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Reviews

From the romantic ourbursrs against machine conformity through
the last three centuries, ofWilliam Blake, Charles Baudelaire, William
Morris, Tristan Tzara, Andre Breton, Jean Baudrillard and many oth­
ers, to the euphoric celebrations of mechanised power of Josiah
Wedgwood, Joseph Wright of Derby, Christopher Dresser, F. T.
Marinetti, Fernand Leger or Setge Chermayeff, arts commentators
had a vety strong sense ofwhat rechnology was doing to them. (P.73)

Bur the fullest account of Morris occurs in a long secrion on
'Alienation', in which the ideals of the Arrs and Crafts movement are
very fairly and illuminaringly described. Greenhalgh observes: 'The
division oflabourwas rejected in favouroffabrication thar allowed the
workmen, as social beings, ro engage ideas and skill'.

Morris's influence is said ro have extended to 'such diverse practi­
tioners as Art Nouveau designers Emile Galle and Henri van derVelde,
modernist architecr and first direcror ofthe Bauhaus, Waiter Gropius,
and seminal modern potter Bernard Leach' (P.93). Following Morris,
Walrer Crane is quoted on art as 'the spontaneous expression ofthe life
and aspirations ofa free people'. Greenhalgh notes ofCrane that 'His
socialism edged into a kind of anarchisr Uropianism rhar was not
unusual wirhin the Movement' (p. 94). We can see this now as part of
the complex process ofsocial development in the early twentieth cen­
tury as the Labour movement rried ro mirigare the power ofcapital.

A later reference to Morris concerns Arts and Crafts' hostility ro
Aestheticism, which is attribured ro 'a draconian moralism learned
from Ruskin' as well as, more persuasively, ro 'an inherent dislike of
cosmopolitanism' (p. rH). A more stylistic point is made in the dis­
cussion ofthe development ofsimplicity as an artistic ideal in the wake
ofthe Great Exhibition. Greenhalgh draws attention ro two aspects of
this in relation ro the Design Reform movement. He claims rhat in the
later nineteenth century 'nature became the stylistic template for
advanced design' (p. r6r). But nature had ro be treated in particular
ways, through conventionalisation and through seeking ro reproduce
its srructurallogic. Morris is referred ro under the first principle, as one
of those 'commirted ro the ordering ofnature on the surface ofthings'
(p. 162), though Chrisropher Dresser is Greenhalgh's preferred exam­
ple ofa designer embracing both principles.

The srory that Greenhalgh tells here thus includes Morris as one of
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its significant participants. But, as implied earlier, Greenhalgh sees
Modernism as having faltered under Postmodernist criticism in the
1970S - he refers particularly to work by Theodor Adorno in politics,
Jean-Francois Lyotard and Jean Baudrillard in social philosophy, and
Stephen Jay Gould in science, all ofwhich is said, convincingly, to have
contributed to the loss ofbeliefin progress and the assertion ofa scep­
tical relativism that are characteristic of Postmodernism. However,
Greenhalgh is bold enough to go beyond this point. In his final sec­
tion, he discusses 'The Ingredients of the Next Modern', the move­
ment, ideology or style that he hopes will emerge from the debris ofthe
Postmodern to justifY the claims ofart in the near future by asserting
its universality. In this context, Greenhalgh asserts, 'One ofthe grand
voices for the past is ofuse here' (p. 253). He then quotes a well-known
passage from William Morris's 1883 lecture 'The Lesser Arts': 'I do not
want art for a few, any more than education for a few, or freedom for a
few ... ' Greenhalgh suggests that 'Ifwe substitute "progress" for "art"
in this statement, we have the beginnings of a politics ofprogress' ­
clearly the idea or ideal that he wishes to promulgate. The idea of
progress is not to be abandoned, but it must be extended:

Progress should always engage with the excitement of human

achievement, in the joy ofmoon-landings. But there should be no joy

anywhere while halfofus are starving to death. (p. 253)

I am slightly uncomfortable with the use of,us' here; starvation is for­
tunately uncommon in the West where we and Greenhalgh live. But it
is a matter ofboth surprise and acclamation that a writer today should
show himselfunafraid to claim a grand future for art in the service ofa
universal human ideal, and pleasing to find him using Morris as an
inspiration for that project.

Peter Faulkner
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