. 
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Fig. 3. Wedgwood ewer painted by 
Louise Powell in about 1920. 
 

     
 
Fig. 4. Wedgwood bowl painted by 
Alfred Powell in about 1926. 

 

 

 

At about the same time the Italian governor on Rhodes set up ICARO, 

(Industrie Ceramiche Artistiche Rodio-Orientali), the school and pottery that 

became known as Ikaros. The school and workshop were established initially 

in order to provide young Greek boys and men with work and to reinvigorate 

craft skills that were dying out. The quality of the ceramics and the painted 

decoration carried out under the direction of the Austrian potter, Egon 

Huber, were high. According to Laurence Durrell, Huber was shipwrecked on 

Rhodes in about 1925 and fitted the requirements of the island’s governor 

who had been pressing the Italian government for the services of a skilled 

potter.6 The Ikaros pottery produced well-potted decorative wares, painted 

freehand with Iznik-style motifs especially flowers and leaves, deer and ships, 

which have now become family heirlooms. In Rhodes the Ikaros pottery was 

revived in private ownership after the Second World War once the island was 

incorporated into Greece in 1947. It provided decorative wares for locals and 

for the growing tourist market, and survived until the 1970s. I would have 

liked to have done more research generally on the revival of ceramics in 

Greece in the twentieth century. This was prevented primarily by the 

constraints of time and length but also because the main revival of ceramics 

in Greece occurred right at the end of the period covered by my thesis. 

 

                                                 
6 Durrell 1952:35.  
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The Arts and Crafts Movement emerged in England in the 1880s, 

centred round London and other major cities. It spread rapidly through 

Britain, the English-speaking world, and parts of Europe. The Movement had 

no manifesto, and is notoriously difficult to define as a style. I have set out 

the background to the Movement in chapter one, highlighting factors that are 

particularly relevant to subsequent developments in late nineteenth- and 

twentieth-century continental Europe. This is partly based on my own work, 

some of it undertaken for An Anthology of the Arts and Crafts Movement.7 

Articles by Alan Crawford and Alan Powers have been particularly useful as 

catalysts for my argument and Rosalind P. Blakesley’s recent book has also 

provided new insights.8 Two aspects of the Movement are particularly 

relevant to my research. The first was its emphasis on the use of the past as 

inspiration to create something new for the future. This approach included 

both the adaptation of historic designs and the revival of neglected craft and 

building techniques. The second element was the importance of handwork. 

Creative manual work was valued because it ensured the survival of 

traditional skills; it provided additional income for handworkers and also had 

the potential to instil cultural values and broaden the horizons of both the 

individuals involved and, through them, society as a whole. 

 

During the past twenty years scholars have looked at manifestations 

of the Arts and Crafts Movement in continental Europe. A session, 

‘Regionalism: Challenging the Canon’, at the annual conference of the 

Association of Art Historians held in Dublin in 1990 resulted in the 

publication of Art and the National Dream edited by Nicola Gordon Bowe.9 

This collection of essays included pioneering work by Bowe herself on the 

Irish Arts and Crafts Movement, and papers on the revival of folk art and 

craftwork in Russia and Norway by Wendy Salmond and Patricia G. Berman 

respectively. Subsequently research on the links between the Arts and Crafts 

Movement, romantic nationalism and central Europe has been pioneering by 

a number of scholars including Blakesley, David Crowley, and Juliet Kinchin.10 

In addition two major exhibitions on the Arts and Crafts Movement organised 

by the Los Angeles County Museum of Art in 2004 and the Victoria and 
                                                 
7 Greensted 2005. 
8 Crawford 1997; Powers 2005; Blakesley 2006. 
9 Bowe 1993. 
10 See, for example, Crowley 2000; Kinchin 2004; Blakesley 2006.   
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Albert Museum in 2005 included sections on the contributions of continental 

Europe.11 

 

Greek crafts and artwork were not mentioned in any of the above. 

However Greece’s struggle for independence from the Ottoman Empire, its 

emergence as a nation state within Europe in 1832, and the subsequent 

efforts to create a coherent identity for the country, mirrored developments 

in countries such as Finland and Hungary which are considered part of the 

European Arts and Crafts Movement. The similarity between Greece’s 

situation and that of countries such as Finland has been noted by writers 

such as M. Herzfeld: 

 

Sounding very much like the Greeks on the subject of Turkey, the 

Finns, for example, contrasted their “European” culture with the 

“oriental barbarism of the Russians… The Finns, like the Greeks, used 

their folklore to validate both their national identity and their cultural 

status as Europeans.12  

 

Throughout this thesis I have tried to highlight the areas that link Greece to 

the Arts and Crafts Movement in general. I have focussed in particular on the 

relevant exchanges between England and Greece.  

 

In 1832 Greece’s borders were recognised and guaranteed by Britain, 

France, and Russia, who also decided on a hereditary monarchy as its form of 

government. Otto, the second son of King Ludwig of Bavaria, was chosen as 

the nation’s first monarch. Although still a minor he was crowned in the 

provisional capital of Nafplion in February 1833. However, the nation state 

was still in a state of flux. It included less than a third of the Greek 

population of the Ottoman Empire. Its northern border ran from Arta in the 

west to Volos in the east; its lands included all the Peloponnese in the south 

and some of the eastern islands near the mainland. Political manoeuvrings, 

uprisings, and instability characterised the first decades of Greece’s 

                                                 
11The Arts & Crafts Movement in Europe & America: Design for the Modern World, 
toured by Los Angeles County Museum of Art in 2004-05; International Arts and 
Crafts toured by the Victoria and Albert Museum in 2005-06. 
12 Herzfeld 1982:11. 
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existence.13 Attempts were made to encourage Greek nationalism inspired by 

the politician, Ioannis Kolettis, who developed the ‘Great Idea’ of a wider 

Greece. The fact that Smyrna, Trebizond, Thessaloniki and Constantinople, 

amongst the main centres of Greek wealth and economic activity, remained 

outside the new state were powerful and persuasive arguments for the ‘Great 

Idea’. It was imperative for the government to use every means available, 

including language and culture as well as political institutions, to unite the 

new nation state. Athens was chosen as its capital, primarily because of its 

associations with the country’s classical past, and attempts were made to 

emphasise the links with the classical heritage in language and education. 

The design of many public buildings in the neo-classical style, including the 

royal palace and the Parliament building, reinforced those links. The first 

royal couple, King Otto and Queen Amalia, were not Greek but were 

perceived as having tried to establish a Greek identity. King Otto often wore a 

fustanella, the national dress, even after he was deposed in 1862. Writing in 

the 1930s, the Greek folklorist, Angeliki Hatzimichali, believed that the 

impetus given to Greek national dress by the royal family could have been 

the start of a craft tradition based on Greek elements.14  Even if this had been 

the case, Hatzimichali acknowledged that these new shoots were dissipated 

by the fashion for what she referred to as ‘pseudo-classicism’ and the 

western styles adopted by the next monarch, King George I, and his court.  

 

The idea of Greece held a powerful fascination for western Europe and 

in particular for Britain in the nineteenth century, both during the War of 

Independence and subsequently. I have discussed this in chapter two using 

contemporary accounts. To help elucidate issues about the country’s image I 

have detailed two visits to Greece made firstly by the Toynbee Travellers Club 

in 1892 and then by the Art Workers’ Guild in 1909. A brief account of the 

Toynbee Travellers Club has been published by Joan D. Browne while H. J. L. 

Massé was the contemporary chronicler of the Art Workers’ Guild.15 Both 

organisations and many of the individuals who took part had close links with 

the Arts and Crafts Movement. I have also used first-hand accounts where 

                                                 
13 See for example Clogg 1992:47-59. 
14 Hagimihali [=Hatzimichali] 1937:18.  
15 Browne, 1986; Massé 1935. 
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possible including published material by Thomas Okey and H. W. Nevinson.16 

This chapter provides an introductory impression of the way Greece was 

viewed in Britain in the late nineteenth century and considers whether the 

attitude of those involved in the Movement was coloured by Arts and Crafts 

ideas. 

 

In chapter three I have looked at the motivation and approach of two 

young architects, Robert Weir Schultz and Sidney Barnsley, who undertook a 

ground-breaking study of Byzantine architecture in Greece between 1887 and 

1901. I have not attempted to examine the scope and significance of their 

researches from the point of view of Byzantine architectural history; rather I 

have tried to assess the role played by their Arts and Crafts training and 

sympathies in undertaking and completing their study. Shortly before 

commencing my research, I attended a lecture given by the Byzantine 

scholar, Professor Robin Cormack on ‘British Arts and Crafts architects and 

Byzantium’.17 Both his comments and his overview of the work of the 

succession of architects who recorded Byzantine architecture in Greece – 

Schultz, Barnsley and, following in their footsteps, Ramsay Traquair, William 

Harvey and Walter Sykes George – and the accompanying exhibition of 

photographs and drawings provided a useful introduction. Schultz’s 

architectural career has been detailed and discussed in a monograph by 

Gavin Stamp and an article by David Ottewill and both these sources 

provided me with a useful framework.18 Schultz’s own essay, ‘Reason in 

Building’, and various published articles have produced insights into his 

approach.19 Barnsley left no written work other than his contribution to their 

jointly produced monograph on Osios Loukas.20 My own published work has 

touched on Sidney Barnsley’s stay in Greece in the context of his subsequent 

career.21 My analysis is also based on original material, particularly their 

notebooks, in the archives of both the British School at Athens and the 

Barnsley Workshop in Hampshire.22  

                                                 
16 Okey 1930; Nevinson 1923.  
17 Cormack 2008. 
18 Stamp 1981; Ottewill 1979. 
19 Schultz 1909.  
20 Barnsley and Schultz 1901.  
21 Comino 1980.  
22 A similar approach based on the work of the two architects in Monemvasia was 
taken by Kalligas 2000:23-44.  
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In chapter four I have gone on to assess the impact of Schultz’s and 

Barnsley’s Byzantine researches on their subsequent work as architects and 

designers. In particular I have focused on Barnsley’s furniture designs. This 

chapter is based on my own research over a period of time and that of a 

number of fellow-enthusiasts including Annette Carruthers and Mike 

McGrath.23 I have also looked at the wider influence of Byzantine designs on 

their circle of colleagues including Ernest Gimson. I have used visual material 

from Cheltenham Art Gallery and Museum, Leicester Arts and Museums, and 

private collections to support my arguments.   

 

British travellers to Greece in the nineteenth century admired the 

examples of traditional costume that were still worn on special occasions. 

They sometimes acquired pieces of Greek embroidery to bring home with 

them. The first major collection of Greek lace and embroidery was made by 

Thomas Sandwith in Crete in the 1870s. The bulk of his collections was 

acquired by the South Kensington Museum and exhibited there in 1876.24 In 

chapter five I have researched the impact of that collection and its 

significance to the designers of the Arts and Crafts Movement, using archives 

and original material at the Victoria and Albert Museum, in the Louisa Pesel 

collection at the University of Leeds, and at Kelmscott Manor, Oxfordshire. 

Two catalogues featuring the collection have provided additional background 

information and visual comparisons.25  

 

In chapter six I have looked at a number of schools and workshops set 

up in Greece from the 1880s onwards and, where relevant, their links with 

Britain. Most of these were textile workshops but they also included pottery, 

woodcarving and other crafts. They were usually set up with a largely 

philanthropic purpose, often by women, much like the Home Arts and 

Industries Association in Britain. But, as in Britain, many of these schools and 

workshops developed beyond the philanthropic, and the work produced was 

important in its own right. A number of these workshops, including the Royal 

Hellenic School of Needlework and Lace set up in Athens by Lady Olga 
                                                 
23 See for example Carruthers 1999; McGrath 2003.  
24 I am grateful to Frances Collard, curator in the dept. of Furniture and Woodwork at 
the V&A for alerting me to the Sandwith collection at the start of my researches. 
25 De Chaves 1999; Ioannou-Yannara 2006. 
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Egerton, wife of the British Consul, and ‘Diplous Pelekys’, set up in Crete by 

Florentini Kaloutsi, who trained at the Royal Academy Schools in London, 

combined the two elements of the Arts and Crafts Movement discussed 

above. They promoted the use of traditional Greek folk patterns and classical 

motifs as inspiration for new work and the acquisition of traditional craft 

skills. The publications of Angeliki Hatzimichali, especially L’Art Populaire 

Grec referred to above, have been particularly useful although it is striking to 

realize how relatively little interest there has been in this area since the 

Second World War.26 

 

In my conclusion I have tried to assess the extent of the vernacular revival in 

Greece in the late nineteenth and early twentieth centuries. I have attempted 

to decide whether Greece can be said to have been involved with the Arts and 

Crafts Movement during this period. Were the links with the English 

movement significant or were the developments merely a response to the 

historical and cultural situation? 

                                                 
26 However I must mention the contribution made to folk art studies by the Angeliki 
Hatzimichali Foundation and by the Greek Folk Art Museum in Athens and the Folk 
Art Museum, Nafplion.  
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Chapter one 

The Arts and Crafts Movement: from Britain to 

continental Europe 

 

This chapter sets out the background to the Arts and Crafts Movement 

in Britain and highlights elements in its ideology, ethos and working 

practices which were particularly relevant to subsequent developments in late 

nineteenth- and twentieth-century continental Europe. Its impact on Britain 

has been well documented.27 What I have set out to do in this chapter is to 

assess its significance for continental Europe, especially for countries such as 

Greece which were still establishing their national identity in the late 

nineteenth century.  

 

The Arts and Crafts Movement was, in simplest terms, an artistic 

ideology which developed in England in the 1880s and dominated art and 

design in Britain at least until the outbreak of the First World War. It was 

disseminated to much of the English-speaking world – North America, 

Australia, New Zealand, and South Africa – where it developed along largely 

similar lines. The ethos of the Movement, in particular the dignity it invested 

in handwork together with its interest in the vernacular and the sense of 

place, was particularly attractive and relevant to new nation states trying to 

create or reinforce their identities as regimes such as the Austro-Hungarian 

Empire collapsed and borders changed. In a number of countries in 

continental Europe the Arts and Crafts Movement became closely linked to 

the concept of Romantic Nationalism – the use of design and folk traditions 

to express a national identity.  

 

In England the Movement emerged as a response to a period of 

economic and social uncertainties which developed through the nineteenth 

century. In the fifty years between 1790 and 1840 England had changed 

rapidly from an agrarian to a largely industrial society. Expanding 

commercial activity and the rapid growth of a new urban middle class had 

created confidence, wealth and prosperity for a sizeable proportion of the 

                                                 
27 See for example Naylor 1971; Crawford 1997; Powers 2005. 
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expanding population of the country. The general view was that continual 

material expansion would be inevitable, straightforward and desirable. By the 

1860s this conviction was coming under attack from all sides. Religious 

certainties were challenged by scientific and pseudo-scientific theories about 

the origins of life on earth propounded by Jean Baptiste de Lamarck, Robert 

Chambers, Herbert Spencer and Charles Darwin among others. The 

publications of Chambers and Darwin in the 1840s and ‘50s were bestsellers 

and their theories were popularly assumed to be incompatible with religious 

belief.28 Problems and strains in English society were becoming apparent. 

The gap between the rich and the poor had widened and become m

immediately obvious by the mid nineteenth century. In 1880 William Morris, 

poet, businessman, designer and socialist, expressed the sentiments of many 

of his peers in his lecture, ‘The Beauty of Life’: 

ore 

                                                

 

I had thought that our civilisation meant the attainment of peace and 

order and freedom, of goodwill between man and man, of the love of 

truth and the hatred of injustice . . . a life free from craven fear, but 

full of incident: that was what I thought it meant, not more stuffed 

chairs and more cushions, and more carpets and gas, and more dainty 

meat and drink – and therewithal more and sharper differences 

between class and class.29  

 

Depopulation and poverty were rife in the countryside as a result of 

both the industrialisation of traditional occupations such as the wool trade 

and a succession of poor harvests. In urban areas the rapidity of 

industrialisation brought in its wake an increase in poverty, social 

disintegration and unrest. In her book on the Arts and Crafts Movement, 

Rosalind P. Blakesley follows three generations of textile workers from the 

1790s to the 1830s describing a frightening decline of earning power and 

dramatic changes to the pattern of working lives. The wages for a worker in 

the cotton mills of Bolton, Lancashire were about 33 shillings in 1795. His 

son would be earning about half that in 1815 as factory owners cut wages 

and introduced machine labour to increase profits. His grandson in the 

 
28 For example R. Chambers, Vestiges of the Natural History of Creation, 1844; C. 
Darwin, On the Origins of the Species, 1858. 
29 Morris 1914:75-6. 
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1830s would not have been able to survive on weekly wages of about five 

shillings and sixpence. As a result both his wife and young children would 

have to seek factory work.30 In London a series of exposés by journalists 

brought the grim living conditions in the East End into the public domain. 

The Russian author, Fyodor Mikhailovich Dostoyevsky, visited London in 

1862 and described the British working classes as ‘white negroes’. He went 

on to write: ‘What you see here is no longer even a people, but a systematic 

resigned loss of consciousness that is actually encouraged’.31 The term 

‘unemployment’ entered the vocabulary in the 1880s and at the same time 

attempts were made to unify and organise the working classes. The first 

Trades Union Congress was held in 1868 and trade union membership 

doubled between 1882 and 1892. The Democratic Federation, a socialist 

organisation inspired by the ideas of Karl Marx was founded in England in 

1881. Although its membership was small – it had about two hundred 

members in 1883 – it was influential. Its founder, Henry Hyndman, was a 

flamboyant aristocratic figure who was successful in attracting high-profile 

and able radicals such as Morris himself; the journalist, H. W. Nevinson; and 

John Burns, subsequently the first working-class Member of Parliament to 

serve in the Cabinet. 

 

The Arts and Crafts Movement was non-political but combined both 

conservative and radical elements in its attempts to bring together architects, 

designers, artists and manufacturers to create new ways of production and 

consumption. The Movement was shaped by the work of two men, John 

Ruskin, artist and writer, and Morris. Ruskin’s three-volume book, The Stones 

of Venice published between 1851-3, and in particular the chapter, ‘The 

Nature of Gothic’, in the second volume became the equivalent of a bible for 

the next generation reaching adulthood in the 1870s and 1880s. Ruskin’s 

argument was made in powerful and convincing terms: the division of labour 

had led to a moral and artistic collapse that could only be reversed by 

returning control over working practices to the craftsman. In another 

influential book, Unto This Last, published in 1860, he asserted: 

 

                                                 
30 Blakesley 2006:11.  
31 A. N. Wilson 2002:416. 
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‘It is, therefore, the manner and issue of consumption which are the 

real tests of production. Production does not consist in things 

laboriously made, but in things serviceably consumable; and the 

question for the nation is not how much labour it employs, but how 

much life it produces. For as consumption is the end and aim of 

production, so life is the end and aim of consumption.32  

 

 

Morris, having given up the idea of entering the Church and taken 

instead to art in its widest sense, began putting some of Ruskin’s ideas into 

practice. Following his marriage in 1859 his close friend, the architect Philip 

Webb, designed Morris’s first home, Red House in Bexleyheath, Kent. Morris, 

his wife, Janey, and their friends set about decorating the house and creating 

its furnishings. The drawing room was painted with a mural based on the 

fifteenth-century Thornton Romances. One scene included a wedding feast, 

with Morris and his wife providing the models for the bridegroom and bride. 

A large cupboard was decorated with scenes from the Arthurian legend. 

Elsewhere Morris painted a mural of trees and birds and, with Janey, 

embroidered lengths of blue serge material with a pattern of daisies for 

curtains. In 1904, the German architectural critic, Hermann Muthesius, 

described Red House as: ‘…the very first to be conceived and built as a 

unified whole, inside and out, the very first example in the history of the 

modern house.’33 The home became an important symbol for the Arts and 

Crafts Movement in England partly because many of its leading designers 

were also architects. Influential figures including C. F. A. Voysey, M. H. Baillie 

Scott and C. R. Ashbee designed houses and interiors and promoted the 

concept of a complete and integrated work of art to an international 

audience. This approach became best known by the German term 

‘Gesamtkunstwerk’ first used in the mid-nineteenth century. The home also 

took on the concept of a place of welcome and community, a refuge from the 

outside world. Morris’s written works include loving descriptions of homes, 

real and imagined, and he declared: ‘If I were asked to say what is at once 

                                                 
32 Ruskin 1860:156. 
33 Quoted in F. MacCarthy 1994:plate II. 
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the most important production of Art and the thing most to be longed for, I 

should answer, A Beautiful House’.34 

 

Following on from the decoration of Red House, Morris set up a 

business producing decorative wares for the home that were well made and 

thoughtfully designed but not necessarily luxurious or expensive. The firm of 

Morris, Marshall, Faulkner & Company was founded in April 1861 and 

reconstituted as Morris & Company in 1875. It produced furniture, printed 

and woven textiles, embroideries, decorated tiles, metalwork, wallpapers and 

stained glass some of which were produced in its own workshops others in 

conjunction with established manufacturers. The partners and designers 

were Morris’s friends, including Philip Webb and the Pre-Raphaelite painters, 

Edward Burne-Jones, Ford Madox Brown and Dante Gabriel Rossetti. Morris’s 

enthusiasm for the decorative arts, his interest in craft techniques, and his 

hands-on approach were tremendously influential on the development of the 

Arts and Crafts Movement in Britain and the wider world.  

 

The flowering of the Arts and Crafts Movement took place in the 

1880s with the foundation of the Art-Workers’ Guild in 1884 and its offshoot, 

the Arts and Crafts Exhibition Society in 1887. It was spearheaded by the 

generation following on from Ruskin and Morris, the generation born in the 

1850s and ‘60s. They took on and developed Morris’s principles about 

materials, handwork, and design; his ideas about art, work and society were 

spread through his writings and lectures from the late 1870s onwards. 

Manufacturers, designers and artists set up workshops and studios to 

produce goods and to provide training and worthwhile employment. Machine 

production in itself was not at issue. Walter Crane, a designer, illustrator and 

one of the leading propagandists of the Movement, admired the technical 

skills and speed of steam-driven machinery which he described as, ‘the 

marvellous mechanical invention’ of the age.35 But he deplored the lack of 

design and proliferation of thoughtless ornament in its end products. 

Another Arts and Crafts designer, W. A. S. Benson, had a large workshop in 

                                                 
34 W. Morris, ‘‘Some Thoughts on the Ornamented Manuscripts of the Middle Ages’, 
quoted in Poulson 1996:142. 
35 Crane 1888:206. 
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west London producing metalwork, including an influential range of electric 

light fittings, turned or cast by machine.    

 

The role of decoration was central to the Arts and Crafts because of 

the Movement’s emphasis on the applied arts. The concerns about the 

products of mechanised industries centred round the emphasis on ornament 

rather than form or function. The effect of mechanisation in nineteenth-

century England was often to add ornament to previously undecorated 

functional objects rather than to produce more or better designed objects. 

And yet Morris, like other commentators, noted that a useful domestic object 

‘has always thought to be unfinished till it has had some touch or other of 

decoration about it.’ His answer, as expressed in his lecture, ‘The Lesser 

Arts’, of 1877 was that nature should be the initial source for all pattern: 

 

For, and this is at the root of the whole matter, everything made by 

man’s hands has a form, which must be either beautiful or ugly; 

beautiful if it is in accord with Nature, and helps her; ugly if it is 

discordant with Nature, and thwarts her; it cannot be indifferent.36  

 

This emphasis on natural forms became central to the Arts and Crafts 

Movement in England and elsewhere. It tied in with the emphasis on the 

vernacular, the use of local materials and motifs. It was considered essential 

to turn to nature as the source for pattern, but when designing an object for 

a particular locality, it was desirable to look at the specific examples of 

plants and flowers in the area. The approach went back to the writings of the 

pioneering architect, A. W. N. Pugin, in the 1830s and ‘40s. He was the first 

to postulate a relationship between nature and Gothic art: 

 

…I became fully convinced that the finest foliage work in Gothic 

building were all close approximations to nature and their peculiar 

character was chiefly owing to the manner of their arrangement and 

disposition… The more carefully I examined the productions of the 

medieval artists, in glass painting, decorative sculpture, or metal 

                                                 
36 Morris 1914:4-5 
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work, the more fully I was convinced of their adherence to natural 

forms.37 

 

Ruskin, Morris, and the architect, John D. Sedding, all went on to draw 

parallels between nature and medieval Gothic design. This was an impetus 

for the element of traditionalism, of learning from the past which runs 

through the Arts and Crafts Movement. 

 

Unlike many art movements which promote a break with tradition, the 

ideology of the Arts and Crafts Movement encouraged respect for past work. 

Like other young architectural students in the 1880s, Ernest Gimson was 

encouraged to visit museums, churches and country houses and to study old 

work. Subsequently as a practising architect and designer in 1916 he wrote, 

‘I never feel myself apart from our own times by harking back to the past – to 

be complete we must live in all the tenses – past, future as well as present.’38 

The inspiration of English and Dutch seventeenth-century furniture and 

metalwork and sixteenth-century plasterwork and embroidery are among 

some of the influences that can be seen in his work. Like many Arts and 

Crafts architects he was involved with the various organisations set up to 

protect and conserve the country’s heritage. The most influential of these 

was the Society for the Protection of Ancient Buildings founded by Morris in 

1877 and still active today. It was set up to counter the over-zealous 

restoration of some of Britain’s most historic churches and developed a 

system for the sympathetic repair of old buildings which involved honest and 

good workmanship. Arts and Crafts designers idealised a rural past and the 

traditional craftsmen connected with it. Sedding referred to ‘the old 

handicrafts of Merry England’ and advised young architects and designers 

that, ‘…a builder’s yard – take all things round – is the very best and most 

wholesome place to learn general handicraft – all about form, texture, 

composition.’39 A number of the young architects working in his London 

office at this time took his advice including Alfred Powell who learnt 

woodworking skills in 1894 by working for a builder in Surrey making gables 

and guttering and Gimson who travelled through the English countryside – 

                                                 
37 Pugin 1849:unpaginated introduction. 
38 Quoted in Greensted 2005:73. 
39 Sedding 1893:80-1. 
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particularly the south-west and north-east – talking to craftsmen, watching 

them at work, sketching their tools and occasionally buying the finished 

products of their labours.  

 

The British Arts and Crafts appropriation of the rush-seated country 

chair provides an interesting case study. The ‘Sussex’ chair, a low-backed 

rush-seated ash chair probably designed by Ford Madox Brown for Morris, 

Marshall, Faulkner & Company in the early 1860s, was loosely based on 

traditional prototypes. It was one of the firm’s best sellers and remained in 

production until 1940. Crane marvelled at its impact: 

 

Enter to such an interior a plain unvarnished rush bottom chair from 

Buckinghamshire sound in wind and limb – “C’est impossible!” And yet 

the rush-bottomed chair and the printed cotton of frank design and 

colour from an unpretending and somewhat inaccessible house in 

Queen Square may be said to have routed the false ideals, vulgar 

smartness and stiffness in domestic furniture and decoration.40 

 

In 1890, Ernest Gimson spent some weeks with Philip Clissett, a traditional 

chair-maker or chair bodger from Herefordshire. Clissett had been 

‘discovered’ a couple of years previously by another Arts and Crafts architect. 

His turned and rush-seated ladderback chairs were purchased for the 

meeting room of the Art-Workers’ Guild in London and Clissett himself 

acquired almost iconic status described as resembling, ‘what the aristocratic 

poor used to be’.41 This interest in the traditional country chair was taken a 

step further in the 1890s by the young architects of the Arts and Crafts 

Movement. Gimson made himself a pole lathe in Clissett’s workshop and 

began making ladderback chairs. He exhibited one such chair at the 1983 

Arts and Crafts Exhibition in London that turned out to be the best seller in 

the show. Subsequently almost every British Arts and Crafts designer of note, 

including C. R. Ashbee, M. H. Baillie Scott, C. F. A. Voysey, and Charles 

Rennie Mackintosh, include a version of this type of furniture in their design 

repertoire. 

 

                                                 
40 Crane 1911:52. 
41 Quoted in Batkin 1991:11. 
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Craft industries were promoted as part of the Arts and Crafts 

Movement. There was a real interest in vernacular work and an emphasis on 

a sense of place in relation to design. However craftwork was seen as a way 

of both providing employment and ensuring the survival of traditional skills 

as discussed in chapter six. A scheme to revitalise the linen industry in the 

North West, inspired by the writings of John Ruskin, was set up by Albert 

Fleming, a lawyer from London, and another incomer to the region Marion 

Twelves in 1883. They established the Langdale Linen Industry in Elterwater 

in the Lake District, training and employing local women to use local raw 

materials in the production of bleached linen sheeting for domestic use. The 

scheme however took on a life of its own. The material was bought up by 

professional and amateur needleworkers as it provided an excellent ground 

for embroidery. Demand was such that it could not be met using locally 

produced linen; the raw material had to be imported from Ireland. The 

scheme provided valuable employment for women in the area through the 

first two decades of the twentieth century.  

 

From Britain Arts and Crafts ideas were spread via individual contacts 

and the printed word. A visit to London was considered essential for many 

American and European architects and designers. The Finnish painter, Akseli 

Gallen-Kallela (who had changed his name from Axel Gállen to sound more 

Finnish), visited London in 1895 and returned to inspire the younger 

generation of artists and designers with English Arts and Crafts ideology. He 

was only one of a number of influential visitors from Finland. The husband-

and-wife team of Louis Sparre and Evan Mannerheim-Sparre visited England 

in 1896 where they met Charles Holme, founder of The Studio and owner of 

Red House built for William Morris. On their return to Finland they set up the 

Iris Workshops in the cabinet-making centre of Porvoo. Furniture, pottery, 

leatherwork and indeed complete interiors were designed and produced in 

the workshops. The work was honest and functional, characterised by the 

use of quality materials, good craftsmanship and simple, colourful designs. It 

was very much Arts and Crafts in character with only a minimal reference to 

Finnish folk art. In 1899 a Hungarian economist, Gyula Mandello, interested 

to see how Ruskin’s ideas had been put into practice visited Ashbee and the 

Guild of Handicraft workshops in the East End of London. Ashbee wrote in his 

Journals, ‘An interesting Hungarian has turned up – see how Catholic is the 
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modern Arts and Crafts movement’.42 Mandello commissioned a large 

amount of furniture, jewellery and metalwork from the Guild which was 

exhibited at the 1900 Secession exhibition in Vienna in the course of its 

transportation to Hungary. It brought Ashbee numerous commissions from 

Austrian and Hungarian clients. There is however little evidence of Greek 

visitors to Britain apart from the Cretan designer, Florentini Kaloutsi who 

studied at the Royal Academy Schools between 1906 and 1911. Her work is 

discussed in chapter six. There were more links between the Greek educated 

classes and Munich and Paris than London because of the specific links 

between the Greek royal family and Germany and the important cultural links 

with France. 

 

A number of British figures connected with the Arts and Crafts 

Movement especially Crane and Ashbee travelled extensively. As well as 

making trips to the United States and South Africa, Ashbee visited Hungary in 

1905 and met Dezsó Malonyay, editor of Art of the Hungarian People, a 

staggering five-volume work published between 1907 and ’22. He was 

impressed by Malonyay’s collection of folk art and the survival of craft 

traditions in the Hungarian countryside. Influential exhibitions of British 

decorative arts were held in Budapest in 1898 and 1902 and the work of 

Crane was singled out for two solo shows in 1895 and 1900. Crane visited 

Hungary during the second show and his itinerary included an excursion to 

Transylvania. This region was considered the foremost destination for 

anyone interested in Hungarian folk art as it was perceived as free from both 

Hapsburg and Turkish influence. The strength of the surviving folk traditions 

in this part of rural Hungary must have impressed Crane as he filled 

notebooks with sketches. The bookplate he designed for Professor Kovács, 

his guide on his tour of Transylvania, depicts Crane himself doffing his cap 

and shaking hands with a peasant and his wife in national costume in front 

of a traditional Székely gate. 

 

The magazine, The Studio, was first published in Britain in 1893 and 

quickly became the mouthpiece of the Arts and Crafts Movement. It included 

illustrated articles, often written by the young high-profile figures of the 

                                                 
42 Quoted in Blakesley 2006:140. 
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Movement such as Ashbee, Voysey and Baillie Scott, exhibition reviews, and 

competitions for amateur artists and designers. It also published three 

special editions devoted to peasant art in Sweden, Lapland and Iceland; in 

Austria and Hungary; and in Russia. Its international edition was widely read. 

One volume included a colour illustration of embroidered work by Anna 

Papadopoulos which is illustrated in chapter six. Similar periodicals to The 

Studio were produced throughout Europe. Of particular importance were the 

French Art et Decoration, Moderne Stil and Dekorative Kunst in Germany and 

the Austrian Kunst und Kunsthandwerk. The first Finnish art magazine, 

Ateneum, was founded in the late 1890s. In Hungary József Huszka had 

spent a decade researching the architecture and folk craft traditions of the 

Székely people, reputedly descendants of the son of Attila the Hun and thus 

representing the ethnically pure Hungarian race. He published a series of 

books, including The Hungarian Decorative Style in 1885, which helped to 

promote and translate the legend that Hungarians were descended from 

Attila the Hun, from hunters and horsemen from the eastern Carpathian 

Mountains, into popular imagery. These ideas were taken on and developed 

by a group of young architects known as the Fiatalok (Young Ones) led by 

Károly Kós. He came from Transylvania and seized on the ideal of a national 

modern style based on the architecture of his native region with great 

enthusiasm. A new journal A Ház was launched incorporating the distinctive 

village church of Korosfó, in Transylvania, on its cover. 

 

Arts and Crafts wares from Britain found a ready market in Europe. 

There was a shop called Arts and Crafts in The Hague, Holland while the 

influential Maison de l’Art Nouveau set up by Samuel Bing in Paris began 

selling British Arts and Crafts from about 1900. And in Britain shops such as 

Liberty’s established the market for imported wares, from continental Europe 

as well as from India and the Far East. The important role played by Liberty’s 

in developing a market for Greek embroideries is discussed in chapter five 

below. Etelka Gyarmathy, a leading Hungarian intellectual, also ran 

workshops and had agents in London as well as Paris, Brussels, Berlin, 

Munich and New York.  

 

Exhibitions featuring British Arts and Crafts work helped to 

disseminate the style through Europe and the United States. Particularly 
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influential was the series of international exhibitions mounted through the 

first two decades of the twentieth century including in Paris 1900, St Louis 

1904, and Turin 1911. There was a Greek pavilion at the Exposition 

Universelle held in Paris in 1900 and it was singled out in a review by Gabriel 

Mourey. He wrote, ‘Elsewhere too, the art gleaner may roam with profit – in 

the Invalides, or in the Champ de Mars, among the foreign pavilions – 

notably those of Finland, Spain, Hungary, Sweden, Germany and Greece’.43 

  

Despite an increasingly international art world, the concept of 

regionalism was a powerful influence in Europe at the end of the nineteenth 

century. It was not a new idea: it had links to the eighteenth-century 

Enlightenment with its emphasis on nature and the authentic experience.  

The significance of a nation’s folk cultural heritage, its language and 

traditions had been highlighted by the German philosopher, Johann Gottfried 

Herder. By the late nineteenth century, according to the Hungarian writer, 

Katalin Keseru: 

 

It was not a provincial variation of a great style, school or workshop, 

but for the first time in history, regionalism itself became a style 

around the same time in several countries. It signalled a real 

“renaissance” - by recognising and discovering unknown local artistic 

values, by building them into mainstream art in its regional as well as 

universal importance.44 

 

Folk or peasant art was seen as being authentic because of the link 

with past cultural traditions. It was also primarily concerned with the 

decorative arts and the home thus linking it with the ethos of the Arts and 

Crafts Movement. The work of Ruskin, Morris and the next generation 

provided an intellectual basis for developments in continental Europe. In 

Greece the oldest collections of folk songs were preserved in the sixteenth 

century in manuscripts in Mount Athos as well as in the records of western 

travellers. The first collection in English of Greek folk songs was produced by 

John Stuart Stuart-Glennie and Lucy M.  J. Garnett.45 The first edition 

                                                 
43 Mourey 1900:64. 
44 Keseru 1993:127. 
45 Stuart-Glennie and Garnett 1885 and 1888.  
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published in 1885 was dedicated to William Gladstone as a noted philhellene; 

the second edition in 1888 was dedicated to William Morris with these words: 

 

To the poet of The Earthly Paradise, The Defence of Guinevere, and 

The Life and Death of Jason; the rhapsodist of The Odyssey and The 

Aeneid; and the skald of The Story of Sigurd the Volsung, to William 

Morris, Scholar, Poet, and Socialist, these translations of Greek Folk-

Songs and connected essays on Paganism and Folk-Lore, are, with 

equal admiration of his genius as a poetic creator, and of his 

earnestness as a socialist worker, dedicated by the editor and author.46 

 

Morris had revived and reinvigorated the Arthurian legends in works 

such as The Defence of Guenevere and Other Poems published in 1858. The 

Earthly Paradise, published between 1868 and 1870, did the same for the 

English oral tradition and included Chaucerian references as well as sections 

based on both classical Greek and Norse mythology. Following on from 

Morris’s work, the revival of the English folk song and dance tradition was 

closely linked to the Arts and Crafts Movement. Cecil Sharp, with his 

assistants, was at the forefront of that revival. He collected and recorded folk 

songs from over 350 individuals in rural Somerset that had been handed 

down by word of mouth. The purpose was to preserve a vernacular tradition 

that was on the verge of dying out and to provide a source of wholesome 

entertainment for the future. The rediscovery of the Greek folk song shared a 

similar purpose and was likewise inspired by the romantic tradition. An 

additional and important role was the desire to make a clear link between the 

Hellenic past and the new Greek nation. According to Herzfeld the foreign 

contribution to the early stages of folksong research and publication was 

substantial: Claude Fauriel’s two-volume compendium was published in 

France in 1824 and ’25 while the German, Theodor Kind, also published a 

collection of Greek folk songs in 1827.47 The 1888 edition of Greek Folk-

Songs by Stuart-Glennie and Garnett included an essay on ‘The Comparative 

Science of Folk-Life and Folk-Lore’ which made this point. Stuart-Glennie 

emphasised the importance of these new researches to ‘those aspirations to 

National Freedom and National Unity, which have been the most 

                                                 
46 Stuart-Glennie and Garnett 1888:unpaginated preface. 
47 Herzfeld 1982:12-30. 
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revolutionary Political Forces of the century, and which are certainly not even 

yet played out’.48 He continued: 

 
Histories of Civilization which take due account of the results of the 

Comparative Science of Folk-Life and Folk-Lore, will be distinctively 

theories of Economic Development; and the Political Forces to which 

these theories will give at once revolutionary heat and determined 

direction, will aim not merely at National Resurrections, but at 

Economic Reconstructions… 

Now of all the National Resurrections, that one which will, I believe, 

most profoundly aid general Economic Resurrection, is the 

Resurrection of the Greeks.49 

 

His comments indicate the importance of the Hellenic classical tradition not 

just to the new Greek nation but to western Europe as a whole. This aspect is 

discussed further in chapter two. It is interesting to note however that Stuart-

Glennie and Garnett’s book was noted by Sidney Barnsley while he was 

studying Byzantine architecture in Greece.50 This suggests that it had been 

read by him thus making an obvious link between the folk song revival and 

the Arts and Crafts Movement.  

 

Greek writers such as Antonios Manoussos, Spyridon Zambelios and 

Georgios Hasiotis published the first collections of folk songs as poetic texts 

in the second half of the nineteenth century. Nicolaos Politis, the father-

figure of the Greek folk revival, began to research and put together 

collections of folk songs at the end of the nineteenth century. He published 

his two-volume Studies of the Life and Language of the Greek People between 

1899 and 1904 and founded the Hellenic Folklore Society in 1909, very much 

echoing developments in England and elsewhere in Europe.51 

 

The attitude to the decorative arts and handwork in Greece in the 

nineteenth century is difficult to ascertain; I have been unable to trace much 

in the way of source material other than passing comments in the writings of 

                                                 
48 Stuart-Glennie and Garnett 1888: xviii. 
49 Stuart-Glennie and Garnett 1888: xiii-xix. 
50 The book is referred to in an uncatalogued notebook, SHB1, Barnsley Workshop. 
51 Politis 1899-1902 and Politis 1904. 
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Fig. 47 (above). Icon stand 
from the church at 
Monemvasia photographed 
by Schultz/Barnsley. 
 
Fig. 48 (above right).Icon 
stand from Zavorda, 18th 
century. 
 
Fig. 49 (right). Detail of a 
‘honefto’ chest, early 19th 
century. 

 

 

Both Schultz and Barnsley made sketches of an iron candlestick at 

Hagios Georgios, near Mistra in May 1890 (fig. 50). They noted one detail of 

the design in particular: the decoration of the stem with metal curls between 

¼ and 3/8 inch long. This type of decoration was subsequently used on 

metalwork designed by Barnsley’s friend and colleague, Gimson, and made in 

 87



his smithy in the Cotswolds. A drawing (fig. 51) of a pair of candlesticks with 

this type of decoration to be made in polished iron is dated May 25 1904, a 

time when Barnsley and Gimson were collaborating closely on furniture 

designs.17  

 

 

 

 

Fig. 50 (left). Sketch by Schultz of a 
candlestick at Mistra.  
Fig. 51 (above). Design for a candlestick by 
Gimson, 1904. 

 

 

This type of curled decoration was also found on a wrought iron well head 

(fig. 52) designed by Gimson in collaboration with Schultz for the Old Place 

at Mochrum, Scotland.   

 

 

 

 

 

 

 

 

                                                 
17 The drawing, 1941.223.5, is in the collections of Cheltenham Art Galley & Museum 
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Fig. 52. Contemporary photograph of the 
well head at Mochrum, about 1904. 
 
 
 

The uprights of the iron candlestick from Mistra and Gimson’s design (figs 

50 and 51) share the same octagonal shaped knops. This became a design 

feature in the work of Gimson, Barnsley and other Arts and Crafts designers. 

Another feature possibly derived from Greek and Anatolian craftwork was the 

use of chip carving. It was used regularly by Gimson and Barnsley from about 

1900 in conjunction with a multi-faceted octagonal knop, and subsequently 

by other Arts and Crafts furniture makers such as Charles Spooner and 

Arthur Romney Green.  
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Nicholas in the Fields, near Scripou in 1901. The monograph, the 

publication of which was funded largely by Dr E. H. Freshfield, included their 

meticulous drawings of both sites. He also made conscious efforts to develop 

the potential of their Byzantine researches to further his architectural career. 

While he was briefly in Britain in January 1889, he had visited Mount Stuart 

and shown his drawings of Greek churches to the third Marquess of Bute. 

Two years later, when he was establishing his architectural practice in 

London, Schultz wrote to him as a prospective client: 

 

During the course of our last visit to Greece, in addition to continuing 

the series of more purely architectural drawings which we had 

previously commenced, Mr Barnsley & myself have made a large 

number of coloured drawings of the marble & mosaic work in the 

interiors of some of the churches.1 

 

The patronage of the third and fourth Marquesses of Bute stood Schultz in 

good stead. According to Gavin Stamp: ‘In the Crichton-Stuart family Schultz 

was fortunate in finding highly educated and individual clients who shared 

his interest in things Byzantine and his concern with good sound imaginative 

architecture.’2 The family provided Schultz with commissions in his native 

Scotland and elsewhere. 

 

His first commission for the family was a project to add a chapel and 

an additional library to London home of the third Marquess in 1891. St John’s 

Lodge was an early nineteenth-century house with extensive grounds in 

Regent’s Park. Lethaby’s book, Architecture, Mysticism and Myth, published 

that year was a great influence on Schultz, particularly the author’s attempt 

to understand and define the common themes in ancient architecture in 

terms of religious conceptions and eternally potent symbols. Schultz 

subsequently described its impact on his generation: 

 

…the book opened up to us younger men a hitherto undreamt world 

of romance in architecture. The labyrinth, the golden gate of the sun, 

pavements like the sea, ceilings like the sky, the windows of heaven 

                                                 
1 Stamp 1981:12-13 
2 Stamp 1981:3 
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and three hundred and sixty days. One remembered the labyrinth in 

the pavement in Siena. Also the one on the west wall of Lucca. . . Now, 

through Lethaby, one began to understand something of what they all 

meant. I was at that time about to do a small private chapel; into it 

went a pavement like the sea and a ceiling like the sky, as an accepted 

tradition.3 

 

The chapel at St John’s Lodge included a number of elements in its design 

which derived from Schultz’s Byzantine studies. The domed ceiling and the 

circle of Ionic columns within a square space are typical elements found in 

churches such as St Nicodemus, the Russian Orthodox church in Athens. It 

was sketched by both Barnsley and Schultz; the latter’s drawing is illustrated 

below: 4 

 

Fig. 53. Schultz’s sketch of the interior 
of St Nicodemus, Athens. 

     

 

Fig. 54. Archive photograph of the 
Chapel in St John’s Lodge from the 
Library. 
 

 

The only surviving photograph of the chapel (fig. 54) illustrates part of a 

marble floor inlaid with contrasting wavy bands and fishes. This was the first 

                                                 
3 Weir 1932:18. 
4 Uncatalogued notebook RWS 9, BSA. 
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of several ‘pavements like the sea’, incorporated by Schultz into his 

buildings. One early twelfth-century version  of such a marble pavement, 

from the crypt at San Savino at Piacenza, Italy, was sketched by him on his 

way to Greece in 1888 (fig. 55). His notes on this sketch include the 

comments: ‘The ground represents the sea waves and the fishes and 

mermaids.’5  

 

 

Fig. 55. Sketch by Schultz of the pavement 
from San Savino, Piacenza. 
 
 

 

Subsequently, in 1899, Schultz added a subterranean chapel, Byzantine in 

style, to the complex (fig. 57). It was sunk into the grounds of Regent’s Park 

near the lake. The exterior referred back to Byzantine churches in Greece 

recorded by both Schultz and Barnsley, including the Metropolitan church at 

Mistra (fig. 56). This subterranean chapel was demolished in 1916. Schultz’s 

earlier additions to St John’s Lodge – the chapel and library – were also 

demolished later in the twentieth century.  

 

                                                 
5 Uncatalogued notebook, RWS 6, BSA. 
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Fig. 56 (left). Drawing by Barnsley 
of the Metropolitan church at 
Mistra. 
 
Fig. 57 (above). Subterranean 
chapel near St John’s Lodge by 
Schultz, 1892 

 

 

Schultz wrote a two-part article on ‘Byzantine Architecture’ for The 

Architectural Review in 1897, the first year of its existence. It described itself 

as ‘a magazine for the Architect, Archaeologist, Designer and Craftsman’, 

implying that it was aiming to provide something wider than a professional 

journal. In his article, Schultz characterized the period of Byzantine 

architecture as, ‘a time of experiment and progress alike in its construction 

and its decorative form and motive.’ He went on to write: 

 

In conclusion, the main lessons to be learned from the Byzantines are 

on the structural side, their straightforward building methods, their 

grappling with great problems of construction, their legitimate and 

economical use of materials both in a structural and a decorative 

sense – this can be seen well in their use of marble; marble used in 

great blocks and pillars as a strong material capable of bearing great 

weight; other marbles used in thin slabs as costly and beautiful 

decoration, arranged so as to get great wealth and contrast of colour 

with the minimum of material. Their application of gold in mosaic is a 

splendid instance of economy. Here we find the thin fragile gold leaf 
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laid on a glass ground and covered over with a thin film of transparent 

glass, which rendered it practically imperishable.6 

 

Schultz developed a method of construction based on the straightforward 

and honest approach to the use of materials which he characterized as 

Byzantine. He built two community halls on a tight budget in the first years 

of the twentieth century – a University Settlement Hall in Cardiff and a village 

hall in Shorne, Kent. The roofs were constructed from small lengths of 

spliced and bolted timbers (fig. 58) rather than the massive Arts and Crafts 

roofs based on medieval barn construction favoured by Gimson (fig. 59), 

Alfred Powell and Edward Prior.  

 

 

Fig. 58. Village hall by Schultz in Shorne, 
Kent, 1904 (now demolished). 
 

   

Fig. 59. School hall, Bedales, Hants., 
designed by Ernest Gimson, 1910. 
 

 

                                                 
6 Schultz 1897b:255.  
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Describing his approach, Schultz wrote: 

 

 …in most places the wood most easily obtainable is a foreign 

imported wood, sent over sawn into scantlings … it is therefore 

somewhat of an affectation to use a form of construction which is not 

economical, especially where cost is a consideration. Some three or 

four years ago I had to build a large hall at Cardiff for a University 

Settlement, to hold a lot of people, at a minimum of cost, and I 

thought the cheapest form of construction would be by forming the 

roof and posts out of ordinary deals bolted or spiked together. I 

worked out my ideas and found them possible of realisation at a 

minimum of cost. … You will see from this what can really be done in 

the way of good construction with the ordinary commercial materials 

at hand in a simple straightforward way. This is an example of the 

commonsense use of modern materials without any nonsense, 

affectation, or humbug.7 

 

This practical and innovative form of building, inspired by the Byzantine 

approach to the use of materials, was developed by other architects including 

W. Curtis Green.  The Adult School Hall in Croydon designed by Green was 

cited by Schultz as a more perfect evolution of his designs.8 The thin pine 

columns and scissor trusses of the open roof have an elegance and 

monumentality that rival more substantial medieval work. 

   
Fig. 60. The Quaker Adult School Hall, 
Croydon, by W. Curtis Green, 1908 
 
 

                                                 
7 Schultz 1909:16. 
8 Schultz 1909:16. 
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Schultz was also involved in two cathedrals built in the twentieth 

century and worked with both Barnsley and Gimson on both projects. In 1906 

he was commissioned to design an Anglican cathedral at Khartoum, Sudan at 

the recommendation of Ernest Richmond, an architect at the Department of 

Works in Cairo, who knew Schultz through his Byzantine researches. The 

design had to take into account the soil conditions, building traditions and 

the materials available locally. There was very little skilled labour and 

materials were limited; according to David Ottewill, ‘the economical use of 

materials was paramount’9. The cathedral was built in sandstone; two 

colours, yellow and pale red, were carefully selected to create decorative 

effects. All the furniture and fittings were designed by Schultz in 

collaboration with Gimson and made in Gimson’s Cotswold workshops. An 

aerial perspective exhibited at the Royal Academy in 1909 was commented 

on by The Builder: ‘We cannot call it a beautiful building, but it is an original 

and interesting one, like nothing else one has seen in the way of a church.’10 

The cathedral was consecrated in 1912 but building was not finally 

completed until 1928. 

 

Westminster Cathedral, the Roman Catholic cathedral in Victoria, 

London was commissioned in 1894. The architect, J. F. Bentley, had begun 

his professional career working with firms of builders in Manchester and 

London before specialising in the design of Catholic churches. For this 

commission he was instructed to avoid the Gothic style to prevent 

comparisons with the medieval Westminster Abbey. He travelled to northern 

Italy for inspiration taking with him Lethaby and Swainson’s monograph on 

Hagia Sophia. He returned in 1895 and presented his drawings, showing the 

inspiration of Venice’s San Marco as well as Hagia Sophia, to the committee. 

The foundation stone for the building was laid later that year. Bentley died in 

1902 with only its shell completed. The cathedral was in use from 1903; over 

the years individual architects were commissioned to complete various parts 

of the interior.   

 

In about 1909, the fourth Marquess of Bute provided £10,000 for a 

side chapel to be dedicated to St Andrew on the understanding that the 

                                                 
9 Ottewill 1979:105 
10 The Builder, 8 May 1909 
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complete design would be undertaken by Schultz. Gavin Stamp has described 

this commission as Schultz’s ‘final and perfect expression of his interest in 

Byzantine art and of his adherence to the ideals of the Arts & Crafts 

movement.’11 The designs were approved in March 1910 and the Chapel 

unveiled on 30 November 1915, appropriately enough St Andrew’s Day. 

There was a strong Scottish element reflecting the attachment of both 

architect and client to that country. Marbles from Greece combined with 

Scottish stone created the cool Scottish colour scheme of pale greens, grey, 

purple and white. The marble floor was another ‘pavement like the sea’: an 

inlaid wavy band and a pattern of fishes and crabs.  

 

 

 
 
 
 
 
 
 
 
 
Fig. 61. Detail of the marble floor, St 
Andrew’s Chapel. 
 

 

 

The concept and the overall design of St Andrew’s Chapel was 

Schultz’s but he saw the project as an ideal opportunity to celebrate the 

creativity of Arts and Crafts designers and craftspeople – almost all of them 

members of the Art Worker’s Guild. This had been attempted before at Holy 

Trinity, Sloane Street, London, designed by John D. Sedding and completed 

under the direction of Henry Wilson after Sedding’s death in 1891, and at St 

Andrew’s, Roker, near Sunderland, designed by Edward Prior in 1907. 

However the compact scale of the chapel, the vision of the architect and the 

strength of the collaborations ensured the success of Schultz’s scheme. 

Among the designer-makers involved were Harold Stabler, a silversmith, 

                                                 
11 Stamp 1981:60 
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enameller and potter who designed and made the altar candlesticks, 

reliquary, rugs, mats and cushions; Grailly Hewitt, a calligrapher who 

produced the embossed and illuminated altar cards; and Joseph Armitage, a 

sculptor who modelled the large candlesticks and inscriptions. Among the 

most notable pieces were the seven clergy stalls from the workshop of Ernest 

Gimson and the kneelers made by Sidney Barnsley. There is evidence that 

these items were collaborative designs with Schultz and I think it is 

reasonable to assume that Schultz was involved, to a greater or lesser extent, 

with every element.12 There are common decorative motifs throughout the 

chapel including the wavy line found on the pavement, gates and clergy seats 

(see fig. 61 above and figs 62-3). These simple patterns within a more 

complex whole evoke the Byzantine inspiration as described above (page 70).  

 

 

Fig. 62 (above). Detail of the iron gates of St 
Andrew’s Chapel made by W. Bainbridge 
Reynolds to Schultz’s design. 
 
Fig. 63 (right) detail of the inlay on a clergy 
seat. 
  

 

 

The ebony stalls, with misericords below the flat seats and high arm 

rests, are more characteristic of Orthodox rather than western churches. The 

inlaid decoration in bleached bone also recalls Byzantine work while the 

circular motif at the top of each seat is different. These are based on 

Byzantine motifs with at least one motif based on a carved detail from the 

iconostasis screen in the Great Church at Osios Loukas.  

                                                 
12 Carruthers and Greensted 1994: 94. 
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Fig. 64 (above). Detail of the motifs from the 
iconostasis screen at Osios Loukas drawn for 
Barnsley and Schultz’s monograph on the monastery. 
Fig. 65 (right). Detail of inlaid decoration on one of 
the clergy seats from St Andrew’s Chapel. 
 

 

 

 

Fig. 66. Some of the clergy seats from St Andrew’s Chapel. 
 

 

The mosaic work is exemplary, both in design and execution. The 

designs were drawn by George Jack, the Arts and Crafts designer and wood 

carver. It was carried out by the team of mosaic workers assembled by the 
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business man and patron of the Arts and Crafts Movement, Ernest 

Debenham. Leading the team was Gaetano Meo, an Italian landscape painter 

who took up mosaic work. He had previously worked with William Richmond 

on the mosaics at St Paul’s Cathedral. According to an article in The Builder 

in 1915, Meo was the only foreigner involved in the creation of the chapel.13 

Writing during the First World War, the author emphasised the British 

character of the project. The mosaic work on the dome is of particular note. 

The scale pattern carried out in gold mosaic echoes the sea/fishes motif on 

the floor and provides a sense of infinity – what Schultz described as a 

‘ceiling like the sky’.14 

 

 

Fig. 67 (above). Detail of the mosaic work 
in the chapel. 
 
Fig. 68 (right). Gold mosaic work on the 
dome. 
 

 

 
 
 

 

 

 

 

 

 

                                                 
13 Quoted by Stamp 1981: 63. 
14 Weir 1932: 18. 
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Conclusion 

 

Schultz was involved with the Byzantine Research Fund throughout his 

working life. He continued working on the Byzantine archive relating to the 

British School in both Athens and London and was also involved with the 

Byzantine exhibition held in London in 1936. In his 2008 lecture on ‘Arts and 

Crafts architects and Byzantium’ referred to above, Robin Cormack 

commented on the importance of the conversation between western Europe 

and Greece from 1880. This ‘conversation’ or interplay was cut short by the 

outbreak of the First World War in 1914 and the subsequent conflict between 

Greece and Turkey. It was not until the 1930s that architects and artists from 

Britain renewed their interest in Byzantine architecture.  

 

By studying Byzantine work at first hand and in detail, Schultz and 

Barnsley were able to absorb it into their psyche. They adapted elements of 

Byzantine architecture and decorative work to fit in with Arts and Crafts ideas 

and contemporary conditions. In doing so they put into practice one of 

Lethaby’s aphorisms: ‘modernism conceived as a style is only inverted 

archaeology, it will not be real until it is unconscious’.15 The lavish patronage 

of the Bute family enabled Schultz to build in the Byzantine style. For projects 

where funds were more limited, he looked at the practical approach to 

construction, using local materials in an economical way, practised by 

Byzantine builders. Both Schultz and Barnsley used decorative techniques 

found in Byzantine architecture, such as mosaic work. The quality of the 

work was comparable with Byzantine examples. Some of their designs were 

very much in that tradition; others, such as Barnsley’s mosaic apse at Lower 

Kingswood, were very much a celebration of nature in the Arts and Crafts 

style. Barnsley’s church and Schultz’s chapel in Westminster Cathedral are 

two of the finest Arts and Crafts monuments that are both modern and 

Byzantine in character. 

                                                 
15 Powell 1931:50. 
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Chapter five 

 

Collections of Greek embroideries in England and their 

influence on the British Arts and Crafts Movement 

 
This chapter describes how Greek embroideries were first seen and 

admired in Victorian Britain although not always distinguished (or 

distinguishable) from either Turkish or Italian work. It illustrates another 

instance of an exchange as part of the Arts and Crafts Movement and 

discusses the impact of this craft on Arts and Crafts designers in Britain. 

Finally it looks at the dissemination of these embroideries to a wider public.  

 

I have researched the background to the collection of Greek 

embroideries and lace amassed in Crete by the career diplomat, Thomas 

Sandwith, and acquired by the South Kensington (now the Victoria and 

Albert) Museum in 1876.1 This was the first major public collection of Greek 

embroideries in Britain and is especially significant to this thesis because the 

South Kensington Museum was regularly used as a resource by the designers 

of the British Arts and Crafts Movement. William Morris had close links to the 

museum while May Morris, his second daughter and herself a skilled 

designer and needleworker, encouraged others to use and learn from the 

museum’s collections:  

 
For any one anxious to follow up this line of study in detail, it can be 

done, to a certain extent, by merely walking through South Kensington 

Museum … carefully noting and comparing the fine examples of early 

work displayed there. 2 

 

In addition to visiting the museum, members of the public could readily 

acquire good quality and affordable photographs of exhibits and many Arts 

and Crafts Movement designers took advantage of this.3 The needlewoman 

                                                 
1 I am grateful to Frances Collard, curator of furniture at the V&A, for alerting me to 
the Sandwith collection at the start of my researches. 
2 Morris 1893:6. 
3 For example the architect-designer Ernest Gimson acquired photographs of textiles, 
embroideries, woodwork and metalwork; these are now in the archives of 
Cheltenham Art Gallery & Museum. 
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and author of a number of books and manuals on embroidery, Louisa Pesel, 

wrote an article on ‘Cretan Embroidery’ in 1906 which advised readers that 

‘photographs of many of the fine examples of Cretan embroidery in the 

Victoria and Albert Museum can be obtained at the departmental bookstall’.4  

 

The Sandwith collection is one of three discussed in this chapter; the others 

are the small personal collection of William Morris and his daughter, May, 

which survive at Kelmscott Manor, Oxfordshire, and the Louisa Pesel 

collection at the University of Leeds International Textile Archive (ULITA). 

 

Handwork in Greece in the second half of the nineteenth century: an 

overview 

  

 Handwork in Greece traditionally served the needs of poor and 

agrarian communities and was sold at markets and panigyria (fairs). Urban 

workshops making useful and decorative items such as furniture, furnishings 

and ceremonial or formal clothing were based on traditional peasant work 

but were receptive to influences from the wider world. The north-western city 

of Iannina was the most important craft centre in the eighteenth and early 

nineteenth centuries catering for the luxurious court of Ali Pasha. According 

to the folklorist, Angeliki Hatzimichali, the tailoring workshop of Costas 

Bitsios making traditional outfits still existed in the 1930s and sent more 

than one thousand costumes each year through the Balkans.5 On a smaller 

scale  

 

Among all the traditional crafts in Greece, embroidery survived 

through until the nineteenth century especially on the Greek islands. 

According to Pesel:  

 

The study of the embroideries of the Aegean must necessarily for the 

present be subject to a certain amount of conjecture; that it is worth 

serious attention is, however, evident to all who consider it, from the 

fact that it is one of the few crafts which has occupied the leisure of 

the islanders during the last 200 to 300 years. There is no good 

                                                 
4 Pesel 1907a: 156. 
5 Hagimihali (=Hatzimichali) 1937:14. 
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pottery, carving or metal work to be examined, and during this period 

little beyond the embroidery remains to show the continuance of style 

and tradition, and therefore it forms one of the few links connecting 

mediaeval with modern work.6  

 

In her book on Greek crafts first published in Greek then translated into 

French in 1934, Hatzimichali highlighted the main characteristics of the 

country’s popular art: a strong element of decoration, a bold line, abstract 

patterns, and the use of stylized motifs. She went on to assert the particular 

appropriateness of the characteristics for textiles, embroidery and ceramics.7 

These extracts illustrate the conviction of both Pesel and Hatzimichali in the 

primacy of embroidery within the Greek folk craft tradition. 

 

The Great Exhibition of 1851, held in the Crystal Palace in London’s 

Hyde Park, was one of the very first occasions when Greek embroideries were 

publicly exhibited in Britain. Organised by Henry Cole and Prince Albert, the 

exhibition was both a demonstration of Britain’s supremacy and an 

international showcase. According to A. N. Wilson, visitors to this amazing 

event described it as ‘a fairyland, a tour round the world.’8 National 

participation in the exhibition was by invitation; Greece was one of thirty-four 

countries which accepted the invitation to contribute to the exhibition. Its 

involvement, only two decades after coming into existence as a nation state, 

indicated the desire of the government to link the country to western Europe 

as well as to promote its economy. It was sponsored by P Rallis, President of 

the Greek commission in Britain, and the Secretary, P D Scaramangas. The 

Greek section was well sited within the Crystal Palace close to two popular 

attractions, the Crystal Fountain and the Koh-I-Noor diamond, as well as to 

the Mediaeval Court, designed by the architect, A. W. N. Pugin, which was a 

particular attraction for architects and designers. The sixty-one exhibits that 

made up the Greek display were mainly raw materials, such as marble, 

dyestuffs including madder root and kermes, tobacco, sponges, leather, 

liquorice juice and honey.9 A Byzantine-style wooden carving by Rev. 

                                                 
6Pesel 1907b:239. 
7Hagimihali 1937:5. 
8 Wilson 2002:143. 
9 Official Catalogue of the Great Exhibition of the works of Industry of All Nations, 
1851:280. 
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Triandaphylos and two half-scale copies of parts of the frieze of the 

Parthenon by G. Vitalis were the sole artistic contributions. However the 

Greek display also included some craft items, mainly textiles and 

embroideries. L Ralli of Piraeus exhibited yellow and white silk fabric; A 

Pantazopoulos from Kalamata exhibited silk thread, including samples both 

for sewing and embroidery and for weaving. Silk sashes worn by the seamen 

of Greece came from Hydra while the nuns of St Constantine’s convent sent 

mosquito nets and silk handkerchiefs. One of the highlights was the full male 

(palikari) costume embroidered in gold including a fez and a pair of red 

morocco shoes by Saris and Rengos of Athens. This exhibit was illustrated in 

the Official Description and Illustrated Catalogue by the Authority of the 

Royal Commission and commented on by The Morning Chronicle: 

 
Today, Greece is a commercial and exceptional naval nation, she 

doesn’t work for any foreign ruler, and she is not forced to produce 

and consume products of a foreign industry. …Unfortunately, the 

Greek exhibits do not provide a full picture of the development of 

Greek industry; the rare Greek textiles do not differ at all from the 

textiles sent by Turkey. The brilliant Greek dress is exhibited in 

isolation and there are no others to compare.10 

 

Greek contributions were also included in the official Turkish section, 

which included exhibits from Greek communities in Istanbul, Thessaloniki 

and elsewhere, and in the Colonies and Dependencies section where 

jewellery and embroideries from the Ionian Islands were displayed. According 

to The Official Descriptive and Illustrated Catalogue by Authority of the Royal 

Commission these won the admiration of many visitors: ‘the specimens of 

embroidery are extremely rich and beautiful. The most remarkable products 

are the splendid aprons which the peasant-girls of that country wear. These 

aprons are the ordinary work and everyday wear of the peasant-girls of 

Corfu.’11 

 

Nineteenth-century travellers to Greece admired the traditional 

handicrafts particularly the colourful and unusual embroidered outfits that 

                                                 
10 Quoted by Yagou 2003:88-9.  
11 Quoted by Yagou 2003:90.  
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were occasionally worn on special occasions, especially in island 

communities. The British archaeologist and ethnologist, Theodore Bent, and 

his wife spent two winters between 1882 and ’84 travelling in the Aegean. 

They were shown round the main town of the Cycladic island of Ios by Mr 

Lorenziades, the island’s mayor. Over a family dinner, the Bents talked 

enthusiastically about the traditional dress they had seen elsewhere. They 

were startled when, at the end of the evening, their host’s daughter made an 

entrance wearing the local costume. Bent described the stunning apparition:  

 

The headgear was a veil bespattered with gold, with streamers which 

hung down behind: in front of it was a sort of crown; the dress was of 

green and gold brocade. Over her heart was what we should call a 

stomacher; her feet were in dainty shoes. Nothing could look more 

glorious than this woman….The effect of dress was never more 

marked than in her case; in her everyday dress she resembled a good-

looking red-faced housemaid, in her festival costume she would have 

graced a palace.12 

 

Bent also commented on the increasing rarity of such traditional costume. 

These craft items were beginning to become the preserve of private 

collectors and museums. 

 

Thomas Sandwith and his collection 

 

Thomas Sandwith has been described as the first collector of Greek 

embroidery and Cretan lace in Western Europe.13 Other than the basic 

information concerning his career, few personal details have survived to shed 

light on his character and interests. Born in Bridlington, Yorkshire in 1831, 

he joined the consular service and took up a succession of postings in the 

Middle East. He moved to Cyprus in 1857 and then to Crete in 1870. He 

remained in Crete as British consul based at Chania until 1885. He is credited 

as having helped to negotiate the Treaty of Halepas in October 1878 which 

led to Crete’s autonomy within the Ottoman Empire.14 Subsequently he 

                                                 
12 Bent 2008:41-2. 
13 Johnstone 1999:31. 
14 De Chaves 1999:32 
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served in Tunisia before his final posting to Odessa. He retired in 1891 and 

died in 1900.  

 

The Sandwith collection at the Victoria and Albert Museum consists of 

160 pieces of mainly Cretan embroidery and lacework collected by him 

mainly from the district of Sphakia in south-west Crete during the first six 

years of his posting on the island.15 A contemporary review, ‘Cretan 

Embroideries at South Kensington’ in The Saturday Review (22 January 

1896), reported that: 

 

It is not very easy to arrive at distinct information as to the locality, 

comparative value and probable use of many of the manufactures here 

assembled. Among the people of Sphakia which, high among the 

Western mountains, contains the more primitive and unsophisticated 

inhabitants, the art of embroidery is claimed as the invention of their 

remote ancestors so traditions of a foreign origin seem to exist. All 

the materials, the linen and the silk, are grown in the island; 

manufactured with the great lumbering looms and spindles with which 

every household is provided. Even the brilliant and stable dyes are 

made in Crete.16 

 

It was a substantial collection; the reviewer from The Saturday Review 

asserted that, ‘Mr Sandwith has bought up nearly all that was to be found in 

the island.’17 It is possible that he envisaged the lace as a collection from the 

start as many of the pieces are of a standard length. However according to 

his family he began acquiring examples more as a philanthropic gesture than 

as a collector. This is born out by the writer and classical scholar, H. F. Tozer, 

who met Sandwith in Crete and witnessed the hardships of the people at first 

hand. In his book, The Islands of the Aegean, he wrote: ‘Everywhere there 

was poverty, which in some cases bordered on destitution. It was painful 

even to feel that we ourselves had enough to eat, when others had so little … 

                                                 
15 Johnstone, 1992:29. The collection came with very little information as to 
provenance but this information was provided by Sandwith’s daughter in 
correspondence dated 1931. 
16 Quoted in De Chaves 1999:36-7. 
17 Quoted in De Chaves 1999:36. 
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Mr. Sandwith … had done all he could to alleviate distress’.18 In a letter to 

Pesel written in 1908, his daughter Charlotte Boys-Smith made a similar 

point, stating that: 

 

My father … bought all he could find in his travels about the island, 

chiefly I think during and after the insurrection of 1878, when the 

peasants were so poor that they were glad to make money even by 

parting with their heirlooms which these embroideries were. They had 

even then given up working them or making the old lace, and only 

wore the embroideries on festivals. …the embroideries were entirely 

home-made.19 

 

Most of the pieces were items of traditional dress such as skirts, 

trousers and koleta (shawls). Unlike later collections made more widely in 

Greece and the Greek Islands, there are only a few household items in the 

Sandwith collection. It does include many high quality examples worked 

using the fourteenth-century technique known as ‘punto Cyprioto’ or 

reticella. The fabric was embroidered with linen thread before all the un-

worked parts of fabric were cut away leaving a lace-like textile. A fine 

example is illustrated below (fig. 69) which incorporated a male figure 

wearing a vraka, the baggy trousers that were part of the indigenous Cretan 

costume. This is the type of cutwork that became known as ‘Greek Lace’ 

among Arts and Craft designers and makers in Britain. My researches 

suggest that it was called ‘Greek’ because the technique was first noted in 

this collection from Greece and ‘Lace’ because that was what it most 

resembled. The collection also includes Cretan bobbin lace in lengths known 

as ‘atrantedes’. These narrow lengths were used as trimmings or to join two 

pieces of material. Some examples are interwoven or embroidered over with 

coloured silks. At least one length of bobbin lace in the collection was 

                                                 
18 Tozer 1890:74-5. 
19 Uncatalogued letter in the Louisa Pesel archive at ULITA. Although the letter states 
that the collection was put together during and after the insurrection of 1878, it 
must have been earlier – between 1870 and 1876 – when the collection came to 
Britain. 
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contemporary work, possibly commissioned by Sandwith’s wife for her 

personal use.20  

 

 

        

Fig. 69. Linen border in ‘punto Cyprioto’, Sandwith collection V&A 2010-1876. 
 
 
 

 

William Morris: the Sandwith collection and other Greek embroideries at 

Kelmscott Manor 

 

The Sandwith collection was highly regarded by the South Kensington 

Museum because it was purchased by them (rather than received as a 

donation) for £250 through an intermediary, Mrs M. Wallace-Dunlop. The 

collection was exhibited at the museum on receipt in January 1876 where it 

would have been seen by Morris and younger Arts and Crafts Movement 

designers. It was the first time that they would have been able to study any 

                                                 
20 Letter from C. Boys-Smith to A. J. B. Wace dated 2 May 1931 quoted in De Chaves, 
p. 31. 
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quantity of Greek embroidery and lacework. Although it is not possible to 

pinpoint any specific influence of the collection on Morris’s textile designs, 

his enthusiasm for the colours and patterns of Persian, Turkish and Middle 

Eastern art has been well documented.21 He relied on traditional dyes. Red 

and blue were his staple colours; the plant dye, indigo, for blue and madder, 

cochineal or kermes, the first a plant dye and the others insect dyes, for red. 

Morris made a number of contacts in Greece, initially through Aglaia Coronio, 

to enable him to source kermes which was hard to obtain and especially 

useful for dyeing silk and wool cloth. A great deal of his correspondence with 

his friend and associate, Thomas Wardle of Leek, Staffordshire who 

undertook the dyeing and printing for many of the Morris & Company 

textiles, relates to these practical issues. On 4 February 1880 for example 

Morris wrote: 

 

 I have been making enquiries on Greece about the Kermes: & at last 

have got full particulars on the subject through M. Tricoupi the well-

known politician out there: about 4 years ago there was a small 

demand for it (πρινοκοκκι is the Greek name) & a certain amount was 

gathered which is all in the market at present & of which (in Greece) 

about 4000lb is left: the price of this on board ship at Patras is about 

6d/. per lb: the place where it grows is in the Morea (about Tripolitza) 

& in Acarnania, but the latter is inferior: it is exported chiefly to Tunis 

for dyeing the fezzes. That now in the market is old & doubtless not 

very good: I have had a sample of about 6lb, which I have tried as a 

dye and am getting tried as a lake: the colour is much the same as I 

got from your sample, but perhaps not quite so full.22 

 

 

Although the bulk of his collection went to the South Kensington 

Museum, Sandwith also seems to have given some embroideries to Morris. 

He may have known him personally; he would certainly have known of his 

interests in both embroidery and the politics of the Near East through his 

brother, Dr Humphrey Sandwith, who was a writer and newspaper editor and 

a member of the committee to promote free navigation through the 

                                                 
21 See for example Baker 1981:67-72. 
22 Kelvin 1984:556-7. 

 110



Dardanelles. Morris and Humphrey Sandwith spoke on the same platform at 

several political meetings in the 1870s.  On 13 April 1876 Morris wrote to 

Wardle: 

 

I send you 2 bits of Cretan embroidery for your museum: they are 

about 150 years old: and being borders of women’s petticoats have 

been washed to death: the colour of the greener one pleases me very 

much: Mrs Wardle will find some stitches in them worth looking at.23 

 

And a few days latter Morris wrote again, confirming the provenance: 

The embroidery was brought over [from] Crete by the English consul: 

it was undoubtedly worked in the island: but there are strong marks of 

Italian influence in many of the designs I have seen.24 

 

Like Morris, Wardle was particularly interested in textiles from India and the 

Middle East. He travelled extensively in the early 1870s collecting samples 

and making links with foreign manufacturers. His reputation was made by 

importing Indian silks which were sold through Liberty’s shop in London. 

Unfortunately I have been unable to trace any Cretan pieces in Wardle’s 

collection of textiles some of which are now in the Whitworth Art Gallery, 

Manchester and in the Victoria and Albert Museum. 

 

Only a few of Morris’s own collection of textiles have survived. He and 

his family were generous with their possessions; visitors who showed an 

interest in one of the many collections often left with an example. May Morris 

bequeathed her father’s collection of embroideries and textiles to the 

Victoria and Albert Museum.25 However only three pieces were accepted by 

the museum on her death in 1939; the remainder were dispersed. One of 

those three pieces (T121.1939) was a Greek eighteenth-century embroidery, 

of a typically Aegean design embroidered with vegetable-dyed silk threads on 

linen. In 1939 there was also a large sale of effects at the family home at 

                                                 
23 Kelvin 1984:294. Wardle’s wife, Elizabeth, referred to in the letter was a skilled 
needlewoman who founded the Leek Embroidery School in about 1879.  
24 Kelvin 1984:298. 
25 MA/1/M2833 May Morris file in the V&A archives, extract from her will detailing 
her bequests to the museum.  
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Kelmscott Manor which included Turkish hangings, Greek embroidered chair 

backs, and other embroidered domestic items from the Middle East.  

 

Among the few pieces still at Kelmscott Manor is an Anatolian towel 

embroidered in floss silk and metal thread illustrated below. May Morris gave 

the towel to Tom Cotterell Dormer as a wedding present in 1936 with the 

following note: ‘The only interest about this gay little Turkish cloth that 

brings you good wishes and congratulations is that it comes from my 

Father’s collection of textiles so it brings a humble scrap of Kelmscott.’26 

 

 
Fig. 70. Detail of an embroidery at Kelmscott 
Manor, Oxfordshire, KM209. 
 
 
 

There are a number of other embroidered textiles at Kelmscott that 

are Greek or Turkish in origin. These include a fragment of linen and cotton 

embroidered in red, blue, cream, black and green in floss silk probably from 

Epirus (fig. 71). The pattern is reminiscent of a number of Morris’s mid-

period designs including ‘Snakeshead’ chintz of 1876, ‘Acanthus’ 

embroidery, and ‘Golden Bough’, a woven textile of 1888. Morris used 

                                                 
26 Uncatalogued letter from May Morris to Mr Tom (sic) dated 1 January 1939 in the 
archives of Kelmscott Manor. The embroidered towel was sold back to Kelmscott 
Manor in 1993 and is no. 209 in their catalogue.  
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English plants and flowers but the interlaced rhythmic harmonies and the 

relationship between the main and subsidiary designs are very similar. 

 

 

Fig. 71. Detail of an embroidered fragment 
probably from Epirus at Kelmscott Manor, KM204. 
 

 

 

Fig. 72. ‘Acanthus’ 
embroidered coverlet 
designed by William Morris 
and worked by May Morris, 
about 1880.  
 

 
 
Fig. 73. ‘Golden Bough’ woven textile 
designed by William Morris, 1888.  
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Also at Kelmscott Manor are two textiles embroidered by May Morris, 

a linen runner and a tablecloth, which are suggestive of Greek embroideries 

including examples in the Sandwith collection. The undated linen runner is 

embroidered at both ends with three stylised carnations in silk (fig. 74). The 

carnation was a popular motif that features in many examples in the 

Sandwith collection. The stylized flower design, the colouring, and the 

double-sided ‘patiti’ stitch used in the May Morris piece suggest the 

inspiration of Greek or Turkish work (for example fig.75).27 

 

 

Fig. 74. Runner embroidered by May Morris, Kelmscott Manor, 
KM214a. 
 

 

 

 
 
 
 
Fig. 75. Detail of a koleto in the 
Sandwith collection, V&A 2011.1876. 
 

 

 

The tablecloth at Kelmscott Manor was embroidered in coloured silks on 

‘Ruskin’ linen by May Morris and Marianne Collins in about 1880. At that 

time they were both students at the South Kensington School of Needlework 

                                                 
27 When I showed my photograph of the May Morris embroidered towel to Mrs 
Synodinou, curator at the Benaki Museum, Athens in June 2009 she initially assumed 
that it was a Greek piece.  
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and this piece of work won them the School prize. In the Manor’s archives it 

is described as being embroidered with ‘Greek Lace’ decoration in the 

corners.28 ‘Greek Lace’ refers to the cutwork decoration seen in pieces from 

the Sandwith collection as illustrated in fig. 69. This type of decoration 

became popular in Arts and Crafts circles from about 1880; in an article on 

‘Some Modern Embroideries’ published in the Art Journal in November 1907, 

R. E. D Sketchley described it as ‘capable of great variety and distinction of 

effect.’29  

 

 

Fig. 76. Detail of an embroidery by May Morris and 
Marianne Collins with ‘Greek Lace’ corners, about 1880, 
Kelmscott Manor, KM214b. 
 

 
 

 

‘Greek Lace’: an Arts and Crafts technique with links to the Sandwith 

collection 

 

‘Greek Lace’ is sometimes described as ‘Ruskin Lace’ because of the 

link with the writer and art critic, John Ruskin. He had acquired his own 

                                                 
28 Catalogue no. 214, Kelmscott Manor, Oxfordshire. 
29 Quoted in Breeze 1980: 106. 
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collection of textiles but also drew examples which he admired in museum

and churches and may well have seen the Sandwith collection when it wa

exhibited at the South Kensington Museum. Victorian philanthropy and 

concern with the social impact of the Industrial Revolution in England

expression in the amateur or educational side of the Arts and Crafts 

Movement which is discussed at greater length in chapter six. Ruskin argu

for the redevelopment of rural industries in Fors Clavigera: Letters to the 

Workmen and Labourers of Great Britain published in 1871. The following 

year he moved to Brantwood, Coniston in the Lake District. There he became 

concerned for the well-being of local people and aware of the need for skills

that could supplement their income. At the same time an American writer, 

Charles G. Leland, promoted the formation of classes in rural areas so that

individuals could supplement their income from craftwork. He based his 

ideas on the independent small-holder in the remoter parts of conti

Europe. In the Lake District agricultural labourers had traditionally 

supplemented their income and made fabric for their clothing by growing 

and spinning flax into a rough linen fabric which was made into overshirts. 

As this domestic craft became mechanised in the early nineteenth century 

the hand skills that underpinned it were forgotten. Inspired by the writin

Ruskin and with his financial support, two incomers to the area, Albert 

Fleming and Marion Twelves set up the Langdale Linen Industry in Elterwater

in 1883. The fine linen cloth they produced was known as Ruskin linen and 

considered the ideal ground for Arts and Crafts embroideries because of its

colour and texture. It was used by all the leading needleworkers including 

May Morris. However Marion Twelves wanted to develop a decorative line

the craft industry and was able to borrow some of Ruskin’s drawings of 

textiles including examples of ‘Greek Lace’. This craft was successful and 

spread as some of their pupils began teaching others, setting up workshops

and classes. A ‘Greek Lace’ class wa

s 

s 

 found 

ed 

 

 

nental 

gs of 

 

 

 for 

 

s set up at Coniston which ran until the 

utbreak of the First World War.  

 

ning 

o 

o

The Birmingham–based artist Joseph Southall also began desig

‘Greek Lace’ inspired by Cretan work in the 1890s. His designs were 

executed by his mother, Eliza Maria Southall, using pure flax embroidery 

thread on Ruskin linen from Langdale. The lace was often incorporated int

domestic furnishings, such as table cloths and covers, small screens and 
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chair backs, or accessories such as bags. On at least two occasions Southall 

included pieces of ‘Greek Lace’ into his paintings. A tempera portrait of The

Artist’s Mother dated 1902 in the collections of Birmingham Museums and 

Art Gallery depicts his mother wearing a white cap of ‘Greek Lace’. 

 

, painted by Southall between 1897 and 

30 A 

bodice of ‘Greek Lace’ was also worn by the model for Beauty Seeing the 

Image of her Home in the Fountain

’98.31    

 

Fig. 77. Detail of Beauty
Joseph Southall with a 
bodice of ‘G

 by 

reek Lace’ 
designed by the artist, 
Cheltenham Art Gallery & 
Museum,  

 

 

 

Fig. 78. Southall’s design for a bodice of ‘Greek Lace’ in ink on 
Americ cloth, Cheltenham 1987.113.s. 
 

an 

 

                                                

 

 

 
30 Accession number P.63’45. Catalogue no. E1 in Joseph Southall 1861-1944 Artist-
Craftsman, Birmingham Museums & Art Gallery, 1980. 
31 Cheltenham Art Gallery & Museum accession number 2004.177.  
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Some of Southall’s other designs for ‘Greek Lace’ show a variety of 

Greek and Byzantine influences (see figs 79-80). He used the peacock moti

also popular in Byzantine designs and in Greek folk embroidery. I believe th

there may be some relationshi

f 

at 

p between his two designs illustrated below 

and th vings from Osios Loukas (fig. 81). Southall moved in the same 

circles as Sidney Barnsley and Robert Weir Schultz and they certainly knew 

each other later in their lives. 

 

e car

 

Fig. 79. Southall’s copybook with designs pasted in, about 
1900, Cheltenham Art Gallery & Museum, 1987.111. 
 

 

Fig. 80. Unfinished ‘Greek Lace’ designs by Southall, 
heltenham Art Gallery & Museum, 1987.113. C
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ig. 81. Drawn details of carved stonework F
fr

on the iconostasis at Osios Loukas, 
om the Barnsley/Schultz monograph. 

 
 
 

 

Louisa Pesel and her collection of Greek embroidery 

 

 

 

 

rt 

blished in 1888, quickly became a standard work on the subject. He 

wrote:

ery 

stic 

 design is always expressive of the mode of 

workmanship.32 

                                                

The initial exhibition of Sandwith collection of Cretan embroideries

and lace at the South Kensington Museum in 1876 would also have been

seen by Lewis F. Day, an artist in stained glass who had set up his own 

design business in 1870. He was a prolific writer on design and ornament

and a successful freelance designer of textiles, carpets, wallpapers and 

furniture. He also acquired historic examples of embroidery. One piece, a 

nineteenth-century towel from Cyprus embroidered with ‘punto Cyprioto’ or 

cutwork designs at both ends, was donated by him to the Victoria and Albe

Museum in 1929 (T276.1929). His embroidery manual, Art in Needlework 

first pu

 

 

In ancient Byzantine or Coptic work, in modern Cretan work and in 

peasant embroidery all the world over, pattern work on coarse linen 

has run persistently into angular lines – in which, because of that v

angularity, the plain outcome of a way of working, we find arti

character. Artistic

 

The reference to ‘modern Cretan work’ in this extract must surely relate to 

the Sandwith collection. The uniqueness, extent and quality of the collection 

meant that ‘Cretan work’ became a shorthand term for contemporary Greek 

 
32 Day 1888:12. 
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embroidery and lace. Day worked closely with manufacturers of textiles and 

wallpapers including Morris’s associate, Thomas Wardle, and was appoin

artistic director of Turnball & Stockdale in 1881. He was also one of the 

founder members of the Art Workers’ Guild in 1884 and played an active pa

in the early years of its offshoot, the Arts and Crafts Exhibition Society. He 

maintained a close involvement with both manufacturers and the Arts and

ted 

rt 

 

rafts Movement and encouraged his students to emulate his approach.  

 

 

ed 

d 

 

 or the Craft of the Needle by W. G. Paulson 

ownsend published in 1899. 

 

 

ased 

 the 

tions 

. 

C

One of those students was Louisa Pesel, born in Manningham, 

Bradford in 1870 into a family involved with the textile business. She was the

eldest daughter of Frederick Robert Pesel who worked in the stuff merchant 

business before becoming a stockbroker. Pesel went to the newly-establish

Bradford Girls’ Grammar School before moving to London in the 1890s to 

study drawing and design under Day. While a student her design for a large 

screen was shown at the First International Studio Exhibition. It was admire

by Princess Louise who urged her to carry out the design of tall lilies with

velvet leaves appliquéd on to brocade. Other examples of her early work 

were illustrated in Embroidery,

T

On Day’s recommendation, Pesel was appointed as designer to the 

Royal Hellenic School of Needlework and Laces in Athens in 1903 and worked

as director of the school till 1907. The work of the School and Pesel’s role in 

its development are dealt with in chapter six. However while in Greece Pesel 

began to collect Greek and Anatolian embroideries. She was not alone in her 

enthusiasm for this folk craft; a number of archaeologists and scholars b

at the British School at Athens shared her interest. These included

School’s Director, Professor Carr Bosanquet, and in particular the 

archaeologists, R. M. Dawkins and A. J. B. Wace, who also built up collec

of embroideries. Such collections were acquired from individuals while 

travelling through Greece or from dealers. Pesel’s collection was extensive

She gave some examples to the Victoria and Albert Museum in 1912 

including two panels of ‘punto Cyprioto’ or cutwork dating from the 

sixteenth or seventeenth century. The following year she produced four 

sampler panels of stitches for the museum which are still on display (see fig. 
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82). They refer back to historic embroideries in the museum inc

from the Sandwith collection.  

luding pieces 

 

ig. 82. One of Pesel’s samplers displayed in the Textile Study 
alleries at the Victoria and Albert Museum, London. 

F
g
 
 

 

According to Linda Parry, Pesel’s ‘mature work was based on the revival of 

istoric designs and techniques, and embroideries copied from her stitch 

sample

 

reece and 

                                                

h

r books are often thought to be Greek or Near Eastern.’33 

 

When the bulk of Pesel’s collection was donated to Leeds University in

1947 it consisted of 116 items of embroidery, the majority from G

 
33 Parry 1966:141. 
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Turkey. Attached to some of the items are her original record cards. These 

occasionally include information on the provenance of individual 

embroideries which suggests that most of the items were purchased from 

dealers in Athens in the early years of the twentieth century. Some of these 

pieces originated from Iannina and the islands of Crete, Rhodes, Patmos and 

iphnos while a Turkish towel in cotton embroidered in very fine silk and flat 

tinsel w

e and 

ed to influence her work and her bookplate featured a design 

with a Greek flavour: two seated women at their embroidery framed by two 

cypres

 into 

ple found 

 Astypalaia (43), a cushion from a Byzantine single peacock design (65), 

and a m

 

 and 

xperiment with the colouring employed in such designs before developing 

their in

 

 old 

S

as noted as having been bought in ‘Shoe Lane’, Athens.  

 

Pesel left Athens in 1907 and for a while travelled through Europ

India. On her return to England, she became an Inspector of art and 

needlework with the Board of Education, wrote a number of books and 

articles on embroidery and gave lectures and talks. Her experiences in 

Greece continu

s trees. 

 

The collection at ULITA includes three uncatalogued albums of photos 

of Pese’s embroidery work. She described no. 26 as ‘Greek Lace worked

linen design from a fustinella in the South Kensington Museum’ although it is 

probably from a skirt from the Sandwith collection (T2063.1876). The 

photographs also show a curtain copied from an old Rhodian exam

in

atinee jacket based on Dodecanese island designs (85).   

 

Pesel advised needleworkers to study and copy old work in order to 

cultivate both techniques and an understanding of design and the use of 

colour. She suggested three steps in developing expertise in embroidery and

design: students should copy simple geometric work; they should study

e

dividual designs. In an article on Cretan embroidery she wrote: 

Another experiment which would be full of interest, and certainly of 

profit to the modern worker would be to copy faithfully some good

model. That it is possible to do so successfully is shown by some of 

the reproductions made from old specimens by the Royal Hellenic 

School of Embroidery in Athens, some of which so nearly resemble the 
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originals that fear has been expressed that the unwary amateur migh

take them for such. In Greece the task of copying is, perhaps, easier in 

that one can readily obtain small quantities of silk specially dyed to 

match the old colours. Some of th

t 

e Morris silks, however, which 

strongly resemble the Cretan silks in thickness, would surely furnish 

 

Conclusion: the impact of British in rest in Greek embroidery in Crete 

ocal 

s 

 

 

is 

ery inspired work in Britain. The embroidered runner worked 

y May Morris and now at Kelmscott Manor (fig. 71) is one example of this 

type o

 

                                                

many of the necessary colours.34 

te

and elsewhere 

 

The renewed interest in Cretan embroidery encouraged locals on the 

island to open small workshops to carry on the craft, a tradition which still 

survives today. Writing in 1999, De Chaves commented on the existence of 

‘associations of lacemakers who sell the lace made in the villages in the l

market.35 As well as producing new work it was common practice to use old 

pieces and either over-embroider or fill in unembroidered sections. Thi

trend was given a boost when the state school system was introduced onto 

Crete in 1907: Pesel and others had already promoted the teaching of 

embroidery as part of the state school curriculum in other parts of Greece.

The revival of interest in traditional craftwork in the late nineteenth century 

went hand in hand with a new emphasis on education for girls and young 

women and, as a result, practical classes in dress-making and other domestic

skills were introduced.36 The publicity received from the exhibition at the 

South Kensington Museum, from other exhibitions, and from Pesel’s articles 

and stitch books meant that revival pieces were not only made in Greece; th

style of embroid

b

f work.   

 

The collections of Wace and Dawkins also added to the popularity of 

Greek embroidery. They organised an exhibition at the Burlington Fine Arts

Club which they followed up with two articles in The Burlington Magazine.37 It 

 
34 Pesel 1907a:155-61. 
35 De Chaves, 1999:38. This was confirmed to me verbally by the folk historian, Zoe 
Mitsotaki, from Chania, Crete in June 2009. 
36  Kotsou 1988:112. 
37 Wace and Dawkins, 1914a and b. 
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was possible to acquire genuine Greek examples in London with Liberty’s 

catering for the top end of the market and other retail establishments suc

as Waring & Gillows supplying more affordable examples.

h 

fluence 

rvived long after her death in 1947 encouraging the next 

eneration of needleworkers to use the inspiration of historic Greek 

embroi

de by 

 

ration 

 

k and embroidery in Britain and 

elsewhere had the additional effect of inspiring a continuing native tradition 

on the island and in other parts of Greece. 

                                                

38 Pesel’s in

in particular su

g

deries. 

 

In conclusion, the collection of Cretan embroideries and lace ma

Thomas Sandwith in the 1870s was extremely important. Its subsequent 

purchase and display by the South Kensington Museum in 1876 had a 

significant influence on the Arts and Crafts Movement in Britain. Cretan 

embroidery and lacework became the representative of contemporary Greek

work in western Europe and provided a number of designers with inspi

The specific ‘punto Cyprioto’ work was the inspiration for the ‘Greek Lace’ 

designs produced by May Morris, the Langdale Linen Industry, Joseph 

Southall and others. From my researches, I have come to the conclusion that

the term ‘Greek Lace’ used to describe the type of cutwork embroidery 

popular in Arts and Crafts circles also derives from pieces in the Sandwith 

collection. The popularity of Cretan lacewor

 
38 See below chapter 6, pp 11-12.  
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Chapter six 

Craft workshops in Greece, 1880-1930 

 

In nineteenth- and early twentieth-century Greece, as in other parts of 

Europe, there were very few outlets for female activity outside the family. 

Philanthropic work, including involvement with orphanages and hospitals, 

provided occupation for many educated and enterprising women in Athens 

and other cities. It was a succession of such women – capable, energetic, 

patriotic, artistic, and well-intentioned – whose efforts ensured the revival 

and development of Greek folk crafts through the first half of the twentieth 

century. I have managed to find published examples of Greek work in Britain 

illustrating the theme of exchanges tha runs through this thesis. Two British 

women, Lady Olga Egerton and Louisa Pesel, also played an important role in 

the development of Greek folk crafts. They were following a well-established 

tradition of training and education that was part of the Arts and Crafts 

Movement in Britain, represented primarily by the Home Arts and Industries 

Association (HAIA).39 For this chapter I have looked at the individuals and 

organisations involved in this revival of folk crafts, highlighted links with 

Britain, and assessed the longer term impact of the revival. I have 

concentrated mainly on embroidery and textile crafts, partly because this was 

the area of the greatest activity and partly because of the constraints of time 

and length.  

 

The Home Arts and Industries Association in Britain 

 

The HAIA represented a second stream of Arts and Crafts activity in 

Britain alongside the loose alliance of architects, artists, designers and 

manufacturers that made up the Art Workers’ Guild discussed in chapter two. 

This second organisation was almost as influential as the Art Workers’ Guild 

in the development of the Arts and Crafts Movement in Britain although its 

significance has been underplayed in some of the earlier histories of the 

movement.40  

                                                 
39 Lady Egerton was born into the aristocratic Lobanov-Rostovsky family in Russia; 
she married Sir Edwin Egerton in 1895. 
40 There are a few brief mentions of the HAIA in Naylor 1971; Lambourne 1980 does 
not mention it at all. 
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The HAIA was founded in 1884, the same year as the Art Workers’ 

Guild. Its inspiration came from the social and political philosophies 

pioneered by T. H. Green and Arnold Toynbee at Oxford in the 1870s and 

‘80s.41 They believed that as the working classes grew in number, they would 

inevitably become more mobile, more property-owning and more influential; 

what was crucial was that they should become better educated and culturally 

aware. One course of action was proposed by the American writer, Charles 

Leland. In 1880 he published The Minor Arts in which he suggested that craft 

classes for working people should be set up in every town and village 

throughout the country. I have already discussed the impact of his ideas on 

John Ruskin and the Langdale Linen Industry in chapter five. Eglantine Jebb, 

from Ellesmere, Shropshire, took Leland’s vision as the starting point for the 

HAIA. Existing classes were brought under the HAIA organisation, voluntary 

instructors were enrolled, and premises such as schools and village halls 

found for new evening classes. The organisers, such as Jebb herself, Mary 

Watts, wife of the artist G. F. Watts, and Mary, Lady Lovelace, saw it as a 

public-spirited venture to be undertaken not for profit but for the good of the 

community. They believed that awakening artistic sensibility in the working 

classes had a dual role. W. E. Willink, a Liverpool architect connected with the 

HAIA, described its purpose and emphasised its dual role: ‘The association 

was founded, and individual classes are generally opened, quite as much 

with the object of benefiting the pupils in their morals and life as with 

teaching them art.’42  

 

The classes were not seen as a means of supplementing the income of 

the participants or providing alternative employment although in some cases 

this was an eventual outcome. A number of groups associated with the HAIA 

did develop into self-sufficient craft workshops including the Windermere 

Spinnery and the Keswick School of Arts in the Lake District, the Newlyn 

Industrial Class in Cornwall; and the Haslemere Peasant Industries. This last 

group was the inspiration of two sisters and their husbands. Their efforts 

were responsible for the revival of village handicrafts in the town of 

Haslemere, Surrey between 1896 and 1933. Joseph and Maude King moved 

                                                 
41 See above chapter 2, p. 3.  
42 Willink 1888:273. 
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to the town in 1894. Maude had learnt spinning and weaving from a Swedish 

teacher and set up a workshop teach these skills to local girls as an 

alternative to shop work or domestic service. She also started a magazine, 

The Vineyard, publishing folk tales, children’s stories, and poetry as well as 

activities of the Haslemere Weaving Industry. Her sister, Ethel, and husband, 

Geoffrey Blount, became pat of this community. Godfrey Blount was inspired 

by William Morris and committed to reviving the lost country crafts of 

England. He had a vision of a working peasant community and described 

peasant art as, ‘made for love and not money’.43 The Haslemere Peasant 

Industries are especially interesting in the context of this thesis because King 

and Blount also gathered original examples of art and craft created 

throughout Europe as inspiration for the local craftworkers. They worked 

closely with the Rev. Gerald S. Davies, master of Charterhouse School in 

Godalming, Surrey who indulged his passion for collecting during the 

summer holidays between 1885 and 1908. Davies visited the Exposition 

Universelle in Paris in 1900 which included displays and pavilions celebrating 

rural culture and crafts from many countries including Greece. He could find 

no country in Europe except England where this folk art ‘did not exist in 

some form’.44 In the context of the Arts and Crafts Movement, the Haslemere 

Peasant Industries were not unusual in taking inspiration from different 

European sources. English historians and designers found it difficult to piece 

together a coherent folk identity because of destructive impact of the 

country’s early industrialisation although there were a few instances of local 

collecting by designers such as Gertrude Jeykll.45  

 

The folk revival in late nineteenth-century Europe 

 

Throughout late-nineteenth century Europe a new nationalism came to 

the fore, manifested by a growing interest in a country’s past, particular in its 

folk history. Unlike England, Scotland and Ireland had a tangible folk heritage 

in their Celtic roots. Elsewhere in Europe individuals delved into specific 

regions or individual crafts to extract and develop their folk heritage. In her 

                                                 
43 Eighth Annual Report, Peasant Art Fellowship quoted by Harrod 2000:13. 
44 G. S. Davies quoted in ‘The Revival of Handicrafts, Farnham’ in Haslemere & 
Hindhead Herald, 30 April 1910, p.3. 
45 Jekyll published her first book of photographs of traditional cottage interiors, Old 
West Surrey, in 1904.  
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essay on Finnish Arts and Crafts, Marianne Aav highlights the contribution of 

Fanny Churberg to the development of the folk craft revival in Finland.46 In 

1879 this artist spearheaded the establishment of Suomen Kasityon Ystavat 

(the Friends of Finnish Handicraft) to revive and maintain traditional Finnish 

folk crafts and to establish a national Finnish style. Examples of traditional 

textiles collected throughout country, especially from the undeveloped 

region of Karelia, were used as inspiration for new work. The Paris exhibition 

of 1900 was the first international opportunity for the display of Finnish art 

in its own pavilion. Its design by three young architects, Herman Gesellius, 

Armas Lingren and Eliel Saarinen, was based on the vernacular buildings of 

the region of Karelia and became a central statement of the country’s 

national identity. As part of the exhibition display, the Finnish painter Askeli 

Gallen-Kallela mentioned in chapter one designed a ‘ryijy’, a rug originally 

used as a covering on beds and in sleighs and boats. It was woven using the 

traditional technique but was displayed as a wall or seat covering or floor rug 

illustrating the way traditional crafts could be adapted to serve contemporary 

needs. 

 

As part of the growing nationalistic fervour in Hungary, the National 

Museum of Decorative Arts was set up in 1872 to collect the best examples 

of old work to be used as inspiration and source material for new work. 

According to Juliet Kinchin, folk crafts became a symbol of Hungarian 

nationalism and unity, a force for stabilizing tensions between rural and 

urban communities.47 Inspired by the vernacular traditions of the Székely 

region of Hungary, a craft colony was established at Gödöllő, a village near 

Budapest by the artists, Aladar Korosfói-Kriesch and Laura and Sandór Nagy. 

They set up workshops weaving tapestries and carpets to new designs based 

on folk motifs and made using traditional techniques. Up to forty peasant 

women were employed and the workshops also provided training for girls. 

The colony was featured fairly regularly in The Studio in the early years of the 

twentieth century.48 Similar case studies can be found in Poland, Romania, 

Russia, and throughout Scandinavia. 

                                                 
46 Aav 2005:266-75. 
47 Kinchin 2004:143-5. 
48 For example ‘Studio-Talk, Hungarian Art at the Earl’s Court Exhibition’, The Studio, 
vol. 45, 1908, p. 284. 
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The revival and development of Greek folk crafts 

 

Finland and Hungary shared with Greece both a new nation status and 

a cultural tradition that looked both east and west. The richness of the Greek 

heritage, taking in classical, Byzantine, Italian and Ottoman influences, 

provided a wealth of material. The second half of the nineteenth century saw 

Athens grow dramatically as people moved to the capital city from rural areas 

in search of work and as a result of wars and natural disasters. Gallant 

records the increase of population in Athens from 44,510 in 1870 to 

123,001 in 1900.49 Organisations were set up mainly in Athens with an 

awareness of the Greek heritage to promote craftwork, mainly textiles and 

needlework, and to provide an educational framework for girls and young 

women from the poorest elements of society. The Amalion, a foundation set 

up under the patronage of Queen Amalia and Princess Ypsilante in 1855, was 

an early example of this type of organisation in the new Greek nation state. 

An outbreak of cholera was the spur to the foundation of what began as an 

orphanage for girls. However its remit was soon extended: it took in the 

daughters of parents who could not afford to support them as well as 

orphans and provided them with basic schooling and craft skills. According 

to Lucy Garnett writing in 1910, all the girls learnt to spin, weave and sew 

and then could specialise in dressmaking, embroidery, lace-making or straw-

plaiting.50 The Amalion went from strength to strength; 1645 young women 

had passed through the workshops by 1934.51 A somewhat similar 

organisation was the Workshop for Poor Women set up in 1872. Like the 

Amalion it benefitted from royal patronage, in this case from Queen Olga. An 

elementary school provided young girls with a basic education and classes in 

dressmaking. Adult workshops covered similar textile crafts as the Amalion 

with the addition of kelim weaving. According to Hatzimichali, the workshops 

encouraged a revival of textile arts in many parts of Greece and had provided 

work for more than 15,000 women by 1934.52 The products won many 

                                                 
49 Gallant 2001:108. 
50 Garnett 1914:207. 
51 Hagimihali (=Hatzimichali) 1937:28. 
52 Hagimihali 1937:21. 
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medals; for Hatzimichali, the kelims were particularly successful in 

combining technical quality with excellent colours and design.  

 
The Royal Hellenic School of Needlework and Lace was the 

organisation with the closest links to Britain. It was set up as a direct result 

of the disastrous but short-lived Turkish-Greek war of 1897. Refugees from 

Thessaly, mainly women, gathered in Athens and committees were set up in 

Greece and elsewhere to mitigate the impact of the conflict. In Britain £5,000 

was raised by the Greek Refugees Committee; about half was spent setting 

up soup kitchens and £1,500 was spent on buying corn and clothing, and in 

setting up looms and providing wages for workers. This was originally seen 

as a short-term measure, providing temporary employment for the refugee 

women, many of whom would have known how to spin, weave and sew. 

Initially they made clothing for their own use but, as demand was met, they 

carried on producing typical Greek folk art products such as woven carpets 

and embroideries for sale. Once peace was declared some of the refugees 

returned to their homes in northern Greece and their places in the workshop 

were taken by local women, looking for a way to earn a living. It was at this 

stage that Lady Egerton, wife of the head of the British legation, took an 

interest in the project. Like many of the aristocratic British women involved in 

home arts workshops, she was attracted by the combination of a charitable 

and artistic project. According to a report in The New York Times ‘Lady 

Egerton’s attention was attracted one day to the embroidery on the skirts of 

the peasant workwomen’s dresses’.53 From the start she seems to have 

understood the importance of both technical excellence and authenticity in 

design to the success of the project. She began by undertaking a systematic 

study of traditional lace and embroidery designs and techniques:  

 

She went to Constantinople to study Byzantine models; she became a 

humble pupil of the school of lace-workers in Venice; she made a tour 

of the Greek islands to learn what secrets in designs and in colors had 

been transmitted by long inherited skill, among the Greek women. In 

her Athenian drawing room as well as on the decks of crowded and 

                                                 
53 ‘Reproduce Classic Designs: Greek Embroideries and Lace Show Patterns of Great 
Antiquity’, The New York Times, 4 June 1906.  
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cramped Greek steamers, Lady Egerton drew, stitched, read, or let her 

shining needles fly over the stuffed cushions whereon her lace lay.54 

 

According to one report she discovered a number of instances where antique 

designs had been preserved as part of a peasant needlework tradition. In 

Thessaly, for example, she found that women were working designs found 

on vases recovered from the ruins of Pompeii.55 Working with the political 

and social elite in Athenian society she set up a new school and workshop in 

the city centre on land donated by the French philhellene, the Countess 

Louise de Riancourt, who had settled in Greece. Lady Egerton also found 

markets for the cloth in Britain and elsewhere.    

 

 

Fig. 83. An embroidery class at the Royal Hellenic School, about 1906. 
 
 

                                                 
54 Bowman Dodd 1906:123. 
55 The New York Times, 4 June 1906. 
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Fig. 84. Cushion, embroidery based on traditional 
designs from Epirus, Royal Hellenic School.  
 

 
 

Her most successful coup was to persuade Liberty’s, the department 

store in Regent Street, London to put on an exhibition of the School’s work. 

Its owner, Arthur Lasenby Liberty, had managed the ‘oriental’ department of 

Farmer and Roger’s, another London store, before opening Liberty’s in 1875. 

It was thus one of several establishments with an ‘oriental’ department but 

Liberty’s combination of the bazaar or ‘curio’ market with new artistic 

furnishings for the home established it at the cutting edge of design and 

craftsmanship. The exhibition of the school’s work, ‘Modern Greek 

Embroideries, the work of Greek Refugees’, opened on 23 May 1898. It was 

advertised as being ‘held on behalf of the Thessalian School of Embroidery 

established in Athens by Lady Egerton … with the object of finding 

remunerative work for Greek Refugees for whom help has become necessary 

by events of the recent war’.56 There were over seventy items in the 

exhibition, including:  

 

                                                 
56 Liberty’s, 1898.  
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Embroideries on coarse linen in a variety of forms for use as Afternoon 

Tea Cloths, as Slips and Squares for Toilet and other tables, for 

Cushions, for Antimacassars, for Table Centres for Book and Music 

Covers and Cases, and for a score of other useful and decorative 

purposes. 57  

 

They were praised for their ‘artistic restraint in design’, their ‘dainty 

precision of line’, their harmonious colouring and the skill and precision with 

which they were executed which the catalogue saw as giving ‘these 

embroideries a distinction and a charm that are all their own’ as well as 

being full of promise for the future. The Liberty’s catalogue also promoted 

the enduring quality of the items and described them as ‘practically 

indestructible’. They ranged in price from a child’s nightdress case 

embroidered in light blue, outlined with black at eight shillings to a table 

centre, embroidered in the cross-over stitch in bright red, green, indigo and 

yellow colourings, with edging to match at fifty-one shillings.  

 

It was obviously the intention that this link between the School and 

Liberty’s would continue into the future. The catalogue contains the 

statement: ‘This collection will be reinforced from time to time by other 

consignments making what will practically be a Permanent Exhibition of 

Modern Greek Embroideries a feature of the galleries of East India House’.58 

Although I have not been able to find any other evidence of a direct 

relationship between Liberty’s and the Royal Hellenic School, it does seem 

likely that embroideries from Athens and elsewhere in Greece continued to 

be sold in the London store. Garnett mentions Liberty’s as an outlet for the 

products of the school in 1914.59 Certainly Liberty’s was still selling Greek 

embroideries in the 1920s and early ‘30s as were other London department 

stores. Taylor illustrates the different price ranges of Greek embroideries 

available in London in the late 1920s by contrasting the collecting habits of 

Mrs Barbara Cook and A. J. B. Wace, formerly archaeologist at the British 

School at Athens, at this period: 

 

                                                 
57 Liberty’s, 1898. 
58 Liberty’s, 1898. 
59 Garnett 1914:208. 
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Wace directed her [Mrs Cook] to fine pieces that he saw on the London 

market, and she paid 250 and 350 guineas for Yanina [sic] and 

Rhodian pieces from Liberty’s while Wace was paying 4 shillings for a 

Naxos piece from Waring and Gillow.60 

 

The Liberty’s catalogue cited the close links between the Greek royal 

family and Britain as one of the reasons for Lady Egerton’s initial enthusiasm 

for the project and went on to describe the interest of many influential 

people in London society in the venture including the Duke of Westminster. 

One exhibit was marked as having already been purchased by the Queen of 

Greece adding a certain cachet to the sale. Liberty’s encouraged visitors to 

support the exhibition for both artistic and philanthropic reasons and saw its 

links with the project as long-term: 

 

In the interest of Art, but above all in the interests of the unhappy 

Greek refugees, East India House is a centre from which now and in 

the future may radiate kindly efforts to encourage an art-industry 

which is not only full of attraction in itself, but which is a peculiarly 

womanly and suitable method of enabling these Greek refugee women 

and girls to earn a livelihood.61 

 

 

Lady Egerton returned to England in about 1903 when her husband’s 

period of duty ended but her interest in both Greek embroidery and craft 

education continued. She travelled to Crete on several occasions where she 

took an interest in the craftwork undertaken by the convent of St John the 

Baptist at Korakies, Chania. The Domestic Science school founded there in 

1903 was subsequently named the Lady Egerton School in recognition of her 

support. Both a type of twisted silk used for embroidery and Cretan belts 

woven in colourful geometric designs (fig. 85) were known as ‘Lady 

Egerton’s.62  

 

 

                                                 
60 Taylor 1998:180.  
61 Liberty’s, 1898. 
62 Mitsotaki 1999:175 and a telephone conversation with the author, June 2009. 
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Fig. 85. Examples of belts designed by 
Florentini Kaloutsi in Crete in the 
tradition of ‘Lady Egerton’s’ belts, 
probably 1920s. 
 
 

 

She donated examples of Greek embroidery to the Victoria and Albert 

Museum in 1909 and 1911.63 Two years later the museum was offered as a 

purchase a long cotton border embroidered with twenty-four ewers in red 

and green silk with a repeating design of flowers round the edge. As funds 

were unavailable it was bought by Lady Egerton who gave part of the 

embroidery to the museum.64 In 1918 she was running holiday classes for 

the museum helping young people doing needlework or making and 

decorating clothes. These were so successful that she agreed to continu

them on Saturday afternoons in term time. A letter dated 22 July 1918 fro

e 

m 

                                                 
63 For example nine examples of pillow-made lace borders from the Greek islands, 
T104-111.1909. 
64 Egerton file, V&A archives MA/1/E353. 
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A. F. Kendrick, head of the department of Textiles to the Museum Director, 

Cecil Smith, also stated that the embroidery classes she was running for 

teachers for the London County Council were well attended.65  

                                                

 

The Royal Hellenic School was said to provide permanent employment 

for nearly two hundred women and girls in 1898.66 It went from strength to 

strength under the direction of Louisa Pesel whose own embroidery 

collection is discussed in chapter five. Pesel was recommended to the school 

by the Arts and Crafts designer, Lewis F. Day, and travelled to Athens in 

1903. She worked as designer but also took over direction of the school 

following Lady Egerton’s departure. A committee report of the British School 

at Athens recorded that, among the external users of their resources, Pesel 

had made use of the School library for Hellenic and Byzantine designs.67 This 

indicates that she was continuing Lady Egerton’s approach of researching 

and adapting historic designs for use in the school. Pesel organised the 

dyeing of silk in the basement of the Athens school so as to copy more 

closely the beautiful colouring of the ancient pieces.68.  

 

 

The school was visited in 1906 by the American travel writer and 

journalist, Anna Bowman Dodd who wrote a vivid and illustrated description 

of the institution for The Century Illustrated Monthly Magazine. She 

described her first impressions: 

 

From the dust and glare of the windy Athenian Streets we passed into 

a quiet quarter close to the National Museum, where a wide white 

building housed a hundred and more Athenian children, growing girls 

and young women who were workers in the Royal School of 

Embroideries.69 

 

 
65 Letter from A. F. Kendrick to C. Smith dated 22.07.1918 in the Egerton file, V&A 
archives MA/1/E353. 
66 Liberty’s, 1898. 
67 French 2009:98. 
68 Unpublished letter from Laura Pesel to Miss Binnington dated 22 March 1968, 
Louisa Pesel archives, ULITA. 
69 Bowman Dodd 1906:120.  
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The Royal Hellenic School of Needlework and Lace certainly had the 

dual aim of reviving the art of embroidery and self-improvement for the 

women and girls involved (fig. 83). Bowman Dodd’s guide round the school 

emphasised improvements in cleanliness, deportment and dress among the 

girls remarking: 

 

In the very first week I noticed a marked change in improved 

cleanliness and manners among the children …the second week 

ambition began to work its usual subtle effects. The girls must have 

their hair artificially coiffed like the older ones. In a month the 

transformation was complete. When I saw the latest, most effective 

design in ties and collars work by a newcomer, the result of her work 

at home after school-hours, then I knew that the school had done at 

least half its work.70 

 

This extract indicates that the Royal Hellenic School shared the same dual 

purpose as the HAIA: teaching craft skills and improving life skills, 

particularly those relating to the female domestic sphere. In hindsight this 

was not necessarily a positive benefit. Hatzimichali commented that the 

approach was not without its problems; the schools and magazines of the 

period had the effect of both encouraging decorative work over useful work 

and promoting individual aspirations to everything that was luxurious and 

foreign.71  

 
According to her sister, Pesel made sure that the work of the school 

was promoted as widely as possible as well as designing and teaching.72 She 

realised that in order to succeed it had to be run as a business and she 

developed outlets through Europe and in Cairo. Her sister went on to relate 

how, by 1904, outposts of the school were set up on the islands of Aegina, 

Spetsai, Hydra, and Kefallonia, and in Corinth and in Koropi on the outskirts 

of Athens. The United States Consul General in Athens, George Horton, sent 

a report on the school back to the State Department at Washington together 

with some examples of the work produced. These were put on show in the 

                                                 
70 Bowman Dodd 1906:125-6. 
71 Hagimihali 1937:46. 
72 Unpublished letter from Laura Pesel to Miss Binnington dated 22 March 1968, 
Louisa Pesel archives, ULITA. 
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