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twentieth century, by which time very little of the evidence before the 
eighteenth century remained. Moreover, wallpaper is fragile and easi­
ly damaged. But research is now, in addition to finding more samples 
from the past, illuminating the theories of design from which they 
derived and the significance of technology in their development. 

Hoskins has brought together the work of an international group of 
experts, who provide a wide-ranging account of the history of wallpa­
per, from Geerr Wisse on its 'Manifold Beginnings' in single-sheet 
papers from the end of the fifteenth century to Mary Schoeser in 'Off 
the Shelf', on trends in design and consumption since the 1970S. 
French design plays the leading parr in the period up to 1870, and 
developments in the USA become increasingly important in later peri­
ods. British designs before the twentieth century are discussed by 
Anthony Wells-Cole in 'Flocks , Florals and Fancies: English 
Manufacture 168o-183°' and by Joanna Banham in 'The English 
Response: Mechanisation and Design Reform'. It is of course in this 
chapter that Morris appears most significantly, though Banham is at 
pains to present him within the wider movement in which Pugin, 
Henry Cole, Richard Redgrave and Owen Jones played important 
parts. Banham gives a clear account of the Design Reform Movement, 
but argues that its achievements were 'more theoretical than practical' 
in that their 'call for simple, flat effects fell on deaf ears as far as the 
majority of consumers were concerned' until well into the twentieth 
century. The Design Reformers were mainly concerned with block­
prints, and machine-printing often remained impervious ro their 
ideas. Of Morris she remarks: 

Morris's reputation towers over the second half of the 19th century 

and, understandably, many historians have over-estimated the impact 

of his wallpapers, particularly on the popular end of the market. For, 

despite his avowed intencion to produce (an art made by the people, for 

the people', the patterns of his firm were printed by Jeffrey and Co., 

almost all of them by hand, and retailed at prices that the working class 

could not possibly afford (berween 3S and 16s a roll). They were bought 

instead by those aesthetically minded sections of society who inhabi t­

ed fashionable new areas of Oxford and London. (pp. 147- 48) 

Morris's designs also appealed to equivalent buyers in Boston, 
Philadelphia and New York, Paris, Frankfurt and Berlin, and in 
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Australia. Banham reproduces 'Daisy' and 'Jasmine', remarking on the 
'organic' quality of the latter, and stating that such patterns were to be 
'immensely influential in the late 19th century both in Britain and 
abroad'. Morris is presented as a beneficiary of the increasing interest 
in interior design from the 1870S. His work is said to be 'something of 
a compromise between the extreme realism of pre-Reform floral pat­
terns and more formalised designs'. This is clearly true in a sense, but 
the word 'compromise' seems to me inappropriate to a man who 
always followed his own creative intuitions. 

Morris also features in the following chapter, 'Proliferation: Late 
19th-Centuty Papers, Markets and Manufacturers'. In her thorough 
account of the situation in the United States, Joanne Kosuda Warner 
reminds us that Morris patterns had been imported since 1870 by J. M. 
Bumstead of Boston, and at the Philadelphia Centennial Exhibition 
of 1876 Jeffrey and Co. had displayed designs by Morris and Waiter 
Crane which were much admired . However, a quotation from the 
magazine Carpentry and Building in 1884 suggests that American wall­
paper manufacturers were making their own response: 

There was a time when if one wanted a good paper for his wall he 
must pay the enormous prices asked by William Morris and Co. of 
London. Now he can find quite as good a design as Morris ever made 
by looking over the stock afany first-class American papers at not more 

than one-third of the price of the no better papers from England. (p. 
173) 

Warner offers no comment on this striking claim, but reproduces 'The 
Perdita', which is described, accurately, as 'a paper in William Morris 
style byThomas Strahan and Co. of Chelsea (Massachusetts)' from the 
1880s. 

The last reference to Morris occurs in relation to the designer 
Edward Bawden in the mid-twentieth century. As an admirer of 
Bawden's work, I was pleased to learn that his interest in wallpaper 
design was stimulated by seeing Morris's 'Daisy' pattern in one of the 
period tooms at the Empire Exhibition at Wembley in 1924, 

One final 'design', to which it is interesting to imagine Morris's like­
ly response, is taken from Maty Schoeser's chapter 'Limited Editions: 
1995 to Today'. Entitled 'Wallpaper Gnawed by a Rat', from the 
Swedish design group Front, who are keen to avoid 'established meth-
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ods and conventions', it is produced by giving a roll of plain paper ro a 
rat, which chews it and so produces 'repeated holes unique ro each 
piece and only revealed by hanging the gnawed paper over a patterned 
paper' - a colour illusrration is provided. 

Lesley Hoskins and hercontriburors have produced a wide-ranging 
and accessible survey of their subject, though I found nothing here 
about the revival of interest in Morris designs in the post -war period, 
which I believe extended to wallpapers as well as textiles. Bur rhis is a 
fine and attractive book - if a little heavy to hold for long-with useful 
features like a glossary, list of reference collections accessible to the 
public and of suppliers of historic patterns. This paperback version is 
excellent value and a credit to its publishers. 

Peter Faulkner 
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