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I. INTRODUCTION 
I.1. Aim 

Between the Netherlands and her former colonized countries lays a long 

history that goes back more than four hundreds years. It really started when 

the Dutch East India Trading Company (Vereenigde Oost-Indische 

Compagnie) or the VOC first landed, that not only affected those countries 

economic but also their daily life in some degrees. 

After years of colonization, it is obvious that Dutch heritage had been a part of 

the colonized countries such as in architecture design, but the architecture 

differed from the buildings in the Netherlands. This was caused by climate 

differences, the use of local materials and craftsmanship and different type of 

use of concrete and steel.   

 

Since the beginning of the 19th century there was a growing interest in the 

Eastern art in the Netherlands, especially from the previous Nederlands-Indië 

(present day Indonesia).  Various numbers of articles and books about the 

Hindu and Buddhist arts of Java and Bali were widely published during that 

time.  This leads to a question, which is the main subject of this study is there 

was a reflection of this interest in Dutch architecture particularly between 1910 

and 1940.  So far, only the works of K.P.C. de Bazel and the Amsterdam 

School architects were mentioned in literature to have been influenced by the 

Indonesian art. Therefore, it is the purpose of this study to verify previous 

discoveries by other scholars and even to provide more convincing examples 

of such influence in Dutch architecture in this paper. 

  

Old and rich Indonesian culture was first introduced to a broader public of the 

world by the Dutch during their contribution to the World Fair Exhibition in 

Paris 1900, where local artworks and fragments of Hindu statues and 

architecture were displayed in the Dutch section.  The interest for this art was 

also reflected in several publications in the Wendingen, a monthly magazine 

of the Architecture en Amicitia organization that was published between 1918-

1932.  Articles about Eastern Art in general and Indonesian art in particular 

were published in several issues.  Later in 1931, H.P. Berlage published his 
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book Mijn Indische Reis (My Journey to India), which was a journal with 36 

sketches he made during his travel to Indonesia. Berlage expressed his wish 

to study Hindu-Javanese monuments as a part of the history of architecture.1 

However, he did not restrict his illustrations and comments only to that (see 

Candi Prambanan, picture 1), but he also included drawings of Indonesian 

contemporary buildings such as Kelenteng (Chinese temple; picture 2) and 

Indonesian traditional houses (picture 3, 4). 

 

 
1. Candi Prambanan; H.P. Berlage 

 

 
2.  Chinese temple in Jakarta; H.P. Berlage 

  

                                         
1 Berlage, H.P., p.11 [1931]. 
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 3.  Minangkabau house; H.P. 

Berlage 

 
4.  Javanese house in Semarang; H.P. Berlage 

 

The most outspoken example that instigate this research was an article 

written in 1988 by Hanneke Olyslager, “Indische invloed op het werk van 

Michel de Klerk”.2  This article was probably the only well known article that 

explicitly deals with the influence of Indonesian arts on a certain architect.    In 

chapter IV.4. several works of architect Michel de Klerk will be reviewed and 

including some of Olyslager’s point of view will be discussed.  

 

I.2. Historical Background 

I.2.1. The Dutch East India Trading Company 
The Dutch East India Trading Company (Vereenigde Oostindische 

Compagnie or VOC) was founded on 20 March 1602. The logo of the VOC 

consisted of a large capital 'V' with an O on the left and a C on the right 

leg .  This symbol was probably the first commercial logo in the world.3 

 

VOC’s role, in contrast to the overseas activities of other European countries, 

which were more oriented towards the countries’ rulers, was not only to trade, 

but was also to act on behalf of the Dutch government4. VOC first fleet in 1603 

was heavily equipped with weapons. It was the main task of the commandant 

to bring maximum damages to rival’s fleet, especially to the Portuguese, 

besides carrying on trade. The first assault was a success and VOC took over 

                                         
2 Olyslager, H. 
3 Groll,T. P.7 [1993] 
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Portuguese position in Ambon.  This was VOC’s first step to worldwide 

monopoly for cloves. 

 

After defeating the Portuguese, VOC wanted to hold the central position in 

Asia. Therefore, in 1609 it was determined to put the central leadership to a 

governor-general who had sovereign rights, such as the appointment of 

governors or concluding treaties.  However, being governor-general did not 

mean being a one-man-ruler but a primus inter pares (first among equals). 

The governor-general was assisted by the Council of India (Raad van Indië), 

as a result important decision cannot be ruled without being discussed with 

the Council first. 

 

In the course of time, VOC was expanding its territory around Batavia and 

Ambon. By 1650, the Dutch Republic was at the pinnacle of her glory5, 

prosperous settlements such as Cape Town (South Africa), Coromandel (East 

of India), Malacca (Malaysia) , Formosa (Taiwan), Bengal (North-East of 

India), Persia, Japan and China.6 Almost all the Portuguese settlements in 

Asia had been taken over and a substantial network was built around Batavia, 

which was conquered by Governor-general Jan Pietersz Coen in 1619, as the 

central point and stack market in Asia. 

 

It is interesting to note the situations in Japan and China, were unlike other 

South East Asian countries where VOC could practically do anything. The 

trading conditions in China and Japan were determined by the imperial 

administrations. In Japan, VOC got an exclusive position. Since the Japanese 

authority was very afraid of foreign influences especially Christianity, the 

Japanese chief of command, the Shogun, ruled between 1192-1867 that no 

Japanese was to allowed to trade outside Japan. The Portuguese with its 

missionary activities were no longer allowed to trade in Japan.  The VOC, 

which was not considered as a threat, was the only European organization 

that was allowed to stay at the fringes of Japan and continue trading. This 

                                         
5 Groll, T. ,p. 74 [2002] 
6 http://voc-kenniscentrum.nl/gewesten.html, February 2007. 



 5 

meant that VOC had the exclusive access to acquire Japanese silks, gold, 

silver and porcelain.  The VOC office was on an artificial island called 

Desjima.  Besides trading, Desjima was also the perfect place for cultural 

exchanges. The island was for a very long time the only source of information 

about Western cultures for the Japanese and vice versa. In the second half of 

the 18th century, a few Japanese that mastered the Dutch language translated 

Dutch works in anatomy, geography and astronomy.  The VOC maintained 

her unique position in Japan until the 19th century.7 

 

Compared to other European fleet such as Portuguese, British and French, 

VOC had a different approach in trading. What VOC did was building an intra-

Asian trading network, where VOC actively took part in trading within Asian 

countries. For example: Japanese silver being sold in India to buy Indian 

textile afterwards. The textile was used later to purchase pepper and other 

spices from the South-East Asian. 

  

Despite VOC impressive trading plan, it hardly if ever succeeded to make 

profit.  VOC failed to finance the merchandise for the European market.  A 

substantial part of the merchandise was being paid using a large quantity of 

gold and other precious metals that was sent every year by the Republic to 

Asia.  Finally, by the end of the 18th century the exclusive right of the VOC, 

which also had immense debts, had been stopped.  The territories ran by the 

VOC went directly under supervision of the Republic.  This marked the end of 

the VOC and Indonesia became the state owned colony of Dutch East India.8 

 

I.2.2. Important Commercial Products 

Gold and Silver9 

Gold and silver products consisted mostly of jewellery and coins that were 

used by the VOC as payment and exchange means. Since there was an 

imbalance in supply and demand between the Asian and European markets, 

                                         
7 http://voc-kenniscentrum.nl/gewest-japan.html, February 2007. 
8 http://www.voc-kenniscentrum.nl/vocbegin.html, February 2007. 
9 http://www.voc-kenniscentrum.nl/prod-goud.html, February 2007. 
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the availability of gold and silver was very important.  Europe had always 

been interested in Asian products but the feeling was not mutual everywhere.  

For this reason, the Europeans had to adjust the value differences with their 

gold and precious metals.  

 

VOC tried to limit the export of gold and silver to Asia by actively getting 

involved in the trade in Asia. The profit gained was meant to finance the 

import of Asian products to Europe.  Since gold and silver were produced in 

Asia too, Japan was important for VOC.  When Japanese government 

stopped the export of silver in 1668, VOC decided to export gold instead, 

especially the gold koban (Japanese old coin from the Edo period). The 

revenue of the koban was fairly big. In the beginning of the 18th century, the 

revenue reached about 0.6 million gulden. However, hardly any influences in 

iconography of the coins can be found in the East and none in the 

Netherlands. 

 

Porcelain10 

The porcelain was first produced in China; In Japan it was not until the 16th 

century that the first production is dated. The forms varied from cups and 

saucers to vases, plates etc. 

The Portuguese had transported porcelain since the 16th century and this was 

followed by the VOC in the 17th century. Porcelains transported by the VOC 

were mostly Chinese porcelains that were brought by Chinese merchants to 

Batavia and Japanese ones that were directly transported from Japan. This 

porcelain was ordered specifically for the European market and was even 

called “chinoise de commande”.  The quality of the Chinese porcelain 

however was very different from the European version and because of the 

(Chinese porcelain) fame the word ‘china’ became synonym to porcelain. 

Later, the porcelain main appeal was the decorative paintings. Although 

earlier experiments were made, it was not until the 18th century that visible 

Eastern influence in porcelain decoration and interior design was evident.  

 
                                         
10  http://www.voc-kenniscentrum.nl/prod-porselein.html, February 2007. 
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Decorative textiles 11 

These kinds of textiles were mainly produced in India since the 16th century.  

The fabric was not produced just as a simple bleached cloth of one colour or 

manufactured with striped and checked patterns, but it had exceptional fine 

design of flowers, leaves, birds and any other animals.  This kind of fabric was 

then often named the “painted cloth”. 

During the 18th century in Mid Java an alternative of this exquisite Indian 

fabric was taken into production. It was called batik.  The batik also followed 

the Indian method of painting by using wax to cover some parts of the cloth 

before colouring the cloth.  These kinds of textiles were very popular among 

the elites in several parts of South and South-east Asian.  The most popular 

ones were made of cotton and silk. The price varied depending on the quality, 

size and the area of production.  By the end of the 17th century the market for 

these decorative textiles in Asia was falling due to inexpensive European 

(mostly from the Netherlands and Britain) and Indian textiles but the export for 

these expensive textiles to Europe was on the other hand increasing. Dress or 

skirts made of silk with flower patterns or coat of pure silk had become a 

fashion trend in the Republic and later on in the rest of Europe.  

 

I.3. Colonial Architecture in Asia  
Asian cultures are rich and old.  One of the oldest building complex found in 

Java, Candi Sewu or ‘Thousand Temples’, probably dates back to the 8th 

century.  However, the first monumental European specimens in Asian culture 

had started to show in the 16th century although they were mainly 

fortifications.  Since the arrival of VOC, Dutch heritage in Asian countries had 

contributed some characteristics that then blended with the local Asian 

cultures and characteristics.   Therefore, Ceylon (present day Sri Lanka) - 

Dutch is very different from Indonesian - Dutch as well as contemporary 

architecture in the Netherlands.  The differences were particularly in the 

aspects of town planning, facades, doors, windows and shapes in general 

caused by a pragmatic approach and the increasing use of local knowledge 

and craftsmanship. 
                                         
11 http://www.voc-kenniscentrum.nl/prod-kledendecor.html, February 2007. 
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Formal and direct connection between the Netherlands and Asian countries 

such as Ceylon, Malaysia and India came into being in the 17th to 18th 

centuries, when Batavia was founded in 1619 as a central base.  The link with 

Indonesia remained until the period after World War II when the battle for 

independence started. 

 

 
5.  Governor Office of East Java in Surabaya;  

Architect W. Lemei, 1931 

 
6.  Wolvendaal Church and Gale in Colombo;  

Sri Lanka from the 18th century 
  

 

II.THE GROWING INTEREST IN THE EASTERN ART 

Although the first aim of the overseas exploration and colonization was 

commercial, later there was a great interest in learning from the rich cultures 

of many different countries.   The interest laid mostly in the Hindu and 

Buddhist antiquities of the former colonies and the high quality products such 

as China (porcelain) and textiles that were already mentioned before. 

 

The first real influence from the East that was attached to the mainstream of 

European art and even landscape started as the so-called chinoiserie.  Early 

hints of Chinoiserie appeared in the 17th century and it was perhaps the first 

major Eastern influence in European art.  Chinoiserie was a decorative work 

produced under the influence of Chinese art, applied specifically to the more 

elaborate and extravagant appearances. As it was mentioned above, the 

motives of Eastern art reached Europe in the porcelains brought by the VOC 

during the 17th and 18th century. The East India company imported Chinese 
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and (exclusively) Japanese porcelains. The Dutch ceramics promplty 

demonstrated the influence of Chinese blue-and-white Ming decoration 

porcelains made in Delft and other Dutch towns, this type of porcelains was 

later known as the Delft Blue.  

 

In the middle of the 18th century the enthusiasm for Chinese objects affected 

nearly every decorative art applied to interiors, furniture, tapestries, and 

bibelots and supplied artisans with intricately motifs of scenery, human 

figures, pagodas, intricate lattices, and exotic birds and flowers. From the 18th 

century onwards every palace had to have a Chinese room or pavilion and 

every garden had to have at least a pagoda (picture 7, 8) 

 

 
7. The English Garden in Munich, Germany; 

Architect: Benjamin Thompson, 1789 

 
8. The Chinese House in Sanssouci Summer 

Palace (Postdam, Germany);            

Architect: Johnn Gottfried Büring, 1755-1764 

 

In France the Louis XV style gave special opportunities to chinoiserie, as it 

blended well with the established Rococo style12 

  

The interest for the Eastern art was even more intense during the 19th and 

20th century. Governor of the North Eastern part of Java, N. Engelhard (1801-

8) considered himself to be the first who was interested in this subject.  He 
                                         
12 Rococo style appeared in France in the early 18th century as the continual of Baroque style.  The word Rococo  
was a combination of the France word rocaille, or shell and Italian barocco, or Baroque style. Rococo style was 
considered playful and merely fashion by some critics because of the shell-like curves and  its focus  on  
decorations.  http://www.all-art.org/history252_contents_Baroque_Rococo.html, April 2007. 
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visited Candi (Temple) Prambanan13 (picture 9) in 1802 and had drawings 

made by H.C. Cornelius.  During the British interim government, Governor Sir 

Thomas Raffles (1811-6) was also fascinated with this phenomenon and 

encouraged research and maintenance, especially of Candi Borobudur 

(picture 10) that was rediscovered in 1814 after years of neglection.  

 

 
9. Candi Prambanan, Central 

Java (Indonesia), AD 850 

 
10. Candi Borobudur, Central Java (Indonesia), AD 800 

 

Candi Borobudur14 was finally gone into serious restoration in 1907.  This 

large-scale project was commissioned to T. van Erp and finalized in 1912.  

The temple was overgrown for centuries.  Elements had fallen apart and the 

surrounding neighbourhoods had reused stones.  With his modern view, Van 

Erp tried to locate every single piece to its original location without making any 

copies or imitations.  Besides making technical photos and drawings 

personally, Van Erp also tried to analyze the historical and symbolical 

meanings of Borobudur and its sculpted decorations.  Other smaller 

                                         
13 Candi Prambanan is the biggest Hindu-Javanist temple monument in Indonesia. It was built in the 9th century by 
Javanese-Hindu dynasty Sanjaya, Prambanan consists of eight main temples which were supposed to be surrounded 
by some 200 smaller temples. However, due to volcano eruptions that occurred on and off over the last 
millennium, the smaller temples collapsed and were destroyed. The main temples had been through several 
restorations but the smaller ones are yet to be reconstructed. http://www.borobudur.tv/prambanan_01.htm, 
April 2007. 
14 Candi Borobudur is a grand monument dedicated to Buddha dated back around AD 800. The monument is 
consisted of six square platforms topped by three circular platforms and is decorated with 2,672 relief panels and 
504 Buddha statues. The main dome is located at the center of the top platform. It is surrounded by 
seventy-two perforated stupas, each containing one sitting Buddha statue. 
http://www.borobudur.tv/prambanan_01.htm, April 2007. 
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restoration and preservation activities afterwards followed the guidelines 

formulated and implemented during the Borobudur restoration.  

 

Although the first World Exhibition in London 185115 already showed a variety 

of colonial products, it was not until the 1900 World Exhibition in Paris where 

the Netherlands dedicated a special section to the Netherlands Indies, where 

people could admire, not only, the native arts and cultures, but also actually 

viewing some pieces of Java-Hindu Architecture and sculptures. 

 

 
11. Indische Zaal, 1905,  
Royal Palace Noordeinde, ‘s Gravenhage 

 

Another example was the Indische Zaal (picture 11) in the Royal Palace at 

Noordeinde (the Hague), which was a wedding present for Queen Wilhelmina 

and Prince Hendrik in 1901. The room was designed by ir. L.J.C. van Esch 

with the help of forty Javanese craftsmen16. The walls and ceiling were crafted 

using jati wood and fully decorated with sculptures in the style of the Hindu-

Java period including kala heads (above the windows and doors) in the form 

of banaspati.    

                                         
15 The London World Exhibition in 1851 was the first World Exhibition. It was located in the Crystal 
Palace by architect Joseph Paxton. The participants came from 25 countries and 15 British colonies. 
Great Britain and her colonies occupied about half of the available spaces for her exhibitors (6.900 
out of 14.000 available spaces). http://www.expo2000.de, February 2007. 
16  http://www.koninklijkhuis.nl, February 2007. 
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The interest in this art kept growing well into the 20th century. Graphic 

production, furniture and even architecture around 1900 had already showed 

some Javanese influences.  

Fanelli wrote:  

“Series of triangles and other simple geometric figures, motives based 

on the spiral and its derivatives, unfolding curvilinear and linear 

interlacements are all Indonesian decorative elements which interest 

Dutch artist of this period. In particular, much interest is aroused for the 

Javanese art of batik: a fusion in design of two-dimensional means with 

the irregular, flame like, curvilinear movement of abstract motives with 

the fill form compositions of organic motives, such as insect antennae, 

bird wings. These solutions share and give stimulus to the traditional 

Dutch interest in two-dimensional art, geometric and at the same time 

freely fantastic.” 17 

 

According to Fanelli18, the study of Javanese decoration can be traced not 

only through graphic arts, furniture design or applied arts, but also in the 

various early 20th century handbooks on decorations such as Driehoeken bij 

ontwerpen van Ornament (J.H. en J.M. de Groot,1896; picture 12), 

Methodisch ontwerpen van ornament (W. Bogtman, 1913; picture 13) and 

Beschouwingen over Bouwkunst en hare Ontwikkeling (H.P. Berlage, 1911; 

picture 14). 

 

In my opinion Fanelli’s argument on this subject is not really convincing, 

although there is slight resemblance between the illustrations and batik 

patterns. First of all, De Groot was more interested in the laws of dynamics 

and the use of mechanical means for developing curves and line akin to 

Gottfried Semper, which he often quoted.19  While Bogtman showed some 

triangulate and quadrangles arrangements for creating various orderly forms 

                                         
17 Fanelli, p.331. 
18 Fanelli, p. 32. 
19  Frank, p. 29. 
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rather than recreating batik patterns, illustrations on Berlage’s book (picture 

14) that was designed by Berlage himself20 seem to function merely as page 

decorations of the book21.       

 

 
13.  Pages from W. Bogtman, Methodisch 

       ontwerpen van ornament. 

 
12.  Illustration from de Groot, 

Driehoeken bij ontwerpen van 

Ornament. 

 
14.  Illustrations from H.P. Berlage,   

Beschouwingen over Bouwkunst en hare 

Ontwikkeling, p. 67, 84. 
 

 

III.  INTERNATIONAL COLONIAL EXHIBITION 
Since 1867 until the 20th century, ‘exotic’ architecture from either independent 

countries or colonial ones was incorporated in World’s Fair also known as 

International Exposition22. It is a large exposition featuring exhibits of arts and 

crafts, scientific discoveries, products of industry and agriculture and often 

featured outstanding architecture design, provided by the participating 

countries from around the world.   

 

                                         
20 Berlage, p. 67; p.84. 
21 This book is actually a compilation of various lectures given by Berlage and not published by 
    Berlage himself.  
22 Van Thoor, p. 20. 
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On the Dutch colonial section of the World’s Fair 1889 in Paris, a Javanese 

kampung or village was set up (picture 15). The kampung was built by the 60 

Javanese residents itself.  During the exposition, they produced and sold art 

works and crafts made according to the traditional methods, such as batik ikat 

making and weaving.23 

 

 
15. Javanese kampung at the World’s Fair; Paris 1889. 

 

 
16. Javanese Temple at Dutch Colonial 

Section; Paris 1900. 

 
17. Candi Sari, North-West of Yogjakarta,  

9th century 

 

In 1878 a new phenomena the ‘Rue des Nations’ was introduced.  The idea 

came from G. Berger to build a central street where the participant countries 

built their own national and characteristic styles. The Dutch entry in 1900 for 

the Colonial section was represented by the Dutch-India or Indonesia.  The 

submission was built in an independent complex consisted of three pavilions.  

The central pavilion (picture 16) was a copy of the Buddhist temple Candi Sari 

                                         
23 Montyn, p. 10-13. 
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in Java (picture 17) that surrounded by two identical replicas of Sumatran 

traditional houses. These pavilions were also used as an exposition area for 

colonial products. 

 

In 1931 an International Colonial Exhibition took place again in Paris. The 

exhibition displayed what some countries had accomplished in their colonies 

worldwide. It meant that the focus was not only aimed on what the ‘mother’ 

countries had contributed for their colonies, but did also pay attention to the 

native cultural and religious traditions of the colonies.   

 

The concept for the Dutch pavilion was not to build a copy of a temple such as 

Borobudur, but to build a building with motifs and ornamental forms that 

should reflect Indonesian native arts and architecture.  The building itself 

should perform as an exhibition building, for that reason the option to make a 

copy of Borobudur with its multi-platforms to hold an exhibition would be 

impractical because this architecture has no real interior.24 

 

 
18. The Dutch Pavilion; International Colonial 

Exhibition Paris 1931, 

Architect: W.J.G.Zweedijk, 

   
19. The Dutch Pavilion,  

perspective drawing 

 

 The design from architect W.J.G. Zweedijk was chosen because it 

represented the mixture of Indonesian native arts and buildings.  The towers 

took the shapes of Balinese towers while the roofs showed example from 

Sumatra. The entrance ports were the imitation of Balinese temple ports while 

                                         
24 Zeijlstra, p.33. 
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statues were put next to the entrance. The overall walls and galleries were 

heavily decorated with ornaments and reliefs (picture 18, 19). 

 

Besides Indonesia, other colonies such as Suriname and Curacao were also 

part of the exhibition. However, the centre of the exhibition was undeniable 

the art and culture from Indonesia. The main building was built in accordance 

to a mixture of some traditional Indonesian architecture.  Part of Candi 

Mendut was also built-in as a part of the main building, not to mention the 

amount of small but valuable Hindu-Javanese artworks and also musical 

instruments were being displayed in the pavilion. Placing Indonesia as the 

centre of the exhibition showed not just how great the Netherlands was to own 

such a rich country as a colony, but it also showed their interest in Indonesian 

arts and cultures.   

 

 

IV. THE EASTERN INFLUENCE ON DUTCH ARCHITECTURE 
DEVELOPMENT 

IV.1.The beginning of the Amsterdam School style 
Filled with socialist ideas or at least in believing the coming of a new more 

social and spiritual era, the Amsterdam School architectural style started to 

take shape in the beginning of the 20th century. The Scheepvaarthuis 

(Shipping Building) by architects J. van der Mey (1878-1949) in collaboration 

with Van Gendt Brothers architectural firm and with sculptor H.A. van der 

Eijnde (1896-1939) was very much admired by the German expressionists 

(picture 20,21).25. It was the building considered by several publications as to 

mark the beginning of the Amsterdam School style.26 Also because architects 

M. de Klerk (1884-1923) and P.L. Kramer (1881-1961) that were later seen as 

the main characters of the style designed large parts of the decorations. 

                                         
25 Fanelli 1978, p. 91-92. 
26 Casciato, p. 47. 
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20. Scheepvaarthuis, 1912-6 

 
21. Scheepvaarthuis, interior, 1912-6 

The so-called Amsterdam School was an informal group of architects and 

designers who were active around a magazine called Wendingen published 

between 1918 and 1931.27  Wendingen was later named the magazine of the 

Amsterdam School although the magazine itself shower far broader area of 

interests.  Critics and historians in favour of a more traditional or functional 

approach described the group as rather radical with respect to the forms of 

the buildings of buildings, but others admired them for their virtuous use of 

hand-formed brick, the plasticity of their forms, use of sculptural and organic 

ornaments and colour segregation of the various materials.  

 

Serious attempt to observe the Amsterdam School was not made until 1975.28 

The style was difficult to define because of the richness of the forms and 

individuality that the architects put into their works.  Nevertheless, we could 

still learn about the root of the Amsterdam School and how it came into being, 

by understanding the art movements in the world and the Netherlands at the 

turn of that century. 

 

Around 1900, the Architecture in Europe and the United States were 

changing: Art Nouveau in France and Belgium, Jugenstil, Wiener Sezession 

in Austria and Germany and in the Netherlands  Nieuwe Kunst29.  Meanwhile, 

in the United States Frank Lloyd Wright became well known for his “Prairie 

Style” and the “Liberty Style”. Wright earned his acclaim in Europe when 

                                         
27 de Wit, p. 29. 
28 de Wit, p. 10. 
29 Derwig, p. 12. 
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exhibitions of his work hastened the end of Art Nouveau. Dutch architects 

through the phase of De Stijl architecture, the Functionalist and the 

Expressionists, admired him.  The Wendingen made 7 volumes of cover 

stories about the lifeworks of Frank Lloyd Wright (published in October 1925 

until April 1926)   

 

Starting off with the Nieuwe Kunst, Dutch architecture style developed into 

two mainstreams of styles: The Amsterdam School and De Stijl. De Stijl or 

‘the style’ was a group of artists closely associated by the magazine called De 

Stijl, where they also got their name.  This group was often described as the 

opposite pole of the Amsterdam School.  Buildings by the Amsterdam School 

architects mostly showed plasticity in their forms and were decorated with 

sculptural ornaments and colour diversities due to the use of various building 

materials.  On the other hand, buildings by De Stijl architects were mostly 

plain rectangular masses of concrete or bricks; lack of colours (or only used 

primary colours) and decorations; different volumes of building blocks to 

emphasize the building as a whole.30 

 

Influence from abroad such as from Scandinavia could be seen after De 

Klerk's sketches during his travel there. Twelve travel sketches were made in 

Denmark in August 1910 and other sketches were made in January and 

February 1911 in Stockholm.31  Exoticism was always considered as a 

distinguishing character in the architecture of the Amsterdam School.32 

 

During the beginning phase of this study, I expected that architects Blaauw, 

as one of the Amsterdam School architects, was also inspired by Eastern art 

in his works.  Unfortunately later in the process it became clearer that his 

works were more affected by Scandinavian elements (i.e. dragon heads 

elements, the use of woods and stone as building materials). That was the 

reason why the works of Blaauw in this study. 

                                         
30 de Wit, p. 29, 32. 
31 Wendingen vol.6 no.2 (1924). 
32 Fanelli, p. 331. 
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21. Villa Bosch and Beek, 1917-8; 

Architect: C.J. Blaauw 

 
22. Hogeschool Wageningen, 1921; 

Architect: C.J. Blaauw 

 
IV.2. The Wendingen and the Eastern Art 
First of all it is important to define what Eastern art means.  It seems unfair to 

restrict the definition of Eastern art only to the Asian art, because the meaning 

of Eastern art is considered extensive and vague, therefore cannot be limited 

into one category. 

 

To understand this matter better, we can focus on several issues from the 

Wendingen, the main platform of the Amsterdam School style, that were 

intended to write about the Eastern Art. C.A. Mees published the magazine 

more or less monthly from 1918 to 1931 in Santport.  Wendingen included 

articles in Dutch, German, French and English. Most of its pages were 

devoted to illustrations.  Topics covered in this journal vary from modern 

western paintings to ancient Oriental painting, sculpture and architecture to 

artists’ spiritual and social ideas.33 

 

In January 1919 Wendingen first published the ‘Eastern Art’ issue. This 

edition was mainly about the Tibetan temple paintings that showed the 

Tibetan Pantheon of 100 Buddha’s.  Some of the most important and 

dominant Buddha figures were mentioned here, including the meaning of its 

facial and hand gestures, the attributes and even their sitting position. 

 

                                         
33 Frank, p. 3. 
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The dance edition, which published on March 1919, covered mostly the 

Javanese and Balinese dance. That included the wayang.  The oldest form of 

wayang known was wayang kulit or shadow puppet. Wayang kulit was 

performed using a light source and a white projector that caught the shadow 

of refined cut and richly decorated flat leather.  For the Javanese, wayang did 

not only mean as an expression of art but also a religious act. The wayang 

had already existed before Hinduism came in Java. As early as the year 11 

when king Airlangga ruled Java, wayang was already a famous theatre.  

However, up until now the most popular wayang is wayang purwo, which retell 

a classic myth from India about Ramayana and Mahabarata.  

Another sort of wayang is the marionette, where dolls are used to personify 

the characters. The marionette theatre is also known as wayang golek.  There 

is another sort of wayang when the dancers are wearing masks. This is called 

wayang topeng.  The last sort wayang is wayang orang, which literally means 

‘wayang person’.  This wayang orang was introduced by Mankunegoro I. The 

different between wayang orang and wayang topeng is the stiffness in 

composition, where the dancer acts as if trying to imitate the stiffness of 

shadow puppet or wayang kulit. 

The article was followed by article about the Balinese Dance and Russian 

Dance. Hence Eastern folklore was considered interesting for architects no 

matter if its origin from the Far East or Eastern Europe.  

 

A year later for the June/July edition, Wendingen published the ‘Mask’ edition 

covering masks mostly from Asian countries such as Japan, Indonesia (Java 

and Bali), China, Tibet and Sri Lanka.  However, several non-Asian countries 

such as Ireland, Hawaii, Africa and Mexico were also mentioned briefly. 

 

In September 1921, Wendingen published the ‘Art of the Far East’ with the 

cover designed by De Klerk in Chinese characters, which means ‘Beautiful 

China’.  As what the title said, this September issue concentrated in Chinese 

arts, especially from the Petrucci’s collection in Amsterdam.  
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The marionettes edition of July/August 1921 showed examples of marionettes 

dolls from Japan, China, Java and North Africa.  Javanese marionettes 

mentioned here were the shadow puppets theatres.  

 

 
23. The Cover of January 

1919 Wendingen;  

Design: K.P.C. de Bazel 

 

   
24.The Cover of September 

1921 Wendingen; Design: 

M. de Klerk 

 

   
25.  The Cover of October 

1928 Wendingen; Design: J. 

Ten Klooster 

 

Observing the diversity of the subjects being labelled ‘Eastern Art’ can only 

bring us to the conclusion how rich and diverse the Eastern Art is.  At least, 

the following different categories could be considered ‘Eastern Art’ 

1. Art from the Byzantine period, which can be separated according to the 

geographic area and the time frame. Geographically it covers the area of 

former Byzantine Empire: North Italy to Constantinople. According to the 

time frame, there is the Orthodox icons art that have been carried out until 

now as a continuous practise from the Byzantine period (see: Greece, 

Russia) 

2. ‘Indisch’ art; partly from the former colonized countries of VOC such as Sri 

Lanka and India when the majority religious beliefs were Hinduism and 

Buddhism.  These religious beliefs reflected in their artworks. When India 

was under the Moghul (Muslim) dynasty34, the Taj Mahal (considered as 

the finest example of the Moghul architecture) was fusion between Hindu 

traditions and Moghul architecture. 
3. ‘Indisch’ art of Indonesian, particularly Hindu-Javanese and Balinese art 

(candi), but also Indonesian traditional houses (joglo, rumah gadang) 

4. Chinese and/or Japanese arts. 
                                         
34 Moghul was a Muslim dynasty from Turkish origin with a strong Persian influence that ruled India during the 16th 
and 17th century. 
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Also there is hardly any difference made between folklore or folk art around 

the world: 

1. Art that is “strange” and “harsh” but also honest and “primitive” that uses 

simple geometric patterns or vernacular art, i.e. African masks, batik 

motifs, Germanic Nordic art. 
2. Scandinavian art; it was sometime recognized as Indian art because it was 

believed they shared the Aryan background and because both have 

several similar ornaments or geometrical patterns such as dragon that was 

often hard to define whether it belongs to Hindu or Scandinavian. Because 

of this misconception, we decide not to include this category as a part of 

this study.  

 

IV.3.  K.P.C. de Bazel (1869-1923) 
Eastern influences were already important in the Nieuwe Kunst like in 

Jugenstil and Art Nouveau. A fine example is the work of K.P.C. de Bazel. He 

was well known as an architect and his works had shown influences of the 

Eastern art, mostly of Indisch Indonesian art (3rd category). He began his 

career as a carpenter’s apprentice and spent his evening training to be an 

architect.  In 1889 he worked as a draughtsman at the office of P.J.H. 

Cuypers where he also met J.M.Lauweriks and later started an office together 

in 1895.  Back in 1893, de Bazel and Lauweriks went to London and visited 

the British Museum.  They were amazed by the Egyptian and Assyrian arts 

and made sketches there.   Bazel and Lauweriks published their London 

studies of Egyptian and Assyrian arts regularly since 1894 in De Architect that 

was published by Architecture et Amicitia and so could be considered the 

forerunner of Wendingen. A year later after the visit to the British Museum, 

they joined the Theosophical Society, which became more and more under 

the spell of Eastern Spirituality.   

 

De Bazel’s style was initially Neo-Gothic but he soon became fascinated by 

the Egyptian and Assyrian art. Later certain ornaments developed into his 

adaptation of Indonesian batik patterns and the dynamic forms of Art 
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Nouveau, that later lead him to work entirely free from the Neo-Gothic 

elements.  His affiliation to the spiritual world of theosophical ideas had 

helped him created his own style.35 During that period, De Bazel often used 

and adopted geometric mathematical systems in designing the ornaments 

and even the main buildings.  There was, however, no direct evidence De 

Bazel was the originator of this method. Among other candidates are 

architects such as Berlage, De Groot and Lauweriks. They often used similar 

method and even published more about it. 

 

One of his masterpiece was perhaps the Nederlandsche Handel Maatschappij 

in Amsterdam, but worth mentioning was also his furniture design because De 

Bazel often designed the interior decoration of his building himself.36 De Bazel 

adopted mathematical systems in his furniture design because he believed 

there was a hidden geometrical law in nature37, leading to harmonic and 

proportion geometric decorations.  This adaptation came from his fascination 

to the Theosophical ideas and ancient arts (Egyptian, Assyrian and even 

Eastern).   

 

 
 26. Detail of Bamboo Case from East-Timor 

 
                                         
35 Reinink, p. 191. 
36 Reinink, p. 140. 
37 Brentjes; p. 37 
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A lot of scholars have been trying to comprehend the inspiration behind the 

organic forms developed by de Bazel; one inspiration however could have 

come from his friend, J.A. Loebèr jr. (1869-1957)38.  Loebèr was a bookbinder 

who was fascinated by Indonesian ornaments when his uncle brought five 

bamboo cases from East-Timor (picture 26). Loebèr later published them in 

Bamboe-ornament in Nieuwe-Guinea (1919-1920).    

 

That Bazel in the late 19th century was involved in the eastern arts, as 

confirmed by the fifth edition of Bouw- en sierkunst (Bazel and Lauweriks 

were the editors) in September 1898 where the Buddha statues from Bening 

(Kalasan) illustrated the main story (picture 27,28). 

 

 
27. Cover of the Bouw- en Sierkunst 

 
28. Buddha statues from Candi Kalasan, Bouw-en 

Sierkunst; September 1898. 

 

Up until 1908 Bazel’s furniture works had shown more influences from the 

Eastern arts.  In that same year, Bazel designed a bookcase for Johanna 

Jonas using a border of lotus’ leaves. (picture 29)  As seen on (picture 30), 

the Buddha statue was on a meditation gesture, which symbolized the 

Buddha’s enlightenment. The Buddha was shown in the lotus position with his 

right hand resting in his left hand, palms upwards and the thumbs touching 

lightly at the tips to from a triangle.  The lotus itself is one of Buddhism's most 

significant symbols. It is a symbol of enlightenment and mental purity .  

 

                                         
38 Brentjes; p. 37 
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Another example of eastern influences in Bazel’s work was the Royal Cradle 

for then Princess Juliana (picture 32). The first sketches were made in 1908.  

The cradle was designed to be monumental furniture and was visibly inspired 

by the classic canopy beds (picture 31). In the decorations, there were 

motives from the Indonesian and Chinese ornamental art as stated by 

Reinink39 

 

 

29.  Design of a bookcase for Johanna Jonas, 

ink and colour pencil, 1907 

 
 

30. Buddha statue with meditation 

gesture on Lotus base, Bouw- en 

Sierkunst, September 1898, plate 68. 

 

The cradle was made of tulipwood with cut and inserted gold plated metal 

works.  The cradle was fully decorated with symbols and ornaments that 

revert to eastern ornaments such as tie of spirals and plaits. The basket of the 

cradle was richly decorated with carvings. The top and bottom rails of the 

basket and the border of the curtain were decorated with spiral forms that 

resemble to kundalini (picture 34). Kundalini was an ancient Hindu teaching, 

which came from a Sanskrit word meaning “coiling like a snake” and was 

often pictured as a coiled serpent lying at the base of the spine (picture 31).  

  

                                         
39 Renink, p. 139. 
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Another example of eastern influences on the royal cradle could be seen in 

the silk bedspread (picture 35).  The embroidery of the sheet had a 

resemblance to a Kala head (picture 36). The Kala head was mostly found at 

the gate of a Candi, making the gate looked like an open mouth of a giant. So 

the life of the little future Queen of Netherlands was guarded by strong Hindi 

symbols.    

 

 
31. Canopy couch, ca.1792; The Cabinet-

Maker and Upholsterer’s Drawing Book, plate 

60. 

 
32. Cradle for Princess Juliana, 

1909. 

 

 
33. Detail of Princess Juliana’s cradle 

 

 
34. Kundalini  
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     35. Embroidered bedspread on silk, 1909 

 
     36. Kala Head at the gate of Candi   

           Kalasan 

 
IV.4. Michel de Klerk (1884-1923) 
Michel de Klerk was a renowned architect of the Amsterdam School style and 

his works had been mentioned in a great number of publications. De Klerk’s 

works plays an important part in this study, firstly because of the article by 

Hanneke Olyslager “Indische invloed op het werk van Michel de Klerk” that 

tries to prove the Indisch influences in his works and secondly because this 

study can also provide examples from de Klerk’s works that is undeniably 

Indisch, but not mentioned by Olyslager.40 

 

Michel de Klerk worked together with Piet Kramer en J.M. van de Mey in de 

period of 1898 until 1910 at the office of Eduard Cuypers. During 1900-1906, 

De Klerk took evening course at the Industrieschool van de Maatschappij voor 

de Werkende Stand. De Klerk began as Cuypers’ but soon was given drafting 

assignments and later pointed as a supervisor of Cuypers’ work-in-progress.  

Like his fellow apprentice Piet Kramer, De Klerk was taught landscape 

architecture and craft techniques such as leaded glasses and furniture 

making.41 Before de Klerk opened his own practice in 1913, he was employed 

                                         
40 Olysalger, p. 21-31. 
41 Frank, p. 31. 
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in the offices of total three different Amsterdam architects for the most part of 

his formative years. He had also travelled to London, Germany and 

Scandinavia. Some of his Scandinavian travel sketches were published by 

Wendingen in 1924 (vol 6, no 2). His career actually started with a series of 

design competition entries. 

 

Already at the beginning of his career, De Klerk showed interest in Eastern 

arts from time to time. Two people that perhaps have been influential to him 

were B.W. Wierink and Eduard Cuypers. B.W. Wierink was the school director 

of the Industrieschool that de Klerk attended. He always tried to stimulate his 

students to take more interest in historical architecture. Wierink seemed to 

have left a deep impression on De Klerk, since a letter dated from London in 

May 1906 stated that he missed the director during his visit to the British 

Museum.42 Influence from Eduard Cuypers was only logical since Cuypers’ 

atelier was renowned by its East Indian flavour in furnishing products43, 

besides that Cuypers’ owned an extensive library with collection of literature 

and magazines that he encouraged his employees to use. 

 

De Klerk architectural forms do show some gradual influences from the Hindu 

and Buddhist arts that mostly came from Javanese and Balinese forms and 

patterns.  In contrast with the geometric forms of the Egyptian art, the Hindu 

and Buddhist arts were characterized by its organic compositions, round 

forms and strong ‘growing’ and flowing movement of lines.44  

 

First example of this subject was the design for the third housing complex at 

the Spaarndammerplantsoen. Attention must be drawn to the Meeting Room 

building that is situated between two bigger building blocks (picture 37, 38).  

The ‘tower’ of the building showed a strong visual element of a plastic form; 

Influence from the Indonesian art was obvious.45  If we look closely at the front 

                                         
42 Frank, p. 32. 
43 Searing, p. 70. 
44 Olyslager, p.22. 
45 Fanelli,p. 99. 



 29 

façade of the Meeting Room, it shows some resemblance to 'Gunungan' 46 

(picture 39, 40).  ' Gunungan' is even named  'Kayonan' and has the overall 

shape of a mountain. It is the puppet that opens and closes the performance 

of the shadow puppet (Wayang Kulit in Indonesian) and remains in place 

throughout the performance.  The shadow puppet theatre in Indonesia was 

usually a place where all people of the village come together to gather and 

enjoy the performance. However, there is another simpler explanation, de 

Klerk could have simply been inspired by the form of Balinese Joglo (pick. 

45). A joglo is a traditional building that can function as a house or an 

administration building in Indonesia. The reason why de Klerk might have 

chosen this style was probably initiated by the popularity of Balinese art and 

culture in the Netherlands at that time. 

  
37. “Eigen Haard”, second block, the Meeting Room, cross-section, 1917-20. 

 

 
38. “Eigen Haard”, second block, the Meeting Room, cross-section, 1917-20. 
 
                                         
46 Gunung in Indonesian language means mountain because the shape is similar to a mountain, a symbol of the 
world and everything inside it. If the wayang performance is going to begin and the opening is chanted, gunungan 
will be moved to the right side. Gunungan is also used at the turn of each acts, or to represent the wind and  the 
storm in the forest. In the end of the story, again, the Gunungan is put in the middle of the screen to indicate that 
the show is over. http://www.petra.ac.id/eastjava/culture/gunung.htm, April 2007 
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39. Gunungan; front view 

 
                40. Gunungan; rear view 

 

After the building of the Scheepvaarthuis, De Klerk maintained to have 

contact with Hildo Krop and Toon Rädecker, both sculptures, which could 

perhaps also explain why de Klerk designs around 1914 were added with 

figurative-symbolic and sculptural elements and which makes it difficult to 

distinguish between direct and indirect influences.47  

 

Between March and December 1914, de Klerk designed a townhouse Bileken 

in Hilversum (picture 41), a small and compact villa with diagonal plan. The 

details of the interior, woodcut, ironwork and garden fence of this town house 

were a cross between the decoration of Scheepvaarthuis and the furniture for 

Polenaar that was made earlier in 1913 (picture 42).  The ‘onion’ or ‘pear’ 

shape of the garden fence had appeared earlier in the furniture design for 

Polenaar and was used again for the design of ‘t Woonhuys (picture 43). Like 

most architects at that time De Klerk was also known as an interior designer.  

Traces of influences on Eastern art could also be seen in his type of furniture 

design,48 especially in the form of ‘onion’, ‘pear’ or ‘lotus’ as it was appeared in 

the works of De Bazel.  

 

                                         
47 Van Burkom, p.14. 
48 van Burkom, p. 6. 
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41. One variation of the garden fence at townhouse Bileken, Hilversum 

 

 
42. Furniture for J.H. Polenaar, 1913 

 

 
43. ‘t Woonhuys 
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As already mentioned earlier, the article “Indische invloed op het werk van 

Michel de Klerk”49 was one of the inspirations that lead to this study of the 

Eastern art influences on Dutch Architecture.  Despite some interesting ideas 

and arguments that Olyslager had pointed out in her article especially that de 

Klerk’s works had been influenced by Indisch (both Indonesian and Indian) 

art, some examples that she used seemed to be far-fetched.  For example 

when she said that one decoration on the façade of the 2nd house block on 

Spaarndammerplantsoen was inspired by tree decoration of a Hindu-Java 

temple (picture 44).50 The elements to build his compositions are far more 

modified and personalised than the examples of De Bazel, who is almost 

quoting examples from Eastern Art. 

 
44. Second house block on  

Spaarndammerplantsoen (left); 

Relief from Candi Mendut,  

Java, 9thcentury (right);  

from “Indische invloed op  

het werk van Michel de  

Klerk” 

 
 
 

 
IV.5.  G.F. La Croix (1877-1923) 
The most cited ‘quotation’ of ‘Indisch’ form is the Rederij Naco Office building 

by architect G.F. La Croix.51 Its form a great ship with bended straw roofs and 

beautiful woodcraft resembled Indonesian traditional housing. It was the only 

building that is often showed in literature concerning the Indisch (Indonesian) 

influences in the Amsterdam School style.   

 

Guillaume Frédéric La Croix (1877-1923), who used to work for Eduard 

Cuypers architecture office, was also an Amsterdam School activist. At the 
                                         
49 Olyslager, H. 
50 Olyslager, H., p. 28. 
51 Wattjes, p. 48. 
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time people were admiring the exoticism of eastern architecture, especially 

Indonesian ancient and traditional architecture. So did La Croix. Inspired by 

that, he explicitly showed it in his design in 1919 when the architect had been 

given an assignment to build a landing/office for the shipping company of J.E. 

Koppe (picture 45,46,47).  The building functioned for both office and a 

landing stage, therefore La Croix designed it using a wood construction with 

high posts to make the construction light and efficient.  The form of 

‘Minangkabau House’ suited the design perfectly because of the nature of 

‘Minangkabau House’ that is set on wooden piles that can be constructed up 

to three metres off the ground.  

 

Although the building was often called 'The Minangkabau House' Rumah 

Gadang (picture 48), it has more resemblance to other Indonesian traditional 

house of Batak Toba (picture 49), which is also from Sumatra origin (North 

Sumatra).  The original Rumah Gadang of Minangkabau has dramatic curved 

roof structure with multi-tired, upswept gables unlike the Batak traditional 

house that has single curved roof.  The common mistake is explainable 

because the name “Minangkabau house” is more popular among people in 

the Netherlands.  A “Minangkabau house” was actually built to represent 

Indonesian traditional house at the World Fair in Paris 1900. 

 

Before and after this building, La Croix did not build anything similar that 

showed explicit influence from Indonesian architecture. 

The reason behind this is unknown as no quotations from reliable sources 

have been found. In general, La Croix did not work as an independent 

architect much. His early works did not show a great interest in Eastern Art, 

instead he admired mostly the work of Wiener Werkstätte, especially in the 

interior and decoration designs area.52 

 

                                         
52 Fanelli, p. 110. 
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47. Rederij Naco , 1919; Architect G. F. La Croix 

 
45. Drawing of the Naco building, coll. NAi, 1919 

 
46. Cross-section of the Naco building,  

coll. NAi, 1919 

   

 
48. Traditional Minangkabau's House,  

      Rumah Gadang 

 
49. Traditional Batak Toba House 
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Another important (earlier) work from La Croix was to be among other 

architects such as Staal, Margaret Kropholler, Blaauw and Kramer to work on 

a villa complex in Park Meerwijk.  La Croix’s contribution to his project was to 

build a double villa that took place in 1917-1918.53 This project was 

considered as the first serious recognition of the Amsterdam School style.54 

 

 
50. Double villa at Park Meerwijk, 1917-8; architect: 

G.F. La Croix 

 
51. Double villa, entrance; 1917-8; 

architect: G.F. La Croix 

 

  
52. The entrance of Park Meerwijk, 1917-8; 

 Architect J.F. Staal 
 

 

IV.6.  J. F. Staal (1879-1940) 
Jan Frederick Staal was considered the most interesting architect of the 

Amsterdam School after de Klerk and Kramer, but unfortunately he was not 

                                         
53 This project was published in Wendingen in 1918 (vol. 5) 
54 Fanelly, p. 109. 
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mentioned a lot and being quite underrated in the writing of the history of 

modern architecture historical writings.55  
      

After a certain period when Staal showed some American influences in his 

work, he was engaged with a research that closely related to the work of 

Berlage. His aim was to reach the ultimate balance between the rational and 

decorative elements.  However, after 1915 Staal uncovered more decorative 

preferences in his buildings.  One of his works during this period can be seen 

in Park Meerwijk in Bergen where he was responsible in designing the 

entrance port (picture 52) and a few villas in that park. 

   

Architect J.F. Staal has became a part of this study because of his 

contribution in May 1925 when the official Dutch pavilion at the Exposition des 

Arts dècoratifs et industriels (Exhibition of Decorative Arts) in Paris was 

officially opened. Staal was responsible for the architecture design of the 

pavilion. The pavilion was located on a site at the Cours de la Reinea and was 

divided into two parts.  The first part was a path leading to the pavilion, which 

formed some kind of bridge across two small ponds encircled by brick walls, 

while the second one was where the building is located. The pavilion was 

consisted of an exhibition hall, a cloakroom, office spaces and toilets that 

within reached from the main entrance.56 

 

On the whole, this building received negative feedbacks.  Theo van Doesburg 

wrote that:  

“ [..] Italy built a temple apparently for eternity [..]; Holland a farmhouse, 

which would be more at home in Wassenaar than in the heart of Paris 

close to the Place de la Concorde. A massive, ponderous, impractical 

and uneconomical product, incidentally, the exterior form of which by 

no means suggests the unpretentious ground plan. [..]”57 

 

                                         
55 Fanelli, p. 121. 
56 Maristella, p.104. 
57 Het Bouwbedrijft (1925),no.6 as quoted and translated in Maristella, p. 103-4. 
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J.P. Mieras on Bouwkundig Weekblad 1929, no. 19 remarked that the pavilion 

betrayed the spirit of modernism:  

“ [..] the Pavilion is not an exhibition space. It is no more than a small 

reception hall. [..]. It comprises new forms, but is traditional in 

arrangement, thus not modern.  [..]”58 

 

Despite the negative remarks, the motif of Indonesian art, which was popular 

with the Amsterdam School, was portrayed successfully in this construction. It 

is a combination of Indonesian traditional architecture and temple architecture 

elements or in another word Indisch. 

 
53. Dutch pavilion, rear façade, 1925; 

Architect: J.F. Staal 

 

 
54. Dutch pavilion, front façade, 1925; 

Architect: J.F. Staal 

 

 

                                         
58 Bouwkundig Weekblad (1925), n. 19 as quoted and translated in Maristella, p. 104-5. 
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55. Sketches of Joglo forms; The Traditional Architecture of Indonesia 

 
Both front and rear side’s roofs were likely being inspired by Indonesian 

traditional house as seen on picture 55. The front façade looked like a melting 

pot of both Lombok and Sumba roofs, whereas the rear façade was more the 

combination of Bali and Lombok roofs with Javanese Candi (picture 56, 57).  

  

 
56. Candi Penataran, East Java,  

12th century 

 
57. Candi Kidal, East Java, 

13th century 

 
Nonetheless, there was also the suggestion that this pavilion was inspired by 

Frank Lloyd Wright elements, considering the fact that Wendingen issued the 

works of the famous American architect in that same year 1925.59 

 

                                         
59 Maristella, p. 105. 
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IV.7. H.F. Mertens  
Herman Friedrich Mertens was born on 15 August 1885 in Java, Indonesia. 

His parents originated from Germany.  When he was 13, Mertens left to the 

Netherlands because his parents found that he would get better education 

there. In 1905, Mertens went to the Technische Hoogeschool in Delft to study 

architecture.  After graduation he went to Java to work for the Government as 

architect in 1916-1917. 60 

 

In 1917 Mertens moved to Utrecht and worked for the Nationale 

Bankvereeniging. The Nationale Bankvereeniging, later became the 

Rotterdamsche Bankvereeniging, was one of Meertens biggest clients. In 

1918 Mertens joined the Architectura en Amicitia. In 1922 Mertens opened his 

own office in Bilthoven and one of his famous building was the main office of 

Unilever in Rotterdam (present day Hogeschool van Rotterdam) was 

designed between 1929 and 1930.  In 1940 Mertens was asked to design the 

main office of Rotterdamse Bankvereeniging on Coolsingel, Rotterdam.  The 

building was the first important building that had been build after the city was 

bombed during the Second World War, but the most impressive design was 

the Rotterdamse Bankvereeniging on Kneuterdijk, ‘s-Gravenhage.   

  

Meertens first drawing for the façade showed a mixture use of nature stones 

and bricks where the roof was being divided into two equal parts with an 

intervening circular middle part. However it was the wish of the bank director 

to have the building entirely decorated in nature stone with one single roof. 

Out of the seven sketches produced by Meertens, it was the final one that 

was automatically chosen for the construction of the building (picture 5 

 

 
 
 
 

 
                                         
60 Faneli, p. 294-5. 



 40 

 
 

 

 

 

 

 

 

 

 

 

 

 
59. Entrance; drawing coll. NAi 

 

 
60. Entrance 

 
61. Detail on sculptures; façade; coll. NAi 

 
62. Detail on the completed sculptures   

 
58. Rotterdamse Bankvereneging, the Hague, façade, 1924-5; 

Architect: H.F. Mertens 
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63. Candi Sari, Kala Bening 

 
64. Window opening of Candi Siwa [Saber] 

 

 
65. Stair with curved handrails to the hall 

 
66. Stairway of Candi Brahma 

 
The sculptures on the façade showed some resemblance to the curvilinear 

pattern of most sculptures seen on (Indonesian) candi architecture (picture 

59-62) and Hildo Krop who was also responsible in designing many bridges 

and decorating the Scheepvaarthuis designed them. 

Although there was no exact explanation about the symbolic meaning and 

purpose of the sculptures on this building, the sculptures did not come out as 

something that stand alone but more as a part of the whole brick-constructed 

building.61 Also interesting to note was the handrails of the stair to the hall 

(picture 65). The rails had the same curvilinear pattern as the sculptures on 

the façade, which often appeared in candi architecture (picture 66) 

 

                                         
61 Robbers, J.G., p. 211 
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Mertens affiliation to Indonesian cultures in the past and the uses of 

Indonesian elements in his architecture as mention above, verify the Indisch 

influences in his architecture, which he must have known from his personal 

experience. 

 
 

IV.8. J.H. Antonisse 

After a well received presentation on the 1925 Exposition International des 

Arts Décoratifs et Industriels Modernes and the 1931 Exposition Coloniale 

Internationale, the Dutch delegates were once again invited to attend the 

World Exhibition in Paris 1937.62   

 

The Dutch Pavilion was located in Jardins du Trocadèro.  The lower main 

floor was dedicated to the art and technology of the Dutch East-India (picture 

67). J.H. van den Broek designed the pavilion using glass walls.  To 

compensate the glass walls in order to create a more ‘Indonesian’ ambience, 

a Dutch East-India architect J.H. Antonisse63 designed a freestanding 

Indonesian pendopo using Indonesian materials (picture 69). 

 

 
67. Plan of the Dutch Pavilion in World Exhibition 1937 

 

 

                                         
62 van Thoor, p.116-7 
63 Antonisse worked since 1915 in Indonesia and was also the editor of Indisch Bouwkundig Tijdschrijft.    
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68. Cross section across the hall 

 

 
69. North façade 

 
70. East façade 

 

 
71. West façade (main entrance) 
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72. Entrance of the Dutch Pavilion; 

 
73. Candi Kala Bening, Bali 

 

The pendopo is the main Malayan building type that is influenced colonial 

houses architecture building, but it also had some likeness to Candi Kala 

Bening in Bali (picture 73) because of its multi-layers roof, but the details of 

the acroterion64 did remind us of pagoda architecture (picture 74, 75). 
 

 
74.  Sam Po Kong Temple, Semarang, ± 1920 

 

  
75. The Great Mosque of Xi’an, 

China, 7th century  

 

Pagoda or Buddhist temple architecture was not a rare sight in Indonesia 

because there were already a large number of Chinese immigrants that came 

to Indonesia as early as from the 16th century  and despite their religious 

beliefs65 the main religious building type was the pagoda.  

                                         
64 An architectural ornament placed on a flat based called acroter or plinth and mounted at the top of the 
pediment of a building (in a Classical style) 
65 Religion in China has varied widely since the beginning of Chinese history. There are temples of many 
different religions including Taoism, Buddhism, Confucianism,and Chinese folk religion including ancestor 
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V. CONCLUSION  
The aim of this study is to answer one question:  

Has the growing interest in the Eastern Art in the Netherlands had any 

reflections in the Dutch architecture style particularly between 1910 and 

1940? 

 

To answer this question, it is important to understand the definition of Eastern 

art is hardly possible. The term Eastern usually refers to Asian countries in 

term of their location relative to Europe, however this term is also used to 

identify other countries in Near and Middle East such as countries in North 

Africa and Asia Minor.   At least, the term Eastern art can mean several 

different categories: 

a. Eastern European architecture and even Byzantine art such as 

Orthodox icons from the former area of the Byzantine Empire. 

b. Indisch art from the former colonized countries, including countries 

such as Sri Lanka and even India. This category includes ancient 

Buddhist and Hindu architecture and even Islam-Hindu architecture 

during the Moghul dynasty. 

c. Dutch India (Indonesian) art of the Hindu-Javanese and Balinese 

temples and Indonesian traditional houses. 

d. Chinese and Japanese art. 

e. “Primitive” or vernacular art, which was supposed to have its origin in a 

common Aryan tradition and in this way it, could even include German 

or Scandinavian art. 

 

In this study the first problem occurred when certain buildings that were 

identified earlier as Indisch, Primitive or basic Germanic Nordic art have some 

similarity with what we commonly understand as (Indisch) Eastern art and 

could also be identified as “primitive” art. For example both use dragon 

elements in art or the use of batik pattern has some similarity with the 

                                                                                                                     
veneration and heaven’s worship. However, Buddhism remains the largest organized religion in China 
since its introduction in the 1st century AD. 
http://www.china-embassy.org/eng/zt/zjxy/t36492.htm. April 2007. 
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primitive Germanic Nordic art.  Accordingly, this study considers the last 

category (Scandinavian art identified as Eastern Indisch art) not as a part of   

a legitimate definition of Eastern Art and for this reason the work of architect 

Blaauw was not included in this study.      

 

A second problem is the use of the term Indisch. The term was often 

employed to identify both Indian and Indonesian art. Both have their own 

differences but also share some common characteristics especially in 

Buddhist and Hindu temple architecture. Therefore in this study, both Indisch 

terms are as much as possible used as two separates categories: Indisch of 

India and other former colonized countries and Indisch Indonesian. 

 

This study comes to the conclusion that indeed the Eastern art had influenced 

the Dutch architecture style in some level particularly in the Amsterdam 

School style.  In the earlier period, most influences came from the Hindu-

Buddhist art (see the works of K.P.C. de Bazel and Michel de Klerk). Later, 

more influences from the former Nederlands-Indië or Indonesia became more 

visible (see the works of G.F.L. la Croix, J.F. Staal, H.F. Mertens and J.H. 

Antonisse).   

 

It is interesting that the use of Indonesian or general Eastern motives in 

Indonesia from at least the beginning of the 20th century was considered by 

among many others, Berlage, as the emergence of a modern Indonesian 

style.  This looking for a modern but also national or at least Northern tradition 

after the fading of the Amsterdam School as opposed to the international and 

functional oriented Nieuwe Bouwen, prevented the break through of 

Indonesian motives in Dutch architecture.  After 1940 it is almost impossible 

to identify buildings that have Eastern influences because this phenomena 

that developed in Europe and the United States in the 20th century became 

dominant even in Indonesia because the Indisch style was identified with 

colonial architects.  
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This explains also that although it was obvious that the Dutch had always had 

an interest in the Eastern art and this interest had reflected in Dutch fine art, 

particularly in interior and architecture, it never became dominant but I hope 

this study added a few examples. 
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