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PREFACE

The influence of the architect Philip Webb
(1831-1915) on Arts and Crafts houses, or the so-called
English Domestic revival, has been generally . acknowl-
edged for many yvears, yet this dissertation 1s the
first full-scale scholarly study of his philosophy, and
contains. the first comprehensive presentation of his
work in his chosen field of domestic architecture.

Webb's 1life,. thought, . and work were bound into a
complete unity by his devotion to architecture, his
love for the English landscape and its old buildings,
and his views on art and society. For convenience and
clarity, however, the thesis is divided into three main
parts, the first of which 1is concerned with his life,
including his involvement with William Morris in .the
firm commonly known as Morris and Company, with the

Society for the Protection of Ancient Buildings, and

with socialism.

The second part is an investigation of Webb's
architecturallphiIOSOphy and 1its evolution, based on
his own comments in letters and supported by evidence
from his buildings, and of the clients who accepted 1it,
and of his relationships with them, and with his
assistants and contractors.

The third part 1is devoted to the history,

description, and analysis of Webb's houses and major

enlargements, illustrated by 230 plates including plans

xfiii



of most of the buildings discussed.

The dissertation demonstrates that Webb made an
early and important contribution towards  the preserv-
ation of the architectural heritage, including houses
of all sizes, in Britain and elsewhere; that he was
one of the most original and influential architectural
thinkers of the nineteenth century; and that he evolved
a challenging philosophy which escaped from prevailing
revivalism to produce, in his own hands and those of
his followers;‘vigorous, inventive, and pleasing houses

of national and local character.
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INTRODUCTION

Philip Webb was the architect member - of the
Pre-Raphaelite circle, a close friend of William Morris
(1834-1896), Edward Burne-Jdones (1833-1898), Dante
Gabriel Rossetti (1828-1882), and Charles Faulkner (d.
1892)=--his fellow partners-in Morris and Company--and
of the water-colourist George Price Boyce (1826-97),
the writer William Hale White (1831-1913), ' Morris's
wife Jane and Burne-~Jones's spouse Georgiana, and
Faulkner's sister Kate.

Webb is recognized as being of some importance in
the history of . nineteenth-century architecture, but
because he did not - set down  his philosophy
systematically, lecture on it, or publish his
buildings, conflicting and misleading notions about
his aims and intentions have arisen, and Morris often
receives credit for Webb's ideas and influences. Only
one Webb biography, by his friend and disciple William
Richard Lethaby, has been published and, though an
invaluable record, 1t is a collection of unscholarly
and subjective articles published postumously as an
inadequately illustrated book rather . than the
considered and objective work its author had envisaged.
The reprinted edition of 1979, edited and introduced by
Godfrey Rubens, contains useful extra material..

The: dissertation presents a detailed investigation

of Webb's architectural philosophy and its evolution,

and -the influences from his life and the general and



architectural background of the 1850s and 1860s which

governed his thinking; of the clients who allowed him
to make the practical experiments which were necessary
for the development of his 1ideas, and of his rela-
tionships with his clients and his conduct of his
practice; and a comprehensive account of his houses
(and enlargements), with many photographs and plans.
As the history and work of the firm has been
well-covered elsewhere, only a brief discussion of
Webb's work for Morris and Company is included.

The primary sources listed in the bibliography have
been used wherever possible but contemporary and more
recent books and articles have been drawn upon to set
Webb into the context of his times.

The dissertation demonstrates that Webb was a
leader of the Pre-Raphaelite circle, a contributor of
ideas, and an original architectural thinker of wide
influence.

For convenience the thesis is divided into three
parts which consider Webb's 1life, philosophy, and
buildings respectively but these are artificial
divisions: architecture was Webb's life. In part 3 the
houses ‘are grouped according to type and size but are
treated sequentially within the categories, and a
chronological 1list of all Webb's building works 1is
appended. Dates given are those when the work was
designed, and the names of buildings are those in use

in Webb's time (where appropriate, present-day

nomenclature in indicated in parenthesis).
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Childhood and its Influence: “* © 7
" " Philip Webb was’born and brought’ up in Oxford, a
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small city then little changed since medieval times,
which was 'to “exercise a wide influence wupon his
philosophy of architectural design. As he later
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recorded, "his ‘life was 'coloured and even trained by
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" His first years were happy and'secure. ‘The second
son and ‘one of the eleven children of Charles Webb
(c.1795-1848)°, - general ' practitioner and physician,
he was born at 1 'Beaumont Street “on 12°January 1831,
and named Phillippe ’after ‘the French monarch, and
Speakman after his mother's family. He alwaYé*ﬁsed“the
Engiiéh form of his first name and ' ignored the second.
When he was’ about thrée,'hthe family moved to what had
once been the Oxford home of the Dukes of Marlborough,
15 st Giles, a large house ’whoéé'gafdens, courtyards
and outbuildings, together with the grounds of adjacent
St “John's College, provided satisfying playgrounds.
The everyday life of the tb&h, ﬁithqannualhhighlights
such as the' St. Giles's Fair, = provided plenty of
interest and excitement. Cooo e e

As he grew older, Webb became fascinated  bj the

buildings of Oxford, the small cottages as well as the

‘ ) S , X , i . . f - T f
colleges and churches. 'That place', he wrote as an



cld man of eighty, 'is mine and I am of it,. with all
its cranks and corners and - passages, &c, still in my
mind.'2 This interest developed into -a 1lifelong
passion for all ancient buildings -which was to colour
his thinking. It was also in Oxford, in 1852 or 1853,
that he first became alerted to the urgent need for the
preservation of the architectural heritage, when he
saw a needless alteration of the spire of St. Mary's
Church.3

Accompanying his father on his rounds outside the
city, Philip Webb was introduced to what ‘"became "his
second and equally 1influential passion, the .English
countryside, unspoilt "by modern industry, 'full of
exquisite beauty and thousands of lovely beasts', and
dotted with old buildings, which to him were like open
history books, part and parcel of the centuries ‘of
human endeavour which had shaped:- the land.4 " This
strong sense of the continuity and unity of  the English

landscape was probably heightened by his reading of the

works of Shakespeare, Scott, Wordsworth and, when a

young adult, Ruskin.5

Webb's friend and "biographer
the architect William Richard Lethaby (1857-1931) later
recalled that Webb and William Morris had shared a rare
'religious 1love for England', far deeper than anyone
else's, and not 'possessive pride and patriotism, but
affection and even worship for the very earth, trees,
fields, animals, ploughs, wagons and buildings--yes,

and the weather, too'.s- The countryside never failed

Webb as source of inspiration or of solace. In later



life, at the funeral of his brother Harry he was
comforted by the 'scene of perfect beauty'  glimpsed
through the church window; - and time after time he
dragged his old comrade Hale White out of the . pit. of
despair by reminding him.- of -the 'intense beauties' of
nature.

Dr Webb, who had inherited a good deal of the
artistic ability of -his father Thomas Webb, a renowned
medallist of Birmingham, encouraged his own son to
sketch: the plants and animals ' they saw on their
travels, and secured tuition for. him from a skilled
botanical artist . of Oxford, Mrs Richardson.8 The
early sketches have not survived but Philip Webb's
later drawings of birds and animals, considered by
Rossettl to be.the finest in the world, are beautiful
as well as skilful, and it is.regrettable .that he never
fulfilled his ambition of illustrating a . natural
history.9 He deeply admired Albrecht Durer's drawings,
which he found uplifting in contrast to the 'mighty
work' of. Rembrandt, 'master of human:gloom and hellish
ugliness', which cast down his spirits, and he
treasured Thomas Bewick's wood engravings.in his - copy

of The History of Birds.lo
for his future work, Webb's sketching and .study of .the

With paramount significance

work of Durer.and Bewick  developed his interest in
texture, an -interest deepened, probably during his
architectural training, .by working - through the
exercises 1in Lessons on Art by James Duffield Harding

(1/798-1863), which. are based on  o0ld vernacular



buildings, and, in the 1850s, by the farm buildings in
the water—-colours of his own friend, George Boyce.11
Webb also sketched the horses which were part of
his family's daily life. As a child he had ‘his own
pony, and he eventually became an expert horseman and
an authority on every aspect of the animal, including
its use in painting and sculpture. During his working
life, he found horse-riding both soothing "and stim-
ulating to the mind, and in his 1last years, ¥Ytoo
stiffeped by rheumatism to ride, he derived great
pleasure from observing - the Arabians 1in the field
behind his cottage.12 o “ R =
Apparently for no other reason than his liking for
privacy, which was partly innate but"*prbbably
increased by having so many siblings and by his years
at 'boarding school, Webb was extremely reticent about
his family background. One of the ' few certain facts
about his mother's "influence is that she instilled in
him the Protestant ‘ethic, the belief 1in the supreme

importance of work. 'Well did my mother preach to me',

he wrote in 1869, 'that work kept people out of

trouble and mischief.'13

She clearly gave him a
grounding in the Christian faith; throughout his 1life
Webb was a 'lover of Jesus of Nazareth' and a follower

of his principles, although in adulthood he apparently
became an agnostic.14

His mother probably taught Webb his great respect
for truth, which he sought in all things inéluding

architecture, and encouraged his innate kindliness and



sympathy. He became a man of honour, who could not
abide deceit in any form. When asked for his opinion,

for example, he gave encouraging advice and constr-
H . , , ", e " \

:'

\

uctive criticism if he felt it would

r

~be welcomed but
if he could find nothing good to say,  said nothing.
He felt keenly his friends' joysﬂ;nd troubles, as well
as thekwiderﬁwoeq of his nation and of mankind. As an
adult, Webb would help anyone down on his lucg,”qven if
short of money himself, insisting that the loans were
gifts, repayable only 1if good fortune came, and he
always passed on to younger architects any commissions

15

that he was too busy to undertake. During his last

years 1in practice, when losing money and having few
savings, he gave one of his sisters £10 a month.16

On one occasion he took  considerable trouble to
find a happier position for a young female friend of
his hn:'.)usekeeper...:]f.7 Even when ill and in pain himself,
he wrote long, consoling and stimulating letters to
Hale White and Boyce during their frequent bouts of
depression.18 He helped Mrs Boyce during and after her
husband's 1long final illness, and when Charles
Faulkner became bedridden he visited him almost every
evening until his death three and a half years later.'?
Morris insisted on giving Webb a copy of everxthing he
published but, to, ensure that Morris's trade did not
suffer through this generosity, Webb always Qought a
second copy, though he could seldom afford it, which he

lent to *friends.zo

In brief, Webb personified the ideal, based on the



hero of Charlotte Yonge's The Heir of Redclefe (1853),

which Morris and Burne-Jones had set themselves as
undergraduates, and which called for conscientiousness,
truthfulness, earnestness, courtesy, enthusiasm, and
high ideals of honour and friendship.21 In later
years Morris, as Cockerell recorded, considered Webb
'the best man that he had ever Ikndﬁﬁ'} to which
Cockerell added: 'there are very few of those who were

pivileged to know him who would not say the same.'

Aynho Free Grammar School and its Effects

Webb's love for Oxford and ‘its buildings ‘was
intensified, ' when, at just eight years o0ld, he was
banished during term-time to Aynho Grammar School some
twelve miles away 1in the village of Aynho.* The school
had been founded in 1654, and its buildings had changed
little since that date; set in almost an acre of land,
they consisted of a master's house (with two living-
rooms, two bedrooms, a kitchen and three attics) and an
adjacent schoolroom with a dormitory above it.23’“ By
Webb's time the school was somewhat in decline due to
competition from the local national school but probably
had about a score of pupils, chiefly sons of farmers
and local tradesmen, around half ‘of them boarders.
Webb's years at Aynho, where he probably had little in
common with most of his?fellow pupils, and certainly

sorely missed his' home and home town, were unhappy;

in later years he referred to such establishments as

25

'boy farms'. It was' probably his imprisonment at



Aynho, where glimpses of swifts flying*freely'round‘the
schoolroom provided  a ‘small ‘solace, which—-ﬁithzqhis
independent spirit--gave him  a respect for the liberty
of the 'individual. There too~ he learnt to manage with
little and also to appreciate -:the' quality of the
material objects in his contrasting life at home.
However, despite his misery, Aynho School gave .Webb
a sound ‘education, a wide-ranging outlook, -  and a life-
long love of' reading. 'Lethaby ‘noted that where 'he‘*and

others treated books 'like "water ‘laid - on" to shelves'

to Webb 'they were persons', 1loved and known intimat-

26

ely. Even when memory begins to fail in old age,

Webb told Hale White in 1910, reading has

. . the lasting gain of qualifying. one's own
thoughts 1nstant1y--by those of others; if one has
comparatively few books on hand--as library--and
they be more or less masterpieces cf human
expression, they are like "the landscape in front of
our window in the country, never failing though
" never changed, and I defy a good book--which one is
g?od e59ugh to llke--ever to fail in 1ts mission to
bless. i ~ :

His letters, rich in quotations, Latin tags, - and
perceptive comments ~ on paintings .and painters,
philosophy, music, politics,  and social organisation,
amongst other' subjects, show that he became a well-read
man, with an enquiring mind, well able'to hold his own
with Morris, an Oxford graduate, despite his feeling of
inferiority in this respect. :

Ever 'since fate ‘was kind enough to make me acqu-

ainted with Topsy [Morris], and through him with

Ned [Burne-Jdones], [Ford Madox] -Brown and.yourself

I have always thought that to allow of my being

" ~considered as one of such a company ' there must be
something about my mental constitution which exc-

‘used the seeming disparity, . . « e



28 Webb thought that

Webb told Rossetti in 1866.
this was largely because, though he felt he could not
compete with them, he had the 'capaci£y for understand-
ing" them.29 He had a keen wit and was- a good
conversationalist,30 and events were to show that he
was certainly their intellectual equal.

Webb did not share the passion that Morris,
Burne-Jones, and Rossetti had for poetry. He had, he
told Hale White, 'no natural turn' for it, by which he
meant ﬁhat he 'did not read all fairly good poetry' as
he did prose.31 However, he shared their del-
ight in medieval manuscripts, Malory's’ Morte Darthur,
and the works of Dante, Dickens, Dumas, Shakespeare,
scott, and Surtees, amongst other writers. He read
books recommended by what he termed his 'first-class
literary tasters'--notably Morris, William Hale White,
and Warington Taylor (1835-70) "~and George Wardle
(d. 1911), who were successive managers of Morris and
Company.32 But Webb also made” his- own discoveries,
some of them outside the -appreciation’ of 'the
Pre-Raphaelite circle, and before these men became his
friends he was familiar with the works of some of the
authors they most admired, including John Ruskin
(1819-1900) . >3
Lethaby, no mean scholar himself, had the highest

respect for Webb's intelligence, ' and felt that the
'thought of the world' was packed into his bookcase;34

He later remembered Webb reading  Samuel Butler,

Auerbach, Charles Reade, Defoe, Meinhold's Sidonia the

10



Sorceress, and biographies of Michelangelo, Lucretius,
and Goethe, and also his habit of seééoning his talk as
well as his letters with quotations.35 Webb's ‘letters
reveal his 1liking for the work of Cobbett, Blake,
Borrow, Emily Bronte, Bunyan, Euripides, Goethe, Homer,
Keats, Lamb, Lewes, Newman, Plato, St . Francis,
Tennyson, and Tolstoy, amongst others, and they show
that he thought deeply about what these authors had to
say. When books such as Carlyle's Frederick the Great
and Balzac's Les Chouans, opened his eyes - to a part-
icular epoch and country, ' Webb read them several times
to get a picture of the period and of the 'lie of the

land 1in 1ts natural form, and of the human handiwork

indenting it.'36

Another of Webb's abiding joys, music, ~might have
developed at Aynho, but 1s more likely to have - been
stimulated by his mother. Though he played no instr-
ument, he became knowledgeable on the subject. His
favourite composers were Beethoven, Mozart, Haydn,
Handel, Gluck, and Bach, in that order, but he also
enjoyed the work of Berlioz and Wagner, and unsoph-
isticated tunes played by village fiddlers for country-
dancing.37 He had an unusual ability to- convey the
story -and emotion of an opera by description, as
Morris's daughter May testified; she and her sister:
were introduced to Mozart's music on Webb's musical box

before he took them to hear the' real thing, a perf-

38

ormance of Don Giovanni. In --the 1860s he often

joined friends at small private musical evenings, and

11



throughout his London years- he . attended concerts
frequently, often with George Boyce.33-
Aynho School taught Webb to be-self-sufficient and,

40 -t0 place

perhaps because he never found 1it-“ there,
the highest value:-on good companionship.+ Sincere
friendships became for  him one of 'life's ‘greatest
blessings, along with the countryside, rold buildings,
books, music, drawings,. and paintings. . 'Fellowship:is
Life, 1lack of Fellowship is-Death',.-he :was-~to: tell
Lethaby in 1later years.41 He. told Cockerell. in 1902
that he had 'had:the ‘:unutterable +boon of-gaining.the
"inmost love", of some seven or eight of':- the best of
human souls!'.42 These were the Morrises, the
Burne-Joneses, George Boyce, Kate and Charles Faulkner,
and William Hale White. Other close friends were
George Wardle; George Howard  (1843-1911), 1later- the
Earl of Carlisle, his wife Rosalind (1845-1921), . and
Lowthian Bell (1816-1904): and his. son_ Hugh (1844-1931),
who all were important clients also; Webb's own brother
Harry (1827-1911), his-older and younger sisters Sarah
(c. 1826-1922) and Caroline:. (d. 1909). . In later years
they were jolined by Lethaby, :Sydney Carlyle Cockerell
(1867-1962) who became- Director of -the Fitzwilliam
Museum in Cambridge, Emery Walker (1851-1933) the typo-
graphical expert, two young architects Charles Canning
Winmill (1865-1945) "and Alfred H. Powell (1865-1959),
and Webb's assistant George Jack (1855-1932). Webb's

wide circle of acquaintances-encompassed many of the

eminent English men and women of his time.

12
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" In adulthood, Webb enjoyed conversing with a ‘'ser-
iously thoughtful friend' but he also appreciated a
'hearty 1laugh', "which - he considered good " for the

43 He had a fine sense of humour, and a keen

health.
wit, and enjoyed evenings of good cheer and stimulating
talk, plentiful of wine, beer, and jokes, with close
friends. ° But he hated large social gatherings, small
talk, and gossip, and seldom dined out in his later
vyears, though as a young man he was' ' in demand as‘'a
dinner_guest;44‘ 'Mr Webb 1is coming here today . . .
so we shall have a merry party at dinner,' wrote

45

Lowthian Bell's daughter. All this, however,’ was-’in

the future. : s

Architectural Training ° » .

Dr Webb died when Philip was seventeen; he and his
brothers had to choose a career which would earn them a
living. All four were successful. Harry became a gen-
eral practitioner in Welwyn, Percy entered the Church
and rose to be Canon of Chichester, Frank managed a
brewery, and Philip became an architect of renown.

Philip Webb had hoped to become a ’'painter but he
abandoned this dream because he saw 'there was not so

46 This was

much need for painting as for building'.
the first important demonstration of  his reliance on
common sense, a faculty he prized highly. The building
industry, to which his love for o0ld buildings would
turn his attention, was ‘geherally booming despite

periods of‘recession,47'*and by the late 1840s archi-

13



tecture was considered a suitable profession for a
middle-class man.

Oxford was a major centre of the current revival of
church building associated with the Tractarian or High
Church movement. Perhaps Webb imagined himself as a
designer of great- churches, in which ‘'pursuit his ext-
ensive Kknowledge of medieval ecclesiastic buildings
would be of inestimable benefit ‘as the movement's new
buildings were based on medieval precedents. ' Instead
he. became a sought-after and. influential designer. of
houses, who built only one church and one chapel.

In. 184943'Webb moved to-~Reading, then a ' small
market town, to serve ‘'his articles with the architect
John Billing (1816-1863).- ' There he found himself
involved not only with churches, “but with parsonages,
the town's Georgian houses, ' the farmhouses and farm
buildings around-it, and small - workshops within it.
Billing and his brother Richard ran a practice which
their grandfather had founded and their father had
continued. John Billing - was a member of . the Oxford
Architectural and Historical Society, usually known as
the Oxford Architectural Society, and may have known
the Webb family or been recommended as a suitable ins-
tructor by some- mutual acquaintance. That William
Butterfield (1814-1900) recommended him around 1858 as
a suitable alternative to himself for - the restoration
of a church was a certain testament to Billing's archi-
tectural ability and probity.49

‘Work in Billing's office was concerned with real

14



buildings rather than with elaborate competition and

perspective drawings. As well as the run of the mill
work of a small town practice, whilst Webb was with him
Billing designed the Savings Bank (1849) "and ' Holy
Trinity School (1852) in Reading, and the vicarage at
Sandhurst, "Berkshire, and rebuilt Tetworth® Church,
Oxfordshire. The Savings® Bank, 1like ‘the Victoria
Square houses Billing had designed previously, were in
the classical idiom, which he termed 'Italianate', but
the others are in a gothic style. Webb's ' surviving
student notebook50 shows that Billing gave him a sound.
practical grounding in both the 'Italianate' and gothic
manner of design and construction, and this, reinforced
by the town's eighteenth-century buildings "amongst
which he worked, released Webb from the strait-jacket
of gothic revivalism which limited the views of so many

of his contemporaries including Morris.

Assistant to George Edmund Street

Billing and Webb developed a mutual respect. Webb
stayed on as an assistant for two years after finishing
his -articles, before 1leaving in April 1854, aged
twenty-three and armed with five years' experience and
a fine testimonial, for pastures new and presumably
better prospects with Bidléke ‘and Lovatt in the

o1

Midlands. Alas, Wolverhampton proved to be far from

pastoral and only too appallingly new. There Webb

encountered modern industry at close quarters for the

first time, and found under what he saw “as black

15



'clouds of prosperity'52 a volcano of factories pouring
forth a lava of row upon row of standardized terrace
dwellings which was engulfing the countryside and its
ancient villages. -The shock of. this ugliness seared
Webb's spirit as severely as it did the landscape,. and
his reactions to it and to the threat it offered to
what he held most dear, affected the rest of his 1life
and his work. After only four weeks he secured a new
post, the reduction to half his Wolverhampton- salary of
£2 a week Dbelng of no matter against the unutterable
relief of returning to Oxford, his beautiful home.town,
where on 16 May 1854 he began working for:the . Diocesan
Architect, George Edmund Street (1824-1881).°> Webb
had nailed his colours to the mast, from which he was
never -to lower them: beauty, and pleasure in work
before reward, whatever the personal cost.

If Webb did see himself as a church architect, he
must have felt his future was now secure, as . Street,
who - trained with Owen Carter in Winchester before
working for George Gilbert Scott (1811-78) for five
years 1in London, was one of the architects most
esteemed by the Ecclesiological Society . which in the
early 1850s :effectively controlled what was then. the
most advanced sector of English architecture, the High

54; When Webb first  met

Victorian Gothic movement.
Street is not known, but it may have been at Sandhurst,
where the construction of Billing's .vicarage coincided
with that of Street's nearby St.- Michael's Church.

Perhaps Billing, who would know Street through the

16



Oxford Architectural: Society, recommended Webb.
7.~ Whatever the case, Street found that Webb -was a
first-rate assistant,: who shared,his 1liking for hard
work, was capable and conscientious, and had a love for
medieval buildings and the -natural world at 1least. as
great as his own. Street doubled Webb's salary. to £100
a year after only twelﬁe months, by which time Webb was
probably his principal assistant .or.' 'chief .clerk',
though he may have been this from=the‘beginning.55 In
his employer Webp*had found a new ‘friend only seven
years older than himself.  He quickly settled -back..-into
the life of  the town, probably lodging with his mother,
working in the street of his - .birth, and resuming old
delights 'such as swimming in;the*river.56 'He joined
the Oxford Architectural Society, borrowing: the money
to do so from: his 'brothers. Harry .and Percy; they
habitually helped each other in this way, .though for
the rest of his 1life Philip was usually the borrower,
sometimes - -being helped out by-his mother, too.57 -
- Street, who believed. that three-fifths of the
'poetry of a building lies in its minor details:. . .',
designed ‘every:part of his buildings himself, . allowing
his assistants no freedom of design; . .-they merely

finished ' his pencil drawings in::ink.58

'-Webb agreed
with this' view and was eventually :  to.follow this
practice himself, but 'meanwhile the embargo on design
must have been irksome. However;w.working for Street

was far from unpleasant. “He- expected his assistants

and pupils. to work as hard as himself, though not in

17



the evenings as he did,; but he was a fair and cheerful
employer ~‘whose’ prodigious’ output’ ensured constant
variety, and “necessitated  ‘frequent 'surveying " trips
around Oxfordshire and®places” further afield including
London. Earnest effort was relieved by joking and high
jinks} ‘when Webb's sense 'of fun was at loggerheads with
his consciehtiousness.>? - T

When Webb joined Street the Cuddesdon’‘ Theological
College' (1852-54) was in 'its-“final - stages if not
completed, 'but the large number of works designed and
built’ during his time with “this "architect include the
church, vicarage, curate's " house, - school, and
almshouses at Boyne Hill, Berkshire! (1855-57); Filkins
Church, Oxfordshire' ' (1855); Castle Ashby School,
Northamptonshire' (1856); the schoolhouse at Blithfield;
Staffordshire (1856); churches at Firsby, Lincolnshire
(1857), Watchfield, Berkshire” (1857), Whitwell on the
Hill, Yorkshire (1858), and Oxford (tﬂe Church® of SS
Philip and James, designed 1858). Webb“also worked on
Street's competition drawings: ~'in 1855  for Lille
Cathedral” (the design  was placed second), in 1856 for
the English Memorial Church in’ ‘Constantinople ' (again
Street came tsecond but the church was eventually built
to his much~amended design), ‘and’’ in 1857 ‘for ' the
Government Offices in London (Street was unsuccessful).

During “these years Street gave “lectures, published
articles, 'several of them “in The Ecclesiologist (the

highly influential journal of the ecclesiologists, and

ohe of the first practical architectural periodicals,
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.albeit limited in range) and published his influential

book on Italian medieval. architecture--Brick and Marble

~in the Middle Ages, Notes of a Tour in the North of

Italz.60 ‘He was an acknowledged 1leader of the High

Victorian Gothic movement, and his office must have
been an exciting place in which to work.

The most important aspect of Street's activities
for the next developments in English architecture, how-
ever, was his interest in handicrafts. 1Inspired by the
work of Overbeck, a leader of the German Nazarene
painters who influenced the Pre-Raphaelite Brotherhood
through Ford Madox Brown (1821-93), Street decided it
was every architect's duty to decorate his buildings
with painting or sculpture by his own. hand.Gl* His
sister had involved him in ecclesiastical embroidery,
and 1in 1848 he collaborated with her friend Agnes
Blencowe on an influential book on the ,subject.sz At
Street's 1nstigation, Philip Webb and the new pupil
William Morris (who joined. the practice on 21 January
1856) also became involved with these crafts, and tried
others including wood-engraving--which Webb found 'for-
eign' to his aptitude--illuminating, clay-modelling,
and carving.63 As Morris and Webb were to become the
foremost pioneers of the Arts and Crafts Movement,
Street was thus one of 3its earliest sources, an
attribution reinforced by his own sensitive handling of
building materials, and by the  fact that two of his

later assistants, Richard Norman Shaw (1831-1912) and

~John Dando Sedding (1838-1891), also became important
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figures 1in the movement's deveprment. However, 1t was
Augustus Welby Northmore Pugin (1812-52) who instigated
the ninefeenth-century consideration of the decorative
arts as an inﬁegral part of architecture, and it was
the Merton College Chapel ceiling painted in 1850 by
John Hungerford Pollen (1820-1902), ' which first inter-
ested Morris in wall and ceiling paihting.64}

Webb and the new pupil, who was put in his charge,
formed a ffiendshiphofvafrare “depﬁh and understanding
which endured until Morris died in 1896, and which was
to have important repercussions on English architecture
and interior design. Morris and his fellow under-
graduate Edward Burne-Jones had ‘intended to enter the
Church after leaving Oxford, but a “major part of the
attraction it held for them was the beauty of its
medieval churches and early music, and the colour and
pageantry of the ‘ancient ritual then being revived. 1In
1855, under the immediate influence of Ffench‘éofhic
cathedrals and the drawings and paintings by the
Pre-Raphaelite Brotherhood, they decided to  devote
their lives to Art: Burne-Jones to painting, Morris to

65 After taking his degree, = Morris

architecture.
apprenticed himself to Street, a fellow-member of the
Plain-Song Society, partly because of  Street's high
reputation but probably also because he wished to stay
near his Oxford friends. Morris had  gained a wide
knowledge of gothic churches during his schooldays at

Marlborough College, and his veneration of them and of

the English countryside and its old villages was
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equalled only by that of Philip- Webb, with whom it
formed an immediate point. of contact.

Morris found the office routine uncongenial and his
training .in draughtsmanship tedious, but such dull
matters were relieved by visits  to old churches with
Webb, often in connection with work, and shared-leisure
pursuits, swimming and riding as well as crafts. Twice
Webb visited Morris's home 1in Walthamstow, ~a large
Georgian house now the William Morris Museum, from
which they explored the surrounding ©° country on
horseback.66 Their backgrounds had much -in - common.
Their fathers were of similar status (Morris's was a
discount broker), who each provided his children with
a large, comfortable home, but died during their sons'
formative years. Both boys went unwillingly away to
school, and possibly blamed the banishment in  part on
the large number of their siblings (Morris was the
eldest of seven children). Dr Webb's death meant that
his son had to earn his living as soon as possible, and
fortunately Philip found his vocation at  the first
attempt. He had been self-supporting for four years
when he met Morris, - whose £900 a vear inheritance
allowed him to make several false starts in life.

Though only three years his senior, Webb had  a
valuable steadying inf;uence on Morris. Their person-
alities were complementary. Morris was mercurial, reb-
ellious, vehement, prone to sudden enthusiasms which he

pursued with an egotism that Webb described as 'amusing

and childlike', and to sudden violent rages in which he
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damaged himself and the furniture;. and he was utterly
carelessfof“hfs“appearance.67* Webb was extremely ret-
icent, of‘equable temper, highly self-controlled, slow
to form or change his beliefs, and fastidious in his
appearance. ‘i Both men ~were steadfast ‘on:matters' of
principle,’ ©* loyal, " sincere, - lacking in péﬁtiness, and
wholly without pretence,” 'and both disliked the artif-
jciality of *formal social occasions. Each found in
in the other a source of:inspiration, "encouragement,
and support. Webb told Hale White in 1888 ‘that for
over thirty years it had been a -'good corrective' to
his - 'melancholy * temperament' to 'rub shoulders with
Morris's hearty*love-of—lifedness'.68

The two companions held most of their ideas on art
'and life in common apart from' the matter ~of English
Baroque ‘architecture. Morris did not seek to return
England to the Middle Ages but he ' so loved medieval
buildings and detested post—-Reformation classicism that
he could not imagine any forms which might approach the
beauty of‘original gothic.® The 'Renaissance " was 'the
‘'ignorance', and the buildings of - Wren -‘and" his coll-

63 Webb told Lethaby

eagues were the product of it.
that though Morris knew Wren's St Paul's Cathedral was
a great work, 'it is not ‘his kind of art and he won't
allow good in what he thinks*wrong.'70" To' the end of
his life Morris was convinced  that' if ‘it was to be to
be good, contemporary ‘' architecture should not copy

gothic but must nevertheless be *‘gothic in form as:well

as -1in 'spirit;71ﬁ’.Webb,‘on“ the ' ‘'other -hand, ''whilst
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concurring that' medieval gothic architecture 'was of
unassailable beauty, could, in John Brandon-Jdones's
words,  'appreciate grace and straightforward building
craftsmanship’ wherever he' found ‘it',  ‘whether 'in ‘a

!

thirteenth-century village church-'or a ‘nineteenth-

72 For inst-

century Greek revival gallery in Oxford.
ance, - he - found Blandford Forum in Dorset =: (rebuilt
after:‘the fire of 1700) ‘one of  the prettiest of
little towns ', . . composed mostly of-dignified, brick
houses  with wood cornices &c. paintéé white'.73ﬁ ) -

°-In 1888 Webb: told Hale :White- "that he ' had
'quarrelled and rejoiced' with Morris ‘for many years;
'Morris . ." . never praises ‘what~ I do', he- - added,
explaining that this pleased him because it meant that
with'Morris he could put aside what he termed elsewhere
the 'mailed covering of'* good-humoured ‘doubt' he 'donned
when “complimented.74 - As they differed on no ' other
major matter, thelr quarrels must have been about Post-
Renaissance architecture and possibly Webb's: own

work, as Billing's training and his own open mind had

made it possible for Webb to develop a design approach
which took inspiration from Elizabethan, .Jacobean, and
English Baroque as well as medieval buildings.

But again this was in the  future. In*Augusi 1856
Street: moved his office to London,” taking Webb - and
Morris withhim. Webb, by then‘'a tall, slim man with a
serious, 1intelligent and -'kindly expression, took a

furnished room 1n Liverpool Street, King's Cross.

Morris shared rooms with Burne-Jones, - who had been in
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London since May " and who also had become a friend of
Webb, the man Morris had described as ‘'very fine old
fellow in the ‘office who was very kind to him and
shewed him everything' and whom Burne-Jones was surpr-
ised to find was about‘“their own age.'76 Eurne-Jones's
new idol Dante Gabriel Rossetti, having persuaded
Burne-Jones to take up painting without first taking

his degree, now turned his influence on Morris, whose

poetry in The Oxford and Cambridge Magazine he 'had

77 Rossetti conf-

admired before he met its author.
irmed Morris's view that English poetry had reached its
peak, and persuaded him there were great deeds yet to
be done 1in painting and that he (Morris) had the
ability to do them.78 For a time Morris 'worked in
Street's office during the day and spent the  evenings
at life class with Burne-Jones, but after serving only
nine months of his articles he -  left. to ‘become a

full-time painter.79

Financially secure and bored by
his architectural " training, "'Morris was attracted by
the unconvential life of artists, and unworried by its
dubious respectability, and he found the immediacy of
painting appealing: that he himself would execute the
whole from inception to completion.

81

By 1856 the Pre-Raphaelite Brotherhood had

disbanded but a wider circle, centred round Rossetti,
had espoused its ideal of truth, of portraying people
and events in the colours and attitudes of real life

rather than in the formal conventionalized postures

and arrangements, with colours strictly subordinated to

24



3 S
¢

drawing, demanded by the Royal Academy. They conc-
urred with the Academy, however, 1in regarding the
subjects of genre painters as unfit for serious art.

Several architects were attracted to the circle, not
| 82

surprisingly for, as Street pointed out, there were

i
L]

parallels between Pre-Raphaelite goals and those of the

P

ecclesiologists: both groups had turned their backs on

¥

post-Renaissance art to seek inspiration in medieval

art, and both had adOpted the rich colours of that

perlod agalnst the blandness of neo-clas51ca1 bulldlngs

S

and paintings.

ry

Webb soon became one of the circle and a friend of

Rossettl, who often called on him in the evening, when

they talked ﬂfreely.eéﬁ Rossetti tried to make Webb

. Lo S 1...e

into a painter too, but only managed to persuade him

to attend a life-drawing class (where Webb actually

measured the model, to Burne-Jones's lasting amuse-

Lr i b

ment).84 However, Webb was no less fervent than were

i M } r i
114

the painters for the cause of art which, as he was to

tell Hale White in 1899, was the 'backbone' of his

'y
+

life.85 In 1866 Webb wrote as follows to Rossettl-

I am qulte sure Gabr1e1 that you Wlll agree w1th me

»
ok
L]

!

'« o o that anyone who ‘wishes to follow art with-

advantage to the world and with hope of competing
with art gone before, must be very  severe-in the
liability of disturbance from collateral causes,
such as payment, ~ popularity--position &c--none of
these are of necessity gginous to art, but they do
often ruin the workman. | -

Webb was to pursue his branch- of art with fervour and
without swerving from these principles for the 'whole of

hiS working “life. i € - ’ ” L TR Py

25



PART 1l: WEBB'S LIFE

CHAPTER 2: THE YEARS IN PRACTICE

Setting Up ‘in Practice
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