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Introduction.

The best way to introduce this thesis is to begin with a short account of its genesis.

"Why have the English no national costume?" I was asked that question in a Balkan
village, in a region where every village has a distinctive pattern and its own distinct
song and dance. It c{curred to me then that the English were the only people in Europe
without even the notion of a national dress, and that the uniformalising of costume
(and other arts) was a phenomenon that deserved to be studied. At the time I gave no
adequate answer to the question; but this study here attempts to prepare the ground
for such an answer, as part of its general plan. The twin concepts of hegemony and

cultural autonomy are employed here with that as one of the questions in mind.

A second source arises in teaching, where one is concerned with the interaction of
ideas and practices, rather than in their separation. I was concerned to develop an
approach to the history of art and design that was neither a history of styles or move-
ments, nor a history of applied technology. For this it seemed necessary to have an
inclusive general theory of the material culture, and to treat what is normally called
design in terms of material production as a whole, and as part of intellectual production
through the embodiment of ideas and beliefs. That{is to say, design history ( and thereby
the history of all material production) could and should be considered as embodied

philosophy and expressed ideology.

The inclusive general theory that seemed ( and still seems) necessary remains elusive,

’
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but in what follows I have drawn usefully upon the writings of George Kubler and
Bernard Smith in order to attempt what Smith describes as 'a balanced and adequate
account of art and the industrial society.' Smith, following some ideas of Kubler, pro-
poses a tri-partite description of production, through art, craft and industrial 'systems'.
Each of these systems of production are logically differentiated by means of the diff-
ering role and status of prototypes and models within the production process; industry,
for example, being treated as a system for identical replication of a changing sequence
of prototypes. They are historically and sociologically distinguished by the social form-
ations and institutions that have developed in and around them. When, ir{the succeeding
pages, reference is made to art, craft or industrial systems, it is this Smith model that
is being employed, as modified by myself in the course of teaching. No attempt, however,
is made in the body of the text to develop this idea, and it is treated simply as heuristic.
A more detailed discussion is presented in Appendix One, where it is suggested that an
important strength of the model is, that it is not reductive; any object of study in its

field will always be found to be subject to two 'axes of determination'.

Expressed in the simplest terms, the relations between art, craft and industry in the
period under discussion (1830-1930) are those of three in a bed - one is always falling
out. The question of design reform very largely turned upon the question -which of the
three? Thus we witness attempts to twin arts with manufactures, arts with crafts, and
crafts with industry: each of these three possible combinations of two represents a
particular ideological moment, requiring particular conditions and embodying some

philosophical scheme of ideas or metaphor . Such is the theme of this study.

R
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Such an approach was not and is not intended as a supersession of style-history or of
technological study of design. A profound and informed conn’isfeurship - even a conn-
eisseurship of the trivial - is a necessary precondition of any art and design history, since
it initially establishes the domain of interest: pressed further into the field of morph-
ology and shape-grammars, the study of style and the evolution of styles is one of the
essent.;:ljil axes of that general history of things, proposed by Kubler. The case{js the same
with the history of the appiications of technology; it is necessary. But neither is suff-
icient, since: the first is essentially descriptive and cannot explain withoutadducing concepts
foreign to itself, or immanentist doctrines such as 'will-to-form'; while the second rapidly

becomes a form of restrictive determinism.

Through this study I would hope to show that design history can be formed in such a way
that it delivers meanings: it must therefore begin with meanings. Thus an attention to
theory - to what men believed themselves to be doing, to the words they used to describe
what they thought they were doing, the historiography of those ideas and their critical
reception must form a central theme in an explaining and interpretive design history.
Such an approach is doubly justified when we consider the reality of 'design reform’'.

The movements for design reform, of whatever kind, had ( and have) only an oblique
effect on the mass of things made. The dominant popular-commercial taste of the Euro-
American world ( now greatly expanded) remains very much what it was in the 1850's
over a vast range of products. Though many exceptions may be found - most clearly in
architecture or in new classes of objects,~there is no firm connexion between mass
commodity production and those movements. But it is not sufficient to consider design
reform under such a heading as 'taste formation'. The aim_here is to demonstrate its
ideological function and to examine its philosophical foundations : and this is appropriate

to its historical reality.
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In writing of a history that delivers meanings a semiological analysis is not implied.
The view taken here is that concepts devised for the study of words are uncertain
instruments when applied to the study of things - made,sold and owned and used things.
When well em barked on this study I encountered a valuable article by P.G.Dickens.
('Social Science and Design Theory' in Environment and PLanning B, Vol.7. pp. 353-360
1980.) He writes "How then might a new social theory of design be defined. A reconst-
ructed starting point for design theory.....is the interaction between production and
ideology. Such a specification allows one to integrate on the one hand examination of
the process of commodity production (of which the design process forms a part) with
an examination of largely shared systems of general beliefs which are partly created

and sustained by design."

A similar project underpins this study, but one in which 'general beliefs' are tied to
specific and quite technical philosophical (rather than ideological) considerations. Such*
an approach is, of course, more frequently met with in the history of art. Specificity
of belief is stressed, and the continuity ( or relative autonomy) of certain mental
formations; it is the interaction between idea and production, as exemplifying ideology,
that is the subject of this study. For this reason, the process of production itself is
not considered in any depth, as such, and the stress is laid upon the systems of belief
(general or specific) that informed the movements for design reform. The ideological
function of those movements ( which are characterised as a 'mormative tradition')

was to render the culture of the industrial system invulnerable: but in such a task a
counter or 'critical tradition' was evoked with which normative concepts and practices
were compelled to engage, synthesize and separate again. The 'critical tradition' was

itself complexly embedded in the same overall ideological function.(In Britain, for



example, the ruralising tendency of critical ideas provided the forms and styles by which
new industrialists were incorporated into an existing élite: in such conditions normative

ideas might take an oppositional form.)

In no sense does this little work achieve that integration Dickens proposes, but I hope it
pushes forward the philosophical aspect and helps to provide useful insights into the nature

of design reform.

An outline runs as follows. The genesis of the normative tradition is ascribed to key passages
in the Journal of Design and Manufactures, and to a summary of its ideals by the Prince
Consort. Ideas of systematization and standardisation are discussed, and the use of the
'biotechnical analogy', by which the life sciences provided standards of action for designers.
This follows material that will be familiar to informed readers. This first chapter is
followed by an examination of the role of printed imagery in the refashioning of information

in the years immediately preceding the Great Exhibition.

In the thixd chapter the 'critical' reaction is described. Though typically this concerns

an 'arts and crafts' approach rather than the 'art and industry' approach of the normative
reformers, yet the basic typology of critical theory extends beyond that historical example:
it is aligned with the attempts to sustain cultural autonomy in the teeth of the industrial

system and its hegemonic tendency.....

The overt aim of the normative has been defined as 'realised unity'.Such universalism
must be transhistorical and transcultural: the fourth chapter discusses the pre-history of

modernism, sometimes through material not widely available.
t
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In the fifth chapter the idea of a universal 'language' is seen as attaining a form
of realisation in 'De Stijl' and Purism, which are treated as culminations of the
academic traditions as transformed by industrialisation and design reform. Yet uni-
versalism can exist only as metaphor; once realised, it becames conditional. Hence
De Stijl and related movements provide a form language (though not the Symbolic con—-
tent) for the internationalisation of design and the completion of the cultural hege-
mony of the industrial system. The main form and epistemological character of inter
national style is described in the sixth chapter. Finally, the continuing problem
of autonomy in the industrial system is considered in the light of contemporary
experience, and as the reiteration of problems first encountered and stated in the
1830's.

The method followed is that of quotation and exegésis, except in Chapter Two, where
same attempt is made at quantitative methods.

The guiding concepts should now be clear; they are the dualistic pairs of hegemony/
autonomy, and normative/critical. '

Design history is, on the whole, conceptually underdeveloped: because I have here been
concerned with the interaction of art, craft and industry I have had to employ a sort
pf meta-theoretical position, as suggested by Kubler and Smith. I hope that the elusive
and allusive character of the guiding concepts is offset by a convincing usefulness

in further discourse: though a logical scheme, like any other, is subject to limits not
always apparent. Yet abstract and logical schemes have a necessary function and purpose
Which is to bring certain objects of study into logical "x'/isibility, and to provide a
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plausible account of them : but these objects of study, being embedded in a scheme, are
not the ground of the study. That is provided by objects in themselves ( artefacts, processes,
events); these we may approach, but cannot understand, throagh conngisseurship or empirical

research.

The concepts of hegemony and autonomy clearly derive from Gramsci's writings, but

are not pursued in any systematic way that will be pleasing to the orthodox. This

derives partly from a conviction that it is the industrial system itself and not its overt
control or ownership, that is the gource of its hegemonic force. The epistemology of
industrialisation and the managerial concept of human affairs that goes with it have their
own form of ‘relative autonomy' , and to industrialise means to take part in the intellectual
formations that make it possible. Whether or not this remains true in our late and con-

ceivably post-industrial world is only touched upon in the last chapter.

The application of 'normative' and 'critical' to strands of design theory came to me in
the course of writing after hearing the inaugural lecture of the new Rector of the
Royal College of Art, Lionel March, and observing the reaction of students and his
colleagues. The original charter of the College was designed to promote the marriage
of arts and manufactures that Joshua Reynolds had assumed as a matter 'of coutrse',

yet once again, after 150 years, the same problematic had raised its head again.

From long involvement in the teaching of art and design I have come to see that questions
of the sort I raise here, iraperfectly, must be addressed before such teaching can regain
a clear theoretical basis; without a clear theoretical basis no order of priorities can be

constructed, and without such an order, substantial teaching and learning must be at the
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mercy of the crass instrumentalism of 'educational management'. This problem has never

seemed more urgent than it does now, at the time of writing.

In an introduction one should also state what one is_not doing. I made my decision at the
outset to use British examples wherever possible, and within those limits, English. The
rationale for this was twofold: firstly, the experience of early industrialisation was under-
gone most completely and earliest in this country, and this engendered a body of still rich
and vital thought that still requires further exegesis. I wanted to bring the writings of
Andrew Ure and Charles Babbage into the discourse of design history ( and the illuminating
material concerning George Field, D.R.Hay and the 'scientific aesihetics' of the day ).

And by doing so, as a secondary aim, to fulfil something of an aim I had set myself before:
"Criticism is weakened and dehumanised by denying nationality.....we need a form of cult-
ural geography which might bring to art discourse some of the respect for local and part-
icular realities which inform much of the best recent historical study......We need to replace
the epidemic theory of cultural development with a logical one. Linear accounts of artistic
development based around notions of influence, connexion and precedent are only part of
the story, and exclude local structures ( which may be much more ancient) through which
influences pass.....Each of these may receive the same ideas but realise them plastically in

a characteristic mode." (D.B. in 'Artscribe' 15. 1978).

As a corollary to this I have had to exclude for reasons of time and space much interesting
and relevant material: most notably I have made no attempt to include American examples,
of which an annexe built to house F.L.Wright would have giventhe whole a more palatial
aspect. Nor have I devoted much space to French material; and I am firmly convinced that
an extended treatment of the notion of cultural autonomy with respect to Eastern and

Central Europe would have yielded many insights.
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A good deal of the original research was done in the ruck of day-to-day teaching, and
has not found its way into the bibliographies. In these and other instances I have had to
exercise a self-denying ordinance in order to finish, in the time at my disposal, a project
that seemed to become ever more ambitious as I committed myself to its completion.
The view that the reader takes of what follows will reflect his or her own sense of int-
ellectual propriety; for my part I believe there to be a place for the fragmentary and

the allusive - if only to stir up the pedants.

If this is a fruitful study it will suggest lines of enquiry that others may wish to pursue,
but three at least have particularly engaged my interest though I have not had time or
space to expound them. The first is the nature of modernism ( and consequently, post-
modernism). The whole tendency of this study is to dissolve the notion. The second is
the part played by occult or hermetist doctrines in relation to academicism and how
they relate to the creation of new styles ( At present I am writing a short study of
George Field and his 'analogical philosophy" in relation to Turner.) Thirdly, is the nature
of what I call the 'vernacular of dissent', and the theological foundations of an-iconism

in the craft traditions.(This 1 hope to make the subject of a -doctoral thesis).

At those points,and at others, 1 felt that the main themes and concepts with which
I was working were radiating outward, generating new thought: that gave me courage
~ to continue. A degree of reckless de:termination is required in persisting in such an

enterprise.

I would like to conclude this introduction with a quotation.



"The reader of these pages should not look for detailed documentation

of every word. In treating of the general problems of culture oneis con-
stantly obliged to undertake predatory incursions into provinces not sufficiently
explored by the raider himself. To fill in all the gaps in my knowledge
beforehand was out of the question for me. I had to write now or not at all.

And I wanted to write."

J.Huizinga  foreword to 'Homo Ludens'.

David Brett September 1982




A Second Introduction

The fellowing pages developed out of an earlier thesis, the introduction to which

I have retained because it still stands. In the second version I have very greatly
expanded same sections, most notably those dealing with Gothic Revival, and with
Purism. In doing so, I have followed suggestions made by Professor Frampton, though
not, it may be, in ways that he imagined when making them. This lead to a further
development on the theme of the construction or invention of traditions, and to a
much extended final chapter.

I have also written a short bibliographical appendix on George Field and David Hay
which seems to be the only one of its kind; there was much more work here that I
wanted to do, but could not without an excess of digression.

The study of the theological foundations of certain features of design history,
also mentioned on page ix have developed into several chapters. It has been one
feature of the writing of this thesis, that it has attracted material to it in the
fashion of a magnet, causing sudden realignments.

I have also became aware of many other ammissions, large and small: there is one

which is well worth arawiiig attention to. That is the pargleLl dispute on the relations

between art and industry that used ethnological evidence: until the discovery of cave
paintings it was normal to assume that art was a late development, but the discovery
and (still more important) the enthusiasm for neo-and palaeolithic art put paid to
that notion.l Artistic volition could now be seen as prior to technical ability.

e
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The connection of this dispute to the actual business of designing is to say the
least, oblique; but it is very definitely an issue affecting the later reception
of Semper's ideas; and it is also a factor behind the Purist deprecation of the
designer's function. An important essay on this has recently been republished, in
which Joseph Rykwért examines the reputation of Semper. ('Semper and the Conception
of Style' in The Necessity of Artifice London (1982)).

Two other bodies of material might have been added in support of the main theses

of this work; the dispute between 'conventional' and 'natural' drawing for ornament
and surface pattern, as typified in the oppositdon between Owen Jones and John Ruskin:
and some discussion of the 'abstraction and empathy' problem defined by Worringer.

I chose not to introduce this material, because I felt the work was already suffic-
iently dense, and my interpeetation of the material redundant.

In writing this thesis, both in its first and in its second states, I often had

the sense of walking to the end of a plank, only to find that the plank had extended
itself, deferring execution. Now once again I have the sense of standing on the edge
of things.

Belfast March 1984



Chapter One
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In the first week of October 1849, the Prince Consort adressed the Lord
Mayor 's Banquet. and the following passage was recorded by the Illustrated

e.g. James R.R. Albert,Prince London News on October 1lth. Recent studies have made it clear that Albert
Consort London 1983 p.194-200. . wag his own scriptwriter, and the moving force behind the international

ambition of The Great Exhibition.

"I conceive it to be the duty of every educated person closely to
study and watch the time in which he lives; and as far as in him lies,
to add his mite of individual exertion to further the accomplishment
of what he believes Providence to have ordained. Nobody, however, who
has paid any attention to the particular features of our present era
will doubt for a moment that we are living at a period of the most
wonderful transition which tends rapidly to the accomplishment of that
great end to which, indeed, all history points - the realisation of
the unity of mankind. Not a unity which breaks down the limits, and
levels the peculiar chracteristics of the different nations of the earth
but rather a unity, the result and product of those very national var-—
ieties and antagonistic qualities. The distances which separated the
the different nations and parts of the globe are gradually vanishing
before the achievements of modern invention, and we can traverse them
X with incredible ease; the langauges of all nations are known and the
acquirements placed within the reach of everybody; thought is commun-
icated with the rapidity and even by the power of lightning. On the
other hand, the great principle of the division of labour, which may
be called the moving power of civilisation, is being extended to all
branches of science, industry and art. Whilst formerly the greatest
mental energies strove at universal knowledge, and that knowledge was
confined to a few, now they are directed to specialities, and in these
again, even to the minutest points; but the knowledge acquired becomes
at once the property of the comunity at large. Whilst formerly discovery
was wrapt in secrecy, the publicity of the present day causes, that no
sooner is a discovery or an invention made, than it is already improved
upon and surpassed by competeing efforts: the products of all quarters
of the globe our placed at our disposal, and we have only to choose
what is the best and cheapest for our purposes, and the powers of
production are intrusted to the stimulus of competition and capital.




So man is approaching a more complete fulfilment of that great and
sacred mission which he has to perform in this world. His reason
being created after the image of God, he has to use it to discover
the laws by which the Almighty governs His creation, and, by making
these laws his standard of action, to conquer nature to his use -
himself a divine instrument. Science discovers these laws of power
motion, and transformation; industry applies them to raw matter which
the earth yields us in abundance; but which becomes valuable only be
knowledge; art teaches us the immutable laws of beauty and symmetry,
and gives our productions forms in accordance with them. Gentlemen,
the Exhibition of 1851 is to give us a true test and a living picture
of the point of development at which the whole of mankind have arrived
in this great task, and a new starting point from which all nations
will be able to direct their further exertions."

* * * *

We would do well to read this passage carefully: together with the article
from The Economist which is given in full at the start of the next chapter:
together they form the sketch map of the ideological panorama that we must
Wittgenstein (1980).p.78e. traverse in this study. "The relations between these concepts form a land-
scape which language presents us with in countless fragments: piecing them
together is too hard for me. I can only make a very imperfect job of it."
Here we shall set the realisation of the unity of mankind in tension, not
agreement, with the "peculiar characteristics...varieties and antagoﬁistic
qualities" - the hegemonic force of industry on the one hand, and cultural
autonomy on the other. We will ask if Albert's resolution of this tension
See Chapter Seven is sustainable, by posing the question - can an irresolvable dilemma form
the basis of a policy.




Albert also uses a phraseology derived from Kant's "universal history"

and from Hegel's philosophy of history, in which realized unity is the
G.W.F.Hegel.Lectures on the Phil- completion of the historical process."The aim of world history is that
osophy of World History. trans. Lo . . .
Nisbet. Cambridge U.P. 1975. p.64. the spirit should attain knowledge of its own true nature, that it should

objectify this knowledge and transform it into a real world, and give itself

an objective existence." The engine of this transformation is to be the
triad of science, industry and art, each united to the other through value-
creating laws, which are 'standards of action'; power, motion and trans-

formation, beauty and symmetry are laws of equal nature and status.

The imperialist assumptions are obvious enough to need no comment; what
concerns us is that here those assumptions are compacted with a theory of
knowledge, knowledge creation, and knowledge diffusion.

The vision is also futurist - that is to say it locates the source of value
and the validation of practice in the future, in that "great end”. Yet the
ruling practice of the design of the times was historicist, relating to
what had been, to what was established in precedent and made available in
Sir Joshua Reynolds Discourses pattern-books. Reynold's First Discourse speaks plainly of the 'accumulated
(1905 ed. ed. Fry) p.7. experience of past ages' and though the Discourses are on painting and
sculpture (those ‘'higher arts of design"), it is clear that these general
principles were applicable in his mind, and in the mind of his followers,

to the wider question of ‘'manufactures’.




ibid.p.5.

3ee Parliamentary Papers Vol.l.

"An institution like this (The Royal Academy) has often been recommended
upon considerations merely mercantile; but an Academy founded upon
such principles can never effect even its narrow purpose. If it has an
origin no higher, no taste can ever be formed in manufactures: but if
the higher Arts of Design flourish, these inferior ends will be answered
of course."

There is a world in that final 'of course' - a world we must explore in order
to understand the tangled and difficult realtions between those "higher arts"
and "manufactures". We shall see that the formation of taste is a matter of
some import. Here we shall briefly remark that for Reynolds, manufactures were
manual craft processes, carried out with the same tools and materials that
might be used in his higher arts; he sees no problematic. But when the Prince
Consort spoke this was by no means the case. We should also note that it was
comonly the case that practitioners of these higher arts came from families
established in craft manufacture and graduated through apprenticeships in
material practices. But this was increasingly less true, and it was to supply
the want of design abilities that the Schools of Design had been created
after 1836

Reynold's suppositious 'of course' underlies all art and design education
in this country ever since. The conclusions of the 1835-6 Parliamentary
Enquiry into Arts and Manufactures can be deduced from one of the very first
pieces of evidence, from the director of the Prussian State Academy.

80. 'What is the best mode, in your opinion, of applying arts to

manufactures.,

'In former times the artists were more workmen, and the workmen more
artists, as in the time of Raphael, and it is very desirable to restore




this happy connection.'

We note here that the 'happy connection' is assumed to be broken. Herbert

Read H.Art and Industry 4th ed. Read has written of the first enquirers that 'Their minds and imaginations
(1956) Introduction.

moved in an unreal realm of taste, divorced from any direct connection with
the tools, the processes and the materials of manufactures.' Thougn men of
practical experience (notably Peel himself) were prominant in government,
when they applied their minds to considerations of the quality of goods, they
employed a scheme of ideas from an earlier time - the pre-industrial and

Reynoldsian 'of course'

If the relations between art and industry were subject to confusion, there
was also a growing awareness of a rift between science and industry. Charles
See for example Reflexions on Babbage, at several places in his writings, refers to the neglect of science

The Decline of Science in England . . .
London 1830  (and below) in respect to manufacturing development, and to the lack of support given

to fundamental research.

Babbage C. ‘The Economy of Manu- "We must remember that another and higher science, itself still more
factures London 1835 p.387. boundless, is also advancing with a giant's stride, and having grasped
the mightier masses of the universe and reduced their wandering to laws,
has given us, in its own language, expressions which are to the past
as history, to the future as prophecy.....It is the science of calcul-
ation....which must ultimately govern the whole of the application
of science to the arts of life."




See Footnote.

See also his The Exposition of

1851 London 1851. Ch.4.'On The
Position of Science"

See Appendix Two.

Reynolds. op.cit. p.59.

Ada Lovelace described this as 'sucking the mystery out of life':but
Babbage, having failed to find support and approbation for his calcul-
ating engines looked on the Exhibition with more scepticism than did

those in the Prince Consort's entourage.

As to the relations between science and art, this was a field full of
specualtion. The idea of a scientific study of art had taken root. D.R.
Hay had written of a 'science of aesthetics', and the work of George
Field, Froebel and Pestalozzi was well known to the design reformers.
Gottfried Semper, taking his cue from the Consort, was studying the
problems of ‘wissenschaft, industrie un' kunst'.

- The scientific aesthetics of the early nineteenth century have been rather

little remarked, yet they stand behind the whole debate on quality and
quantity that leads first to the founding of the schools of design, and
later to the Department of Science and Art. In the fourth chapter it will
be argued that these speculations (for which the term scientistic would be
more apt) represent the transmutation of academic traditions by the needs
of industrial design. We shall argue that the academies —as represented in
Reynold's Third Discourse - are one of the sources of the idea of 'realised
unity' and its accompanying universal language of form. Reynolds argues
therein that the artist 'must divest himself of all prejudices in favour

of his age or country; he must disregard all local and temporary ornaments,




See Footnote,

ibid. Notes to Third Discourse

and look only on those general habits which are everywhere and always

the same'. He must strive to apprehend the 'cammon form', the 'fixed and
determinate form', or the'central form' of his objects. Roger Fry in his
notes to the 1905 edition of the Discourses describes this as a theory of
type forms. But the doctrine of common form fits by no means easily with
that of accumulated experience as presented in the First Discourse, for the
first is one of the typical, the second of the outstanding. The first

is independent of circumstance, but the second is rooted in history.

Both the Prince's ideology and the Academician's theory contain an aporia
a continuing perplexity about the relations between unity and variety,
progress and tradition, the typical and the great, history and the end of
history.

We shall conclude in the final chapter that this aporia also takes the
form of a policy. That because modernisation brings about an altered rel-
ationship with the past, so it is necessary to remythologise and if need
be invent that past. Thus 'modernism' evokes an ‘'anti-modernism' and
universalism is dialectically validated by a freshly created localism.

And both are the products of modernisation through industrialisation.

We shall, in fact. discover the Prince Consort himself - the great futurist-

helping to create local'traditions'.




Journal of Des. and Man. Vol.4
Sept 1850-Feb 1851, p.1l0 et seq.
Attributed by Pevsner to M.D.Wyatt.
(but clearly owing something to
Pugin's writings.)

X

The Journal of Design and Manufactures was well aware of these problems.

It designated 'two classes of bigots - Utilitarians and Idealists'.The
former were 'cast-iron constructionists who build railway sheds ad infinitum'.
When in difficulty over design he"sends straightway for one of our ideal
class, and confides to him the charge of making what is called a design,
believing that the artist, fram his professing art, must be able to do it'.
But the idealist 'who normally covers dog-kennels with crotchets....breaks
down from being set to speak a language with the grammar and component
elements of which he is utterly unacquainted, and so falls back upon the
dreary expedient (of copying)...scroll...and shell-work.'In conclusion :
'no successful results can ever be attained until designer and engineer
know each others business'. The writer notes that 'the steady course of

utility..has outstripped its more poetical associates.'

Though written with respect to design and design training, the social
resonances of this passage speak of the central political quaestions of
the day. Thus, circling round again to the Consort's speech we see that
his assertion (that 'realised unity' can be the result and product of
cultural autonomy instead of its annihilation) is a metaphysical way out
of an urgent political and practical dilemma - and as we shall see, the
schema of a policy.

As befits its origins, we shall now look at the Great Exhibition as an

exercise in marketting ; as box, contents and packaging.
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The Box

"A crystdl envelope....simple in its construction and requiring the multi-
plied repetition of parts, its fabrication was conrtrived with consummate skill,
The internal economy with which its parts were made and put together on the spot
was itself a most instructive study."

So much has been written about the Crystal Palace that one hesitates to write
more and does so here simply to make a particular point.

It was in essence a kit of parts; John Hix has traced how the conservatory grew
out of the cold frames and winter houses of the seventeenth century gardeners.
The genius of Paxton and his engineers lay in using well tested mean, not in any
novelty. The repeatability and uniformity of components, the ingenious assembly,
were methods tried out first in greenhouses and then in the great railway sheds.
What was most original, after its great size, was its demountability and the
extraordinary visual effect of its great space. Owen Jones' scheme of primary
colours suffused an already indeterminate volume with a shifting bloom of light..
"an artificial atmospheric effect of a most surprising kind".Both Jones and Paxton
were working in a manner remote from academic theories of design; Darby, in an
unpublished thesis, describes Jones as a Saint-Simonian positivist, imagining

a 'religion of science'. Jones himself ascribed his colour scheme to George
Field , whose *Chromatics" (1817) and 'Chromatography' (1835) will be examined
later in this text.(Chevreuil's work had not yet been translated, though Jones,
who had lived and worked in Paris, may well have known of it.)
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M.Digby Wyatt saw in Paxton's concept a great example to be followed.....

"From such a beginning, what future glories may be in reserve when
England shall have systematized a scale of form and proportion - a
vocabulary of its own, in which to speak to the world the language of

its power, and its freedom of thought and feeling, we may trust ourselves
to dream, but dare not predict. Whatever the result may be, it is imp-
ossible to disregard the fact that the building for the Exhibition of
1851 is likely to accelerate the "consummation devoutly to be wished"

and that the novelty of its form and details will be likely to exercise

a powerful influence on the national taste.”

Such a passage fits well with the Consort's futurism, but such enthusiasm is
a éhadow beside that of W,V.Pickett whose 'New System of Architecture" (1845)

imagines a polychrome, curvilinear, demountable, exportable and wholly metal

architecture., This little know essay, like Wyatt's, imagines this new system
to be wholly British and utterly original, superseding all 'masonic' building
in a fantasia of invention.

And yet - and this is the crux of the matter - the 'consummation 'did not happen.
An intelligent counter-action was already in full momentum, as Wyatt knew very
well, for the previous year he had reviewed John Ruskin's 'Seven Lamps of Arch-
itécturetgnd had written words that he should himself have heeded when writing
on Paxton. "Does he not see that the creation or establishment of a style lies

in causes much deeper than men's opinions.”
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Wyatt's perceptions were more radical than his powers of action, and he

and his fellows were more convincing as critics than builders: though they
imagined the idea of a normative and systematic theory of design appropriate
to the industrial system, it was only the idea. Indeed, we can think of the
Crystal Palace as the end of an era rather than as a beginning, for Ruskin's
critical writings were far closer to the needs of private and official
patrons of art, than were Wyatt's normative statements. The Idealists app-
eared to win out over the Utilitarians: but as has often been noticed, high
Victorian design in architecture (and in much general product design as well)
contamns a split between 'high technology' in the services and amenities and
a neo—-feudal language in the ceremonious parts of the structure. It was this
division that represented the true tendency of the age.

Wiener M.J. English Culture and Martin Wiener has recently described this split very clearly, quoting Cobden
The Decline of the Industrial

Spirit 1850-1080. Cambriage u.p. P 900d effect....
(1981)

"We have the spirit of feudalism rife and rampant in the midst of
the antagonistic development of the age of Watt, Arkwright and
Stephenson! Nay, feudalism is every day more and more in the ascend-
ant in political and social life. So great is its power and prestige
that it draws to it the support and homage of even those who are

the natural leaders of the newer and better civilisation.....How -
is this to end.

From J.Morley's 'Life of Richard
Cobden' (1881) Wiener op.cit.p.l4.

The gentrification of the industrialists held up the 'consummation', and
the sons of Brunel went to Eton. The Crystal Palace did not exercise that
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powerful influence, and its crystal envelope marked the end of a functional
Utilitarian approach to public building. We may see it as the triumph of
Enlightenment aesthetics and industrial production in one superb gesture.

The Contents

John Tallis 'Histoxryv and Description "We should have everything in a house touched by the divining rod
lace and the Exhib- of the poet. An inkstand, instead of being a literal glass bottle....

's stry in 1851' might be fashioned to represent a foutain, with a muse inspiring its flow..
London 1851. our goblets might bubble over among hop leaves, and stems of blossom;

our decanters be composed of transparent vines, clustering in wild con-
fusion....our water jugs be made to flatter the palate with their look
of coolness, snow creaming over the edges and harts drinking at the
brooks, in shadows down the sides: lively colours, tastefully toned

and harmonised, might be scattered over our rooms, under a thousand
pretences of necessity."

James Nasmyth 'An Autobiography' "In mechanical structures and contrivances I have always endeavoured
New York 1883. to attain the desired purpose by the employment of the fewest parts,
Quoted by Schaefer (1970) p.28. casting aside every detail not absolutely necessary, and guarding care-

fully against the intrusion of mere traditional forms and arrangements.
The latter are apt to insinuate themselves and to interfere with that
simplicity and directness of action which is in all cases so desirable
a quality in mechanical structures. Plain common sense should be app-
arent in the general design....and a general character of severe
utility pervade the whole.

If the building was a triumph the series of exhibits entitled "Art Manu-
factures" appeared to a number of thoughtful critics to be a disaster.
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wissenschaft, Industrie und Gottfried Semper observed ; "Only objects in which seriousmess of purpose
Kunst. 1852. As quoted by
Schaefer (1970) p.l1l62.

does not permit superfluities such as carriages, weapons, musical instru-
ments, occassionally show more soundness in perfection and nobility of
their forms, strictly prescribed by function."

The great preponderance of art manufactures on display (with the import-
and exception of textiles and wall-paper) were not industrial goods at all
in a strict sense, but objects of virtuoso craftsmanship. In so far as there
was any consistency in style, it was that of an inflated rococco ornament
without alleviation of wit; a debased aristocratic effect. We should speak
of an applied historicist styling, of adopted manners, rather than the
intégral working through of proportions and treatments normally meant by

Pevsner (1968) p.60. the term style. Pevsner has commented on the bizarre nomenclature that was
applied to these jumbled mannerisms. Such work was a parodic version of
academic theory, in which 'accumulated experience' was pursued with a gross
literality. Later in this study we return to the concept of parody, which
in these terms results from an altered and dislocated relation with the
past as the location of vailue.

In crass sociological terms, the exhibits expressed the scramble of new
classes and groups to assert identity through styling; at the next inter-
national exhibition rather little had changed and it took many years to
purge the grossness out of English art-manufactures. The grossness was in
time replaced by a domestic design which, though more elegant, was hardly
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that of an industrial nation - through the refined ruralism and neo-feudal
form language of country house building, by the Queen Anne revival, by the
early Aesthetic Movement - all styles which were in large measure reactions
against the industrialism that financed them. Yet the incoherence of the
exhibits is not a trivial matter since here we see the main features of
what was to become the mass commercial style of the entire industrial world,
....'Cclustering in wild confusion'.

Semper further observed, in words that suggest the application of Darwin-

ian ideas to industrial design... before Darwin was published,

"This apparent confusion is nothing but a clear expression of
certain anomalies in the existing state of society....While our
art industry will muddle on without direction it will unwittingly
perform a noble deed by slowly destroying traditional prototypes
....Industry, speculation and applied science must first complete
this process of disintegration before something new and wholesome
can follow."

It is exactly Semper's theme that is taken up by Le Corbusier and Ozenfant
in the "law of mechanical selection", and in an article by Georg Muche from
1926 (given complete in Ch.6) in which it is arqued that the fine arts

had to transform themselves in order to fransform industrial design, thus

freeing industrial design to separate itself fram 'arts' and end the per-
petuation of the academic connexion between them, the Reynoldsian 'of course'.
The trajectory of this theme forms a main part of the study here begun




Jones(1852) op.cit.
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Two areas of 'art-manufactures' on display afforded a different model of
what might be done to improve the quality of design. The first of these
was the Medieval Court, assembled by A,W.Pugin as a package within a
package (and the marketting term is appropriate to the combination of
artefact, scholarship and propaganda that Pugin put together). We are
here less concerned with the style of Neogothic than the learned, even
archaeological manner of its presentation and how this related to design
practice. Pugin's Neogothicism was historicist in a new manner; he was
truly learned, yet cut through the continuity of academic teaching. If
his approach is applied to another body of material, its inner character
becomes clear; it is quasi-scientific. Owen Jones deplored the cult of
the medieval -"so many minds devoting themselves to the reproduction of
a galvanised corpse" - but Pugin's pedantry has much in common with Jones'.
Both were precisionists seeking an explicit and factual description and
understanding of the work they admired. Jones'wide ramnging interests are
pursued with the same quasi-scientificaccuracy. We can describe this as

a shift of paradigm : from academic learning from example (tacitly), to
scientific learning through research (explicitly). Thus Medieval Court
-like many examples of design and theory at this period - is Janus-faced,
toward the past in its location of value, and toward a future in its
concept of information.

We can only understand this in full by understanding that Pugin's manner
of research presupposes a clearly articulated time scale. In this it
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differs profoundly fram academic teaching, in which a generalised past

is not given an articulated structure. Though one hesitates to describe
Pugin's work as 'progressive', yet the nature of his time scale is that
which is the pre-condition of 'progress'. The Academy is incompatible
with Progress, and must be transformed before it can engage with Industry.

The relation of Reogothic to design reform is a matter ofsuch import
that it requires a short digression. In the first place, Gothic Revival
was an international event and yet, as Georg Germann has shown, whenever
the Revival appeared, gothic was regarded as an exclusive and national
style, For Goethe, Strasbourg Cathedral was the paramount example of
‘der Deutsche Baukunst', for Chateaubriand "Ancient France seems to live
again' in her cathedrals; and John Milner (writing in 1798) declared,
"This style of architecture may properly be called English Architecture."
Yet the revival was also the vehicle of proto~industrial functionalism
in which new constructional ideas and new materials were first tried out
and discussed. The literature of the Revival, from Viollet le Duc to
Pugin, and the many journals, are full of such novelty. Germann observes
"New ideas frequently appeared in building magazines, which in those
days were still virtually indistinguishable fram archaeological and

architectural magazines."
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An early outcame of this twofold view of the style can be found in the life
work of Thomas Rickman whose paper and book on 'An attempt to Discriminate
the Styles of English Architecture" dates from the year in which he completed
the church of St.George, Everton (I815), which makes very extensive use of
cast-iron repeatable parts for pillars, arches and vaults. Rickman was later
to bring forward proposals for standardised church designs to the Commission-
ers, and though these were rejected, such proposals continued to appear in
succeeding years until 'The Ecclesiologist' promoted a design for a cast-
iron church for missionary purposes (1856).(Cast~iron building parts were
frequently used for ships ballast on voyages to the Orient). In France,

Louis Auguste Boileau planned and executed a number of churches using cast
and wrought iron in a 'gothic' of his own idiosyncratic devising.Rickman's
example includes both a typifying categorisation of the style, and its mass
reproduction in the newest high technology, and this combination is not

fortuitous.

Pugin's importance is partly in his dual role of promoter of hand-crafted
ornament, and at the same time the instigator of a quite enormous growth

in those 'art-industries' inseparable from a building boom.Hi sollaboration
with the firms of Hardman (for architectural ironwork and glass), Crace
(for general fittings), and above all Minton (for tileware) was exemplary
and had consequences for the whole of 19c. interior design. This went hand

in hand with the direction and instruction of the workpeople engaged on
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the decoration of the new Houses of Parliament. Pugin and his builder
Myers between them appear to have virtually recreated 'once-off' deco-
rative carving in wood and stone, training a generation of skilled crafts-
people that made much of the subsequent craft revival possible.

Both the industrializing of ornament and the promotion of handcraft (and
Pugin was equally influential in both and always preeminent) were founded
on the archaeological approach. The exact extent of Pugin's learning is

now hard to assess, because his library was dispersed and because the huge
collection of examples of medieval wood and stone carving he had assembled
at Westminster to serve as models for his workpeople, was later dispersed
into museums. But its character was indisputably that of a scholar concerned
with facts.

To stress the similarity between Pugin and Owen Jones further we should
recall that Jones very nearly took the contract for the ceramic work at
Westminster, and that he too was a pioneer designer of tiles etc. for
Minton, basing his designs upbn his pioneering scholarship in The Alhambra.

Once again we have the close association between archaeology and art-industry.

Pugin's enterprises also provided an important model for the preservation

of the 'varieties and antagonistic qualities'; the accuracy of his research

gave substance to the eclecticism of the times. Ralph Wornum wrote.....
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Wornum. R. 'The Exhibition as "The time has now gone by, at least in Europe, for the development
aLesson in Taste'. Essay in the Ill- of any particular or national style, and for this reason it is nec-
ustrated Catalogue of the Great Exh- essary to distinguish the various tastes ;hat have prevailed through
ibition. 1851. , past ages, apd preseyve them as dls§1nct expressions ,or otherwise
This essay is déscussed by Pevsner by using indiscriminately all materials, we should loose all expres-
(1968) sion.....If all...is to degenerate into a uniform mixture of all

elements, nothing will be beautiful."

We can detect in this passage an interesting change in tone from that in

the Prince Consort's speech. Addressing himself to the same general question
of unity and variety, Wornum perceives that variety must be preserved and
defended, and it becomes clear that we are beginning to touch upon the
problems of the internationalisation of style.

A second area of the Great Exhibition that made a lasting impression on
those professionally concerned in design, was that devoted to non-European

goods, most particularly those of the near and far east.

j.Stewart in The Art Journal "Never did the people, and particularly those connected with design,
Catalogue of the 1862 Inter- and manufactures, know the gorgeous power of barbaric splendour till
national Exhibition. p.23. they saw its productions in the Exhibition; and so novel and over-

whelming was the sight, that even after the gathering had become a
matter of history, these Indian sections had so captivated the minds
of those influential in the Art-educétion of the country there appears
no small danger of our Art-students and studies being confined to

the manufactures of the East."

A very simple survey of the period and its painting, photgraphy and panor-

amic displays reveals a preoccupation with oriental and Muslim themes.
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Albums of illustrative material, orientalist paintings and travel stories
fed the decorative arts with a continuous flow of imafjes chiefly Islamic

in origin. Owen Jones was a tireless proponent of Moorish decoration and

he saw in that work, and in the work submitted by the East India Company
qualities of design and colour management from which our manufacturers
might learn. "We were not only behind our European neighbours, but in common
with these, were far outstripped by the nations of the East." He attributed
this to a unity of feeling based on a unity of art and religion, an idea

he had first considered in 1835. "The perfection at which their artists
have arrived is most marvellous...it would be very desirable that we should
be acquainted with the manner in which, in the education of the Eastern
artists, the management of colour is made so perfect." In our case " want
of unity in feeling has caused a want of unity in expression...we have no

principles....novelty without beauty, beauty without intelligence."

What Jones conceives of as a unity of feeling and expression is akingto what
we shall later discuss as 'metaphorical structure', that brings about a
unity of arts and manufactures. What he terms of as principles, is akin

to what the Prince Consort had early described as 'immutable laws' (and
which Jones had encountered in the writings of George Field.)

As a qualification upon Jones' enthusiasm we should not that the goods

exhibited as Indian were in fact chosen by the East India Company, with
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an eye to European trade (and the 'top end' of that trade). Some fifty
years earlier India had been still, after many centuries, the worlds great
exporter of cloth; but this vast trade had been destroyed by the printed
calicos of Lancashire. A traveller had observed some years before - "We
have destroyed the manufactures of India". (The Joumnal of Design and
Manufactures has a few oblique references to tliis reversal of trade and
gives examples of cloth 'chiefly produced for the Indian market which
presents the natives with repetitions of their ancient designs at a mod-
erate price....(and later)...we are glad to notice that although a general
Eastern type has been adopted, there is no attempt at direct imitation

of woven effect.')

Between the perception of 'gorgeous power' and a change in practice there
is a considerabel gap; just as it took many years for oriental subject
matter to extend the colouristic and pictorial conventions of painting.

But the inflow of non-European visual information presented a challenge

to the designer. The Great Exhibition was all—gathering in intention, if
not exactly so in fact. All styles, set side by side, were laid open to
the new habits of research and classification and thus equalised as objects
of knowledge; the academic hierarchies of taste were levelled. Thus,

though the new universalism proclaimed by the Prince is a mask for European

expansionism, it is also a true harbinger of world culture in some form.
even if one born under the sign of cultural hegemony.
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The 'immutable laws of beauty and symmetry' could not be the unique propoerty
of any one culture: this was one lesson of the Exhibition, and one most
clearly taken by Jones. The argument of Reynold's Third Discourse - that

the artist must 'get above all singular forms, local customs, patticular-
ities and details of every kind' and seek out the 'common form', wins out
over the argument of the First Discourse - that he must base himself upon

the 'accumulated experience' of tradition.

A third body of exhibits was outside the area of 'art-manufactures' but

was influencing thought about design and had a coherent theory of its

own. We have already quoted Nasmyth, whose huge steam hammer was a prominent
feature in the machine hall. Nasmyth, like his teacher Maudslay, had very
clear views as to what constituted desirable form; his evidence to the
Parliamentary commision of 1835 is especially interesting. Wyatt had some
idea as to what industrial production and materials might mean for arch-
itectural form, but here were displayed the instruments of industry that
were themselves becaming industrially produceable and exactly relicable
objects - the tools, machines, engines and devices that made art- manu-

factures possible.
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The beauty of the purposeful had long been part of the theoretical
discourse. De Zurko has traced this 'functionalist' theory to roots in

the 17c and especially to 'An Inquiry into the Origins of our Ideas of
Beauty and Virtue' by Francis Hutclinson (1725). But the English language
itself contains a tension between the ornamental and the functioning.
Shakespeare constantly plays off one register against the other, following
elaborate polysyllabic circomlocutions with plain flat tones: we can compare
contemporaries such as Milton and Bunyan. The founders of the Royal Society
enjoined its members to use a plain style such as artisans use and to

avoid poetic language: so too does the preface to "Lyrical Ballads". Wyatt's
division between utilitarians and idealists has many dimensions and at least
one of them is the association between plain prose and the puritan 'plain
style' of building. A severe common sense, whether in objects or in words,
was a perpetual shadow orthodoxy always liable to take over the government
of English taste. The monuments of this taste - this functional style - are
to be found in aspects of the Engl&sh Enlightenment, and in the coincidence
between a simplified neo—classicism and vernacular forms. This has been
extensively studied by Herwin Schaefer, and is the subject of an interesting
and relevant essay by John Kouwenhoven. Such a cultural disposition was
able to evolve quite easily into an early form ef a 'machine aesthetic'.

But if this was an outgrowth of neo—classical theories of the beauty of

the purposeful, then we should expect it to share in the relative eclipse
of such values after 1851.
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These early machines were also, normally, not strictly industrial objects, but
a new class of craft object, made with the new skills, tools and materials that
were leading toward full industrial production; and they were made in a new
class of craft workshop by a new class of skilled craft workers who were not
yet incorporated into large scale industry . Large scale industrial production .

was still very largely confined to the textile trades.

In the machine section there was also a small number of packaging machines,
wrapping devices and folding mechanisms. Adorno's cigarette wrapping machine
may be the prototype of all the packaging equipment necessary for a growing
consumerism. "In this beautifully contrived mechanism, an endless sheet of
paper is supplied at one end together with the requisite tobacco, and after
passing through fourteen operations, those materials are delivered at the pther
end in the shape of completed cigarettes." It was these and similar lower- order
machines that were now being made with replaceable and standardised parts -
not the first-order machine tools. This distinction is premonitory of the control
of 'mega-technology' by the central heartlands of the industrial system, and
the export of lower-order technology to the 'periphery'. We should also take .
note of the 'endless sheet of paper' required for packaging, since only one
area of the Great Exhibition was devoted to goods that we would now describe
as being fully industrial,a nd the object of 'industrial design' : this was the area

of printed textiles and wall-paper.

Unfortunately it is difficult to study because of the relative absence of colour
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reproduction, and because of obscurities in the reporting of it. It is difficult
to get a.clear mental picture of the work described in the 'Reports of the
Juries'; the bulk of exhibited wall-papers, for instance seem to have been in
imitation of tapestry and other effects, and the printed textiles very largely
single items, such as shawls ( or, once again, elaborate imitations). Yet we
know very well that the wall-paper and textile printing industries were of
great or very great size, and we are beginning to realise,through recent
studies such as those of David Greysmith, that they were of particular
importance for both the development of the profession of designer, and for

the growth of a distinct visual language.

Chapman and Chassagne have described the growth of textile printing in their
comparison between-the Peel enterprise in England, and the Oberkampf firm in
Alsace. Cheap printed calicos were one of the main means by which folk design
in northern and western Europe was ousted by commercial design ( and later
throughout the rest of Europe and subsequently, one might add, the globe). This
trade was the engine through which the Indian craft production of bulk textiles
was destroyed: it was therefore of primary importance in the development of

industrial ( and stylistic) hegemony.

Whereas the finest quality ( and the gaudiest and grossest) designs were pro-

duced by woodblock and modified hand-printing, by far the greatest quantity

was printed by cylinder machines, which imposed tight restraints upon design.
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" Despite the many factors at work bringing design into being, theg
new machine-produced patterns can be seen, anthropologically, as the
sign language of a people changing from a predominantly rural to an
increasingly urban culture........The combination of the cylindrical,
never-ending surface, with the small mill and die, tended to produce
overall patterns, minute florals, geometrics and optical effects. The
pervasiveness of the small repeat, in texture and motif, is so wide-
spread that textile students today, when asked to produce a dress

print, often instinctively produce designs of this sort."

It was this material - the subject of much comment and study in the pages.
of The Journal of Design and Manufacture.that seems to have been largely
absent from the Exhibition. The same can be said of wall-paper in the modern
sense, continuously machine~printed onto a continuous roll. Yet we know this
latter industry to have become very extensive. One authority gives an increase
by a factor of nineteen in the years 1834-61; as we shall note in the second
chapter there was an increase in the town of Leeds from no manufacturers

in the 1820s, to five by 1847. These papers used very similar or identical
patterns to those printed on cloth: an interesting speculation would be, that
the same rollers were used. It is certain that without the invention of certain
necessary devices for textile printing, the later paper printing could not have
developed so quickly. But in this, as in much else connected with all forms

of printing, there is a good deal of obscurity. (See Chapter Two.)
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As Greysmith observes, here we have the question of a 'sign language' - of
qualities as well as great quantities. The commercial prints, on cotton and

on paper, had those qualities of flatness and absence of shadow so much admired
by the design reformers. Owen Jones and Christopher Dresser continued to
employ these qualities in the late 1850's, although the technology of printing

permitted larger and bolder effects.

Joseph Maschek, in an important article, argues that some of the dominant
pictorial conventions of the twentieth century stem from this concern for
flatness; what he calls the 'carpet paradigm'. He particularly cites Pugin and
Jones: but it is now clear that Pugin and Jones had before them work which
had those qual‘ities they admired, albeit at the cheap end of the trade: samples

of these cheap prints are in the pages of every early issue of the Journal of

" Design and Manufactures. This raises the issue of technological determinism

in the evolution of style; when certain desiderata are pursued when they are

no longer imposed by the process. Notably, when they are transferred from

printed surfaces to unprinted 'fine art' surfaces such as painted canvas;
then the origins of a style are brought into question. A recurrent theme of this
study is, that it may be necessary to look at 'modernism' in a very different

light.

Cheap printed cottons and wall-papers were incompletely represented in the

Great Exhibition, and the goods on display reflect a distinction between the

quality end of the trade, and 'popular lines'. The exhibition is as interesting
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in what it left out as in what it included. (The matter of selection remains
obscure and apparently uninvestigated; where Britain was concerned it seems
that Cole invited firms to submit their best products, and had to take what

was given.)

The packaging .

This was far more than the official publicity: the Exhibition occasioned a

See: huge range of material, from handbooks and guides to every form of copy-
C. Rosner. ‘A Printer's Progress- writing in every form of journal . The image of the Palace was printed,
London 1951. Contains many good stamped or moulded onto every surface that could bear a picture. Souvenirs
examples. albums, picturebooks, models, songsheets and clothing and letterheads carried

the image all round Europe and beyond. The Consort's ambiguous universalism
was seized upon by every publisher; illustrators caricatured or described all
national costumes and racial types. A 'Parlour Magazine for the Literature

of All Nations' was published and on sale within the Palace. A gift book,

See: 'The House that Paxton built' (éd.coloured) shows all the races of mankind
C.Hobhouse. ‘1851 and the Great upon the cover. An official of the cc}"rt of China appeared at the opening

Exhibition’ London 1937. Still ceremony (only to be revealed later as an impostor). The resources of the
the best book on the Exhibition. printing industry were as fully engaged in distributing the image, as the

glass and iron industries had been in supplying the original.

In the second chapter, the growth and nature of this printing industry will
be discussed, in terms of an image 'explosion'. Here was a most vivid example.

The Economist remarked (in an article reprinted in full below ) that the

‘ Exhibition "is performing the office of a large illustrated newspaper."




See footnote .
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The amassing of objects was accompanied by an amassing of people. The
railways offered cheap return fares with the aim of attracting the work-
ing population from the provinces; very large numbers of foreign visitors
were recorded. Around these masses of people a tourist trade developed

in central London. The Times of Aug.21st 1851 advertises nine panoramas
or dioramas on display in the areg,plus one huge model of the globe. The
vistas were of the European cities, the Hellespont, Niagara Falls and the
sights to be seen on the overland journey to India culminating in a view of
the Taj Mahal. Tourism - our seeking out the sights of the world or our
having them brought to us, first became a mass phenomenon at the Great

Exhibition.

It is in the concept of packaging that objects and images meet. Just as the
exhibition contains machines for wrapping up goods for consumption, so

there was an industry to 'wrap up' the world in pictured form. Until this

time, real or vicarious tourism had been as scarce and expensive as hand—
crafted imagery: now it is proper to speak of the growth of world tourism.
Tourism interprets the world as an unrolling spectacle : (in the case of some
panoramic spectacles, a roll of pictures was indeed unrolled across the stage, to
lights and music and commentary. ) This reduces the status of what is seen

to component parts of another's planned experience: those who are seen

are (increasingly) willing to partdicipate in their own reduction. Reality is

thereby made into spectacle; and that spectacle has ideological content.
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Rather, one should write that spectacle is_the visual form of an ideology

and that it is through the distribution of imagery, and the planned exper-
ience, that ideology is promoted, as much as by speeches at The Lord Mayor's

Banquet.

The packaging surrounding the Great Exhibition, the broadcast imagery

of the Crystal Palace, the burgeoning tourist trade are an early - perhaps

W.Benjamin. quoted in 'Studien the first true example of commercial phantasmagoria ;.'the image that
zur Philosophien Walter Benjamins'  society produces of itself and which it generally inscribes as its culture

ed. Tiedemann. Berlin 1973. p.131. .......when it abstracts from the fact that it is producing commodities."

"The Exhibition was the means to an end. It was got up as a great show,
that it might become a great teacher."

Jdohn Stewart. 'Art Journal Catalogue of the International Exhibition’

(1862)

The Great Exhibition was conceived and planned and executed by those
civil servants and designers who were seeking to effect a marriage between
what they took to be artistic quality, and industrial quantity production.
It was the outcome of fifteen years of activity, through Schools of Design,
The Society of Arts, and through the Board of Trade: through teaching,

lecturing, writing, and through practical experiment.: Yet in certain crucial

respects, all this had come to nothing. John Stewart, looking back in hind-




J.Stewart. op.cit. p.22.

See Footnote.

Charles Babbage. The Exposition

of 1851' London 1851. p.127.

ibid. p.151.

ibid.  p.174.

et seq..

ibid. p.xi..
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sight was disposed to be very critical of the Schools of Design and comes
near to rejecting the whole Reynoldsian academic programme (that depended
upon that suppositious 'of course'). He writes of 'unwise direction and
impractical tuition' and points to the difficulty of linking arts to manu-
factures. "The astounding ignorance revealed made the show !fpalling and the
mind sink..." He quotes Owen Jones; "We have been studying drawing from
the human figure, but it has not lead us forward in ornamental design." Yet

it was round the life-class that the academic mode of teaching revolved .

Charles Babbage was to see in the Exhibition a chance to begin a systematic
study of industry and its needs. He proposed a British standard colour code
to be made available to the world, and a mechanical notation to found a true
science of machinery : "....A system of signs by which all machinery may be
perfectly described, even without the necessity of explaining in words.........
a universal language.......practical and philosophical rules for expressing the
mutual relations of the parts of the machine." He also made the Exhibition
into another opportunity to deliver a tirade against the neglect of science;
"Its cultivators are scarcely recognised as a class", and to promote "machines
for the relief of human intellect......founded on the use of tools of a still
higher order." He argued that the industrial power of England was more
apparent than real, and that essential studies and researches were neglected,
notably in the machine-tool industry. "The contrivance and construction of
tools must ever stapnd at the head of the industrial arts". Amongst these

tools he included his calculating engines, held back, he believed by "deeply

rooted prejudices of the upper classes."




In Journ. of Des. and Man.

Vol.5. p.8

ibid. Vol.5 and Vol.6.
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Owen Jones wrote 'After wandering through the halls of this wonderful
assemblage.....(you will see...) but a fruitless struggle to produce in
art novelty without beauty, beauty without intelligence'. All look backward
and '.....none go forward'. Dyce wrote on 'Universal Infidelity in Prin-
ciples of Design", a long and sarcastic camplaint against the confusion

of styles. The reaction of the writers of the Journal, and of the Schools
of Design, deserves a study in itself; but for our purposes we will dist-
inguish between two strategies for future action, both already in existence
but now increasingly defined and increasingly divergent.

The first was the outcome of a range of anti-industrial attitudes, complex
in origins, and whose premises were first defined in the early writings of
Ruskin (notably, of course, the famous chapter 'On the Nature of Gothic).

This we shall call the critisal tradition. The second was the continugation

of the universalizing, law-ful and analytic approach associated with the
Journal of Design and Manufactures, which we shall call the normative

tradition. In distinguishing between them it is also important to reassert

certain deep similarities, based on a shared attention to meticulous
research (into both historical sources and natural form), certain desid-
erata of style (such as 'flatness' in pattern), and a shared problem; that
in both cases, thought outran performance. In this last respect, the

reader should recall that the main object of this study is the intellectual

history of design, and that thought is our theme.




Germann. op.cit. pp.134-5.
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Moreover, these two traditions could exist side by side in the same head
and life's work. We shall note this on several occassions later, not least
within the Bauhaus; but it is well to note it at the beginning too, and
to point again to Pugin's ambivalent position as the creator both of
'art-industries' and of a handcraft revival. The Gothic Revival, cons-
idered as a whole, exhibits the same ambivalence through and through.

It sprong from a belief in an un-industrial past, but lived in and by
industrial means. What Germann writes of 'The Ecclesiologist" has much
wider application: 'It helped to dispose of the moribund doctrine of
architectural character by proclaiming the Gothic as a universal style,
thus dispensing with the need for individual genre styles. It rejected
the hierarchycal values accorded to the different building materials,
and so was able to came to terms with the important new iron buildings
....it recognized the deep gulf which divided the traditional concept

of ' original art' from the new concept of 'mass-produced’.

Another study might seek to ascribe the Revival as an attempt at an

alternative normat , and in so doing assign it a place now taken by

'post modernism' and 'technological classicism'. This is an issue to

which we return in the last chapter. But we may certainly place Pugin

in the position of a man seeking, not to revive the past, but to rewrite
it. (And this he did most shamelessly in 'Contrasts" (1836)).




See also 'Prospects of Iron and
Glass Edifices in Vol.6.

See also Pevsner (1968)

For the origins of The Grammar

of Ornament, see Darby op.cit.

See Footnoye....
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The normative tradition will be discussed at greater length in Chapter Four
and what follows here is introductory to that chapter.

As already suggested, the normative is seen as universalizing, tending to
'realised unity': as such it is, in our terms, the bearer of hegemony, whereas

the critical is understood as the bearer of autonomy.

The programme of the normative tradition had been announced in 1849 in
the preface to the first golume of the Joummal of Design and Manufactures:
the writer (probably Wyatt) proposed 'something like a systematic attempt
to establish recognised principles' for design. Wyatt's writings are full
of such hopes and tentive attempts, and his phraseology re-echoes to the

present day.

The first monument of the normative tradition was Jones' great volume
The Grammar of Ornament (1856), which opens with the famous example of
the Maori tatoo'd head, carefully analysed as an 'admirable lesson in
camposition'. "The ornament of a savage tribe, being the result of a
natural instinct,is necessarily always true to its purpose." He describes
modern decoration as enfeebled, but ' the beautiful New Zealand paddle
would rival works of the highest civilisation". Jones is coming close to

saying that savage tribes could be the cultural superiors of 19c Britons,

which is a moment of some interest in the history of comparative culture.




Owen Jones.

'The Grammar etc' p.2.

ibid. p.156.
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The main text opens with a set of numbered propositions as to good form

in ornament, and then continues, through the plates, to test those propos-

itions against the evidence — Egyptian, Assyrian, Persian, Greek, Pompeian,
Roman, Byzantine, Cairene, Turkish, Moorish, Indian, Hindoo, Chinese, Celtic,
Medieval, Renaissance, Elizabethan and Italian: the book concludes with a
section of 'Leaves and Flowers from Nature.' This list has not much geographical
or historical sense to it; it is simply all-gathering, like the Exhibition it followed
and once again it is interesting for what it leaves out. There is, one notices,

no material from South or Central America, Africa, Japan,nor is there any
European folk-art (as observed in the introduction to this study, the concept

could hardly have ocurred to Jones.) The plates are famous for their splendour.

Each body of material is presented and commented upon, and in the final
chapter Jones picks up an idea started in the Preface and affirmed in the

Propositions viz;

"Whenever a style of ornament commands universal admiration, it
will always be found in accordance with laws which regulate the
distribution of form in nature......... We think it impossible that a
student fully impressed with the law of the universal fitness of things
in nature, with the wonderful variety of form, yet all arranged about
some few fixed laws, the proportionate distribution of areas, the
tangential curvature of lines, and the radiation from the parent stem,
whatever type he may borrow from Nature ;if he will dismiss from
his mind the desire to imitate it but will only seek to follow still the
path which it so plainly shows him, we doubt not that new forms of
beauty will more readily arise under his hand."
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Here 'common form' is conflated with plant morphology. Jones main concern
is with ornament. but he extends it to architecture and three-dimensional
ibid. p.156, design. "From the present chaos there will arise (it may not be in our time)
an architecture which shall be worthy of the highest advance which man has
made in every other direction toward the posession of the tree of knowledge."
Notions of law, universality, fitness, type, advancement and knowledge, run
pell-mell over one another in the crucial passages of 'The Grammar'. Before

Nature we should not imitate, but abstract the essentials - the laws of dist-

ribution of form.

The 'Grammar' was known to Louis The great book was distributed (free) to every school of design in the country
Sullivan, Frank Lloyd Wright and
to Le Corbusier. (See March and
Steadman (1975) p.38 for commer.c.)

and was a teaching text here, and abroad, until the 1950's.

To seek ultimate validation in Nature rather than in precedent was always
some part of academic theory ; what is at stake here is, the concept of
Nature, which is clearly derived froml the life-sciences of the day; Jones
is developing upon the Prince Consort's 'immutable laws'. But he is also in

tune with an older and particularly British concern with the 'picturesque'.

See Footnote. Gilpin's 'Remarks on Forest Scenery' (1808) for example contains some

See also Hipple W.J. The fascinating passages on our perception of scale, compositiona and good form.
Beautiful, The Sublime and Gilpin contrasts the 'general mode of growth', with the 'particular manner!',
The Picturesque in I8c Brit- . .. . ..
ish Aesthetic Theory making a distinction similar to that of Reynolds' 'common form' and 'part-

Carbondale. (1957) icularity' .




See Journal of Des. and Manu..

vol.4. p. 120 et seq.
See Footnote

See Footnote
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Delacroix' diary for 1854 contains an entry which shows such ideas at work

in the mind of the last great academic painter.
" 8th Aug. 1854. Nature is amazingly logical. When I was at Trouville
I made a drawing of some fragments of rock, the irregularities of
which were so proportioned as to give the impression of a huge cliff
when I had set them down..... I noticed the same thing when I was at
Dieppe. Among the rocks......I could see all the natural features we
find in the world around us. It is the same with waves......which are
themselves divided into smaller waves, and then subdivided into ripples,
each showing the same accidents of light and the same design......the
huge: - billows are composed of millions of smaller waves."

This is, in effect, a theory of construction similar to that followed by Paxton;

"the section of one part shows the whole", and it is a study of an altogether

higher level of generalization and power than that of simple transcription and

literalism.

Jones' 'Grammar' states a deeply and widely held . conviction which, though

of ancient origin, was now gaining new force and staus by its connexion with
botanical science. Christopher Dresser, both in his writings and in his practice,

is able to sum up in his own person the fusion of natural morphology and design
theory. This later becomes known as the 'bio-technical analogy' , and was already
seen as the seed of a 'scientific method of design' : as such it will be further

discussed in Chapter Four, as will the ideological implications of attempting

to subsume the design of production and artefacts into a natural system.




From an interview in 'The Studio'
vol.1. 1893. p.233. also quoted

by Pevsner in 'Pioneers of Modern

Design'.

See Footnote

See G.Kepes. ed. (1965).pp 96-104.

Quoted in 'Henry Moore' by John
Hedgecoe. London 1968. titlepage.

See Footnote.
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C.F.A.Voysey sums up Jones' programme forbthe decorative arts thus;

"To go to Nature is, of course, to go to the fountainhead; but before a

living plant a man must go through an elaborate process of selection and ..
analysis". The natural forms have to "be reduced to mere symbols". If the
artist does this, Voysey continues "although he has gone directly to hature,
«....eche has become a true inventor......We are at once relieved from restrict-
ions of style and period and can live and work in the present with laws

revealing always fresh possibilities."

We have here the groundwork of a new orthodoxy, in which 'selection and
analysis',' reduction to symbols' prepares the ground for 'true invention'

free from the 'restrictions of style and period' . Though this is, in Voysey's and
in Jones' words directed to ornament and the decorative arts, it is much

more widely applicable. It is, primarily, a general theory of construction and
invention, rather than expression; and it is a major partiof that cloud of
ideas out of which so-called 'modernist' doctrines of design and construction
were later to condense. The 'laws of the distribution of form in nature' enable
P.L.Nervi to ask "Is Architecture Leading Toward Unchangeable Forms" (1965) ;
and Henry Moore to claim " By the intense study of numerous particular
examples in Nature, one can discover certain underlying principles which can

be used, singly or combined, to produce a new and unique work which owes

its unity to the artist's instinctive comprehension of the laws of Nature."




See Footnote
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4

Freed from the paraphernalia of required subject matter, from the social
functions of the Academy and the place of 'high art' in an intensely class-
ified society, speculations about visual form and projections into the future
could, in nineteenth century England, be conducted more freely in and around
the problems of decoration and the applied arts. These speculations, allied on
the one hand to a theory of construction and on the other to theories of
expression were to constitute an attempt at an 'universal language' which,

being derived from 'Nature' was, in some sense, unconditioned by history

and culture, and therefore a transcendent solution to unbearable tension and
contradiction. And all of :- these efforts spring from an attempt to create
a STYLE by the blending of 'arts' (the art system) with 'manufactures' (the

industrial system), to solve the antinomy of quantity and quality.

In this new dispensation, there would appear to be no place for craft production.

Footnotes and Bibliography follow immediately.
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Ada Lovelace had been working night and day on the calcdlations Babbage required, in spite of warnings
about her health. She wrote, enclosing a new folder of notes, on July 4th 1843."That brain of mine is
not something merely mortal, as time will show..... Before ten years are over, the Devils in it if I
haven't sucked out some of the life blood from the mysteries of this universe, and in a way that no
purely mortal lips or brain could do. Noone knows what almost_aweful energy and power lie yet undeveloped
in that wiry little system of mine. I say aweful because you may imagine what it might do under certain
circumstances" (quoted by Moseley). See also Moore,Doris Langley 'Ada, Countess of Lovelace; Byron's
Legitimate Daughter' Murray, London I977.

Babbage's remarks on theposition of science and scientists are powered by his bitterness against the
Royal Society but have a real interest beyond that. Wienmer does not mention Babbage, which is remiss
of him since the whole case that Babbage puts against 'the deeply rooted prejudices of the upper classes'
is important to a study of the decline of the industrial spirit.

7In pre-emption of Ch.4.: Reynolds use of the phrase 'common form' is interesting. It suggests the

‘common notions' that Lord Herbert of Cherbury held to be the bases of all religious experience and
hence the foundations of eirenic religious toleration. Herbert's 'De Veritate' of 1645 is one of the
foundations of later broad-church ideals. The 'common notions' are all discoverabé® by any sane man
on introspection, and need no dogmatic teaching. But as D.P.Walker has shown, tbese 'common notions'
represented for Herbert the inner form of the 'ancient theology' that preceded Christianity; and that
Herbert was deeply involved inthe Hermetist and neo-platonic speculations of Bruno and Campanella. If
this is so it h elps to confirm the role of the Royal Academy as a bearer of such ideas into the I9c..
See D.P.Walker. 'The Ancient Theology' Duckworth , London 1972 (esp.Ch.5).

The Journal of Design and Manufactures, founded in 1849 and appearing monthly, was staffed by
an editorial team that comprised Maclise and Bell (painter and sculptor),Wyatt (architect),
Semper(archite.ct and teacher), Jones (interior and other designer),and Cole (administrator,
civil servant and also designer).

Darby's thesis is the only lengthy account of Jones. In addition to much interesting
primary research on Jones own activities there is a great deal of material on the back-
ground of the Crystal Palace, polychromy in architecture, Semper, Cole, the Dept. of
Practical Art etc. He shows Jones close links with French Saint-Simonism and Fourierist
circles and his friendship with Jules Goury, Semper, Etienne Labrouste etc.
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Footnote to p.l0.See also the Journal Vold4. p.120 et seq. "The section of one part showe the
whole; for it is only by the multiplication of these parts that the stupendous
structure now in progress is extended....all the dimemsions of the Crystal

- Palace are multiples of one small manageable figure'. Compare this with Babbage's
remarks on the science of calculation ' which must ultimately govern the whole
of the application of science to Xxke the arts of life'. This mathematical perce-
ption of the Palace was common property..see Ruskin on 'some very ordinary
algebra are as much as all that glass can represent of human intellect’'.
(From. Works of J.R. ed. Cook and Wedderburn. 1902 Vol.3. p.450.)

Footnote to p.10.The full title of Pickett's book is A New System of Architecture founded on the
forms of nature and develpping the properties of metals, by which a higher order
of beauty, a larger amount of utility, and various advantages in economy, over pre-
existent architecture may be practically attained; presenting also, the peculier
and important advantage of being commercial, its products forming fitting objects
for exportation. Nine chapters, one appendir and 143 pages.Pickett was not an
architect but the designer of cast-iron fireproof safes. I know of only one ref.
to his book (Germann op.cit. p.ll2). It is a compeddium of every idea of metal
architecture for the next 100 years and deserves to be better know. He treats of
curvilinear forms, solour and electroplated surfaces, suspensidn and tension
structures, prefabrication, the 'laws of distribution of form in nature', an
architecture of 'perforation' rather than mass, ‘'uniform, systematic and optical
effects', the use of papier maché, cast, wrought, rolled and corrugate iron
members, bolts and rivets, and a building industry organised for export after the
manner of railway and shipbuilding enterprises. Alas, the book contain no ill-
ustrations."That which the world has never yet had,is now within the reach of our-
selves - and is nothing less than a really NEW architecture -~ based upon different
principles, employing different elements, producing different effect, and embracing
further utility.....an. Architecture, therefore, inaccordance with the spirit of
the age (which) posesses in its attributes andits essence, the greatest unity....
in the production of a new and peculiar order of beauty.

(addendum: see article by P.Collins in Arch, Review. Oct.1961 for short mention)
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Footnote to p.29.

Footnote to p.31l.

Footnote to p.34
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Semper was at this time an associate of Marx in London. This and other
passages reflect an intellectual background common to both men. See Ettlinger
(1964) for a description of Semper's background and intellectual interests

"prior to his stay in London.

This is a topic of great interest and depth, and it is part of a study
that is presently being undertaken into the connections between protestantism
and dmmestic design.

The Journal of Des. and Man. (Vol.5 p.l7) mentions some muslins and 'useful

ahd homely gingham, and in Vol.6 gives samples of a cheap print for 'the working
classes'; and a large selection is oommented upon - but nearly all of these are
French. Yet earlier volumes prior to the Exhibition contain several examples of
small repeat patterned printed cottons, and they are often discussed. May we

assume such work did not appear in the Exhibition, at least not on British stands.
The 'Reports of the Juries' are most unhelpful.

The phenomena of panoramas and dioramas at this period needs further investigation.
Owing some of their devices to the decoration of Baroque churches, and stage paint-
ing, they took their modern form with the work of Robert Blake, who patented some
methods in 1787. He placed the viewer at the centre of a surrounding painting, at
too great a distance to examine the painted surface. Such spectacles became both
common and extravagantly large. Horner's view of the City from the top of St.Pauls
required some 20,000 drawings. The Coliseum, built by Decimus Burton to house it
(in 1832) was for many years the largest building in London, and contamned London's
first elevator. Another in Vauxhall Gardens took up three acres of canvas. (I am
indebted to James Cumming for these remarks).

John Stewart's article is of great interest and ought to be better known; it sums
up the confusion and difficulty that the Exhibition demonstrated.

The example of the Maori tattoo has a life of its own. It appears in Semper's
'Der Stil' and in John Stewarts essay already cited, and comes to rest in Loos
essay 'Ornament and Crime'. C ompare the pins of Adam Smith and Ruskin, and the
briar pipes of Morris,fLe Corbusier and Magritte.

“¥ o




43

Footnote to p.36. Gilpin's book features again in our Ch.4. The crucial section in Vol.l. sec.5.
which discusses the modes of growth of tressand the 'ramification' of twigs to
bowghs and sprays. "Nature seems to observe one simple principle: which is,
that the mode of growth in the spray corresponds exactly with that of the larger
branches" (3rd ed. 1808 p.1l06) This study, later called phyllotaxis, was keenly
pursued by Goethe. See also the quotation from Delacroix on our p.37.

Footnote to p.37. Although Ruskin recommends minute observation rather than generality, very
similar ideas of lines of beauty in nature, plant morphology etc. can be found
in his writings and these in turn are reflected in Morris's remarks on surface
" pattern. In looking at critishl and normative traditions of thought we are not
examining separate (established and alternative) cultures, but at the two faces of
the same phenomenon - the modernisation of a culture.

Footenote to p.37. The title page to Dresser's 'The Art of Decorative Design'(1862) is relevant
reading. The author is described as 'Professor in ornamental art and botany in
the Crystal Palace, Sydenham; of botany applied to the fine arts in the Department
of Science and Art, South Kensington Museum; and of scientific botany in the Poly-
technic Institute and the London and St.Mary's medical colleges.'. Chapter headings
include ' the ministration of plants to ornament', The affinity of the aesthetic
arts', 'Music, ornament,etc.', Order,''Repetition", Curves', 'The power of ornament
to express feeling etc.'.

Footnote ¥o p.38.Voysey's observations were a late stage in the continuing debate as to what sort
of drawing was appropriate for designers & conventional or naturalistic., Witnesses
to the Enquiry of 1835-6 had agreed that the better quality of French textile patterns
came from real study of real flowers, not from copy-books (See evidence of James
Skeene (2i Aug. 1835, and D.R.Hay 15th June 1836). This debate continued in several
places (see John Stewart, cited above), and is by no means concluded.

Footnote to p.38.Moore's Goethean remarks are discussed by C. Lichtenstern in 'The Burlington Magazine'
Vol CXXII Nov. 1981, 'Henry Moore and Surrealism". She also mentions Blossfeldt's "Art
forms in Nature' and the work of Haeckel. See also 'The Structurist" ed. E.Bornstein,
Nos. 6,7,8. These connect Goethe with Biedermann's concept of the evolution of visual
knowledge. (See our Ch.4.)
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Footnote to p.39. Unfortunately we do not have space to discuss the interesting question as to why
'modernism' developed in France in paining, and in England in decorative design.
But we may be sure it has something to do with the changing or ossifying status
of the Academies,
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This chapter describes and comments upon the obvious, charting the wood
through the trees. Its concern is with images and the industrialisation of their
production and distribution in the years immediately prior to 1851. It aims

to show, in a succinct form and with as little technical detail as is consistent
with necessity and brevity, that the foundations of our present world of imagery
were laid before 1851, and that the genetic principles of its further develop-
ment were already determined. In 1800, imagery was either unique (as in
paintings) or confined to small limited editions (often within expensive books).
In 1851, imagery was ubiquitous and cheap. In 1800, the printer's workshop
was much as it had been two hundred years before: by the time of the Great
Exhibition there was a substantial and highly organised graphic industry, with
elaborate division of labour and something approaching a factory system of

mechanised and virtually unlimited output, employing many new processes.

This 'image explosion' has been studied in many parts, but never adequately
as a single object of study. Yet when we begin to bring our attention to bear
upon it we suspect-that it is an event at least as remarkable as the invention
of book printing (op which, of course,: it was reliant); and that it may presage
a modificationof human communication such as we conceive ofas having taken
place with the invention of writing. It is also clearly. revealed as an event
inseparable from and necessary to the process of industrialisation and the
creation of a modern state ( both in Britain and abroad). That event ( and it

. was so swift that it may decently be described as an event rather than a pro-

cess), was the change from an image scarce culture to one that is image -

saturated.
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The following article from The Economist (No.9. 1851. p.533) presents us
with the 'conceptual landscape' that has to be explored. Anonymous, it is
reprinted here in full, since it contains several passages and phrases to which

we shall return. Set beside the Prince Consort's speech of 1849, it helps to

define our problematic.

SPEAKING TO THE EYE. Those whose office it is to dispense instruction are
practising a new art. Our great authors are now artists. They speak to the eye
and their language is fascinating and impressive.The events of the day or the week
are illustrated or described by the pencil; and so popular is this mode of commun-
ication, that illustrated newspapers are becoming common all over Europe.If they
do not supersede other journals, they surpass them in public favour. Any one pass-
ing along The Strand, between Friday and Tuesday, except on Sunday,must have seen.
opposite the church of St.Clement's Dane, and at the corner of Milford Lane, a
crowd of men and lads shoving and struggling, and head them joking and bawling
as they fought their way up to a side door, and every now and then a man or lad
emergingfrom the crowd bearing aloft in triumph,as if snatched from some rival,
a quire or two of newspapers. Around the front of the house too,the passer by would
observe . people stopping to gaze into the windows of the shop hung round with pic-
tures. This is the publishing office of the Illustrated London News, which is said
to send out weekly, on ordinary occasions, the extraordinary number of between
70,000 and 100,000 copies, and on such an occasion as the opening of the Exhibition
to issue nearly 200,000 copies; and thus keeps, for half the week, thatpart of
The Strand in a tumult while the operation of distributing the newspapers is going
on. Such a sale is, we believe,wholly unexampled either in England or any other
country,and it is due to the pictures by which each Saturdaythe events of the week
are illustrated. A similar and successful, though not equally successful journal,
in imitatioqbf the London paper,is published in Paris, Madrid, Leipsic, and a great
many other towns of the Continent. 'Punch' owed much of its success to the ill-
$ ustrations, and it ispibe same with many other publications. Artists now dispute
» the palqhith the most popular authors;, and however greatly some of the latter are
favoured, they stand below skilful wood-engravers.
The causes and consequences of this dawning and important change are worthy

of notice.
The causes, though many have combgined within the last few years to effect
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improvements in angraving and printing, may all be summed up in the facility with
which these are now accomplished,and the comparative cheapness in concequence of
illustrations.In the Illustrated News. of .the week before last, which,with a sup~
plement,sold for a shilling, there were thirty four woodcut embellishments, some

of them filling two pages of the journal, representing the opening of the Exhib-
ition, the building itself,some of the contents,some of thepictures in the Royal
Academy, and some of the events or interesting occurences of the week. Twenty years
ago the smallest of these ornaments would have been considered, with a due proportion

-of letter press, cheap at a shilling. It is scarecly too much to say, therefore,

that by means of improvement in the art of engraving, giving facilities for pub-
lishing rapidly large editions, illustrative engravings can be given to the public

at one fortieth of their cost a few years ago. Not now to advert to the several steps
by whichthe art has advanced to its presentstate, we shall merely observe that

since we learned how to make the sun paint for us, attention has been directed to

the subject in all the countries of Europe; and in no art have greater improvements
been made than in the arts of engraving and printing engravings. The result is a
facility of illustrating passing events truly and graphically, which makes the artists
as much or more than the writer the historian of our times.

The probable consequences deskerve more notice from reflecting politicians
than the causes of the change. written or spoken language merely suggests thought,
and. the thing suggested, or the several parts of it .for which the words stand, must ..
been, as it were, in the mind before. The new thought suggested is merely putting
together in a new form some scraps of old knowledge. But pictorial representation
may at once convey totally different and totally new ideas to the mind. The artist
speaks a universal language. A Turk or Chinese understands him at once, though to
make elther of them understand a written or spoken description would require a
long time and, much instruction. Hence it has become practical to establish in
London, French: and Germaqﬁournals, which, by means of 1llustrations, speak at once
to the natives of France and Germany. Pictures, then, have the great advantage over
words, that they convey immediately much new knowledge to the mind; they are equi
valent, in proportion as they approach perfection, to seeing objects themselves;
and they are universally comprehended. They may make every one participate in the
gathered knowledge of all. Artists cannot yet catch and portray spiritual abstract-
lons; many of the thoughts of the great historian, of the philosopher, and the poet
can only have symbolic and suggestive signs; but all that can be seen - all the
material world - may be represented by the artist;and now that his skill can, by
the improvements in art, be made cheaply available, it will inrutuﬁre be more and
more employed to spread knowledge through every society.
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The great extent, also, to which the art may be applied is evident from
the monuments of Egypt and Assyria, which, after.a lapse of three thousand years,
have restored to us a knowledge of the inhabitants of those countries, and of
their manners and customs. The artist has handed down to us the information that
there were then different races of men -~ that one race conquered the other:, he
has preserved records of battles won, and the number of prisoners taken, the number
of scalps carried off, with something like an account of the royal prize money.

‘It is pretty clear, from those monuments, that even statistics can be made impress-

ive to the eye. After a long deviation - necessary, mo doubt, that we may prove
all things, and hold fast only to the good - we are carried back to the principles
of the art with which mankind were first inspired. We again have recourse to the
mode of recording events in use amongst the earliest peoples; and now find the
method of communication employed by the Mexicans to describe Cortes and his ships,
to be the best for diffusing knowledge amongst mankind. The art is, indeed, won-
derfully improved, and the rapidity and cheapness with which an object can now be
sketched, engraved, and printed, suggests thepossibility of obtaining an instrument
for forwarding the improvement of mankind more powerful than the press for print-
ing words. ;

when Gutenberg set his first types,and Caxton began printing in England,
nobody foresaw or dreamed of the many changes of which their humble art was to be
the parent. Nor did any person imagine, when gunpowder was first applied to the
purposes of destruction, that its ultimate destiny was to moderate the horrors of
war, deprive individiual strength of ferocity, and help forward a period of cont-
inual peace that should make an universal exhibition of the products of art and
industry possible. Steam, too, without the foreknowledge of the gifted individual
who reduced its expansive powers -to our servitude; is changing the face of society.
Thus it is material changes - improvements in art- discoveries and inventions that
are almost unnoticed at their origin ,and not any wise political contrivances,
which develop civilization and bring about those great changes in society, to
conform to which is the highest wisdom, as well as the duty of legislators.. If
the modern improvements in the art oftransmitting a knowledge of events by the
pencil,be more efficacious in diffusing knowledge than the art of printing words,
may we not expect it to be the forerunner of changes greater than printing has
hitherto brought forward.? will not the modern art of speaking to the eye, con-
fined to representations of the material world, excluding abstract and spiritual
conceptions, increase the influence of that werld, and give the knowledge derived
from it a vast preponderance over the mind?.
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The Great Exhibition itself, which is a representation to the eye,is part
of the same progress. It is performing the office of a large illustrated newspaper.
It is the history of modern art and invention taught by their actual products.Like
sun painting, it speaks all tongues. It wants the facility of spreading that history
over the world, and the illustrated paper, withoubt which it is doubtful if it could
itself ever have existed, comes to its aid, dispenses the knowledge so scientifically
gathered and arranged, and so graphically displayed in Hyde Park, over all the nat-
ions of the earth.. The Exhibition can only diffuse knowledge by inviting persons
from all quarters to come and see it at a great charge and great inconvenience; but
its own classified and illustrated catalogues, and the illustrated newspaper, spread
the gathered knowledge, for the charge of a few shillings, over distant lands and
diversified nations. The Exhibition would be a comparatively feeble instrument for
helping forward improvement, without the assistance of illustrationa and letter-press
to convey a knowledge of its wonderful palace and its contents to the many millions
who cannot possibly visit it.

Representations of the material world and of common life do not constitute
what is called high art; and it cannot escape observation, that the Exhibition,
though it contains a few statues, is much more a collection of products that min-
isterto the comforgt and enjoyment.of millions,than of the products of high art.
Instruments, from a steam engine to a bodkin, house furniture of all descriptions,
and ‘materials for clothing, from the most comfortable woollen to a gossamer web of
lace, make up a large part of its contents. The common and the useful predominate
far above fine and high art. In like manner, it is withcommon events, with subjects
that interest the multitude, that illustrated newspapers fill their columns. To give
illustrations they must have many customers, and the arts they cultivate must attract
the multitude., Historical paintings, grand compositions,even fine groups,, and
above all, a;legorical groups of srulpture, constituting high and fine art, have no
charms for the people, and will not be encouraged. when those making large fortunes
who carefully minister to the common wants, men of genius and talents will not long
pursue any species of art which is less handsomely rewarded. Hitherto, though much
talent has been engaged in illustrating passing events, the art has not done for it
all of which it is susceptible. Now that it is becoming so extensivelypopular, it
must attract to it the highest talents, and effect a revo;Fion in art itself, making
it more than ever subservientto the uses of the multitude, and in improving them by
all the talents and genius that are now wasted on many profitless and unimproving
pursuits.
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A complete exegesis of this text, down to and including the details of style,

would be an illuminating and extensive task that has to be foregone ; what

follows must concern itself with a general outline of its main subjects, and
See Footrote this too must be incomplete. Incomplete because the history of graphic
communication..and illustration is a very obscure subject; and it is astonishing
how little is known of its industrialisation in the years prior to 1851. Incomplete
also because there are conceptual and categorical difficulties of great stubborness
involved in interpreting what we do know. The text is valuable because, amongst
much else, it gives us some perception as to how the question of this 'image

explosion' was perceived at the time.

We might first make an imaginative step into an 'image scarce' culture.

Mark Twain's 'Yankee' woke up in his Arthurian lodging and the first thing

From 'A Connecticut Yankee at the he noticed was the absence of the colour reprqduction. "It made me homesick
Court of King Arthur '(1889). to look around this proud and gaudy but heartless barrenness and remember
Quoted by Marzio (p.119) in a that in our home in East Hartford, all unpretending as it was, you couldn't
different context. go into a room but you would find an insurance-ehromo, or at least a three

colour 'God Bless Our Home' over the door - and in the parlour we had nine."
Today, visitors to Russia and Eastern Europe have tended to notice what thay
call the drabness of the streets: a little observation teaches that this is due
to the relative absence of commercial, pictorial advertising. (The development
of consumerism in these countries has required thedevelopment of pictorial
advertising to go with it.)) The extension of the industrial system across the
world has entailed the extension of this same wisual language of information
and commerce; and this visual lahguage was first constructed in the 'griinder-

zeit'. of the 1830's.
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The growth of engraving and printing in Leeds (1800 -1851) : compiled from entries in
trade directories and other sources.

Additional notes:
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1822 - first ink-maker 0

1822 - . first printer's supplier

1823 -~ first paper mill (8 by 1851)
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In order to see this 'explosion' as a single object of study, complementary to
the 'object explosion' represented by the Exhibition, and in order to make some
attempt to assess its meanings, a simple strategy of three main themes is pro-
posed. a). the means

b). the pictorial conventions

c). the characteristic usages.

The knowing reader may recognise in this something akin to the channel, code,

and message of information theory.and the question arose in the course of i
E.Jussim. 'visual Communication study whether or not to apply this strict terminology. Estelle Jussim has done
and the Graphic Arts' (1974) just that in her important study of the influence of photography on illustration. . ‘
But information theory declines to discuss the wider problems of meaning. =
A.Moles. 'Information Theory "Meaning," writes Moles, "rests on a set of conventions which are a priori
and Aesthetic Perception' (1968) common to the receptor and the transmitter. Thus it is not transmitted...".
p.197. But it is precisely the overall meaning of the image explosion that engages our
) attention. '

The conclusion will be that this overall meaning is the restructuring of pre-
industrial attitudés and forms of knowledge into shapes and relations suitable to
the new industrial society: that is to say its meaning is epistemological and
ideological. As The Economist insists, "Will not the modern art of speaking to the
eye, confined to representations of the material world ......give the knowledge

. derived from it a vast preponderance over the mind." The artist, he notes,

through every society". The Unwillingness of American scholars such as Jussim

|
1
"speaks a universal language". and the printed image will "spread knowledge . }
and l\./iarzio to discuss this dimension to their subject, reduces the otherwise i

» ]

considerable value of their work.




S.H.Steinberg. '500 Years of
Printing' 2nd ed. (135) p.201.

See Lillen op.cit. p.14 - 15,
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The application of information theory to graphic art, be it never so illuminating,
has the limits of its positivism: it can describe states of affairs, but not explain

change; it can analyse mechanism, but not synthesize meanings.

Means

If we begin with 'means' this is not to suggest that in some mysteriously
simple sense a technical invention 'causes' some cultural development.. What
The Economist describes as 'great changes in society' belong to a different
order of explanation and nexus of causality than do the 'discoveries and
inventions that are almost unnoticed at their origins'. To attempt to explain
the one by the other courts confusion. For that reason we do not argue that

invention arises to 'fill a need'.

The mechanisation of printing through the use of revolving cylinders, at first
to bear the paper and then, after some delay, to bear the type-forme seems
to have arisen beéause of the demand for more text more quickly. 'The Times'
was constantly occupied with this problem and commissioned and spent large
sums of money upon several schemes to speed their process. The'steam -
printing' machine of Koenig and Bowers (1814), the automatic feed, and the
final achievement of the cylindrical type-forme arose directly from the view
that there was a very large readership awaiting a very large production. In
this sense, the specific technology was a response and not a cause. But the

principal mechanical inventions.that made cylinder printing possible took place
[




wn.Maudslay also took out a patent
in 1805 and later in 1808 for a
calico printing machine with a
moving plate that pressed the cal-

ico against a platen. See also notes

to Ch.1. p.23.

See Steinberg. op.cit. p.201.

L]

C.Rosner. ‘A Printer's Progress'

(1951)
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in the textile printing industry several years before. Thomas Bell's patent for
textile printing of 1784 "has all parts in a rudimentary form to be found on
present day industrial gravure presses." Bell described himself as an engraver

upon copper.

Other factors, of a quite different kind could delay or hasten the chain of
invention: the tax on printed text (per sheet) delayed the continuous printing
of text on rolled paper, but not the continuous printing of patterns for wall-
hangings. Thus the application of textile-based mechanisms to the printing of
newspapers was delayed. In other cases - paticularly with photography - the
relationship between invention and the supposed 'need' is enigmatic. These
other factors were social ( as in the desire of print-workers, and particularly
the type-founders and setters, to protect their skills and livelihoods ), and
they were also aesthetic (Koenig's first machines were rejected in Germany
because 'they will issue many impressions, but nothing beautiful'). The matter
of the expectation of the readership becomes ever: more important as the
range of available print processes increases.

However, we can.usefully isolate important inventions that created the conditions
without which an explosion of imagery would have been impossible, without

attempting to draw simple causal conclusions, either way.

The first of these is the mechanisation of paper production, first in single
sheets and then (1837) in rolls. Rosner gives some figures for the resulting

reductions in cost. A vat of hand-made paper pulp could produce sheets worth
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L6 in a week: a machine could produce five times as much in a week, at a
cost of E4.10s..(A reduction of i85%).

A second is the improvement in press design. In 1813, the new Stanhope
From local records in Leeds City machine used by 'The Leeds Mercury' could print at a rate of 250 impressions
Library. per hour. The iron frame of the Stanhope gave greater accuracy and its lever
action greater speed. For those with more capital and a greater market, the
Koenig and Bower's machines were available by 1820, when six such presses

were in action in London, working at 1,000 imp. per hour, and driven by &

See G.Wakeman 'Victorian Book small steam engines& For higher quality printing - particularly illustrated books -
Illustration; the technical rev- the Hopkinson and Cope platen presses were available from 1830. At the Great
olution' (1973)gives details. Exhibition, an Applegarth and Cowper machine could be seen throwing off The

London Illustrated News at 5,000 imp. per hour. As we have seen, The Economist
calculated a reduction in cost such that 'illustrative engravings can now be

given to the public at one fortieth of their cost a few years ago.'

It is to these engravings that full attention must now be turned; and to the
combination of image and text that the type-compatibility of the wood-block

engraving made easy.

K.Lindley 'The Woodblock Engravers' Kenneth Lindley writes " Without Bewick there can be no doubt that the
(1970) p.13. technical demands of a growing industrial society would have led to the

boxwood block for printing, but it was doubtful if the standards would ever

have been so high." The woodblocks decisive advantage was its type-compatibility.
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Yet though it could be fitted into the forme-along with the type, it might

seem in other respects an unlikely medium for an image explosion. Engraving

on wood is a demanding craft, apparently unsuited to swift production. To get

engraved blocks completed on time for the new journals, teams of engravers /
were employed in elaborate divisions of labour. A considerable industry grew |
up around the creation of these blocks, whose technical complexity seems to

make an improbable bearer of mass imagery.

A comparison with the development of illustration in other countries might
shed light on the complete dominance of woodblock in Britain. Though there
was a woodblock printing trade of similar size and skill in Paris,and inter-
change of skills, persons and their products - yet lithographic illustration of
journals developed there and not in London, where. .lithography was almost . : %
exclusively linked with specialist and expensive printing. There was no London ‘1__'%5_
equivalent: of -the 'Charivari' and other great magazines of comment which,
though .of far smaller circulation ( around 3,000 per issue for Le Charivari),
appeared daily. In Germany and the United States lithography also seems to
have developed, quicker. The study of this question is difficult due to the

lack of some basic information (what,for example, was the availability of
lithographic stone in England.?) But one conclusion is reasonable; that the
expectation of readership played an important role in the difference between
countries. From the very beginning, major continental artists used lithography,
and gave it a prestige that it never attained in England. Delacroix is an i
obvious example of a leading painter whose lithographic illustrations lent g 1

stdus to the medium in the eyes of a clearly defined readership. We note

that there is no English equivalent to Daumier. English painters ( as opposed
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to illustrators) worked always in close conjunction with the very skilled
reproductive engravers on copper and steel. An educated French readership
expected to see lithographic illustration; a similar readership in England did
not. The consequences of this for the quality of illustration would be an
interesting study. In spite of The Economist holding out the.promise of
'large fortunes' to the woodblock illustrator, the work did not attract the
attention of the'highest talents' except in a few rare cases. Indeed, wood-
block came to be less and less used as a medium for quality illustration of
any kind, and there were regular crises.in the relationship between artists
and engravers, due in part to the ditision of laboun, that did not exist in

lithography.

The power of the woodblock was increased by the discovery that it could

be copied in metal: the process of casting stereotypes began around 1830
(though details of its invention and use and spread are obscure). The electro-
type (made by electrical deposition of metal in a wax mould) followed ‘some
ten years later. By these means each original block became a master for
many replica blocks from which the actual printing was done. In 1836 The
Penny Magaziné was being reprinted in New York from stereotypes of the
original London edition. This genetic principle enabled the swift distribution
of useful images, so that each printer could have a stock of handy blocks

to which different captions might be added. Since the original master
blocks were very durable in themselves (Lindley gives a figure of one million
impressions from one of Bewick's blocks) the augmentation of imagery was

potentially immense. These are the 'improvements' and 'facility' of which

The Economist speaks.
[ J
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S.Houfe 'Dictionary of British
Book Illustrators and Caricatur-
ists. 1800-1914' (1978) See also
B.Hunnisett ‘Steel Engraved Book
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Great efforts were made to prolong the life of the woodblock in commercial
printing, even to the extent of imitating with immense skill the effects of

photography: but that remains outside thegscope of this survey.

In the more expensive areas of printing, engraving on metal was further
advanced quantitatively by the change from copper to steel: the much greater
hardness of steel permitted it to be put through the press more often, and
through harsh mechanical presses, enabling some thousands of 'pulls' to be

taken; whereas copper was normally restricted to hundreds or less.

The publisher and artistic entrepreneur Rudolf Ackermann was prominent in

this area of work, expanding his business from extensive hand-tinted aquatints
to mass-produced albums and annuals modelled on the sentimental miscellanies
produced jn France and Germany. His 'Forget-Me-Not' ran from 1822 to 1847,
and was the model for many others. Alaric Watts, for example, commissioned
original paintings and drawings to illustrate his 'Literary Souvenir' which ran
from 1826 to 1842, with an imprint of 6,000 per edition. These albums used
largely steel-plate engravings. Altoge:'ther over 300 separate annuals and similar
works were publis'hed between 1823 and 1855, full of adventurous and decorative
printing. John Martin and J.M.W.Turner were among the very many artists
whose imagery was distributed through this medium to a much wider, though
still not 'popular' market. "Sums of money that sound preposterous were lavished
upon the several departments...... amounts varying from 20 to 150 guineas were
paid to artists for the loan of pictures to be engraved; and it was by no means

uncommon for the engraver to receive 150 guineas for the production of a

single plate."
[ 4
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An interesting enquiry can be made into the dependence of painters upon
engraving, and the effect of this upon the development, or lack of devel-
opment of style. Walter Benjamin was to comment; " To an even greater

extent, the work of art reproduced becomes the work of art designed for

reproduction."

Wakeman writes " The great spate of books illustrated by steel engravings
during the 1830's led to a decline in the art in the 1840's," and comments
on the details of this decline. Engravers at the time were aware of it. The
'up-market' reproductive engraver, accustomed to working on a large format

for separately issued editions found his livelihood under threat from what

were described as 'ignorant capitalists'. In 1836 we find the House of Commons i
Select Committee on Arts petitioned by engravers seeking full admission to
the Royal Academy in order to advance and protect their status. Witnesses
argued that there were now five times as many engravers as there had been
twenty years ago, and that their importance in diseminating art had been
overlooked. With Academic membership they could protect themselves at law
from unscrupulous publishers and plagiarists. (This sheds further light on the final
'

paragraph of the.article in The Economist, with its discussion of'large fortunes

and the place of 'fine and high art.)

We have touched on only those means of image reproduction that were in the
line of development from Gutenberg; but this is enough to show something of
the increase in capacity, and enables us to make some simple ( though perhaps

slightly absurd) estimates.
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From the uncertain figures available we can propose the following figures:
a). For engraving on metal (up to 1836) ; a five fold increase in the
number of engravers and a twenty fold increase in the number of /|

impressions per plate. Increase x 100.

b). For engraving on woodblock (London 1817 - 1851) ; a three-fold
increase in the number of engravers and a very great increase in the

number of impressions from each block or stereotype. Increase x 3n.

More succinctly, for every engraving - -printed from a metal plate in 1800, there
were one hundred in 1836 (and presumably more in 1851) : for every engraving
printed from a wood block in 1800, there were many thousands in 1851, The

effect of this upon the manufacture and trading of unique imagery ( painting

and sign-writing ), and of limited edition imagery, may be surmised. We are
accustomed to regarding the invention of photography has having seriously
modified the role and natun;e of the painted picture, but with these figures in
mind we should reconsider that view. The industrialisation of image making

can be assumed to have disrupted the practice of painting and engraving well
before the invention of photography. T he consequences of this may be studied
in the history and development of the Royal Academy, but it is an obscure
matter. Once agaiﬁ, we have recourse to The Economist, who remarks that
"Historical paintings, grand compositions........have no charms for the people

See Toni del Renzio 'Art is Modern, and will not be encouraged." The production of historical paintings and grand

Bourgeois, Conceptual and Marginal'. compositions must become, in such circumstances, ever more problematic. : :
[(1978) and below
We have still to consider the arrival of lithography. Lithography was not

easily mechanised, and remained slower than woodblock until the 1850's.
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But its inventor had no doubts about its eventual progress. Senefelder's
'Complete Course of Lithography' (English ed. 1819) reads " I shall not admit
that lithography has made a great step toward the utmost perfection until

the drring work of the human hand has been dispensed with as much as possible
and the printing is done almost entirely by machinery.......I have no doubt

perfect painting will one day be produced by it."

The strongest impression one receives in looking at the early history of
lithography in England (as opposed to France) is that no-one was certain
how best to use it. It was quickly adapted to book illustration (where speed
was not of paramount importance: therefore in terms of sheer quantity of

imagery, it was of less importance.

Wakeman suggests that by the 1850's as much as 42% of book illustration
was done by lithography. Much of this was in colour, and it is as the bearer
of colour into printed imagery that lithography is most important in this

period.

The expensive, hand-coloured aquatint was the normal means of colour
reproduction in the first years of the century; and it was time-consuming
and uncertain. Humphrey Repton notes in his 'Observations.......on Landscape
Gardening' (1803) "When tempted to complain of delay, disappointment and

want of pu\nctuality in artists, I am checked by the consideration that works

of genius cannot be restricted by time, like theproductions of labour." To s
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this he adds the note "The art of colouring plates in imitation of drawings
has been so far improved of late that I have pleasure in recording my obligations
to Mr.Clarke, under whose direction a number of children have been employed

to enrich this volume."

Lithography offered a means of overcoming the slowness of such work, but
required extended research into inks and colour combination. The large number
of books on colour theory published about this time may have some bearing on
the research colour printing required. The first book on colour, to be printed
in colour lithography, was F.Howards 'Colour as a means of art' (1838). The
plates for this little production were printed by Charles Hullmandel, who was
the leading pioneer of this work. For the best (and it seems only) summary

of the development of colour printing, the reader is referred to Wakeman.

So far we have discussed only the printing of autographic images - those
produced by the hand.of some graphic artist ( albeit often mediated through
several other hands as well ) Photographic imagery must now be considered.

At the time of thé Great Exhibition the photographic 'explosion' had begun.

But only just. Gernsheim gives a figure of 51 registered photographers in

London, followed by 2,879 ten years later (with other useful figures for specialist
photography ). In Leeds the figures show a steep, but less startling rise, with

a curious 'slump' at one period, which suggests the trade was oversubscribed.

(graph follows)

[




Photographers in commercial practice in Leeds; and portrait photographers in London.

From ' Early photography in Leeds' (Leeds Art Galleries 1981 ) and Gernsheim (1955).
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Once again, the graph conceals information, since it comes from commercial
sources only. In the case of Leeds ( and we may assume like cases elsewhere)
commercial photography (that is, the making of daguerreotypes) was the mono-
poly of one concern - that of Samuel Topham. Topham (who was also an
engraver of long standing) established a 'Photographic Portrait Gallery' on the
strength of a ten-year license within the city boundaries. When the patent
lapsed in 1852, new men rushed into business with new processes. But in the
meantime a very extensive amateur movement had come into existence. In
Leeds, pharmacists found it profitable to become photographic suppliers, and
in 1852 a photographic society was founded (still in existence) with an illustrated
journal. In 1853 one of the pharmacists had diversified, and offered for sale

a 'tourist camera' for amateur use; there was the beginning of a small industry
in camera making. In the course of time, Leeds was the first city to be rec-

ordered on moving images.

The cost of photographs in Leeds decreased from 10sé6d in 1842 to 2s0d in 1855
according to the bills of the 'Photographic Portrait Gallery'. The speed of the
processes had notably increased: but the essential invention was the glass

negative, the master image of a very large number of potential replica prints.

Though photography was some way from being incorporated into an industry
by 1851, yet all the components and processes of industrial production were
coming together ; a study of the previous employments of the commercial
photographers of Leeds and district gives some indication of the intermarrying

of skills at the start of this new aspect of the image industry. By tracing

names back in the trade directories we discover that they had been, and
o
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often still were, the names of engravers, pharmacists, opticians, watch-
makers, cabinet-makers ,booksellers (who were often printers and publishers),
art dealers and artists. This is a perfect cross-section through the skills
that a photographic industry would require, and also through the skills
required for the forthcoming marriage between photographic and mechanical

print processes, and between autographic and photographic image creation.

This marriage had been foreseen even before the birth of photography in its

normal sense. Niefice had experimented with the reproduction of engravings

by what he termed 'heliography' as early as 1828. The very first printed

image of photographic origin was of a 'photogenic' drawing by Fox Talbot,

which, having been exposed upon a woodblock, was then cut, and printed in '
'The Mirror of Literature, Amusement and Instruction on the 20th. April,

1839..

Fortunately it is not necessary to discuss here the bewildering elaboration

of new print processes which sought to employ photographic and photochemical
means, and to harness them to the ever increasing numbers and types of
mechanical presées; this lies after 1851, and in that.era predicted by The
Economist, when ' the art of transmitting a knowledge of events.....(through
images).......will be more efficacious in diffusing knowledge than the art of R
printing words." When " we again have recourse to the mode of recording ¢

events in use amongst the earliest peoples.”

We can now propose, following the schema of Poortenaar, a simple staged

description of the growth of our present panoply of image systems.
[ 4
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After a first primitive stage of unique, autographic image making (1),

a printing system is devised using the devices and technology developed

in the textile and metal-working crafts.(2).

This manual stage is succeeded by a 'mechanical' stage in the early

nineteenth century, through the adaptation of machines originally conceived

for textile printing: but the original image (the master block or plate) is

still autographic. At the same time, a photographic process is developed. (3)(4),
Shortly afterwards, a photographic printing system (the negative-positive)

is invented independently of the mechanical system. (5).

After much trail and error, photographic images are rendered capable of

mechanical reproduction - giving a'photo-mechanical' stage (in which auto-
graphic images can also be reproduced). (6). From now on the distribution

of autographic imagery declines relative to the photographic imagery.

The invé_:;ation of telegraphy and radio add a further stage (7), rapidly over-
taken by the electronic media which .are-not strictly speaking printing media
at all, but image storage and distribution channels. (the question as to
whether tapes and discs can be said to be printed imagery need not detain
us now.) (8). 4

’
:

At each stage there is a great increase in the quantity of imagery in circulation

but the new means do not drive out the old (or, only briefly). Primitive auto- ‘
graphy ( painting and drawing), manual printing (etching and engraving) are ' 0
still with us, as is photography (whose early techniques are once again being
'redicovered'). Later stages tend to imitate early stages. At each stage, the

earlier 'superseded' media have undergone a change in function, toward a

greater specialness, or 'artistic' usage. There would seem to be some general
L
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law of cultural valuation at work here, and the schema might usefully be
employed to other processes and products. This schema is also clearly in-

debted to the writings of McLuhan.
(diagram follows)
The second diagram shows the decline in autographic imagery (engraving

on wood, metal, hand drawn litho etc.) and the rise of photographic imagery

( - photographic and photomechanic printing ) in book production only.

Line block is given a separate category, as being photographically reproduced
and autographically produced. This diagram should be regarded as highly
generalised and speculative: it does not apply to journals, newspapers, and
advertising (that is, to the bulk of irnagery) where woodblock engraving.

survived much longer. The information is from figures given by Wakeman.

It makes clear that the decade following the Great Exhibition showed the start of

steady decline of autographic imagery in visual communications.

1

(graph follows)




“65% phatographic
72 [

/
Frequency of use of different media 4 /
in book illustration, expressed as 60%

percentages of total number of books ‘
in each decade : after Wakeman.

] /
50%

/
42% Hand-drawn litho. — ..

|

/

40% /

31.% wood-block -]

|

30%

25% metal engraving - — |

20%

_ 18% line-block

10%

~9% hand-drawn s
litho. : U
~7% metal engrav-

ing

2% photographic

..-...-...--_/

1% line-block ’ 1% wood-block
. R

1 t ——
1850 1860 1870 1880 1890 1900




IPrimitive' auto-
graphic stage ......

Early 'manual’
printing stage...

'Mechanical'
printing and
early photo-

graphic stage

The addition

of photographic
printing through

the negative

--------

........ pre-1450.

...........

1850's

Diagram to illustrate the succ-
essive stages of image production
.and replication, and the persist-
ence of older means within the
overall system. (See text).

Later 19c:‘photomechanical' stage

20c. Radio-telegraphic and electronic
media. Film a special case.




74

Pictorial conventions.

By pictorial conventions is meant (at the macro level) ,those ground rules for

the comprehensibility of form that enable us to 'read' an image; and at the
micro level ) that code of marks, lines, dots and zones out of which an image

is assembled. Each print process has certain visual characteristics, but the code
of any one printed image may be borrowed from or in imitation of the character-

istics of some other print process.

Pictorial conventions must at some point be learnt, and so have a complex
cultural character. This learning may be of the most general kind - as when a i
child learns to recognise a picture, or it may be highly specific, as when we
learn to read a technical drawing. Pictorial conventions are also - since they

are the gr’éund rules for representation - visual forms of theories of knowledge.
A study vof the pictorial conventions surrounding the advent of the industrial
system, should reveal something of the cultural character of that system, its
characteristic account of information and enveloping epistemology.

That is certainly how The Economist saw the matter. " The pictorial represent-
ation may at once convey different and totally new ideas to the mind.....Pictures
.....CcONnvey immediately much new knowledge to the mind......they have a great
advantage over words..... (which) merely suggest thought.......scraps of old know-
ledge." The Economist sees pictures as having a definite social function - of
"diffusing knowledge". But above all, "the artist speaks a universal language" and

pictures "as they approach perfection " are "equivalent.....to seeing the objects

them§elves."
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What, we must ask,is meant by 'perfection'.?

A main concern of earlier print makers was the problem of rendering tone:

this was a consequence of the main ground rules of post-Raphael painting,

of the disposition of light sources and of the chiaroscuro modelling of form.

The very first printed images were made from fine and coarse lines, and solid
areas of black ink or white paper; intermediate tones had to be constructed
from meshes of lines (though there is an old family of 'dotted' prints, and small
dots and flashes were often incorporated into seventeenth century engravings.)
Ingenious tools and semi-mechanical devices were employed to create these
meshes of lines. The inveations of mezzotint for dry engraving and aquatint

for etching meant the substitution of a dotted or grainy code for the linear
constructions. Mezzotint in particular was ideally suited to the reproduction of
painting, since it rendered and built up tone in a similar manner. As we have
noted, a large class of reproductive engravers of great skill worked beside the
academic painters, and both were locked into a mutual dependence, both stylistic
and economic. The mezzotint code of dots, qualified, strengthened and made
immensely subtle by aquatint, line work and many exquisite skills was perfected
in the early ninetéenth century and has been the foundation of most printed
imagery since, by way of the half-tone block, screened images and finally the
lined array of dots that constitute the televisual image. Of all codes, when
reduced to its finest, it most nearly reproduces the neurological code of the ‘ |

retinal image. That is to say, in information theory language, it approaches

subliminality; the code does not appear in the message as 'noise'.
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William lvins, in his pioneer study of printed imagery, regards the pursuit of

'subliminality' as the determining factor in the evolution of the printed image:

Estelle Jussim has made a fascinating study of the increasing refinement of

autographic technique to that end, and the interested reader is referred to

their work. Here we equate lvins 'subliminality' with the 'perfection' of The

Economist. We shall note that as mass-produced imagery became increasingly

'subliminal' (or 'perfect'), so unique imagery began to exploit the shaggy qualities ‘
of autography, and to rediscover the 'bite' of the etching , and the 'touch' of

the brush. (The protracted academic debate about technique begins. with the

problem of - what sort of code is desirable?).

The imitation of codes is thus an interesting matter. We have: the attempts

to extend the life of woodblock by the imitation of the photographic half-
tone; but the main medium for imitation was lithography. One of the earliest
books to be published (in England), illustrated by lithography, was 'Rural Arch-
itecture' by P.F.Robinson (1823), which has plates printed by Hullmandel from
drawings 'on stone' by J.D.Harding; these imitate engraved effects. The splendid
hand coloured lithographs of the 18310'5 and 40's mimic, in details of landscape
and vegetation, the woodblock code of little marks (itself standing in a similar
relation to the discrete brush strokes of the picturesque painter in oils, with
this difference - that tone in engraving must be so produced.) In the same
illustrations, details of architecture or scenes of the new technology of rail and
steam that these fine works often depict, imitate the code of the engineers
steel engravings and mechanical drawings. In such cases, the mimicry of codes

serves a meaning - the intrusion of the new : geometric sublimity of industry

into the older 'organic' landscape.
L4
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The adaptability of lithography, its relative absence of a determined code,
could be turned to commercial advantage. Marzio gives the following advert-
isement..... "Duval's Lithographic and Colour Printing Establishment of Phila-
delphia. Drawings of all kinds executed on stone. Copper and steel plates,
woodcuts, manuscripts etc. transferred. All kinds of colour or ornamented
printing executed in the neatest style. Nota: engineers and surveyors, wishing
to execute their drawings for transferrring will be supplied with suitable p:aper
and ink. Having succeeded in adapting for the first time Steam Power to the
lithographic press, extensive orders and the largest size drawings can be printed
with great despatch and moderate cost." Marzio comments that the claims for
mechanization were probably an exaggeration at the time (1849) Mechanical i

lithography did not 'take off' until Sigl's patent in 1852.

Varnished and embossed lithographs could be made that imitated oil-paint

with enough success for some publishers, especially in America, to commission
artists directly to work exclusively for reproduction. It was in this ambiance
that art and advertising met and married. We should also note that lithography
freed the printing of letter forms from typography, and brought autographic
invention back into lettering - with great importance in the realm of advert-
ising, poster design, greetings cards and music covers. The combination of image

and text could be made much closer.

Thus the question of code became visible in a new way; the choice was not
between print processes, but between codes within one process. Thus choice

of code becomes separable from choice of process.

)
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In so far as The Economist presents an authoritative statement of the visual
prejudices of the time, then it helps us to understand the immediate appeal

of photographic imagery, which, from the point of view of 'perfection' is the
greatest 'improvement'. Ivins interprets the appeal of photography as due to

its lack of syntax , that is, of an ordered and visible code. There was, it
appeared, no construction of areas of tone - it was 'sun-painting', by 'the
pencil of nature'. Within the limited possibilities of early photography, such &
a conception could very easily arise; but later in the century we find photo-
graphers going to great lengths to imitate the pictorial codes of autographic
imagery, in the 'pictorial photography' movement.. The concept of 'syntax' and
its associated 'subliminality' is complex; for the purposes of this study we would
wish to distinguish between those codes (approaching subliminality) which
reinforce the reality of the pictured object - and of these, photography was
predominant; and those codes which reinforce the reality of the viewing

subject and the materiality of the picture surface (the obviously autographic
codes). The painter's 'touch', the materiality of paint, ink, bare paper or

canvas - the mode of affixation of the image to the .surface(to use a phrase

by Tarabukhin) becomes increasingly. visible and increasingly the bearer of

meaning and expression

An increase in visual discrimination is therefore an important consequent
to the 'image explosion', even at the early stage of 1851. In the subsequent

century this discrimination has developed proprtionately, with the use of

yet more processes, more codes, and an extended range of conventions.
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This increased range of choice and visual discrimination applies also to the
'‘ground rules' for comprehensibility of form. At a time when the mass-produced
image, broadly based upon two centuries of academic pictorial convention, was
being established as the visual language of commerce, education and enter-
tainment 'universally' to both 'Turks or Chinese', the foundations of those con-
ventions in the academic tradition were already being transformed. This sets
the problematic of the 'avant-garde' back to an earlier date than is usually
considered ( as noted in the first chapter, with respect to 'the carpet paradigm’).
Once again, we can usefully turn to the text in The Economist, which makes a
number of distinctions between 'representations of the material world' and of
'the common and the useful', with 'fine and high art'. The writer is recording
a real shift in the visual language of the era. "Artists cannot yet catch and
portray spiritual abstractions; many of the thoughts of the great historian, of
the philosopher, and thepoet can only have symbolical and suggestive signs: but
all that can be seen, all the material world, -may be represented by the artist."
(This, in nuce, is the very bat&p‘lground of symbolism and early abstraction!).
It was suggested earleir that pictorial conventions are visual forms of theories
of knowledge. The Economist recognises this clearly, if crudely. The theory of
knowledge he invokes is the barest kind of empiricism, which must always seek
some 'subliminal' visual code so that the material reality of the image, (its
evidence of intellectual will and preconception) cannot interfere with the pure
data of its message. Thus 'sun-painting' was expected to confirm the cognitive

theory that supported the 'improvement' of picturing toward 'perfection'..."In
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such exquisite subtility of touch and tone as might fill a Vandyke or a
Lawrence at once with delight and despair." The camera appeared to be a
practical vindication of empiricism, which treats the mind as a sheet of
white paper which takes impressions of objects when exposed to sense data:
but this is the theory the writer of the article assumes to be behind all

picture making.

Yet this is manifestly not the case with Romantic painting of the previous
decades: and indeed, it is not easy to reconcile empiricism with the deductive
idealism of Reynolds' 'common forms', and the need to transcend all 'local
customs and particularities'; nor with the historicist idealism of the Pre-Raphaelite
Brotherhood - though the writer might find himself at home with Courbet or

Ford Madox -Brown. The pursuit of 'symbolical and suggestive signs' becomes

a major - perhaps the major ambition of the autographic image maker from this ;
point onward. The article to which we have so often referred demonstrates the
cleft that has opened up, already in 1851, between the empirical, positivist
visual language of the industrial system and its appurtenances, and the visual
languages ( many, rﬁetaphorical and existential) of 'fine and high art'. This

cleft ( though formally visible in an extended range of pictorial conventions) is

evidently an ideological impasse of some depth affecting both the domain of
production of the 'fine arts' and the domain of their reception; and it may be
traced, like the fault-line of an immense geological shift below the surface

of our daily landscape. Our very conceptualisation of 'cleft' is an instance of

the problematic that is so difficult ( and perhaps, logically impossible) to

describe from within.
®
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There is a further direction in which the pictorial conventions were extended.
Throughout the early nineteenth century we can observe the progressive codi-
fication of 'mechanical drawing' into its present state. This is important not e
simply for its considerable intrinsic interest, nor only for the light it sheds on ’
the development of industry and new classes and modes of employment, but

for the creation of new, non-illustrative modes of depiction and instruction.

Descriptive drawing of machines,mines and buildings are, of course, very
ancient types of drawing: but the mechanical drawing was prescriptive and

aimed to give clear and unambiguous instructions. Industrial production required

a precise and universally comprehensible code.

It is interesting to see that its purposes and conventions had to be explained

to the viewer. John Smeaton, in the preface to his description of the building

of the Eddystone lighthouse found it necessary to write about his plates, that
"They are in reality little more than geometric lines, drawn to explain geo-
metric and mechanical subjects. If any of them put on the appearance of any-
thing further, it is to render it more explanatory and descriptive. They are,

in reality, not méant as pictures......" The plates, splendid large engravings, cut
in 1786, are a mix of mechanical drawing and picturesque detail - and some way

from modern engineering drawing.

Unambiguous instructions, which left no room for craftsmanlike improvisation
and invention, were a necessity of the new precision of material handling, and

the-new work discipline. The codification took place in naval dockyards and the

workshops of the engine designers and railway builders. Here a new type of
L]
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image-maker - the draughtsman- came into being, with new powers and status.

Stephenson complained in 1836. "They have no sooner come into an office, o
and become acquainted in every detail with our plans,.than they leave and
carry away what has cost us a great deal of money and more thought." To

regularise the instructionof draughtsmen, 'mechanical drawing' became part

of the offered curriculum at the Mechanics Institutes.

The prescriptive nature of such drawing indicates an important change in the
flow and nature of information: it is the visual language of experts instructing
operatives. This operational necessity in the production of identical replicas,
within the nineteenth century factory or foundry, also indicates the appearance i
of a distinct social group: this is not simply a matter of professional status,
(though men and women were employed on a 'staff' basis); it is an informational
status. " An engineer is a mediator between the philosopher and the working
mechanic, and like an interpreter between two foreigners, must understand the
language of both......Hence the absolute necessity of his posessing both practical
and theoretical knowledge." Engineering drawing is thelanguage of such .
mediation, as have been the innumerable other forms of diagram, chart, map
and instructional sheet developed since the 1820's. The tacit understanding of
the craft-working ship- or mill-wright is being replaced by the explicit science
of the . industrial manager and technologist. From this. distinction derives most
of a modern educational system: industry both requires and makes such distin-

ctions.
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Usage

And what was the use and function of this image-mass ?

A full study of the use and function of imagery in its relation to the industrial
system - as production and consumption - would concern itself with social
studies of'readership' and 'sponsorship', and match these with means, image-
codes and conventions, in some complicated matrix. This would then present a
further setof problems and the degree to which one could generalise from
what would be already a highly general picture of English industrialisation, to
that experienced in (for example) Belgium, not to mention further afield,

w' ‘ould be immensely problematical. But the real and excruciating difficulties
in the way of any authentic application of such a matrix to any detail ought
not to preVent us attempting some general account . We are dealing with one
of themajor experiences of mankind. Enquiry must begin at both ends of the
scale of magnitude so that logical theory and empirical research inform each
other in their mutual progress and reciprocal dialectic.

It is well beyond‘the scope of this short study to begin such a task, but we

can make some observations.

To The Economist, the essential function of the imagery was simply ‘said -
'the diffusion of knowledge' by means independent of language or nationality.

Mass produced imagery was taken to be an extension of the text by more

efficient means.
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The illustrated periodical, the serial encyclopaedia, the manual of instruction
were the visual counterpart of new literacy, new schools, Mechanics Institutes
and Schools of Design. The titles explain themselves: 'The Mirror of Literature,
Amusement and Instruction.' (1822), 'The Library of Entertaining Knowledge'
(1830), 'The Quarterly Journal of Education' (1831), 'The Penny Magazine'
(backed by the Society for the Diffusion of Useful Knowledge) (1832), and

'The Printing Machine: a review for the many' (1834).
8

Celina Fox has made a useful comparative study of the political stance of
these papers, and concludes that 'The Penny Magazine' and other publications
organised by Charles Knight were " thinly disguised propaganda for Whig reform
and political economy." 'The Penny Magazine' contained precis and comment-
aries upon Adam Smith and Andrew Ure's 'Philosophy of Manufactures'
(discussed in the next chapter). It looked onthe bright side of the industrial
system: "Although there may be great abuses in many establishments in which
children are employed, extensive factories may and do exist where the light
spirits of youth are still buoyant and unbroken by undue labour." The Penny
Magazine' was one of those that did not publish the illustrations to the
Parliamentary Reports on the Emplbyment of Children in the Mines and
Manufactures (May 1842). The 'lllustrated London News' was another. But
'Bell's Penny Dispatch' on the 15th May ran several pages of illustrations of
harnessed and naked children under the headline 'Wholesale Murder of Working : .

Classes'.

Chartist-oriented publications contrasted 'the knowledge that should be deeply

studied by every man that desires to be free' with 'namby-pamby stuff pub-
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lished expressly to stultify the minds of working people and make them
spiritless and unresisting victims of a system of plunder and oppression.'
(Amongst such knowledge was an item called 'Defensive Instructions to the

People', which attracted the attention of the law.)

Of importance to this study is the role played by this mass of popular

illustrated material in the dissemination of 'fine and high art'. The evidence

of Edward Cowper to the [I835-6 Parliamentary Enquiry gives some picture,

both of the scal.e of distribution and the manner in which it was viewed by

a leading printer and the enquirers. "Now the ease with which the principles

and illustrations of art might be diffused I think is so obvious that it is ;

hardly necessary to say a word about it. ......

Here you may see it exemplied in the 'Penny Magazine' and here are 150 cuts

taken from the 'Penny Magazine', many taken from the old masters, of painting and

sculpture, and many of them very well done; and these 150 cuts,printed on drawing

paperand well bound, may be had for 14s..Such works as this and the 'Saturday

Magazine', 'Chambers Journal' and the 'Magasin Pittoresque' and the 'Magasin

Universel of Paris' could not have existed without the printing machine. And

every Saturday I have the satisfaction of reflecting that 360,000 copies of these

useful publjcations, are ussued to the public,diffusing science and taste and

good feeling, without one sentence of an immoral tendency in the whole.

591. Is it not probable that the great extension given to these specimens of art S
by the improvement in printing,is a new means of extending knowledge of art.?
Yes.

592.And that to an extent that could not exist without the printing machine?
Certainly not.

593.1In fact may not this diffusion of taste through the press be called the
paper currency of art? - Yes, it is indeed the paper currency of art, and always
represents sterling value. I should say whatever means may be derived, either by
public lectures, museums, etc for the circulation of art, that those means may
be rendered effective by means of the printing machine.
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594.1s it not important, that as the printing machine gives us such amazing
facilities for circulating among the people a knowledge of art, that the works
which it copiesshould, as far as it can accomplish them, be of the highest
excellence? - It is.

595.May not a tolerably correct outline of the work of the great masters,Raphael,
Michelangelo and others, by that mode,find its way into the minds of the population
in general.? - Yes; in this very collection from 'The Penny Magazine' are cuts

from the pictures of Raphael, Rubens, Spagnoletto,Guido, Teniers, Ostade, Murillg,
Quinten Matsys; and in sculpture, the Apollo, Niobe, Laocoon etc.; and in another
work of Mr.C.Knights you have for 8s.beautiful outline engravings and descriptions
of the whole of the Elgin Marbles.

596. And is not this means of diffusing a knowledge of the arts (not by bringing
people to:places of instruction in art, but by conveying instruction to the doors
of the.rpegple.) a new era in instruction in dasign? - Decidadly; because take thz
cartoons of Raphazl, it is quite clear that there are hundreds of thousand of
peonle who are now acquaintd with what are the forms and figures and groupings of
these rcartoons, that would never have known them by any lecture or description
whatever, and who would never have an opportunity of seeing the originals.

This is the'creation of mass taste; and so thorougzh was the work of such
publishers that the mass taste has altered very little since. We will recall
that it was against the quality of work of this kind that the 'up-market'
reproductive engravers were at that very time petitioning. (The chairman
of the Enquiry , Ewart, also heard the petition.) The difference between a
'tolerably correct 'loutline' and kitsch is rather fine. We shall return in the
final chapter to a short discussion on thz formation of popular-commercial

taste in the 1830's.

The Penny Magazine on the 18th Dec. 1832 (first issue) stated that one of
its aims was ' to gratify a curiousity and cultivate an increasing taste, by

giving representations of the finast works of art......in a style that had been

previously considered to belong only to expznsive books'. Henry Cole wrote
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in an essay of 1838 that " The great end of the whole art of engraving is to
render the spirit and genius of a great artist accessible to the thousands, or
the millions, by embodying them in a cheap and portable form" . In the 1830's
such a hope was not foolish : major artists such as Martin and Turner had
worked for the album publishers. But by 1851, this was no longer the case; the

'highest talents' were not attracted.

From these quotations we can identify a primary level of social and political
d=bate, of which the illustrated papars were a major vehicle. But below this

is a commonalit.y o¢ conception in which all share -~ the self-definition of an
industrial society, a search for the understandinz of the experience of modern- ;
isation, in which concepts of mass, millions, the working class are shared; in which
all agree in 'conveying information ot the doors of the pzople', by 'diffusing'

and' extending' knowledge. This is a definition of social reality and the flow

of information through that reality thatis shared by parties that would otherwise
seam to be in contention. Information, knowledge and taste are defined as

entities of such a kind that they can bz diffused, extended and madz available
through explicit instruction.:.and an industrialised population can no longer rely

on tacit informatio'n, tacit knowledge and 'instinctive' good taste. Indeed, social
reality comes to be conceived . ., in certain casss, as defined by the flow of
information. In a self-congratulatory final adress, the Society for the Diffusion

of Useful Knowledge closed itself down with the vision that "The time is coming
«..ee..When the Society.......shall b2 co-extensive with society itself." Th2 explicit
instruction whereby this should come about could be conveyed, better than any

other means, by imagery; and by an imagery depandant upon a particular theory

of knowledge, that rejected'$piritual abstractions' and pursued 'the material world'.
L4
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preface to Vol.1. of 'The Ill. Lond.

News'

After a year of publication, the editor of The Illustrated London News refl-
ected "We know that the advent of an illustrated paper in this country must
mark an epach." In his first editorial a year before ( May 14th.1842.) he had
written.....
For the past ten years we have watched with admiration and enthusiasm !
the progress of illustrative art and the vast revolution it has wrought
in the world of publication through all the length and breadth of this
mighty empire......with an impetus and rapidity almost co-equal with
the gigantic power of steam.....there is now no staying the advance of this
art into all the departments of our social system....We sail into the
very heart and focus of public life."
A news journal demands a type of imagery with a putative 'high-fact-content’,
with a subliminal cod= that reinforces the reality of the pictured object; this,
in time, the camera was able to supply. It also supposes a close relation
bztween text and image; in thepapers of the Illustrated London News text is
increasingly caption writing and commentary uponthe image. Together, text
and image in one format, printed off one type-forme, develop and demand a

different quality of attention in the reader.

The commercial usage of the imagz mass followed, with some exceptions, its
inforrning and educational use; but the three are closely linked. Information, knowledg
and taste were diffused, extended and made accessible as if they were commod-

ities: thus a commercial usage of imagery follows naturally from its initial uses.

Although advertising as a business was well established in the 1830's, the

[ ]
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material was primarily textual and typographic. Illustration when used was
simply iconic, p resenting an image of the goods to be sold as in a shop sign.
An hypothesis worth investigating would be this - that modern advertising
owes its origins to the relations bztween text and image first established in
the pages of The Illustrated London News and similar journals - to the habit
of reading text and image as one experience. In that sense, the paper may
have mads good the boast of sailing 'into the heart and focus of public life'
in an unexpected way. Modern commercial imagary is inseparable from ind-
ustrial production and, to an even greater degree, from consumption. That is
why it needs to bz studied. As Marzio writes in a different context "One
Marzio. op.cit. Preface. result of this neglect is that our knowledgz of the birth of modern advertising ;
is scandalously shallow, and our understanding of the middle class taste in art
has been based on the conclusions of decorative art historians and res=archers
more intergsted in literary criticism than in public imagery. Meanwhile, the

a-tefact that most plainly documents popular aesthetics has been ignored."

In what has gone before we have attempted to outline the growth of what

p.Fuller. ‘Bevond the Cvisic W  Fuller has described as the 'megavisu,él trcadition' (which The Economist first

AvC.® o -3 identified in 1851.5 This would seem to be inseparable from the cofnsuming

d21 Renzio. op.cit. p.23. function of industrial systems "Open any glossy magazine and you will see o
meirchandise as a fetish, The product of the machine has become the cult :
imaze of our society. Where, then, should we expact to find the artist in our

society. Where he was bzfore, whzre the myths are made, and there he is, in

the advertising agencies, in th2 dream factories of the consumer society."
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This whole area (first described by Marx in his comments upon the fetishization
of commodities) involves imagery in the stimulation and sustaining of demand,
and of fantasy. The spectacular, even phantasmagorical character of our
apprehension of social reality in the late twentieth century begins here in the

early 'image explosion', and has fed upon the multiplication of imagary, ever since.

Imagery contains the possibility of emancipation or control. Without imagary
the creation and sustaining of long term and deferred expectations may be
very difficult; thus imagery is a force in the formation of behaviour. The
imags explosion presented the British people, and at later dates the rest of the
worlds population, with the visual forin of the kaowledge, attitudes and hopes
necessary to undergo the psychic transforimation that the creation of the

industrial system required.

As The Economist observed, "The causes and consequances of this dawning

and important changa are worthy of notice."
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It is as well to warn the reader about this and to quote Otto Lilien. "Every day an endless stream
of printed products threatens to drown the world. Details of the technical development that was req-

‘uired to make this possible are practically unknown, because the development of modern printing tech-

nigues has been very much neglected by the scholars of the history of technology. There are many histories
of printing in all languages. They, however, deal predominantly with the printed product. They discuss the
printd book, the page, the illustration,type, or layout, but very rare are publications on historical in-
vestigations into the technical development of the printing processes, the printing presses, or the product-
ion of printing surfaces. (Lilien p.9.) He writes later of 'very spars and unreliable reports!, 'sketchy
details', etc.. Leo-de Freitas, of The Royal College of Art, (to whom I am indebted for some good general
advice), commented to me in the course of my research "Certainly, as a general statement, there were

more illustrators around in 1851 than in 1800, but as to the questions of quality, diversification,
technique and so on - we do not know in detail what was going on."

Thomas Bewick in his memoir (p.47) says that his first master 'refused nothing', and lists steel stamps,
brass clock faces, bookbinders letters, arms crests and cyphers, banknotes, invoices and cards.” At least
one of theLeeds firms was chiefly concerned with fine metal work.

These three stages are suggested by Poortenaar and by Wakeman. These are, of course,printing categories

not means of image creation: for that we need two artistic categories, namaely autographic and photographic
with the inventien of the glass negative, however, photographic printing (i.e. image replication) muddies the
terminology. -

The exact nature and extent of the woodblock engraving business is hard to determine. Fox, who has made a count,

“writes. ...the number of firms ( as opposed to individual craftsmen) rose from 24 in 1824 to 42 in 1851 (in

London only). Wakeman gives 14 in 1817, 24 in 1842 and 47 in 1852. Fox suggests a figure of 4,200 persons
employed in the Holborn area around 1851, but writes that the figures are unreliable since the criteria for
recording altered in different years. This workforce was unionized in some degree, but a 72 hour week might
be worked.( This sheds some light on Béwick's insistence that country life and good health was necessary for
good. work.) Fox also describes an apprenticeship system. Later the firm of Dalziel Bros. set up a small
school for apprentices; and the School sof DEsign had wood engraving classes, including one in the Female
School that was opposed by the trade. Wakeman gives a graph of firms of wood engravers that rises very
rapidly to 82 in 1860 and 183 in 1883 and thereafter declines sharply: this implies that the nature of their
work changed, since the decline in woodblock illustration for books begins in 1860-65 according to his own
survey. Clearly, woodblock maintained its position in newspapers, cheaper journals, catalogues etc, but lost
it in books, expensive periodicals and elegant ephemera.
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From the evidence of John Landseer to the Parliamentary Select Committee on Arts. The use of the

term 'capitalists' is interesting here since it helps to bring out the political background to the
¢criticism of the H@al Academy which surfaces in this period. Landseer is identifying the publishers

of the illustrated journals (probably Charles Knight in person) with the Whig industrial interest, and
the Academy with pre-industrial values. This evidence was collected by John Pye and published in
pamphlet form, and in his study of patronage.some reference is made to it.

Outside the area of popular taste there was a further function to the reproduction of 'arts'. Ivins
argJes parsuasively that the study of the history of art dzpends very heavily upon the availability of
high quality reproductions and indicates that the photograph was essential before thz discipline could
gain credibility. But, as noted in the previsus chapter, Pugin and others were able to condust their
propaganda canpaigns in and through copiously illustrated books. Engraving was entirely adaequate for
most of this, and early chromolithography was adequate for ths books on ornament and decoration. It
may be argued that the availability of good illustrative material of this pre-photographic kind was
one of the conditions that made the new quasi-scientific attitudes of Pugin and Owen Jones passible.
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Chapter Three

The Politics of Art and Craft

'I'm truly sorry Man's dominion

Has broken Nature's social union.'

(R.Burns.)
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We have now to consider critical and theoretical reactions against the industrial

system: these reactions have usually been studied under the heading of 'arts and

crafts' movements. The intention here is to treat these movements (and the fact

of their plurality is important ) as being part of larger utopian or millennial imp-

ulses that manifest themselves during the stress of industrialization; and as a

characteristic and continuing syndrome, visible in all people afflicted by swift and |
apparently uncontrollable social and technical change. This should enable us to

see the arts and crafts movements as firmly embedded in the central concerns

of society and not, as easily appears, paradoxical and often misguided reactions
that merely 'minister to the swinish luxury of the rich'. Their Janus-faced nature
-looking back to preindustrial values but projecting forward to 'modernism' and
beyond - is mirrored by their ambivalent range of political and economic beliefs.
Because these movements concerned themselves with a theorising of craft practice
and values, and with attempts to reconstruct or salvage institutions and work-
disciplines that sustained the craft system, social criticism was generated out of
aesthetic criticism. According to circumstances, this social criticism could pre-
sent a reactionary or progressive face; and equally, be retrospectively treated
either way by succeeding generations. But whatever the precise historical circum-
stances, it is suggested here that there is a common logical form to each part- |
icular movement that enables us to speak of a 'critical tradition', to set against

the normative tradition outlined in Chapter One.

This logical form, or argument, is in five stages.

a). The reaction against industrialised production.




95

At this stage the argument has much in common with that of the normative 'design
reform movement'. Industrial production lacks unity of style. But this (aesthetic)
judgement is haloed with the fear that the industrial system may not only be ugly,
but wicked, and ugly because wicked. (The growing belief that this is, in very fact,

see Footnote the case,is what separates Puginand Ruskin from.Wyatt and Jones.)

b). The search for an alternative model - what we shall sometimes describe as
'the ideal prototype’.

This alternative model is not simply a style (medieval, peasant etc.) : it is also
a mode of practice and a pattern of organisation, with a different set of trans-
actional attitudes rooted in a different set of values. (here the critical radicals
part company with the normative reformers.)

c). A period of practice attempting to follow this alternative model, during which
institutional problems come to the fore.

How to practice in an alternative model, when all around pursues another course? How

to organise cash flow? Are we in competition? Whatis the right use of machines? What

is the right use, if any, of hired labour? What do all these problems, arriving together
in this form, mean? (this is epitomised in the change from 'The Firm' to 'Morris & Co.'
and in the change in Morris's own work (as distinct from the sales of the company),

from neo-gothic to neo-vernacular and cross-cultural.

d). A second stage of analysis, entailing social criticism.

In the English experience this meant a change in conscious political orientation
and activity. Morris became a leading, active Marxist. Ruskin, Ashbee and others
pursued a guild socialism, based upon intentional communities. In Germany a very
different direction was taken. C

e). A synthesis, intended tomesh with industrial production. This is now theoretically
possible because the relations between art, craft and industry have been re- \
defined.

The critical and the normative traditions may find they have arrived at the same
place from different directions. At this point, all production can be seen, in

See notes to Ch.6. Tarabukhin's words as ‘'aesthetic mastery....an organic liaison between work and
liberty".
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This argument can be halted at any one of its five stages and the pro-

cess toward synthesis and the redefinition of production halted. A number

of individuals never passed stage (c). Pugin's achievements were, we have

noted, ambivalent and Janus-faced but there are signs of self-disatis—

faction at the end of his career "My writings, much more than what I have

been able to do have revoltuionized the taste of England. My cause as an

architect is run out..." William Burges remained faithful to a very personal !
'ideal prototype' and so, through commissions, did Ludwig of Bavaria.

The English Arts and Crafts Movement, as a whole, rejected advance to the
next stages and the'modern movement' had to be damported into England: the
decisive sign of this is its rejection of Art Nouveau and C.R.Mackintosh's
lack of success in London. The stylistic tendency of the English movement
came to provide for the refinement and 'ruralisation' of the industrial
managers, and to demonstrate what Wie ner has called 'the decline of the

industrial spirit'.

In Germany the force of the craft reaction was expended in a very diff-
erent milieu, and in time took on nationalist and even fascist overtones.
Here as elsewhere we shall see demonstrated that construction or recon-
struction of 'traditions' based upon slender evidence - retrospective
utopias. Though it lies a little outside our theme, we shall note how in
Holland and Scandinavia a final stage was achieved at a more than theor-

etical level
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We will not attempt any comparable work on craft revivals outside northern
Europe, but this scheme of argument may be found to hold good elsewhere

and provide a means of analysing the persistence of craft revivals within the
industrial system. In Chaptér Six , attention will be drawn to the connexion

between Indian nationalism and 'arts and crafts' ideals.

The advent of the industrial system made the specific nature of craft values

and practices visible: and hence distinguishable from, on the one had 'fine and
high art', and on the other, industrial production and its related 'design'. Where-
as before (as in Reynolds' 'Discourses') craft production was conflated with art
produétion through such terms as 'applied' and 'decorative'; and the relation of
art to manufactures was seen as unproblematical, now it came to be seen that
stubborn categorical distinctions having deep.consequences underlay the difference
of terms. These distinctions had been hitherto obscured by the shared base of

all production in hand:craft. When this base began to be eroded - and in some
areas of work replaced - by machinofacture, then the logical distinctions were

revealed and the social distress could be given theoretical explanation.

The problem of copying and replication was central to the mid-century theor-
ising of craft, since it is exactly in copying (variably) or in replication (identically)

that essential differences between craft and industrial production consist.

Ruskin's famous examples of glass-beads, or of Venetian glass-ware focus
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unerringly on the qualitative levels, the nature of the work and the right use

of the respective technologies of copying and replication, of hand and machine,
that these differences entail. The cautious approach to the limited use of
machines advocated by Morris and Ashbeearises from similar theorised concerns.
The theorising of craft values - a major critical activity in the nineteenth
century - arises from this new visibility of the craft system, and its vulner-

ability. j

The vulnerability of the craft system involves the nature and the definition of
crafts skills, and their relation to economic status; and this is a matter of great
difficulty and complexity. The very concept of skill, which is central to all
craft theory, is full of difficulty. Here we want to distinguish between 'a skill'
(noun phrase) and 'being skilled'. In this sense, we can say that industrial pro-
duction rendered certain skills (particularly those involved in copying) vulnerable
and sometimes redundant: in this respect it makes sense to speak of the
creation of a 'de-skilled' class of industrial operatives. But industry also reqg-
uired special new skills and rapidly developed within itself special craft-like
enclaves (with protective social habits and arrangements): in this sense there

is no loss of'skill', but the condition of 'being skilled' has been given a new
social definition. 'To be skilled' (verb phrase), is socially constituted, and changes
its 'skill' content (noun phrase) in periods of technical change. Charles More,
however, indicates a third’(aspect of work which can be subsumed under the

heading of skill; that is, the possession by the worker of the opportunity to

plan his work. The amount of opportunity he has to do this might be referred
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to as the 'discretion content' of work, and the degree to which the worker
possesses or lacks discretion can be related to the idea of the division of
labour." The more divided the work, the less opportunity for discretion in it.
To this we should add that some processes, such as weaving, may have less
intrinsic opportunity to exercise discretion than, for example, cartwrighting;

in this case we are concerned with, as More emphasises, the planning of work
rather than its execution or design. In either case, 'the discretion content'

is clearly a part of the broader concept of autonomy with which the critical
tradition is centrally concerned, and to which we return in the last chapter.
For More's 'di/gcretion content' we will usually refer to 'mixed patterns of work'
and to 'autonomous work discipline', in order to stress the broader cultural i

consequences of the exercise of discretion in actual productive process.

In attributing 'autonomous work discipline' to the craft system, and in part-

icular to the ‘'unproblematic' pre-industrial craft system, we must avoid what

Frayling and Snowdon call 'the myth of the happy artisan'. In commenting upon

the number of recent studies of skill in early industry and before, they draw

attention to the powerful and persistent element of 'self exploitation' that

autonomous work discipline can accomodate; and of how more recently what C
are taken to be 'the values of craftsmanship' have been invoked to sanction

toil. ,

Yet this myth is central to the arts and crafts movements, which are central

to the critical tradition. Its most complete expression will be found in 'News
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from Nowhere' in which mixed occupation and autonomy in work are see in an

Adamic light, as the source of happiness.

The intention of this chppter is to treat the critical tradition as the bearer

of a myth, describable now as Adamic, now as utopian or millennial: the history
of the tradition being the collision between that myth and the concrete reality
of production - whereby both are modified. The process of modification has been

described above as the argument or logical form of the critical tradition.

The Gothic Revival has been described as quasi-scientific and archaeological 'ﬁ
in character ( in its research and account of knowledge). The alternative '
model proposed both by Pugin and by Ruskin was located in a distant past;

~ but it was an historically real model that could be reserached. The difficulty

of trying to resurrect it ('galvanise a corpse') were not those of knowledge,
but of production; and these were insuperable except where aristocratic or
church patronage made a small space for the visionary or the crackpot. On
any large scale, neo—gothic could only be the very thing it had (in Pugin

and Ruskin's version) not to be - styling. As such it could be, and was,
applied to all the very utilitarian structures lampooned by Pugin in the
plates of 'Contrasts'. To create a non-industrial style, the alternative model
hade to be shifted from the historically real object to a generalised ideal
prototype....a neo-vernacular not located in any precise area of time or

space.
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- In so doing, critical theory and practise were proposing their own brand of
a-historicism, since the vernacular ( as opposed to the 'high'style of the formal
culture), approaches a 'natural' category, and as such is an historical, real
object on a much longer and vaguer time-scale. The search for vernacular
values in design, therefore, opens doors both ways - into a 'natural' folk

(or volkisch ) past, and into an 'unconditioned' anti-historicist future.

The shift coincides with the change from the amateurism of 'The Firm' to the

professional business of 'Morris and Co.', selling a wide range of material ind-

pendently of Morris' own desig’, practice; and with a change in that practice.

In furniture, the change was from painted settles and neo-gothic chests, to i

ladder-back chairs and comfortable rockers. In fabrics, the change can be caught
'‘Letters of wm.Morris ' ed. Hend- 'on the wing' in a letter from Morris to Thomas Wardle (13April 1877). "The
erson. (1950) p.89. tapestry is a bright dream indeed; but it must wait till I get my carpets

going......much may be done in carpets: I saw yesterday a piece of ancient

Persian, time of Shah Abbas (our Elizabeth's time) that fairly threw me on

my back." This exhilarated eagerness to absorb and transform new source

material, is directly comparable with the absorption of Chinese, Indian and

Middle-Eastern motifs by handcraft workers of the seventeenth and eightteenth

centuries. It is a long way from the learned paraphrase and adaptation of the

Gothic Revival.

The shift also coincides with a reawakened interest in Queen Anne and Georgian

domestic building, which also redirected attention toward verncaular design.
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See 'Introduction' and the title

page of Ch.6.

See Ch.7 for further discussion.
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In so far as a comprehensive English folk art can be identified, it is in eroded
fragments surviving the Civil War and the growth of a mercantilist economy.
The folk art of that deep past ( and it is difficult to form a picture of it, it
is so deeply past) was replaced throughout the seventeenth and eighteenth
centuries by a complicated plurality of styles which, though hand.craft and
popular, cannot be described as folk or peasant. They reflect a changing plural-
ity of occupations and classes, of imported fashions filtering through the social
mesh from many different sources and to very mixed clientele. They reflect
both mercantile and land-owning patronage, and the tendency of the one to
become the other; they reflect religious distinctions, between anglicén and
dissenting traditions. They also begin to display some features of semi-indust-

rial production.

In clothing, the very concept of 'folk costume' seems never to have dveloped
(though occupational and to some degree regional costume was recognised). The
absence of sumptuary regulations and 'kleiderordnung' which played a great
part in preserving continental folk-styles into the industrial period, contributed

to the erosion of such styles in England.

The details of this 'erosion' remain obscure, and are likely to be understood R
only in terms of detailed social history; moreover, the oppositional contrast

suggested here and below with Central Europe is itself within suspicion, since
folk costume ( and certainly 'national' costume) may itself be retrospectively

synthesized. Yet the direct comparison of artefacts illuminates the contrast

and gives it substance,




See Footnote.

See M.E.Jones 'English Crewel
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See Footnote

From E.Ikle 'La Broderie Mechanique;
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i

103

Set the fine needle-work on British bed-hangings, covers and samplers, beside
that on Polish or Romanian costume, in the Victoria and Albert Museum.

The English work is individually expressive and loosely 'coded', whereas the
Polish or Romanian is communally expressive and strictly 'coded' : the first

is eclectic, the second traditional. Sarah Thurstone's coverlet of 1694, for
example, combines Persian phoenixes with Welsh dragons in a setting that
includes timbered cottages in a Chinese manner (complete with 'willow-pattern |
bridges), in-set with both observed and invented vegetation: this variety if

held together by a composition that owes very little to the customary arch-
itectural lay-outs.. Abigail Pett's bed-hangings draw upon the imagery‘ of wood-
block bestiaries. Other pieces employ the lay-out of Baroque ceilings but fill
them with invented flower arrangements. All such influences and images can

be found in folk arts, but there they are drawn into the overall and only slowly

changing form-language of the whole style.

The existence of a large and varied middle-class supported this work, which
was by no means dependent upon aristocratic patronage and style-models -
though it did, significantly - receive patronage from aristocratic familes.
Substantial sums of money changed hands, so we may assume the needlewomen
were respected - though the role of needlework as a pastime within those
wealthier households seems mostly to have been to render the womenfolk

docile.

The mechanisation of needlework, however, imposed firm architectural lay-outs

and borderings, compressing the open compositions into frames of an aristo-

cratic provenance. The first patents for machine embroidery devices were
/
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taken out in 1775 in London, but the first serious production did not begin
until around 1828. It was against the background of this debased mechanical
style that William Morris, May Morris and Lewis Day promoted their ‘art -

needlework!'.

Throughout the seventeenth and eighteenth centuries, the skilled work-people

who produced the pottery, lace, furniture, fabrics and buildings of this rich |
and plural vernacular had, quite often, distinct aesthetic criteria of their own
to match their religious and political beliefs. We can reasonably speak of a
'vernacular of dissent' expressed in meeting houses, chapels, clothing, literature
and music, and even in deportment and speech. Even at the harder , and indeed
brutal end of these trades, in the primary production of cloth, ceramics and
iron-ware (all of which by 1750 were proto-industrial in scale, if not method),

there is still a strong element of mixed work discipline and autonomy.

(The author has formed the opinion that the 'manufactures' of the mid-eight-
eenth century exhibit much greater inventiveness and technical and stylistic
curiousity, than do the 'arts'. If this is so, then the relation of arts to manu-
factures as defined by Reynolds in the First Discourse is more complex than
he admits. Taste can be formed in manufactures, but by foreign manufactures

that present a cultural challenge. )

Here we would want to be on our guard against the 'myth of the happy
artisan' were it not that it was to this plurality and the autonomy that in

some degree underpinned it, that those disabled by industry looked back

with longing.




wm.Blake tJerusalem' Ch.3.
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" Then left the sons of Urizen the plough & harrow, the loom,

The hammer & the chisel & the rule & the compasses

And all the arts of life they chang'd into the arts of death.

The hour glass contemn'd because its simple workmanship

Was as the workmanship of the plowman & the water wheel

That raises water into Cisterns, broken & burned in fire

Because its workmanship was like the workmanship of the shepherds
And in their stead intricate wheels invented, Wheel without wheel,
To perplex youth in their outgoings & to bind to labours

Of day and night the myriads of Eternity, that they might file

And polish brass & iron hour after hour, laborious workmanship,
Kept ignorant of the use that they might spend the days of wisdom
In sorrowful drudgery to obtain a $canty pittance of bread,

In ignorance to view a small portion & think that All,

And call it Demonstration, blind to all the simple rules of life."

The degree to which the mass of the population were better fed and housed as
between 1800 and 1851 is a matter for dispute among historians. Our concern
is to grasp at an understanding of the psychic requirements of industrialization:
the industrial system was not simply a new way of making things - it required
an industrialization of behaviour. It meant the change in centuries-old habits

of mixed occupation, atittudes to work and leisure (indeed, the concept of
leisure had to be invented to explain what was not work), food, sleep, care

of the young and old, the nature of marriage and family life, sexual manners.
In any such re-forming, the sensibility is shattered and re-formed with all else
that consitutes social life. The experience of the peasant craftsman cannot be ,
incorporated into that of the skilled urban artisan; the experience of the skill-
ed man is lost in his transformation into the 'hand' or operative. This has been
described as 'psychic transformation', and one sympton of that was the loss of

coherent sensibility .
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By what it may have been replaced we shall touch on in the final chapter.

Blake's lines need to be compared with the following passage from the intro-

duction to Andrew Ure's 'Philosophy of Manufactures' (1835).......

" The present is distinguished from every preceding age by a universal ardour

of enterprise in arts and manufactures. Nations......no longer send troops to

fight on distant fields, but fabrics to drive before them those of their old
adversaries in arms,and to take posession of a foreign mart..... every process,
peculiarly nice, and therefore liable to injury from the ignorance and wayward-
ness of workmen, is withdrawn from handicraft control and placed under the guid-
ance of self-acting machinery...... Themost perfect m anufacture is that which
dispenses entirely with manual labour...... ...It is in a cotton mill that the per-
fection of automatic machinery is to be seen;it is there that the elemental powers
have been made to animate millions of complex organs, infusing into forms of wood i
iron and brass an intelligent agency. And as the philosophy of the fine arts, poetry
and painting and music may be best studied in their individual masterpieces,

so may the philosophy of manufactures in this, its noblest creation. But mechanical
invention......is not of itself sufficient to found a successful manufacture.....
The Factory...... in its strictest sense, involves the idea of a vast automaton
composed ofvarious mechanical and intellectual organs acting in uninterrupted
concert for the production of a common object,all of them being subordinated to

a self-regulating moving force."

(and later)

'The main difficulty did not, to my apprehension, lie so much in the invention of a

proper self-acting mechanism....... as ....above all, in training human beings to
renounce their desultory habits of work, and to identify themselves with the unvary-
ing regularity of the complex automaton..... Even at the present day, when the

system is perfectly organized, and its labour lightened to the utmost, it is fggund
nearly impossible to convert persons past the age of puberty, whether drawn from

rural or from handicraft occupations, into useful factory hands. After struggling

for a while to conquer their listless or restive habits, they either renounce the
employment spontaneously, or are dismissed by the overlookers on account of inattention.'




A.Ure 'Philosophy of Manufactures'
(1835) ) pp. 14 - 20.

See E.P.Thompson. op.cit. for

several references.
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(and later)

Adaptatioqbf labour to the different talents of men is little thought of in factory
employment. On the contrary, wherever gprocess requires peculiar dexterity or
steadiness of hand,it is withdrawn as soon as possible from the cunning workman,

who is prone to irregularities of many kinds, and it is placed in charge of a
peculiar mechanism, so self-regulating that a child may superintend it...... on

the automatic plan, skilled labour gets progressively superseded and will, eventually
be replaced by merqbverlookers oﬁnachinery ...... By the infirmity of human nature

it happens, that the more skilful the workman, the more self-willed and intractable
he iqﬂiable to become, and of course,the less fit a component of a mechanical system.
..... ..The grand object, therefore, of the modern manufacturer is, through the union
of capital and science, to reduce the task of his workpeople to the exercise of
vigilance and dexterity - faculties, when concentrated to one process, speedily
brought to perfection in the young.'

'The Philosophy of Manufactures' is one of those texts that seem to trans-

cend comment - like those of Machiavelli and Clausewitz, or Taylor's 'Scientific

Management'. Like the latter, like 'The Prince' and 'On War', readership of

'"The Philosophy of Manufactures ' has usually been confined to the interested

professional. The language of these passages, however, repays close study for

the 'land&ape' it presents us. Amongst other matters, it would seem to be the

starting point for a vast literature and body of imagery that has developed o
since that time - the imagery of Fritz Lang's film 'Metropolis', of science

fictions and 'dystopias'. Marx used the text extensively in Chapters 12 and .

13 of 'Capital'. Ure, in his turn,had been influenced by Babbage's 'The

Economy of Manufactures and Machinery' published three years earlier: in

particular the concept of the'automaton®would seem to derive from that book.



hand.it

109

At the same time, we must be on a guard against identifying Ure's ideal
factory system with the reality of industrialization. He is largely concerned
with the cotton industry which was not typical, being the most extensively
'self-regulating'. Cotton spinners were widely recognised as the most wretched
of the new factory operatives. In other areas of production, the 'automatic
system' took a much slower pace and was less massively centralized. The
system of 'putting-out' contracts to the 'little masters' in the metal trades,
(for example) meant that the process of de-skilling and technological un-
employment was spread over decades, enabling the work force to adjust and
be adjusted with less social violation. We have already noted that the ceramics
trade was 'proto-industrial' at an early date, yet it too was divided into small i
units. A discussion of the uneven pace of industrial development has to lie
outside the scope of this study, but we must note here that the skilled auto-
nomous smith or metal-worker might more easily become the skilled employed
man, than the hand-loom weaver become the factory hand. The metal-worker
might well extend the range of his skills (noun-phrase), solidify the social
condition of:'lreing skilled' (through unionisation) whilst steadily losing the

'discretionary content' of his skill. The factory hand lost everything at once.

But no matter how uneven the spread of the industrial system, and its con-
sequent social disruption, it was homogeneous enough to be experienced as

catastrophic by those who underwent it. Psychic transformation through misery

has always been the concomitant of industrialization.
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The relationship of milennial and chiliastic movements to catastrophe has been
well charted by social historians, Well before the utopian socialism of 'News
from Nowhere' we can find examples of similar impulses expressed far more
directly, and poignantly lived. In the condescension of a backward view some
of these are merely bizarre (though the followers of Joanna Southcott, and
the 'Ancient Deists of Hoxton' were remarkable in their day, and many men
and women lived by their light,) But three distinct groups have an epigenetic

relationship with the 'critical tradition’.

William Blake and his younger associates form an important knot in this net

of ideas and practice, through their attachment to mythic subject matter and i
Gothic' living form' . The link with the arts and crafts movement is direct,

since one of Blake's manuscripts found its way into Rossetti's library. Blake's

lifework is both the lived and the mythically expressed record of that psychic
transformation; his biography is that of technological unemployment, and of the
destruction of mixed work patterns (Ure's 'desultory habits'). A very slight

study of his imagery in the context of the religious enthusiasm of the day is

enough to form a further connexion with the movement toward 'intentional’
communities and alternative models of social life, which links backward in

time to the dissenting sects and to 'levelling'.

We think of the Shakers as American, but their origins were in Manchester

and their furniture and architecture is in that 'vernacular of dissent' already

mentioned. Like most dissenting sects, they were iconophobic; their aesthetic
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invention went into household goods, furniture, building, music and ritual
dance. The recurrent enthusiasm for their design coincides with an 'arts-
and -crafts' formed taste for neo-vernacular simplicity and robustness.

Shaker elegance, however, is a spiritualised functionalism, and cannot be

reduced to ‘'functionalism’.

The Shakers are cited here as examples because evidence drawn from admit- |
tedly extreme spheres can shed illumination upon problems central to, but
hidden in, the turmoil of the norm. The Shaker migration to N:w England

in 1762 was not a simple reaction against early industry ( it was too early

to fall within that category); it was the recrudescence of much older traditions.
But their persistence in maintaining community and mixed occupation is part

of the wider span of the critical tradition. 'The World' against which they
maintained themselves, was the world described by Blake and Ure: their
celibacy and their feminist theology was designed to restore sexual equity

and dignity, and their ethic of worship through craft to build an 'organic

liaison between work and liberty.'

The feminism of the Shakers, which finds a weak counterpart in the feminism
of the arts and crafts movements, arose (conceivably) from the destruction,

not simply of the craft syétem, but of womens place in that system. The trad-
ition of Thurstone and Pett is sustained in the few examples of Shaker Embroid-

ery: the vast,ampnymous and uabiquitous realm of beautiful housekeeping rises

into religious art in the Shaker interiors and songs.
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In E.Andrews 'The Gift tobe Simple' "I have come
' And I've not come in vain

(1940). Compare George Herbert's hymn I have come to sweep
'The Elixir' - 'Who Sweeps a room, as The house of the Lord

clean,clean, for I've come
for thy laws, makes that and the action And I've not come in vain
fine'. The alchemical references in 'The with my broom in my hand

with my fan and my flail
Elixir' are not fortuitous. this work I will do
See also the 'House Beautiful' and I will not fail

episode in 'Pilgrim's Progress'. For lo! I have come ’

And I've not come in vain. (sung by the Saviour and Mother Ann
New Lebanon. Sat.even. Feb 21st. 1845.)

See Footnote Shaker theology, though feminist, codified work and roles in work. The sister's
made a spiritual discipline out of the role of the farmer's wife.(Though not
invariably, since a Sister Babbitt is credited as one of the inventors of the
circular saw.)The extreme purity of their design can be described as a sublimation
and internalisation of the same principle of utility that also went into the

first industrial design. What Henry Maudslay was wont to say about the problems

of making a machine, applies well to Shaker furniture......

K.R.Gilbert. 'Henry Maudslay, 'Keep a sharp lookout upon your materials: get rid of every pound
machine builder' 1971, of material you can do without; put yourself the question 'What

business has it to be there?' Avoid complexities and make everything
See Footnote ‘ as simple as possible.’

These separatist groups have importance in the history of design, since they
preserved and spiritualised some very ancient traditions and fed them, with
appropriate hand-craft skills, into the receptive vacuum of middle America.

Just as English folk music survived and was transformed across the Atlantic,

, so was the 'vernacular of dissent'.
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Other groups of ore recondite lineage yet were Mennonites, Hutterites, Amish
and Doukhobors, fleeing at different times from an industrialising and bureau-
cratising Europe, along with many other skilled workpeople by the millions,

See Footnote. seeking mixed occupation and autonomy. Ford Madox Brown depicted- these
people, and his subject was was a skilled man and his wife and child,
leaving England in the attitude of the 'flight into Egypt'. "Theyemigrated

Endre Ady in 'Budapesti Naplo' because it is impossible to live in this land......unless every year a few hundred

23rd March 1906. thousand human beings are exported."

A third group)s the Owenites. The important feature of Owenism, among the

varied forms it took, was that it attempted to provide an alternative model

to capitalism, that was yet industrial in some measure. On the one hand,it
encouraged the growth of communes and cooperative movements, and on the

other sketched out a paternalist state economy that might begine to provide

the welfare and sheltering protection of social norms that industrial rev-

olution had stripped away. These contradictory models were developed in and
through the arts and crafts movements as they progressed through the sub-

sequent century, linking up (on the leit) with intentional and separatist communities,

and (on the right) with 'scientific socialism' and the planned state economy.

The 'new town' and 'garden city' movements owe much to Owenite ideals, and

like the paternalist strand in Owenism, have positive and negative aspects. ,
Through the arts and crafts movement Owenism helped to contribute a ruralising

tendency to the first planned suburbs at Hampstead, Letchworth and Bournville,

See M.Swenarton.'Homes fit for
which became models for the council building of the post Great War period.

Heroes' (1971) for discussion.




See Footnote

From an Owenite pamphlet entitled
‘Herald of the New Moral World and
Millennial Harbinger' New York 1841.
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( And this paternalism was both industrial in origins (Saltaire. Port Sunlight etc.),
and governmental). Through syndicalism and continental traditions of centralised
town-planning, Owenism contributed to the modernism of 'The Radiant City.'
What makes Owenism quite distinct from the Shakers and from William Blake,
was that it contained a scientistic claim, a futurism which in time enabled it

to bring a direct influence to bear upon the final synthetic stage of the

‘critical 'argument’.

'WE BELIEVE THAT THE ONLY MILLENNIUM SPOKEN OF IN THE
SACRED SCRIPTURES IS THAT WHICH SHALL GROW OUT OF A
- SSCIENTIFIC AND GENERAL KNOWLEDGE OF MAN'.

The ideal of mixed occupation needs to be put into a wider context, by no
means confined to England, into a wider formation of ideas and practice.
Three aspects have already been discussed, but all these share, to some degree,
in the radical tradition that identified resititution of working class rights

with the restitution of land. (In the late nineteenth century, 'News from
Nowhere' describes such restitution in extremely remote and symbolic terms,
because by then, mixed occupation had become a distant memory.) This is a
very important issue. Rural independence was idealised by political radicals
before the development of the arts and crafts movement in England. Ruskin

and Morris were second-order critics - the alternative model to industrial

capitalism was already in existence, and had mass currency.
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The Chartist Land Company identified machine production as the enemy of

the people. "It must be destroyed,or its injustice and inequality must be curbed
by the posession of The Land." (Northern Star, 10th Jan. 1846). Only by ind-
ependent posession of small-holdings could a decent life be maintained in
freedom. Feargus O'Connor's rhetoric drew upon the fear of the workhouse
and unprovided old age - those signs of anomic disintegration. He stressed the
vast improvement of life for women and children, freed fromthe new work
disciplines ('the tyranny of the factory bell'). The majority of subscribers to

the Land Company were from the industrial north.

The Company had as its aim the creation of estates of small- holdings,and ;
five such enterprises were begun before the scheme collapsed through O'Connors
idiosyncratic management and an insufficient flow of funds. The settlements

struggled to survive : a Poor Law Board Report compared the settlers on the

estates with handloom weavers, struggling against the power: loom of the new

modernised agriculture. But the estates survived and are there still today.

O'Connor was criticised by other Chartist leaders for weakening the movement
and deflecting its energy: his scheme was not cooperative, indeed, like later
schemes in Germany, it was specifically anti-socialist. But it was emphatically
ruralising and anti-industrial. The completed buildings were identical model
cottages built to a high standard, sturdy, functional and the predecessor of

many a council house. They are interestingly comparable with cottages designed

by Tessenow in similar settings, much later in Germany.
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In Germany, the ruralising tendency of the critical tradition was strong and in
time developed a sinister tendency. Shulamit Volkov has described the growth
of a strong and articulate anti-modernism among the skilled handcraft workers
of the late nineteenth century. Handcraft came to be identified with national
culture and national culture with rural and small-town models. Heinrich Tessenow,
the architect and town planner, and the teacher of Albert Speer, wrote in 1919,
"Ultimately our children will build us as craftsmen a world of small towns that
will be characterised by great external modesty and yet be the products of the
highest skill - a world so rich and splendid that nothing can compare with it
This anti-modernism became part of a larger 'Heimat' tendency, which was itself
conceived as a 'lebensreform' - a reform of life tending toward the assertion
of a particular Germanﬁdentity in the face of the growing internationalisation
of culture. Art and craft settlements, such as that at Worpswede, were part of this
tendency. Volkov's study is chiefly concerned with urban artisans, by no means
all of whom were skilled craftsmen in the design historians sense. but who
constituted a distinct and formally recognised class of self-employed workpeople;
the so-called 'Mittelstand'.
"Perhaps the most powerful link among the small urban craftmasters
was the consciousness of their shared past. The memory of the Guild
Age was a vital factorin making them into a modern social group. This
collective memory had little to dowith the actual history of the craft
guilds. It was a mythical view of a historical period relegated to an
indefinite past. It was faithfully preserved by the master craftsmen,
repeated endlessly in public lectures and at artisan's clubs, reitera.ted

in numerous articles in their newspapers and at practically all their
local and national meetings. Almost without exception,the national
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congresses of master artisans held during the later decades of the nine-
teenth century opened with addresses wholly or partially devoted to
this topic. Curiously, every generation of artisans during the nineteenth
century claimed that the ruin of this ideal past was part of its unique
experience. Evenat the end of the century the masters still insisted that
they had experienced something of that glorious time in their youth.
This imagined memory was eventually turned into a powerful ideological
and organizational tool by men probably deluded by their own propaganda.
It mayhave had little to do with their historical past, but it certainly
became a fundamental instrument for shaping their future."
Handcraft as such was given a high value in '’ Mittelstand' rhetoric. "Handwork
is freedom, morality and justice. Tlose who are against handwork are in fact

standing against freedom, against morality, against justice."

This small but substantial political entity was economically and socially
damaged by the speed of German industrialisation in the 1870's and later.
Volkov observes that they developed 'general social resentment and a hostility
toward everything modern...often vague and confused, but at the same time,
radical and powerful.' 'Popular anti-modernism' she concludes, 'was the mental
response of men who found themselves overwhelmed by material hardship and
psychological pressure.....suffering a sense of homelessness and desperately

trying to overcome it.' |

‘Anti-modernism' was present within the Deutsche~ Werkbund from its inception. '
Although the simpler versions of history have stressed the modernising role

of that organisation, it is much more accurate to see it as a battlefield in

which disputes between hand and machie, between national and international

and between the modernh nd the traditional were fought out on complicated

and shifting terrain. J




See J.Campbell 'The German Werkbund'
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See Footnote.

See Footnote.

118

Members of the Werkbund were also members of the Direrbund, an art-
educational society, and of the Bund Heimatschiitz, the main proponent of
'traditional values'. The first president of the Werkbund, Naumann, advocated
policies he described as 'national-social' whose aims were to raise the status
of the workmen through raising the quality of their work (thereby circum-
venting the appeal of socialism). In 1908, Fritz Schumacher wrote that "the
task of the Werkbund would be to overcome the alienation that had arisen
between those who invent and those who carry out,and to bridge the gap."
Such programmes, moved forward thirty years, were to find unexpected align-

ments. Schumacher himself died of hunger in 1945.

It is easyfto assume that the handcraft values treasured by the Heimat movement
were automatically appropriated by the political right, yet this is far from the
case. Apart from the well-known example of the early Bauhaus, we can cite
Kurt Eisner, leader of the brief Bavarian Socialist Republic. "l have learnt to
wonder whether the creative artist ought not to take as his point of departure
his own craft, whether or not he ought to found his economic existence on

that."

In the 1914 Cologne Exhibition, at which Muthesius attacked the Heimat

tendency, there was a 'rustic' estate for workers - the Niederrheinische Dorf.
Contemporaneously with the Weissenhof Siedlung was the Kochenhof Siedlung, \
on which Werkbund architects collaborated in an exercise in 'germanic' timber

construction. Paul Schultze-Naumburg of the Worpswede community, whose work

as builder and arbiter of taste for the extreme right is the direct opposite
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of the progressive internationalism of 'The Ring' architects, was the teacher
and sponsor of Leberecht Migge. Migge was a most interesting speculative
architect who planned 'socialist residential communities' based on urban
horticulture: he argued that "genuine civic sentiment can only grow oujt of the

soil, then it logically follows that the citizens should be educated to a solid
civic consciousness only on their own urban soil."

It is not surprising that the Werkbund - as a heterogeneous collection of men
and ideas held together by a devotion to 'quality’ (which meant different things
to different people) could not withstand National Socialism. Hitler's speeches
on art, architecture and craft are very well designed to take advantage of this
confusion. He could appeal directly to the beleaguered craft artisans of the
'Mittelstand' - "The German handcrafts, rooted in a dignified tradition, will
proceed to a new blooming, sheltered by Volk and Staat.' The Werkbund itself
was absorbed with undignified ease into the organs of the new state. Under
the economic and polig"cal pressures of 1931-33 the contradictions in the
association 'crystallized': the industrial, experimental and internationalist

wing separated from the craft, traditional and nationalist wing - and the

Werkbund collapsed.

The 'argument' of the critical tradition involves a stage of social criticism:
this criticism developed communitarian and ruralising ideals. National Socialism ,
offered a version of 'community' and 'dignified tradition', therefore it might

support the craft system - and vice-versa. In fact the new regime inherited

and arose from a complicated critique of the modern world, which has been
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py H.A.Turner, quoted by described as 'utopian anti-modernism'. It was at the same time 'modernising’
volkov ibid. p.350. See also and 'anti-modernist'. Such icti f th !

T e 5.p. Hitler, the Fuh- 1st’, Such a contradiction - a late form o e aporila

rer and The People (1970) first described by the Prince Consort, could only be overcame in a rhetoric
Chs.9,10,11. See also Ch.7. . . . . . . : i

£ this study of national unity. This was a unity at the point of the gun, inflated with
()

an irrationality expanding out of the original contradiction. This was the

exact opposite of the individual or group autonomy which craft was held to

promote, and which the arts and crafts movement sought to reconstruct in the

face of the industrial system. |

This study will increasingly suggest and argue that this 'contradiction',

this aporia is the constituting condition of the modern, and that 'tradition'

is.as much a creation and result ( even invention) of the modern, as 'modernism'. i
It is a profound error to see the one as in flight from the other; both are

condemned to circle around one another, like twin stars.

It has been normal, since the study of Pevsner, to treat the arts and craft
movement in England as a forerunner of social-democratic modernism. Yet a
pertinent question may be asked of it, and of William Morris in particular.
Granted that we attribute ethical qualities to handcraft; what are the ethical
consequences of the materialism entailed. In particular, to Morris's de- Christ-
ianized romantic materialism. The devotion to Icelandic and Nordic epic, the
depreciation of existing society and the highly inventive approach to medieval
history place him at time ( Marxism notwithstanding)in the same mental world_

as Richard Wagner.
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"Bobert Harbison notes, with reference to the style of The Red House "By

going a little further back one discovers a style almost styleless....but
when one simulates the life attached to it, one must disguise its pre-
Christian savagery" (As Morris did in his poetic works.)

This point is made in order to assert the contrary (and anti-Pevsnerian)
aspect of the Arts and Crafts Movement, which further helps to link it
with the neo-feudalism of certain country houses, and to remind us forcibly
that the movement was not by any means social-democratic in ideology. It
must emphatically be linked with nationalism - with the 'antagonistic
qualities' - for good or for ill, |

In France, handcraft masters played an important role in the revolutions of

1830 and 1848, but thereafter swung to the authoritarian right. In Russia,
handcraft revival was partly inspired by Pan-Slavic nationalism. In Scand-
inavia, the Baltic countries and Central Europe, craft revivals were part

of a general synthesizing of folk traditions, as part of the process of national
definition. We shall note later the connections between Ruskinian ideals and
Gandhi's ruralising independence movement for India. The 'politics of art

and craft' reveal not only a common logical argument, but common ambivalent
social/ ideological functions, creating, from country to country, different
conditions for the mental life of craftsmen, leading them to form different
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alignments. The social forces obtaining in each particular case would operate

upon the same dilemma with locally peculiar results.

It is possible to locate the oocasion on which the Janus face of the English arts

and crafts movement swung round to face the future rather than the past,

(though still remaining ambivalent). On Nov.l4th. 1883 William Morris gave

his lecture 'Art and Plutocracy' at University College, Oxford. John Ruskin |
was on the platform beside him. After noting that "there lies in the minds of
most thinking people a feeling of mere despair as to the prospects of art in
the future " he asked the audience to extend the idea of art "to the aspect of
all the externals of our life." He speaks of a time when there was a 'healthy’
and 'intimate' connexion between 'Intellectual' and'Decorative' art - when
"the best artist was a workman still, the humblest workman still an artist".
(And at that moment echoing almost the exact words of the opening evidence
to the 1835 Parliamentary Enquiry). He then draws a line of demarcation that
he saw existing, a barrier of class as well as of artistic category, concerning
'the social position of the producers'."So then it comes to this, that not only
are the minds of great artists narrowed and their sympathies frozen by their
isolation, not only has cooperative art come to a standstill, but the very

food on which both the greater and the lesser art subsist is being destroyed:
the well of art is poisoned at its spring." The argument develops; "So long as
the system of competition in the production and exchange of the means of
life go on, the degradation of the arts will go on." He rapidly sketches out
the history of art and craft as social products, in which 'the unit of labour
was an intelligent man", to a time when "Commercialism had by now well-

nigh destroyed the craft-system of labour", replacing "the fully instructed

craftsman" with "the workshop system'.




For a comment on this, see Appendix.
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The workshop system is then replaced by "the factory system". "This system
is still short of its full development, therefore to a certain extent the work-
shop system is being carried on side by side with it, but it is being steadily
and speedily crushed out by it....." The factory system produces "the death
of art and not its birth.....the degradation of the external surroundings, so
simply and plainly, unhappiness....from the poor wretches....up to the cult-

ivated and refined person who (cultivates) unhappiness as a fine art."

Machinery as such is not the cause of this, but the control and ownership

of the means of production. Morris rejects the reformist solution with a

blast of scorn well worth reading today. "It isbot the accidents of the system

of competitive commerce which have to be abolished, but the system itself."

"I tell you the very essence of competitive commerce is waste: the waste

that comes of the anarchy of war. Do not be deceived by the outside appearance
of order in our plutocratic society......this is the mask that lies before the
ruined cornfield and the burning cottage." This he describes as the'education

of discontent' that must lead to Socialism.

Events have not dealt kindly with Morris's confidence; and the argument of

the thesis presented here is that the industrial system itself and its envel-

oping epistemology transcend questions of control or ownership. He himself,

in one of his last lectures wonders whether "the tremendous organization of |
civilized commercial society is not playing the cat and mouse game with us

socialists". Nor indeed, was the English. arts and crafts movement to move

forward to the final synthetic stage of the argument. By 1890 it had become

a sort of orthodoxy, entrenched in the schools of art and design; above all,
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providing a form language for the gentrification of industrialists, through
the romantic neo-feudalism of Lutyens, Shaw and others, or through the
moneyed elegance of the 'Queen Anne" revival. The critical tradition had
become enmeshed with a wealthy and powerful clientele. This process of en-
meshing has been very well described by Lambourne, Of particular interest

is the establishing of arts and crafts values in design education in Britain,
where the critical tradition became an orthodoxy; but an orthodoxy opposed
in many points to the industrial system. Thus a dilemma became institution-
alised.

Morris's outbursts of exasperation are well know, but Ashbee felt much the

same. " We have made of a great social movement, a narrow and tiresome arist-
ocracy, working with great skill for the very rish." Their movement was pro-
jected into a social world of increasing stability. not to say ossification.

The socialism with which it might have allied to create a demand for 'disceetion’
and control at the point of production, had espoused managerial and utilit -
arian values and reformist policies hardly to be distinguished from those

of the more progressive employing class.

The inability of the English arts and crafts movement to develop further
can be illustrated by a camparison between C.R.Mackintosh's Library for the
Glasgow School of Art, and Ernest Gimson's Library and Hall for Bedales
School.

The latter were designed by 1919 and built in the next two years; both are
sturdy buildings of brick and masonry, modelled on the barn structures Gimson

had studied for their rustic nobility.
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The Glasgow library, built twelve years earlier (though designed before then),
uses similar materials to quite flifferent ends. Though simple in its main
form, the Glasgow room is enriched by the practical but visually intricate
jointing and some very carefully executed details and ornamental shaping
of a kind not seen before outside the work of the Glasgow designers. The
effect of the room is exhilarating rather than noble, tense rather than
simple. Yet it is the outcome of an ‘'arts and crafts' scrupulousness and
care for materials. The nearest Mackintosh ever came to the Gimson treat-
ment of timber will be found in the stairwells of Scotland Street school,

with their twinned double beams.

This contrast can be taken down into small details of workmanship, the
differing use of joint pegs, the tapering and chamfering of both main and

subsidiary members, the open plan or the enclosure of reading spaces.

Gimson's style grows out of Morris's neo-vernacular teachings: his interiors

are 'fixed' upon a vaguely saxon ideal prototype. It represents the end of a
development, and the rigidity of a clientele formation for which he was working
and which had abused and rejected Mackintosh's work and the‘excesses’ of

Art Nouveau. What had been revolutionary had become complacent. This is

the end of a localism that has rejected innovation.

Voysey, for example, regarded Art Nouveau as 'distinctly unhealthy and
revolting' ; Walter Crane described such styles as 'a strange decorative disease'.
Over eighty years later we are more aware of the similarities than the

differences, and we have to look rather carefully for the underlying deep

change in the mental culture; as between Crane and Voysey, and Mackintosh.
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"How Mackintosh's art struck sensitive continental observers can best be seen

in a passage in Friedrich Ahlers-Hestermann's book 'Stilwende'. 'Here we

found the strangest mixture of puritanically severe functional forms and

lyrical sublimation of the practical.". Such a remark (quoted by Pevsner) is

a key to the explication of this deep change. It has not been sufficiently

remarked that the Glasgow School was a considerable centre of late symbolism

Whilst the Library was being planned and built, the governing body of the school

took the unusual step of appointing a Belgian, Jean Delville, as head of the '
painting school. Delville, a significant figure in Belgian symbolism, was a

close associate of Edouard Schur€, the theosophist. In his book 'The New

Mission of Art', published in English in 1910, we find him writing that "the

time has arrived when genius will no longer be unconscious: the genius of i

the idealist will, we boldly prophesy, be superconscious) At the risk of over-

simplification we can assert that the change in mental culture, summarised

in that sentence and given material expression by Mackintosh,(forwhom the
word 'superconscious' seems very apt,) is the precondition of the synthesising
stage of the critical argument'. Mackintosh's Scots localism was transformed
by this mental culture into a universalism, or at least internationalism.
Voysedy, Mackmurdo and Ashbee were all designers on the edge of that
synthesis; yet unable to make the conceptual step forward . The stress

upon practicality and vernacular 'common-sense' which they inherited from
Morris ( and the general surrounding mental culture ) is exactly what
prevented them from taking that step forward - into a conscious theory.

Such a step required (in the conditions of that time) some supporting structure

of metaphor, or inspirational doctrine. We shall return to discuss such structures,

and the abandonment of them, in the following chapters.
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Ashbee's writings chart a movement between opposites. 'Craftsmanship in
Competitive Industry' (1908) states the problem: 'Should we Stop Teaching
Art' ( ) proposes a solution - reentry into a carefully regulated industrial
production. His practice too was a continuous shuttling between the most
refined handcraft and the beginnings of industrial design, and between the
ruralism of the Cotswolds and the wide international scale of Darmstadt or
Chicago. Yet he could not see, or only briefly, that industrial production
would not be carefully regulated. He wrote ...

‘Craftsmanship in Comp.Industry' p.123. "But in the[last fifty years there has entered into our western con-
sideration of standard a new factor. There has come the knowledge
that behind our conceptions of good and evil, of right and wrong,
stands a power, inscrutable, irresistible, continually moving, that
tells us human nature is not fixed and that at any moment, as we i
ourselves change, changes for us our standards.......our western con-
ceptions of standard are still determined for us by the old gods. Con-
structive socialism is about to change them, but only within the limit-
ations laid down by modern science......that dark(force) moving irres-
isibly behind what we suppose to be the will of heaven."

Here, though obscured by a taoist tone of mystification ( itself an interesting
phenomenon) is the moment of dialectical transformation and synthesis with
a normative tradition of 'immutable laws'. It is the realignment with a

transformed progress - but on paper only.

W.R.Lethaby's writings, a little later, signal this synthesis even more clearly

in words that have been much quoted, and for varied purposes, ever since. .
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From 'Form in Civilization' (1910) .Essay "What we most need at the present time is the accumulation of

entitled 'The Architecture of Adventure’. power; we want high mechanical training, wide practical experience,
and great geometry. And then we want to cover the field by a
systematic research into the possibilities......investigating, as Lord
Kelvin investigated, the geometry of crystalline structures, the
'packing of cells'.....such a training would not include the whole of
architecture, but it would, I believe, open the way to the best we
can attain. We might hope thus to give up hugging the coast of the
known, to sail boldly forth under the stars.....the living stem of

See Footnote building-design can only be found by following the scientific method."

This perfect normative statement from a man deeply attached to the critical
tradition, might have come from Dresser or Jones, or earlier from Babbage

or Wyatt; it signals the expected synthesis that did not arrive - conscious theory.

The external and material causes of English culture's failure to achieve a
modernist style lie deep within the financial and industrial structure of the
country and the cultural expectations of its owning, employing and investing
central formations; more reaily observable in the anti-scientific bias of their
private education. Brunel's sons, we may recall, were sent to Harrow; and
Babbage wrote of the 'deep rooted prejudices of the ruling classes'. This
important subjectis outside thescope of this study and the interested reader
is referred to Martin J.Wiener's 'English Culture and the Decline of the
See bibliography Industrial Spirit' as a light introduction to a heavy matter.

There was no adequate material or cultural infrastructure to support an '

English 'modern movement': so although a version of 'international style'
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became part of the rhetoric of reform and social democracy, and although
a version of 'Bauhaus' teaching became the orthodoxy of its colleges of art
and design in the 1960's, no creative industrial or scientific endeavour was
left to take up its products. In the field of housing and urbanism all that

existed was managerialism, whose results are all around us today.

But a further cause, internal and of a metaphorical character, may help

to explain why the synthesis of critical and normative traditions did not take
place in fact but only in writing in England. Itfis not a matter for which evidence
can very easily be called, but by it is meant the original mythic structure

of the critical tradition and the absence of a concrete and available alternative
model. Creative synthesis took place first in those countries where an alternative

in the form of folk or peasant traditions still had some level of reality.

Where the ideal prototype had to be evoked through research and asserted
through lecture and literature , the synthesis could only remain in research,
in literature; and the practical connexion is not made. And that research

I am indebted to Dr.Brian and propaganda had always somethingt)f the quality of a pre-industrial

Maidment for this insight intelligentsia seeking a pre-industrial artisanate.

Ruskin's advocacy of craft values, as outlined in 'The Nature of Gothic'
presents his reader, at the beginning with a stark choice, and at the end

with an unsustainable conclusion....... .
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"Understand this clearly. You can teach a man to draw a straight line, and to
cut one; to strike a curved line, and to carve it; and to copy and to carve any
number of given lines or forms, with admirable speed and perfect precision: but
if you ask him to think about any of those forms, to consider if he cannot find
any better in his own head, he stops; his execution becomes hesitating, and ten
to one he thinks wrong; ten to one he makes a mistake in the first touch he gives
to his work as a thinking being.

But you have made a man of him for all that. He was only a machine before,
an animated tool.

And observe, you are put to a stern choice in this matter. You must either
make a tool of the creature, or a man of him. You cannot make both. Men were
not intended to work with the accuracy of tools, to be precise and perfect in
all their actions. If you will have that precision of them, and make their fingers
measure degrees like cog-wheels, and their arms strike curves like compasses,
you must unhumanize them........ "

(and later)

"Though some Venetian glass is ugly and clumsy enough when made by clumsy and
uninventive workmen, other Venetian glass is so lovely in its forms that no price

is too great for it; and we never see the same form in it twice. Now you cannot have
the finish and the varied form too. If the workmenis thinking about his edges he
cannot be thinking of his design; if of his design, he cannot think of his edges.
Choose whether you will pay for the lovely form or the perfect finish, and choose

at the same moment whether you will make the worker a man or a grindstone."

The power and humanity of these lines should not blind us' to the nature of

the argument, which with bludgeoning force, makes us choose either-or.

Either man or tool, form or finish : understand this clearly, and observe,and

choose, you are put to a stern choice. Ruskinian prose, regardless of the

truth of it, allows the reader no independent mental space: the words rush '

in and close off access to our thoughts as we read. His use of the word must

is as presumptive as Reynolds' 'of course'.
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The argument -;rushes headlong forward to challenge the Prince Consort's

rhetoriC.ees....

"We have much studied and much perfected of late, the great civilized invention
of the division of labour; only we give it a false name. It is not, truly speaking
the labour that is divided, but the men: -divided into mere segments of men - broken
into small fragments and crumbs of life; so that all the little piece of intelligence
that is left in a man is not enough to make a pin, or a nail, but exhausts itself
in making the point of a pin or the head of a nail.

Now it is a good and desirable thing, truly, to make many pins in a day; but
if we could see with what crystal sand their points were polished, - sand of human
souls. much to be magnified befare it can be seen for wﬁt it is - we should think
there might be some loss in it also. And the great cry that rises from all our
manufacturing cities, louder than their furnace blast, is in all very deed for this -
that we manufacture everything there except men: we blanch cotton, and strnegthen
steel,, and refine sugar and shape pottery; but to brighten, to strengthen,to refine
or to form a single living spirit never enters into our estimate of advantages. And i
all the evil to which that cry is urging our myriads can be met only in one way; not
by teaching or preaching, for to teach them is but to show them their misery, and to
preach to them, if we do nothing more than preach, is to mock at it. It can be met
only be a right understanding, on the part of all classes, of what kinds of labour
are good for men, raising them and making them happy; by a dertermined sacrifice
of such convenience, or beauty, or cheapness as is to be got only by the degradation
of the workman; and by equally determined demand for the products and results of
healthy and ennobling labour."

then plunges to its bathetic conclusion.......

“"And how, it will be asked, are these products to be recognized, and this demand
to be regulated? Easily: by the observance of three broad and simple rules:

1. Never encourage the manufacture of any article not absolutely necessary, in the
production of which Invention had no share.

2. Never demand an exact finish, for its own sake, but only for some practical or
noble end.

3. Never encourage imitation or copying of any kind, excepyt for the sake of pre-
serving records of great works."
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It is the word EASILY that betrays the essential weakness of Ruskin's argument.
This mental world is voluntaristic and assumes the power of thought over things.
Such voluntarism requires an ideal prototype, an alternative model that is not
realisable, so that the omnipotence of thought is not threatened by material
success and all the ambiguities of real action ( as opposed to intellectual
fantasia). Only the very strongest spirits can live with such voluntarism and

not fall into a syndrome of withdrawal. This observation should not be read as
part of Ruskin's biography. His voluntarism is akin to that of William Blake

and before that of Gerald Winstanley. That is to say, it is a social phenomenon
directed toward, in this case, an immediate practical matter - how, and by what
organisations and transactions, are things to be made. In the face of an apparently
irresistible historical tendency, only voluntarism can keep up creative morale.

In the absence of a concrete alternative, what else could be done, but to

exhort......”7

In Scandinavia, Russia, The Low Countries and Central Europe there was -
and in some measure still is - a folk style, communal in expression, strictly
coded according to traditional iconography and symbology, and employing a
wide range of highly developed craft skills practiced by autonomous crafts-
people. A concrete alternative to industrial production was there, under the
noses of the design reformers and the critical reactionaries. There too were
alternatives to academic figuration inthe fine arts, and a profoundly different

concept of artistic expression, This is especially true of the church art and

design of Russian Orthodoxy. Naum Gabo described this as 'idealistic in
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spiritual function, utilitarian in social function, abstract in formal content.'
The achievement of these values in 'production art' was the synthesizing aim
of Russian constructivism and 'De Stijl'. The anti-urban bias of the critical
tradition reaches a new level in the technological de-urbanising theories of
the 1920's.

Gillian Naylor concludes that 'arts and crafts' values have been best expressed
by the relations between art, craft and industry in the Scandinavian countries,
and that here a systematic accomodation was most seriously and effectively
attempted. What is hardly to be found in Western studies is the whole field of
'secession' design in northern and eastern Europe, from the 'Transylvanian' style
to the City Hall at Oslo. Romania, Hungary, The Baltic States, Finland all

had indigenous and independent arts and crafts movements as part of their
national self-definition and political autonomy. We normally see this only in

disconnected glimpses: in the final chapter this subject/is touched on again.

In this chapter we have sought to enlarge our picture of the arts and crafts

movements. By stressing the logical form of the reaction against machine prod-

uction, the aim has been to link the whole 'argument' to continuing problems

of the hegemony of the industrial system. The questions of the right use of

technology, the relation of hand to machine, of changing patterns of work

discipline and 'discretion', of productive and cultural autonomy show no sign |
of going away. These questions are the substance of critical theory. By trying to

form a clear logical picture of art and craft in relation to industry we may move

some way toward asking these questions in a right, or at least answerable, form.
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To a mouse: on turning her up in her nest with the plough .Nov. 1785.

Is there a better description of the dispossession of the poor by a changing economic order
than this poem, or a more succinct statement of the ecological problems of exploitation.?

It is,of course, relevant that Pugin was a Catholic and thus from a tradition of social
disadvantage, and that Ruskin was an Evangelical, intensely critical of received modes of
feeling.

A good account of Ludwig's architectural plans will be found in Wilfrid Blunts ‘'The Dream King'
(1970), and the last chapter, written by Michael Petzet. There is no real comparison with
Burges, since Ludwig employed a variety of designers at different times. But part of Ludwig's
importance is that he kept so many skilled craftsmen employed for so long. Munigh remained a
centre of the handicraft movements, where it was strongly associated with the right in politics.
E.g. Peter Behren's "Dom bau hiutte' was closed down after demonstrations by Nazi and conserv-
ative groups in 1922, without any protest from the Deutsche Werkbund, then headed by the
Bavarian Richard Riemerschmid.

The idea of a craft revi¥al is not always clear. In Germany it is certainly the case that

craft production continued unabated on a large scale into the later half of the ISc, and

that craft artisans werea ble to maintain themselves as a distinct social group and a political
constituency ( as studied by S.Volkov). Thus 'craft revival' in Germany means something
different from 'craft revival' in England in 1890. In whatis written inthis study, the term

is used to denote any positive revaluation of craft, and theorising of its position in the

productive system.

The mythical elements in 'News from Nowhere' are worthy of close study: the voyage up-river,
the boat, the return to the house, the reference to garden symbolisms and other aspects fit
carefully and curiously with some very acute observations of later developments in social

democracy .

This will be the subject of a further study entitled 'Heaven's Vernacular:

protestant theology and the history of design.'
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Footnote to p.303, . As early as 1640, this extreme eclecticism was noted by John Taylor, whose popular (many
times reprinted ) manual entitled 'The Needle's Excellency', lists embroidery designs that
WEere....... 'Collected with much praise and lndustrie

From scorching Spain and freezing Muscovy,

from fertile France pnd pleasant Italie,

From Poland, Sweden. Denmarke, Germanie,

sndf some of these rare patterns have been set
Beyond the bounds of faithless Mahomet,

From spacious China and those kingdomes East

and from great Mexico and Indies West,

Thus are these works farre fetched and dearlt bought
and consequently good for ladyes thought.'

Quoted by Jourdain, but sceptically.

Footnote to p.103. . For example, from the 'Boston Gazette' in 1749. 'On the 11th Nov. last was stolen out of the i
yard of Mr. Joseph Cort, a woman's fustian petticoat with a large worked embroidered border,
being sheep, deer, houses, forests etc.. Whoever have taken said petticoat and will return it
to theowner shall have 40s. reward and no questions asked.' See also many interesting pages
in Jourdain's 'History of English Secular Embroidery’.

Footnote to p.103. The decline of embroidery from its very high status in Tudor and earlier times, to a mere
device to discipline the daughters of the middling rich, is a melancholy study. Here it is
asserted that because we know the names of some seamstresses, and know they were paid well,
we canassvme that we are dealing with a skilled and respected class of craftspeople ( by that
time - mid 17th cent. - mostly women). This class is to be distinguished from that of the
domestic needleworkers for whom embroidery became, increasingly, an alternative to whist.
When hand embroidery began tobe replaced by the machine, then the punitive function of the
task became ever more visible - and 'art-needlework' became a part of the craft revivals.

The history of the social functionof embroidery is of immense interest and the studies of
Roszika Parker are awaited with interest.
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At the popular ballad level,J.Harland has collected a song, quoted by Thompson (p306).

'So, come all you cotton weavers; you must rise up very soon,

For you must work in factories from morning until noon:

You mustn't walk in your garden for two or three hours a day,

For you must stand at their command, and keep their shuttles in play.'

See also Blake's compensatory vision in 'The Four Zoas' (Night Nine).
'Then seized the sons of Urizen the Plow: they polisht it
from rust of ages; all its ornament of gold and silver and ivory
reshone across the field immense, where all the nations
Darkened like Mold in the divided farrows, where the weed
Triumphs in its own destruction. They took down the harness
From the blue walls of heaven, starry, jingling, ornamented
with beautiful art, the study of angels, the workmanship of demons
When Heaven and Hell in Emulation strove in sports of Glory.'

Compare Blake's use of the word 'demonstration' in 'Jerusalem' with that in The Economist, and
with his attitude to specialized knowledge as compared to that of the Prince Consort.!

The Shakers used some imagery, notably a tree of life symbol, which can be explicated by a reference to
Winstanley's pamphlet, 'Fire in the Bush' (1650) "And when this tree of life is fed upon and delighted
in (by the five senses, which is the creation, mankind, or the living soul), then these five rivers are
called pure rivers of the water of life; for the life of truth and peace is in them, and they are the
sweet conveyers of the waters or breathing of 1life from one to another, through the whole body; and so
bringing all into a oneness to be of one heart and one mind." This imagery was created in embroidery and
'gift drawings!, inspirational spiritual diagrams which have been occassionally reproduced (e.g.Patterson p.420.)
Such imagery should not be reduced to 'unconscious symbolism'; it was a coherent and semi-continuous
tradition ofi drawing, originating in 'figurae' of Joachim of Fiore ( to which tradition the Shakers had
access tQ through their Camisard background) ( see text and notes to Ch.4 and Ch.5). The whole question
of iconophobia lies behind the belief that the useful can be spiritually significant; and is thus part
of the deep foundations ( one might say, theological foundations, of design reform.)
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Footnote to p.I12 - Mother Ann Lee was held to be Christ's sister,and identified as 'Holy Mother Wisdom'.
We might see this as a compensation for the apalling collapse of social and sexual relations brought
about by the first wave of industrialisation, finally described in the Parliamentary Reports of
May 1842., and in the extent of prostitution in early #9c. cities. It was only in a specialised,
celibate, exiled and utopian commune that a restitution could be achieved. At the same time. the
Shaker theology of work, and their extreme functionalism of design can be descrined as a sublimation
and internalisation of the industrial ideology. For the opposite strategy - the practice of
‘community of affections', coitus reservatus etc., see the account of the Oneida community given
by Whitworth andothers.
An interesting sidelight on this,is that women's clothing in the Arts and Crafts circles was free-flowing
and uncorsetted. In the words of another Shaker hymn .."Shake out all the starch and stiffening."

This particular hymn (not included in Patterson's selection) is s song from an inspirational source.
Other songs were received from visionary birds, and from 'people' of all races.

Footnote to p.112 This suggests that we can see both Shakerism, the vernacualr of dissent,and the neo-classicism of
: early industrial design as all being forebears of later theories of design, and as all sharing in some
common social and possibly theological basis.

Footnote to p.1i3 Brown's painting. 'The Last Sight of England' specifically relates to his friend, the sculptor Woolner,
but more generally to the skilled rather than indigent emigrant. A study of Brown's themes is overdue.

Footnote to p.114 A connexion between Shakerism and Robert Owen is recorded by Andrews (1974 p.190 see biblio.)
Shakers,Owenites, Mormons and others all shared an ideal prototype for their settlements; that
described in Revelations, the New Jerusalem descending from heaven, orthogonally laid out.

Footnote to p.115 winstanley's writings are, once again, a fountainhead. 'true religion is this,and undefiled is this,
to make restitution of the earth, which hath been taken away and held by the common people by the power
of conquests formerly, and so set the oppressed free. Do not all strive to enjoy the land?" from 'A New
Years Gifte ¢ the Parliament and the Army.(1649.)

Footnote to p.115 "** This estimation of the origins of the 'allottees' is as follows. Of the 35 families at Heronsgate, 29
from the N.of England (mostly Lancs and Yorks.).Of the 40 at Lowbands, 18 from industrial Lancs. 5 from '
Yorks..Of the 73 at Charterville, only 13 from southern counties. The Great Dodford settlement was
of varied provenance and the census returns give a more rural origin for these families (11 gardeners
or farmers out of a list of 25 names and occupations.)
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Footnote to p,11B6

Footnote to p.118 "

Footnote to p.13g

Footnote to p.12!

Footnote to p.3123

Footnote to p. 124
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For further mention of Tessenow, see Speer's 'Inside the Third Reich' (pp 14-15); also 'Oppositions’
Spring '78 No.12. K.Frampton 'A synoptic view of the Architecture of the Third Reich', and material

in 'Architectural Design' 52. 5/6 1982. The quoted remarks illustrate very interestingly the different
but similar directions taken by the British and German critical traditions, when set beside the visions

of 'News from Nowhere'.

.An account of the 'Heimat' tendency and it sinfluence on the Deutsche Werkbund will be found in
‘Distand Goals, Great Hopes, by Wolfgand Pehnt , in 'The Werkbund etc.' ed. L. Burckhardt (see biblio.)

. The Mittelstand craft masters had rejected thgﬁeft solutions much earlier, and had demanded the

introduction of obligatory guilds and compulsory master-examinations. The idea of craft cooperatives
were rejected emphatically ( see Volkov pp292-3) The compulsory guild option became part of law in
1897. But for artists such as Eisner was speaking for, and such as Gropius employed, the craft

solution to alienfation was conceived in 'left-utopian ' terms. The architects point of view can

be found in Hans Poelzigs 'Address on the Occassiorpf the revival of the Werkbund' (1919) reprinted

by Sharp in his 'Modern Architecture and Expressionism' (1966) gyt 'Mittelstand' does not equate

with 'craft' exactly, since it included all independent tradespeople e.g. butchers.

. A brief account of Schultze -Naumburg's political evolution can be found in Campbell (pp.212-3). He

took over the school atgaimarafter the ousting of the Bauhaus staff, and was responsinble for
painting over Oscar Schlemmer's murals, In his later years he solicited Hitler for commissions, but lost

them to Peter Behrens.

In the case of Central Europe it is particularly the case that national identity and a synthesising
of folk traditions found expression in music: and this too is paralelled in the work of Cecil Sharp
and the use made of folk music by Vaughan Williams and successive British composers. But the differences
are very striking as between Vaughan Williams and Bela Bartok. (See Ch.7 for a further comment on this.)

Note that Morris must still use a rural image to express devastation.

But no less ruralising, either. For the persistence of anti-industrial sentiment in the Labour ,
movement, see Wiener op.cit. Ch.é.




138

Select Bibliography to Chapter Three

ANDREWS E. The Gift to be Simple: songs, dances and rituals of the American Shakers
New York 1940 (Dover reprint 1967)

ANDREWS E. AND F. Work and Worship : the economic order of the Shakers New York Graphic
Society. Gremnwich, Conn,. 1974,

ASHBEE C.R. Craftsmanship in Competitive Industry: being a record of the workshops
of the Guild of Handicraft etc. Essex House Press. London 1908.

BARKUN M. Disaster and the Millennium Yale Univ. Press. New Haven and London 1974.

BLUNT W, The Dream King : Ludwig 11 of Bavaria. (with a chapter on Ludwig and the
Arts by Dr. Michael Petzet) Hamish Hamilton, London 1970.

BURKHARDT L. ed. The Werkbund : studies in the history and ideology of the Deutsche
Werkbund 1907-33 Design Council. London 1980

CAMPBELL J. The German Werkbund : the politics of reform in the applied arts Princeton
Univ. Press 1978

DELVILLE J. The New Mission of Art ; a study of idealism in art trans. F.Colmer, with
notes by Clifford Bax and Edward Schuré Griffiths. London 1910 (Ist ed.
Brussels 1900)

FRAYLING C. and SNOWDON H. Articles in Crafts Magazine Nos. 54, 55, 56, (Jan -June) 1982,

FRAMPTON K.'A synoptic View of the Architecture of the Rhird Reich' in Oppositions No.12,
Spring 1978,

GABO N, On Divers Arts Washington D.C. 1959

GILBERT K.R. Henry Maudslay ; machine builder A Science Museum Booklet. H.M.S.0. London
1971.




139

HACKENBROCH Y. English and other needle work; tapestries and textiles in the Irwin
Untermeye Collection. Thames and Hudson. London 1870

HADFIELD A.M. The Chartist Land Company London 1970 (see also Chartist Stadies
ed. Briggs Macmillan London 1959 )

HARBISON R. Deliberate Regression Knopf. New York 1980

HAYDEN D. Seven American Utopias ; the architecture of Communitarian Socialism
1790 - 1975 M,I.T.Press Cambridge, Mass.. 1976

HENDERSON P. ed. Letters of William Morris to his Family and Friends Longman Green
London 1950

HEWISON R. Art and Society ; Ruskin in Sheffield 1876 Guild of St.George Ruskin
Lecture 1979 Brentham Press London 1981

IKIE E. La Broderie Mechanique 1828 ~1930: souvenirs et documents. Calavas Paris 1931

IMAGE S. Thamas Bewick Print Collectors Club London 1922

JONES M.E. English Crewel Designs Macdonald ILondon 1974

JOURDAIN M. A History of English Secular Embroidery Kegan Paul Trench Trubner and Co.
London 1910
KENDRICK A.F. English Embroidery Geo.Newnes ILondon 1904

KERRISON P. Blake and Rossetti De La More Press London 1944

KOFP A. Town and Revolution: Soviet Architecture and Town Planning 1917 - 35
Thames and Hudson London 1975

ILAMBOURNE L.Utopian Craftsmen : the arts and crafts movemeht from the Cotswolds to
Chicago Astragal Books London 1980

LETHABY W. Form in Civilisation R.I.B.A. London 1910
Phillip Webb and his Work London 1935




140

MANNHEIM K. Ideology and Utopia London 1936

MORE C. Skill and the English Working Class Croom Helm London 1980

NAYIOR G. The Arts and Crafts Movement Studio Vista London 1970

NORDHOFF C. The Communistic Societies of the United States, from Personal
Observation Dover reprints. New York 1966 (Ist.ed. 1870)

PATTERSON D.W. The Shaker Spiritual Princeton Univ. Press 1979

PEHNT W. Expressionist Architecture Thames and Hudson London 1973

PEVSNER N. Studies in Art, Architecture and Design London 1968

SHARP D. Modern Architecture and Expressionism Longmans. London 1966

SPEER A. Inside the Third Reich Weidenfeld and Nicholson ILondon 1970

STANTON P. A.W.Pugin: (preface by N. Pevsner) Thames and Hudson London 1971

STERN J.P. Hitler: The Fuhrer and the People. London 1975

SWENARTON M. Homes for for Heroes : the politics and architecture of early
state housing in Britain Heinemann London 1981

THOMPSON E.P. The Making of the English Working Class Gollancz London 1963
'Time, Work-Discipline and Industrial Capitalism'in Past and Present No.38 1967

TURESON E.L. Millennium and Utopia Harper,New York 1964

VEBLEN T. The Instinct of Workmanship and the State of the Industrial Arts
Norton Library New York 1964 (Ist. ed. 1914)

VOLKOV S. The Rise of Popular Anti-Modernism in Germany ; the urban master artisans
1873 - 1896 Princeton University Press 1978




141

WIENER M.J. English Culture and the Decline of the Industrial Spirit 1850 -
1980 Cambridge University Press 1981

WHITWORTH J McK. Gods Blueprints : a sociological study of three utopian sects
Routlefige, Kegan Paul London 1975




Chapter Four

The Idea of a Universal Language

Part One

Section d'un cible.




C.Dresser. 'Principles of Décorative

Pesign' (1873) p.20.
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See P.Steadman. 'The Evolution of

Designs' (1979) p.2.

A.Colngun. 'Typology and Design'
in'Perspecta' No.12. (1969) also

quoted by Steadman.
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At the end of the first chapter a distinction was made between critical and
normative traditions in design theory. The normative tended toward that
'realized unity of mankind' imagined by the Prince Consort: it concerned itself
with the establishing and following o\f 'laws', making a connexion (more by
assertion than by argument) between the notion of law in art, and law in
science. The 'lawfulness' of the natural world provided, in the Prince's words,

standards of action. Jones, Dresser and others, practical men and theorists,

developed this into a doctrine in which natural form provided standards of
beauty and fitness for manufactured form because (as Dresser quoted M.D.
Wyatt) 'infinite variety and unerring fitness govern all forms in nature'. This

goal - of the manufactured world as nature - remains a central image in the

normative tradition, sanctioning and validating human effort. Through this, too,
human arts and manufactures could become a legitimate object of a study
founded on the methods and concepts of the life-sciences, and it becomes
possible to speak of a 'scientific aesthetics', or even a 'scientific method of
design'. Dresser wrote "Nothing can be more important.....than the scientific

study of art." His slogan for the normative tradition was 'Truth, Beauty, Power'.

Today we would want to distinguish carefully between the scientific study of

the field, and a scientific method of design. .

The promotion of 'scientific methods' of design begin with the biotechnical

conception of manufactures. Colquoun comments "Ultimately (operational

needs and the operational techniques) would fuse in a kind of biological ext-

ension of life, and function and technology would become completely transparent.
/




See 'Circle' p.256. et seq..

See Footnote.
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An expression of this idea will be found in the anthology Circle' (1937), in
the essay by Karel Honzig entitled 'A note on Biotechnics'. We return later
to the problematic aspects of 'scientific method'; not least to the assumption

that such method is always and unvaryingly the same.

Philip Steadman has made an extensive survey of what he calls 'the biological
analogy' in his 'The Evolution of Designs' (1979). In these pages similar material,
arrived at for the most part independently, is put to a different purpose. The
concern here is with the ideological force of such analogy. As we shall see,

the analogy has an important but not exclusive place in the normative tradition;
the central ground is held by the concept of a universal language of form, |
through which 'the realized unity of mankind' might be given material expression
and invoked. Such a 'universal language' would have to comprise both a con-
structional aspect (for which the biotechnical analogy was employed), and a

theory of expression ( which claimed trans-cultural validity). With 'realized

unity', not only would function and technology be as necessary as that of

nature, but meaning and expression would be equally candid and equally uncon-
ditioned. For this to occur in a synthesis of construction and expression - of
'manufactures' with 'arts' - both had to find forms of existence congruent with
each other. That is to say, there would have to be a perfect coinfcidence between
the means of construction and the aesthetic effect; so that though these are

not in the same logical category, yet we cannot explain the one without describing

the other.

The notion of a universal language of form is clearly highly abstract and general;

in what follows we shall regard if primarily as part of a structure of metaphor.

I3
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We do not ask of a metaphor - is it true?: rather we ask - does it help
us to work, does it usefully concentrate thought.? It is only when the same
mental formation is put forward as a statement of belief, with ontological

claims, that we have to ask - is it true?

In what follows, we are concerned with the growth, expression and collapse

of a related series of metaphors that enabled designers, architects and artists
to link 'arts' with 'manufactures', and to propose the idea of a universal
language. This chapter is in two parts; the first being devoted to ‘construction'
and problems of morphology, the second to 'expression'. What links both is the
theme of symbolic representation, which may (in codified form) link with

Babbage's 'science of calculation'.

It must be clear that such an argument can only be supported in so small a
space by a presentation of unusual density and succinctness; one that makes up
in concentration what it lacks in completeness. But this task must be under-

taken if we are to unpick that knot of problems handed down to us in the Prince

Consort's speech.
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'What we want to know is art's fatal history, its morphology.' J.Schillinger.

As applied to construction and morphology, Dresser's 'scientific study of art'
proceeded in two ways. The first of these was classificatory; the student work-
ed like a collecting naturalist concerned with taxonomy and typification: in this
he imitated the great classifiers of the natural world, such as Linnaeus (d.1778).
The criteria of classification were variable, and the schemae of ordering might
change, but the aim was always comparison by means of collation. In architecture
the great monument to this approach is J.N.L.Durand's 'Recueil et Parallele

des Edifices' (1801), which in due course became the foundation of the teaching
method of the French polytechniciens. In studies of ornament ( where we have
seen that a certain freedom of speculation was made easy) there is a long series
of books beginning with Wilhelm Zahn's 'Ornaments of all Classical Epochs, from
the Originals ' (which was commissioned by the Austrian government as an aid
to design education in 1831), to Jones' 'Grammar of Ornament'. As argued in
Chapter Two, the development of illustration played a large part in this class-
ificatory endeavour, by making research and visual information more widely

available.

The second direction which a scientific study might take was more specific-
ally analogical - through the study of 'laws of distribution of form in nature'
to arrive at design solutions. Both approaches had clear prescriptive intentions
and both had firm roots in contemporary scientific theory and method. This

is a significant shift in paradigm, from communion with the intrinsic 'preced-

ents' of academic tradition, to seeking sanction for method outside that

tradition - indeed, outside the whole field of making .




Quoted by.A.Arber in her 'Natural
Philosophy of Plant Form' (1950)
See foctnote
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Quoted by P.Ritterbush in 'The Art
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By classification one could deduce a generality from a mass of particular
examples, the outcome being a_type. The sanction for this (for English con-
temporaries) was provided by William Whewell in his 'Philosophy of the Ind-
uctive Sciences' (1840) : Whewell perceived that a natural class of objects
"is determined, not by a boundary line without, but by a central point within;
not by what it strictly excludes, but by what it eminently includes; by an
example, not by a precept; in short, instead of a Definition, we have a Type
for our director." Whewell's description gains interest in that he wrote upon
architecture and was a translator of Goethe, as well as being a noted scientist
and a giant in academic politics, Pevsner devotes a chapter to him in his
'Some Architectural Writers of the Nineteenth Century' (1972).

The study through analogy could be sanctioned by a like recourse to the
philosophy of scientific method. Humphrey Davy, in.a lecture ef 1811, argues
that "The foundations of chemical philosophy are observations, experiment
and analogy......analogy, confirmed by experiment, becomes scientific truth."
We shall see later that in some areas, the study by analogy was to lead

into strange territory; but for architects in particular, biological analogies
were sanctioned by still earlier authority - Alberti. "Nature is sure to act
consistently and with a constant analogy in all her operations." We may say
that in general, all through renyraissance and subsequent academic theory,
there is an appeal to 'Nature'. The difficulty is, that the Nature of which '
Alberti ( and Reynolds) speaks is not of such a kind from which analogies

can -“be confirmed by experiment. This 'Nature' bears in her train neo-

platonic, not to say occult inferences. This will be discussed below.




See Footnote
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But there is ample evidence to justify the assertion that the 'scientific study
of art' that was intended to develop along the lines of the life sciences
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