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TNTRODUCTION

1996 was the centennial anniversary of the Glasgow
School of Art (Fig.l), an ideal opportunity for the city
to acknowledge the <college's architect and interior
designer Charles Rennie Mackintosh. The celebrations
included a retrospective show of his architecture,
furniture (Fig.2), textile designs, landscape painting
(Fig.3), watercolours and botanical drawings at the
McLellan Galleries, Sauchiehall Street, Glasgow, which is
now continuing at the Metropolitan Museum in New York; a
retrospective of the work and influence of Fra Newberry,
Mackintosh's mentor at the Glasgow School of Art; and,
last but not least, the opening of the House for an Art

Lover in Bellahouston Park.

Furniture was borrowed from private collectors
around the world; a video tour of Mackintosh's most
famous residence, The Hill House, was commissioned and
architectural designer Brian Gallagher of Glasgow spent

years building scale models of exacting fidelity.

The history of art in the twentieth century is
strewn with examples of artists whose work and fame have
been lost or shunned as tastes and styles have passed
them by, only to be rediscovered and relished by a later
generation. Such is the case with Glasgow's most famous
designer Charles Rennie Mackintosh. At the turn of the
century he impressed the continent with innovative
designs, but at home his legacy was ignored. It is only
now, nearly a hundred vyears on, that the city is

beginning to make up for past neglect.

In addition to small models and floor plans, the
exhibits 1includes a reassembled room - The Ladies'

Luncheon Room from Miss Catherine Cranston's Ingram Tea
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Rooms in Glasgow, that showed the Mackintosh touch on
everything from windows, room dividers, doors, murals,
and a stairway to tables, chairs, lamps, umbrella stands
and menus. Among larger pieces, created for residential
clients, included in the exhibition were a pristine white
four-poster bed, double armoires with curving doors,

writing tables and a free-standing mirror.

Mackintosh was born in Glasgow in 1886 and died in
relative obscurity in London in 1928. His contemporaries,
all born within the decade of (1863-73), represent a
bridge, in architecture and design, between the
nineteenth century and the arrival of the twentieth
century. In that decade were born M.H.Baillie Scott
(1865-1946), Talwin Morris (1865-1912), J.M.Olbrich
(1865-1908), C.R.Ashbee (1863-1942), Henry Van De Velde
(1863-1957), Edwin Lutyens (1869-1944), Adolf Loos (1870-
1933), Josef Hoffmann (1870-1955) and Eliel Saarinen
(1873-1915) .

During his life time, Mackintosh was considered to
be one of a generation of imaginative and idealistic
young architects and designers whose desire to create a
new national architecture, for example (Gaudi 1in Spain,
Otto wagner in Vienna, Guimard and Horta in France and
Belgium, Frank Lloyd Wright in America) was wide enough
spread to be thought of as a new international movement.
His ambitions were to develop the traditions of Scottish
architecture and reinterpret them so they could be
adapted for a new style of building suited for modern
society. He believed that the techniques, materials and
decorative forms which had been developed by his
architectural ancestors in Scotland over the centuries
could still be wused in the twentieth century. He argued

against the disregard of the traditional Vernacular stvyle






in favour of imported international styles - such as

Gothic or Classical.

Mackintosh's career was blossoming at the turn of
the century. He worked in a booming industrial city which
allowed him plenty of opportunities; commissions for a
variety of buildings (such as churches, schools and
residential homes), the availability of new technological
advances, a skilled work force and access to
ethnographical as well as archaeological data.

Glasgow was a 'modern’ city even by European
standards, and its residents were optimistic of what lay
ahead in the future. Mackintosh was part of this
enthusiastic and energetic generation: Through the medium
of architecture and design, he was tentively hanging on
to the real past -Scottish Baronial architecture- and
pushing it towards an ideal the future. By linking
different threads from the past and with the present he
was able to establish a new whole; his architectural
heritage was as much interpreting the writings of Ruskin
nd Morris, as it was the ideas of progressive theorists
like Voysey, Sedding, Lethaby, Japanese art and other

concepts that stemed directly from his own imagination.

Like other adventurous architects of the early
twentieth century, such as Marcel Breuer and Frank Lloyd
Wright, Mackintosh began nearly simultaneously to design
all the elements within a building,including decorative
arts, furnishings, light fixtures and landscaping. Almost
all of his buildings are sited in and around Glasgow and
most are limited to his productive vyears between 1896-
1909. From 1909 to his death in 1928, the majority of his
work can be considered only complementary or secondary to
his earlier principal architectural forms of expression.
Although Mackintosh 1is considered first and foremost an
architect, he was also a painter,and an interior designer

(furniture,lights,textiles). In his book entitled






C.R.Mackintosh Anthony Jones writes that he was an

architect,
"but one who sought 1in its varied expressions a
holistic vision that would integrate and unify all
the arts under the maternal cloak of
architecture..... in the dynamic, yet whole known 1in
German as the gesamkunstswerk -a total work of art.”
(Anthony Jones, 1990, pg 15)

This thesis is a re-examination of Mackintosh's
ideas and expressions both in his architectural and
interior design work. I have concentrated my discussions
in particular on Mackintosh's greatest domestic building
the Hill House, as it lucidly demonstrates the unique

characteristics of his architectural approach and it
establishes a precedent for his concept of the ideal
modern living environment. Hopefully, by highlighting his
achievements in the early years of the twentieth century,
I can figure out what makes him so relevant today in 1997

and analyse what I, as a design student, can learn from

his work.
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Charles Rennie Mackintosh had a relatively short
career as an architect. Most of his major commissions
were executed between 1896 and 1906; these include two
institutional buildings in Glasgow -_The School of Art
(begun in 1897), and Scotland Street School (1904-6), a
small number of private houses (notably the_Hill House,
Helensburgh, (1902-4) and Windyhill, Kilmacolm, (1900-1),
a church, commercial buildings and a series of interiors

for different clients.

He was born in Glasgow and in 1884 he started work at the
office of John Hutchinson, 107 St Vincent Street, as an
apprentice. The city was thriving with industry, it had
become one of the richest cities in Britain, on a par
with London and Manchester. Most of this wealth was
derived from coal mining and 1iron ore in Lanarkshire,
railways, chemicals, heavy engineering and, specifically,
ship building. Between 1870 and 1913, Clydeside ship
builders continuously produced a third of the total

British tonnage.

The city's power lay in the hands of the wealthy
merchant middle classes. It considered itself to be a
modern city and they wanted to excel themselves
culturally as well as economically. The arts were a
perfect vehicle for this; the middle classes became
patrons, promoting a busy collection of dealers,
exhibitions and galleries. Glasgow soon became Kknown
internationally as a centre of excellence 1in the arts,
particularly the visual arts. It was home to such
international dealers as Alexander Reid, William Burrell,
who extensively collected medieval decorative art,
oriental ceramics and Impressionist paintings. Alexander
Thomson, the internationally acclaimed architect, and the
'Glasgow Boys', whose paintings, influenced by France,
Holland and Japan, were beginning to enjoy a reputation






in Europe. The city had gained its own identity apart
from England. It was no longer insular in size or
structure, in fact, Glasgow considered itself to be

European (Fig.4).

While working as an apprentice with Hutchinson,
Mackintosh enrolled in evening <classes on the advice of
the chief assistant; he also attended a formal course of
study in architecture and building. His education was
that of a typical late Victorian architect, sketching
from models or historic ornaments, and practising general
drawing skills. He had an extremely successful school
career, being awarded a number of School prizes in 1885,
1886, 1888, two National Institute prizes in 1887, The
Institute Bronze Medal in 1888, and one of the Queen's
prizes in 1889.

On the completion of his apprenticeship in 1889, he
switched to the office of Honeyman and Keppie, continuing
both to follow his course of study and to win awards. In
1890, he was awarded the Design Prize and the 'Greek'
Thomson Travelling Scholarship of the Glasgow Institute
of Architects, in addition to several School of Art
prizes, and, in 1889, the Silver Medal of the Kensington
Institute was awarded to him for his project for a
Science and Art Museum (Fig.5). Finally, he won a gold
medal in 1892 to top his hattrick.

John Honeyman had started his own practice in 1854
and had a reputation as an authority on medieval
architecture, having made comprehensive studies of such
buildings throughout Britain. He worked on the first
phase of the renovation of Glasgow Cathedral. restored
the cathedrals of Iona and Brechin as well as Linlithgow

church, and designed several other churches, in Perth,
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Greenock and Edinburgh. Other individual commissions
worth noting are the Ca d'Oro at 41-55 Gordon Street,
with wupper floors by J.G Gillespie, Craigie Hall in
Dumbreck, Barony North Church on Cathedral Sguare and
Westbourne Free Church of Scotland, in Kelvinside.
Honevman was also a founding member of three important
societies - The Society for the Protection of Ancient
Buildings, formed by William Morris in 1877, The Glasgow
Institution of Architects and the Glasgow Archaeological
Society. This must have been inspiring for Mackintosh and
probably encouraged him to gain a greater knowledge of
restoration and historic buildings, particularly of the
13th-14th centuries.

John Keppie , wWho was near enough in age to
Mackintosh, had studied in The Glasgow School of Art and
had gained experience working with Campbell and James
Sellers. He showed a strong Beaux Arts orientation and he
and Mackintosh seem to have become quite close friends
during their time working together.

Mackintosh's Italian tour, which he took in 1890 after
winning his scholarship, would have 1increased his status
in the office of Honeyman & Keppie. Over the next few
years he became very ambitious; his submissions for a
number of competitions, which he completed in his own
time, gained him a reputation - (e.g. his Chapter House
of 1891 in an Italian Renaissance style, and his Railway
Terminus of 1892 (Fig.6). One of his earliest designs,
which he worked in conjunction with Honeyman and Keppie
in a competition was for The Glasgow Art Galleries
(Fig.7). It was admired by the critics, but viewed with
suspicion as Mackintosh was considered to be a novice.
The designs owe a lot to his Victorian training, being
altogether conservative, yet the panels of foliage and
decorative figures suggest the beginnings of his interest

in line and imagery.
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Mackintosh was also noted for the lectures he gave in the
Glasgow School of Art. Alan Crawford remarks that they
were "Clumsily expressed and painfully dependent on
published writings,”

nevertheless, they apparently gave a clear insight into
what motivated his work.

"He lectured about his Italian tour , once on
"Elizabethan' Architecture, and twice on 'Architecture’.
In the second 'Architecture’ lecture, delivered in
February 1893, he pinned his colours to the mast of the

English Free Style:_'I am glad to think that now there

are men such as Norman Shaw - John Bentley - John
Belcher, Mr Bodley Leonard Stokes and the late John
Sedding....Men who more and more are feeling themselves
from correct antiquitarian detail ...We must <clothe

modern ideas with modern dress - adorn our designs with
living fancy'
( Alan Crawford, 1995, pg 21)

The architecture of nineteenth century Glasgow was
extremely consistent. It was almost completely built of
stone, a buff sandstone at first and then, from about
1890, a deep plum red sandstone mined in Ayrshire and
Dumfrieshire. Throughout the 1800's it remained a
classical city. Perhaps one of the most famous architects
to work in Glasgow was Alexander Thomson, whose work
spanned from warehouses to churches (Fig.8), all executed
with pillars and pediments taken from Greece and Eygpt.
"Greek' Thomson, as he became known, died in 1875, and it
was around this time that the popularity of classical
architecture began to fade in Glasgow. The city's

" buildings were becoming less coherent and new styles
which displayed a greater freedom were taking over from

the traditional. A prime example would be the Central
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Hotel built between 1879-84 and designed by Rowand
Anderson (Fig.9). This is a building which displayed a
new liberty in its design, with a diverse range of
sources. The erection of the hotel was an indication of
progressive architecture in the 1890's.

Although Glasgow had a diverse range of architecture

that was independent of the rest of Britain, it was still
influenced by growing trends in London - such as German
and Flemish Renaissance, Gothic and later Baroque. The
English country houses of the 16th and 18th centuries
were inspiration for a whole new generation of designers.
Their late Victorian styles were known as 'Old English'
or 'Queen Anne', or more particularly 'The Free Style',
the main participants in 1its development being Norman
Shaw, John Sedding, Philip Webb and C.F.Voysey.
In Scotland the traditional Baronial Style (Fig.10),
taken from ancestral Scottish homes and castles of the
l16th and 17th centuries, manifested similar ideals,
however with a more potent nationalist impetus. Following
the example of his English contemporaries, Mackintosh
aspired to create a scottish architecture in the mould of
the Free Style. v
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Charles Rennie Mackintosh's architectural approach
can be associated with both traditional Scottish
architecture, and with the processes of departure from
tradition introduced by the architects of the European
Avant Gardes that followed him, for example 4 Josef
Hoffman and Kolo Moser&.

Mackintosh desired to create a national architecture
using characteristics of the Scottish Baronial style
found in the ancestgral homes and castles of Scotland.
However, he did not want to merely imitate ancient
buildings, he intended to make the style conform to

modern requirements.

Glasgow was a growing metropolis with new buildings
being erected every day. Glaswegian architects were
obsessed with the Antique, like many of their
counterparts in Victorian Britain - reviving styles from
ancient Greece, Eygpt, Rome, The Renaissance, Gothic and
Medieval. There was a particular penchant for Greek
architecture led by Alexander Thomson (1817-75), who
became famous for his bizarre churches, designed from
strange interpretations of Athenian temples.

Mackintosh could not accept Historicism as a source
of inspiration. He refused to blindly imitate the
structures and symbols of ancient temples, which he
deemed as foreign in spirit. He did not wunderstand why
architects did not use their own native culture as a

well-spring for ideas.

Mackintosh's reading of the works of Ruskin and
Pugin as part of his course at The Glasgow School of Art
substantiated for him an inward will to create a 'new
language', one free from the dogmas of historicism. The

writings of these men and others such as William Morris

10






and W.R.Lethaby, were also the foundation on which the
English School based itself.

The English Free Style Movement is best explained in
a book entitled Das Englische Haus, published, in 1904,
in Berlin and written by Herman Muthesius. He was the
cultural and technical attache in England for the German
Embassy between 1896-1903, which gave him the opportunity
of investigating the new developments in British
architecture and design education. The book is an
incredible undertaking, that documents the revolution in
English domestic architecture between 1840-1900. It
includes every significant example of architecture built
during this period. He was an avid admirer of the British
Style, praising its utility and simplicity, and feeling
that it represented in every way a higher form of life.
These gqualities he considered to be stepping stones to a
new European style in
The remarkable spectacle of a new departure in the
tectonic arts that had originated in England and
spread across the whole field of our European
cultures.”
(Herman Muthesius, quoted in Patrick Nuttgens, 1988,

Pg.23)
This interest in British architecture and culture
had sprung from a number of different sources - The ties

between the English and German monarchies, British and

German art publications such as_The Studio - but probably

the most relevant being the influence of the writings of

Thomas carlyle, William Morris and John Ruskin.

Muthesius isolated certain architects and designers
as the foundation stones of a new architecture, the most

important being Norman Shaw (1831-1912). He was a close

11






friend of Muthesius and was considered by him to be the
leader in contemporary architecture at that time. This
opinion was not unique; J.M.Brydon, a British architect

and writer 1in the_ Architectural Association Notes in

1901, was quoted as savying:

There are no more beautiful, comfortable and well
planned modern hémes in the world than are to be
found in this England of ours, and none so
characteristic of the country in which they were
built, an artistic result which we owe in the main
to the genius and influence of Mr. Norman Shaw."
(J.M.Brydon, quoted in patrick Nuttgens, 1988, pg
24)

Shaw and his partner, Eden Nesfield (1835-1888),

overwhelmed the British architectural world with their

achievements, such as Swan House (1876) in Chelsea and
New Zealand Chambers, (1873) Leadenhall Street, London
(Fig.11):

Shaw's office became the centre to which many of
the most progressive architects of the day
gravitated."

(Thomas Howarth, 1952, Pg. 242)

The nearest rival to Shaw in the domestic field was
Philip Webb. He had been born in Oxford in 1831 and
Howarth argues that

He was the first architect since The Renaissance
to select materials with real sensibility to colour,
texture and surface.”

(Thomas Howarth, 1952, pg. 241)

Red House, near Bexley Heath (1860) was considered
by Muthesius to be the single most important nineteenth
century achievement in domestic design. It was designed
by Webb for William Morris and Muthesius recognised this

as the first adherent of Arts and Crafts premises. This

12






\
\

- /lﬁ

,/Vrf Ilw ://_«.,/,wxikf :\f







may seem ill-defined in architectural terms, but it was
the first time in which contemporary architecture and
craft were entirely integrated. Everything was considered
- texture, orientation, the use of colour and native
materials. It showed a great deal of innovation and
independence but ultimately, it was a revolt by Morris
against what he saw as the greatest evil of the

Nineteenth Century - industry.

William Morris was an inspirational designer whose
contribution to the development of English design is
immeasurable. His carpets, wallpapers, chintzes and
furnishings are still highly regarded for simplicity of
form, quality of workmanship and exquisite colouring. All
of these characteristics are even more admirable
considering they were executed in an age largely given
over to vulgar commercialism, when new machinery meant
that craftsmanship was being replaced by industry.
Without any artistic input, industrial art was largely
becoming crude, vulgar and overloaded with ornament.

Morris was a socialist and believed that it was
possible to reform the applied arts (Fig.12). He founded
the famous firm of craftsmen -Morris, Marshall, Faulkner
& Co., Fine Art Workmen in Painting, Carving, Furniture
and The Metals - in 1861. Howarth writes:

Morris was an indefatigable worker and a militant

propagandist, and there were few contemporary

designers not profoundly influenced by his
teachings. The Morris 'movement' grew into a general
revival of the handicrafts, with, as one of its most
interesting manifestations, the emergence of
numerous societies or guilds - The Century Guild

established by A.H.Mackmurdo in 1882 and The

Art Workers Guild, 1884, for example.”

(Thomas Howarth, 1952, pg.238)

13
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Morris wanted to return art and craftsmanship back
to the people, to regain its respect and the joy of
making crafts._Red house was an example of how this could
be accomplished; Every detail was meticulously
handcrafted. It was indebted to the Middle Ages, a
celebration of a time when the artist was a craftsman. it
was simple and harmonious, qualities that Morris's

medieval predecessors would have approved of.

The teachings of John Ruskin were the well-spring
from which the young Morris gathered his socialist
theories. 1In his book__The Seven Lamps of Architecture
published in 1849 Ruskin talks about the "lamp of truth'.
"Truth' in making by hand, and making by hand is making

with joy. Ruskin saw that these were the two great
advantages gf/ the Middle Ages had. Nikolaus Pesvner's
book Pioneeré of Modern Design, published 1in 1936, claims
that John Ruskin owed a debt

"just a little too emphatically denied to Pugin,

that brilliant designer and pamphleteer who in the
years Dbetween 18?36 and 1851 had fought violently
and relentlessly for catholicism, for Gothic forms
as the only christian forms and also for honesty and
truthfulness in design and manufacturing."

(Nikolaus Pesvner, 1936, Pg.23)

Pugin's book, True Principles of Pointed or
Christian Architecture (1830), outlines the 'two great
rules for design':

that there should be no features about a building
which are not necessary for convenience,
construction or propriety "
and " that all ornament should consist of the
essential construction of a building.”

(quoted in Nikolaus Pesvner, 1936, pg.24)

14






Red House remains a pillar for the Morrisian Arts

and Crafts Movement. However Muthesius recognised that

this movement had little to do with the English Free

Style. The
supporting
architects
W.R.Lethaby

emerging.

theories of Morris, Ruskin and Pugin are the
structure behind the next generation of
- C.F.Voysey, C.R.Ashbee, M.H.Baillie Scott,
and C.R.Mackintosh - that we see a new style

15
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Though his___Hill house (Fig.13) 1is only part of a

large curriculum of work, it nevertheless lucidly
demonstrates the unique characteristics of Mackintosh's
architectural approach and clearly reveals both his
methods and his aspirations. The exterior shows his
desire for a 'Scottish architecture', for a building free
from the historicist dogma, reflecting the native
vernacular of Scotland where windows could respond to

internal need rather than external construction.

In 1902 Walter Blackie a successful publisher from
Glasgow, commissioned Mackintosh, on the recommendations
of Talwin Morris,his art manager at Blackie & Co., to
design his family home. His site was at the top edge of
Helensburgh, with a wview of the Clyde Estuary to the
South. This was a popular retreat from the grime and
pollution of Glasgow's inner city. It was not
Mackintosh's first domestic commission but it was the
first on a scale which could allow him to demonstrate
what his new and total approach to architecture and
interior design might offer. The resulting building,
which was completed in 1904, 1is now considered to be the
finest example of his residential architecture.

The simple, window-pierced, harled walls give the
feeling of a Scottish house in a Scottish landscape
(Fig.14). However the subtle manipulation of dormers,
gables and chimneys, composed to particularize each
facade, creates a feeling of abstraction, of modernity
even.

He may have studied the harled cottages and estate
buildings at Fortingall, Perthshire, designed by James
Maclaren and his successors Dunn and Watson in 1889-92 in
an austere and angular version of the Scottish vernacular

(Fig.15).

Towards the end of the century, following the lead

of the English School, there was a serious attempt by the

16
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Scots to revive the Scottish vernacular and old
traditional buildings. The founder of this Movement was
Sir Rowand Anderson (1834-1921) and his influence
broadened when his pupil Sir Robert Lorimer (1864-1929)
returned to Scotland in 1892(his harled cottages at
Colinton, near Edinbugh were built in the 1890's
(Fig.16). Thomas Howarth argues that both men adopted
Scottish forms - crow gables, angle turrets, dormers and
the like - to create a
modernized traditional style. However,
"Their positive contribution to architectural
development is gquestionable. Sir John Stirling
Maxwell, in discussing Lorimer's work, has laid his
finger on the crux of the matter, for he says:
gEEa 1 - (Lorimer's) houses are so completely
saturated with the spirit of the old.’ This
contradiction is apparent in the work of both men,
and however harmoniously contrived, their domestic
buildings by and large are revivalist in the spirit
and the letter.’
(Thomas Howarth, 1952, pg 94-95)

Howarth goes on to point out that élthough
Mackintosh's work retains traditional characteristics, it
undeniably belongs to the twentieth century, 'and the
observer is not left in doubt for a moment how much is
old, how much 1is new.' Mackintosh's structures are a
continuing development of traditional features rather
than an imitation, and for the most part arise naturally
from a simple plan.

"His facades, wusually plain with little surface

modelling, are pierced by small rhythmically

disposed windows. He favoured an L-shaped plan,

itself a traditional form, which gave him a

dominant, sweeping roof with an unbroken ridge, and

on the main elevation at least, an uninterrupted

eaves line. His roofs invariably terminated in a

17












gable which, whenever possible, embodied a sturdy
chimney stack. The ubiquitous crow-stepped gable, a
legacy, it is said from a less opulent age when
dressed copings were a luxury, does not appear in
any of his executed work. At both the Hill House and
Windvhill identifiable motives of a traditional
character are rare, and the link with the past is
expressed in the form and spirit of the buildings,
not by the use of antiquarian detail.'
(Thomas Howarth, 1952, pg 94)

The plan for the Hill House (Fig.l17) was a simple

'L'" shape, with a roughly rectangular hall and the
principal rooms ranged along the south front overlooking
the Clyde. Mackintosh paid close attention to the site
and orientation of the house, it was important to him
that the building's composition was in tune with the
landscape. When designing the Hill House, the garden was
arranged to the architect's instructions and was composed
in a suthg patterned square motif.
Before submitting the preliminary sketches to Mr.
Blackie, Mackintosh insisted on spending some time with
his family to ascertain what kind of routine and tastes
they had. Internal details and plans were drawn first.
After these had been given the go ahead, finally the
elevations would be executed.

Mackintosh employed a typical Scottish newel
staircase as an important plan element:

"The two-storey range contains most of the family

rooms, The three-storey cross-wing contains the

dining room, guest bedroom and an attic bedroom. And

a parallel three-storey range, pivoted around a very

Scottish stair tower, contains the service wing and

children's rooms."

( Alan Crawford, 1995, pg 104)

The windows are arranged asymmetrically and are of
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varying size, type (sash, casement, fixed), materials,
and glazing pattern. The library window at the west end
has a particularly deep reveal, over which the wall
swells out in a segmental curve pierced by a tiny window.
Thomas Howarth gives an interesting explanation for these
small inset windows; he writes that Mackintosh considered
"a sense of enclosure, of war