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Workers Guild, the Century Guild, the Central School of Arts and 
Crafts and the Glasgow School of Art. Britain proved the model for 
workshop practice, the revival of techniques and a spirit of collabora­
tion that allowed for individual expression. Concern for the decreas­
ing role of the crafts worker lay at the heart of the arts and crafts move­
ment in Britain. The Industrial Revolution had destroyed many of the 
traditional ways of working and it became the aim of arts and crafts 
campaigners ro champion the revival of traditional crafts, advancing a 
return to a simpler way oflife. Education became an important vehi­
cle with which to spread arts and crafts ideas, and to teach specific 
skills. Women as well as men participated in thriving regional art 
schools, offering a plethora of craft skills. In 1896 the Central School of 
Art opened in London, led by W. R. Lethaby and specifically devoted 
to the proliferation of arts and crafts ideals. Rural communities 
throughout Britain also benefited from the new-found interest in util­
ising local skills and resources, such as rhe flourishing of the Langdale 
Linen industry in the Lake District and Newlyn Copper in Cornwall. 
The importance of the ciry during this period is juxtaposed with that 
of the countryside, interesting parallels being drawn between the rural 
idyll with the productivity of the cities born from the Industrial 
Revolution. Fascinating chapters cover such diverse subjects as the 
book arts, graphics, metalworking, architecture in gardens, jewellery 
and photography of the movement. 

The adoption of arts and crafts in Eutope gave rise to an abundance 
of creativity, much of which was based on Ruskinian and Morrisian 
principles as their translations became readily available. Throughout 
Europe textiles came to be seen as a vital part of the rotally designed 
interior. The quality of textiles as intrinsic to the arts and crafts home 
reached a high level of excellence, partly due to the fact that many of 
the movement's leading architects and designers became involved in 
textile production. The artists of Central Europe initiated a quest for 
honesty and purity. Inspired by peasant villages, the aim was to create 
a national style based on folk art. They envisaged a future national 
community which reconciled tradition with modernity in the spirit of 
national revival. As in England, some European art critics believed 
that art could be a factor in the social reforms that would lead towards 
the rise of socialism. Russian artists established workshops and a muse­
um of peasant artefacts. They borrowed motifs from the folk art of 
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peasant communities and the sensitive reworking of these patterns led 
to a new decorative style. The aim was not to revive obsolete crafts but 
'to capture the still-living art of the people, and give it the opportuni­
ty to develop'. 

British influences were also transmitted to Scandinavia through 
magazines such as The Studio, although the arts and crafts movement 
also provided an excellent means for these countries to demonstrate 
their own culture. The aim of reviving and maintaining the heritage of 
traditional peasant work was paramount. Scandinavian decorative 
arts began to attract worldwide recognition by combining features of 
the mainstream international crafts movement with those of a nation­
al rural character. The Swedish social and design reformer, Ellen Kay, 
echoed Morris's ideals when she declared in her book Beauty for All 
(1899), 'Not until nothing ugly can be bought, when the beautiful is as 
cheap as the ugly, only then can beauty for all become a reality'. The 
Wiener Werkstatte (Viennese Workshop) in Austria applied a purist 
arts and crafts approach, producing only handmade goods, having 
similarities to C. R. Ashbee's Guild of Handicraft. The Sezession, with 
Gustav Klimt as president, stated, 'We recognise no distinction 
between high art and minor art, between art for the rich and art for the 
poor. Art is everyone's property'. 

The secrion on the arts and crafts in America explores the art of the 
East Coast, and Western North America, and examines the progres­
sive work of Frank Lloyd Wright and the Prairie School. Wright 
believed that careful and controlled use of the machine was acceptable 
and his relationship with industry is clearly explored. Other key 
figures who were synonymous with Chicago are also highlighted. 
Joseph T wyman and Oscar Lovell Triggs were active in Chicago at the 
turn of the twentieth century and, interestingly. were both founder 
members of the world's first William Morris Society. Karen 
Livingstone argues that the American movement was more widely 
embraced as a whole than in Britain. As in Europe, artists such as Frank 
Lloyd Wright. Greene and Greene and Tilfanywere influenced by the 
traditional crafts; in this case. those of indigenous Americans. In 
Japan. aspects of German Jugemtil were just one of several Western 
influences that informed the development of its Mingei (folk craft) 
movement. This movement flourished in Japan in the period 1926 to 

45. almost forty years later than in Britain. America and Europe. The 
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folk crafts concept emerged at a time when rapid change was causing 
Japan to look to its past for stabiliry and guidance, as had occurred in 
Europe. Increasing westernisation resulted in Mingei being formed as 
a hybrid 'between east and west'. le became a diverse range of both 
European and Asian sources, resulting in a nationwide campaign for 
the recognition of historical folk crafts and new work based on them. 
A new generation of artist-craftsmen is charted, highlighting the com­
munal enterprise ofBernard Leach and Tomimoto Kenkichi, amongst 
others. 

This fine publication contains a comprehensive bibliography, both 
general and for each individual chapter. This is followed by a list of 
objects in the exhibition, and an index which is usefully arranged in 
two parts: by name and by subject. Not only does this publication 
chart the history of each country's particular development of arts and 
crafts philosophy, but attempts to place this within a global milieu. le 
is the connections made, particularly by Karen Livingstone, between 
various cultures and histories that makes this volume such a fitting tes­
tament to the movement. The challenge that the editors must have 
faced to cover such a wide range of arts and crafts work within an 
international context should not be underestimated. Offering familiar 
details alongside new and challenging theories, the book enforces the 
reader's awareness of the internationalism of the movement and is suit­
able for all who are interested in this much-loved period of art history, 
whether expert or amateur. 

Heien Elietson 
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