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ABSTRACT

This thesis examines art and architecture commissioned by three large-scale

industrial corporations in Britain in the interwar period, 1919-1939. The companies

studied are the Anglo-Persian Oil Company, later to become British Petroleum (BP),

Imperial Chemical Industries (Id), and Unilever. The main focus of attention is on the

headquarters office buildings constructed in London and their sculptural decoration.

Attention is also paid to the artwork used by Unilever on the covers of its in-house

magazine, Progress, and in its advertisements. A laboratory built by ICI near Manchester

is also considered.

The form and meaning of the works of art are examined using evidence of the

relationships between the artists and the patrons, those within the companies who

commissioned the works, as it is documented in the archives of the companies. Evidence

is also taken from the published histories of the companies, the response of critics as

revealed in contemporary publications, and the recent history of the appropriate genres and

of the individual artists.

Art History is currently undertaking a reappraisal of twentieth-century British art

rejecting the view that the significant art was either, on the one hand, that which belonged

to some canon of modernist work, or, on the other, only that which remained true to some

view of what was traditionally British. This thesis makes a contribution to that re-

appraisal. The approach of examining the mechanisms of patronage has not been applied

extensively before to this period and place. In the process much new material about

individual artists has been uncovered. In addition by using the large-scale corporation as

its framework, the study has thrown light on one of the major social changes of the period,

the growth of a new professional class. This new class, whose habitat was the large

bureaucracy, was developing an ideology of rationality and progress by technology which

was to help shape twentieth-century attitudes and twentieth-century art.
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PREFACE

The idea for this thesis came to me while studying Siena, Florence and Padua: Art,

Sociezy and Religion 1280-1400 with the Open University. 1 The approach adopted in the

essays, of relating the art of the Trecento closely to the history and development of the

city-state seemed to me to be very fruitful. I wondered whether the same general approach

could be used to a period which was of more interest to me, the twentieth century. The

first question was, 'What was the equivalent in the twentieth century of the city-state of the

fourteenth?' It seemed to me that the answer was the large-scale industrial corporation,

what is sometimes called the multinational or transnational company. At the time I was

considering retirement from a life as a scientist and software engineer working under

contract to various such companies. I thought it might be possible that the experience of

my own career might help in understanding that of the artists and architects working on

commissions. The decision to limit myself to Britain and to the interwar period was partly

one of manageability, because the archives were near to hand, and the period limited, and

also partly because this period represented the beginnings of the large-scale corporation in

Britain. It seemed sensible to start at the beginning. The use of three companies only was

also a limiting device, copying my example text which considered just three city-states.

It soon became clear that the most significant art works were the company

headquarters which were still in use in London, and which could provide almost alone the

heart of my thesis. There was the architecture, the sculpture, the board-room paintings,

and the furniture and other decorative elements. There were, however, other things. The

discovery of the Unilever in-house magazine Progress was a delight. The rich imagery of

its covers was irresistible. Unilever's advertising seemed to me also to need some

exploration, because Unilever's contribution to the development of consumer culture has

been so important. Finally, the discovery of the Chermayeff material in the ICI archive

allowed me to include a discussion of the role of modernism in interwar Britain.

The first person I tried my idea out on was Professor Martin Kemp of Oxford

University, whom I would like to thank for encouraging me to take it seriously and, better

still, for introducing me to his friend Professor Anthony Hopwood, of whom more later.

The next was Professor Anne Massey, who not only encouraged me but also organised a
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bursary at the Southampton Institute to allow me to undertake a PhD. Anne has been

my Director of Studies, and very important to me, both for her knowledge of the art and

culture of Britain in the interwar period, but also because she largely managed to keep me

on track when I was inclined to set off on a tangent. One of my first acts at the Institute

was to attend a small conference organised by Anne, during the interval drinks of which I

met Professor Edward Chaney, also of the Institute. He was very interested in my

description of the proposal and became an invaluable part of my supervisory team. His

kindness and enthusiasm, his wide knowledge of art history and his careful scholarship

have been invaluable. He also introduced me to Alan Powers, who has acted in an

advisory capacity. Every member of the Twentieth Century Society will know Alan well.

His knowledge of twentieth-century British architecture is probably unrivalled, and is

combined with a wider knowledge of British culture, plus modesty and good-humour. It

was Alan who urged me to look for Chermayeff in the ICI archive. The fourth member of

my team has been Professor Anthony Hopwood, now director of the Said Business School

of Oxford University. An accountant and economist by training he also has a strong

interest in the architecture that accompanies accountancy and a connoisseur's interest in art

and design. Part way through the project he was catapulted into the directorship of the

School, but still found time to read my scripts and fill them with perceptive and

meticulously critical, if somewhat illegible, comments. He also continued to meet me and

enlighten me in many discussions, at first in his cramped quarters in the Radcliffe

Infirmary and then latterly in his new palace next to Oxford railway station. I was indeed

fortunate to have such a knowledgeable and varied quartet to guide me. I want to thank

them all. I hope that I have made good use of my good fortune.

In addition I must thank Ann Compton, currently working on a biography of

Charles Sargeant Jagger, for reading the sections about him, correcting some of my errors

and sending me copies of his correspondence with Frank Baines. Catherine Moriarty, who

is writing about Gilbert Ledward, performed a similar service.

I would also like to thank all those in the various organisations and archives that I

have used. Martin Adeney, Group Public Relations Manager of ICI was my first contact

with any of the companies. His interest, kindness and helpfulness gave me great initial

encouragement. The ICI librarian Sheena Russell worked indefatigably to help me find

1 Diana Nonnan ed. (New Haven: London, 1995)
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what I needed, aided by the computer system set up by Tony Cole, whom I went on to

meet later as the archivist at Unilever on the verge of retiring. His successor at Unilever,

Jeanette Strickland, and Gary Collins the archivist at Port Sunlight were unstinting in thefr

help. Dr David Nicholas of BP, then in Britannic Tower, also encouraged and helped me,

as did Anita Hollier at the archive on the Warwick University campus. Others I would

like to thank are Jon Wood at the Henry Moore Institute, Frank James and Trudy Prescott

at the Royal Institution, John Fisher at the Guildhall Library in London, David Hilton at

the Manchester City archive, and all the other nameless helpers at the RIBA Library and

Drawings Collection, the London Municipal Archive, the Imperial War Museum, the Tate

Gallery, the V&A, the British Library and the Public Record Office. I also would like to

thank Zeneca for allowing me to visit Blackley, and Roger Hewitt, past archivist for

Zeneca Blackley, who came out of retirement to take me round the remains of the doomed

Chermayeff building and show me what was left on-site of the ICI Dyestuffs Group

archive.

I would also particularly like to thank Larry Bartel, head teacher at St Edmunds,

the school now occupying Melchet Court. He gave me of his time to show me the

building and was very curious and already very knowledgeable about Alfred Mond. One

of the reasons for his interest became clear when he showed me his office. It had been

Alfred Mond's office and was barely changed. Larry assured me that it had also been

Dwight D. Eisenhower's office during the planning of the Normandy invasion. I must also

thank David Elliot of what was then the Ministry of Agriculture, Fisheries, and Food. He

showed me around what is called Nobel House, the largely unmodified portion of Imperial

Chemical House, which includes Mond's old office. The tour included a walk along the

colonnade overlooking the river, with a view from behind and above of Jagger's

Agriculture.

Thanks are also due to my fellow students, firstly in post-graduate conferences of

the Association of Art Historians and of the British Society for the History of Science, and

at Southampton Institute, who listened to some of my findings and reacted with useful

comments and questions. In particular I would like to thank Sue Ellsmore. We have been

concluding together, jollying each other along in these final stages and proofreading each

other's final drafts. She found a number of errors and made many useful suggestions to

clarify the text.
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I must also thank all the staff at Southampton Institute. Among these I would

name Professor Claire Donovan, for steering my initial proposal through the Research

Degrees Committee, and Andy Forbes of the Inter-Library Loan Service, of which I was a

constant user. Andy, who was always helpfi.il, became even more interested when I

started requesting documents about Blackley, where she grew up. She assures me it is

pronounced Blake-ly.

Finally I would like to thank my wife for her continuing support. She for one will

be glad when it is all over, and she no longer has to cope with a PhD candidate's mood

swings.

To end this preface I will say what everyone says, even though it is a cliché. In

spite of all this help, any faults in the thesis are mine.
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ChAPTER 1

INTRODUCTION

Art histoiy has yet to provide a full account of British art in the interwar period for

reasons that are complex and have their roots in the period itself. It was a period in Britain

that saw the beginning of rapid cultural change and of intense cultural struggle, a struggle

that was to continue well into the remainder of the twentieth century. Art history,

particularly British art history, was itself a part of that struggle and encouraged partisan

readings, as either modernist or traditional. As a result, many artists whose work could

not be related simply to these readings just disappeared from view. A good example is

William Reid Dick, one of the most prolific and highly regarded of interwar British

sculptors, examples of whose work will be discussed in chapters six and seven. It is

perhaps only recently, as the sites of cultural struggle have shifted and a more pluralistic

aesthetic has emerged, that a more balanced view of the interwar period has become

possible and we can now start to untangle the many threads that contributed to the full

texture of British art. This thesis is intended as a contribution to that process. I shall be

using the methodology of the patronage study as my way into British art of the interwar

period, as applied to the newly formed large industrial corporations.

I start from the premise that the cultural changes taking place in interwar Britain

were a consequence of rapid changes in the forms of organisation of the global economy.

The large industrial corporation, particularly as it arose in the United States, was an

example of these changes in institutional forms. In the nineteenth century the British elite

had set the patterns for worldwide economic organisation and had enjoyed a period of

international economic dominance. From the interwar period onward they had to adjust to

a more subordinate economic and political role, hence, in part, the cultural changes and

struggles. Reactions to these changes and struggles were expressed in many ways, not

least in the language of British art.

The rise of the modernist model

A sense that Britain was no longer the dominant nation but was falling behind

developments elsewhere, first emerged strongly in the years before the First World War.

The British art critic, Clive Bell, wrote in 1914:
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Towards the end of the nineteenth century life seemed to be losing its savour.
The world had grown grey and anaemic, lacking passion it seemed. Sedateness
became fashionable; only dull people cared to be thought spiritual. At its best the
late nineteenth century reminds one of a sentimental farce, at its worst of a
heartless joke. But as we have seen, before the turn, first in France, then
throughout Europe, a new emotional movement began to manifest itself.'

This is the start of the modernist model of art history as applied to British art. According

to this model, what was to become the most influential art of the twentieth century started

in France with Cezanne and Gauguin, later spreading to Germany in Expressionism and

the Bauhaus, and to Holland in de Stiji. This modem movement, the model goes on, was

tenuously supported in Britain at first, but then produced a flowering of British art in the

1930s. The main proponents of this model within the UK, who were active in the interwar

period were, in addition to Clive Bell, Roger Fry, Herbert Read, and Nikolaus Pevsner.

Roger Fry and Clive Bell were leading theorists of the group of artists and

intellectuals known as 'The Bloomsbury Group'. 2 The group rejected the moral and

aesthetic values of the previous Edwardian and Victorian periods, most famously in

Lytton Strachey's collection of biographies, Eminent Victorians.3 They sought to bring to

Britain the freer lifestyle and values that they associated with the Bohemian artistic life of

Paris. Fry argued that generally British art had been of low quality, blaming this on the

weaknesses of British culture. He wrote:

No, let us recognise straight away that ours is a minor school. There has been
among British artists a lack of spiritual torment, that anxious effort which in the
lives of the greatest artists forces them always to wrestle with new problems, to
probe more deeply into the possible implications of the visual world. There is
among us a certain easy-going complacency and indifference to the things of the
spirit which has attacked even some of our most highly gifted artists and prevented
them from achieving all their latent possibilities.4

Fry and Bell had sought to introduce the spirit of French art to Britain in a series of

exhibitions starting in 1910. For Herbert Read this signalled the start of a revival of

British art. He latet wrote:

The modem period in British art may be said to date from the year 1910, when the

'(London, 1914; repr. 1949), p. 241.
2 Fs Spalding, The Bloomsbury Group (London, 1979).
3 Eminent Victorians (London, 1918).

French, Flemish and British Art (London, 1951), p. 138. The essay on British painting included in this
volume was first published in 1943.
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first Post-Impressionist Exhibition was held in London. [... I The years after the
war of 1914-18 saw the rise of a school of English painting which, whatever
provincial, national, or personal accents it might display, remained in its essential
style a derivative from the School of Paris.5

This modern school was not however entirely foreign. It had important roots that took it

back to pre-Victorian England:

It is true that the French school, a generation earlier, had taken deep draughts of
inspiration from England - from Constable, Bonington and Turner. But it seemed
as though English art had to be transplanted to another soil before it could revive
(p. 22).

The transplantation worked. Read wrote of the 193 Os:

In this decade, there emerged out of the slumbering provincialism that
characterised British art for nearly a century, no less than four artists of
international status (p. 27).

He was referring to Henry Moore, Graham Sutherland, Ben Nicholson, and Barbara

Hepworth. Read went even further. He wrote accounts of the development of British art

that simply excluded artists whose work did not meet his criteria for what was both

significant and modern. The message was quite clear. To fail to espouse the modern was

to be excluded from the canon. Herbert Read's books from the 1950s and 60s, Modern

Painting and Modern Sculpture both exercised this exclusion. 6 Read justified this in *

Modern Sculpture quite magisterially, if in somewhat clumsy grammar:

Though the habit is often questiohed, there is sufficient excuse for using the word
'modern' to describe a development in sculpture which does not comprise every
kind of sculpture that is contemporary (p. 10).

A large number of artists were thereby expunged from the record.

Nikolaus Pevsner, a German architectural historian who settled in Britain in 1934,

used a similar approach in recounting the history of twentieth century architecture. 7 He

was more explicit in tracing the debt owed to earlier British artists. He saw the beginnings

of the modern movement in architecture and the decorative arts as being with William

Morris and the Arts and Crafts Movement, tracing a lineal ascent through the Deutsche

Contemporary British Art (London, 1951; rev. edn 1964), p. 20.
6 A Concise History ofModern Painting (London, 1959), and Modern Sculpture: A Concise History
(London, 1964).
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Werkbund and the Bauhaus to modernism. 8 According to Pevsner, from the interwar

period onward, the only significant architecture was that of the modern movement:

When building activity got going again after the six or seven years pause of the
First World War and its immediate aftermath, the situation was like this: a new
style of architecture existed; it had been established by a number of men of great
courage and determination and of outstanding imagination and inventiveness.9

This new style transcended national boundaries:

This increased internationalism - for the new style was of course, like any healthy
style, essentially international at its beginning - has been welcomed by some,
abused by others. The arguments in favour are that in an age of such rapid
communication as ours and of such international achievements as those of modern
science national styles in architecture and design would be an atavism, and that
furthermore evetyone can see what dangers increased nationalism has brought to
peace and prosperity (p. 421).

This modernist view was not the dominant view in Britain in the interwar period

itself. It was merely a segment of the cultural struggle. In the years just before the First

World War and in the interwar years the idea of the modern had become a code for the

need for cultural change. Sir John Summerson in a memoir of the 193 Os wrote:

There was a huge generation gap. [...] The top men of the thirties were pre-war;
we were post-war [...J who resented the boredom and inertia of the time and were
looking for ways out of it or ways to bust it. Such ways were not discernible in
England, but abroad they were. And so we travelled [...] and we talked endlessly
about the meaning of the word

But it was not just a difference of generations. Dexter Morand wrote in 1928:

Victorianism was 'modernism' at one time, and that 'modernism' has had its effect
today. It has had one positive effect. It has eliminated itself from our ken because
of an almost universal agreement that it was 'bad', but it has also produced a
contradictory negative effect. It is contradictory in so far as it has produced two
results or two sets of schools; one set has effected a revival of the classics, whereas
the other is originating a style which, for want of a better name, is termed
'modern'."

'An Outline ofEuropean Architecture (London, 1945).
8	 of the Modern Movement (London, 1936).
9 An Outline ofEuropean Architecture, 7th edn (London, 1963), p. 404.
10 'The MARS Group and the Thirties', in English Architecture - Public and Private: Essays for Kerry
Downes ed. by John Bold and Edward Chaney (London, 1993), pp. 303-09 (p. 303).

The Monumental and Commercial Architecture of Great Britain of the Present Day, Volume One
(London: New York, 1928), p. vii..
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In other words, there was in Britain in the interwar period a battle of styles, between the

neo-classical and the modern, styles which both rejected, in large part, what had preceded

them. Viewed from a greater distance this can be seen to be an over-simplification. The

real situation was much subtler with, in many cases, a modernist temper using traditional

models. 12

The reaction against modernism

But the modernist model of the development of art in general and of British art in

particular became dominant after the Second World War, and thus became the first set of

distorting lenses through which we see the interwar period. The model became part of a

wider international consensus in art practice, art criticism and art history, known as 'High

Modernism'.' 3 This movement was centred in the USA and was associated with, for

example, the Museum of Modern Art, the art critic Clement Greenberg, the New York

school of abstract expressionism, and modernist architects like Mies van der Rohe. It

espoused the view that in order to defend the artistic tradition against the encroachment of

popular culture, 'kitsch', art needed to develop as an autonomous practice, embracing pure

aesthetics and rejecting outside influences.'4 Each art form was thought to progress by

developing its particular strengths. A line of progression was defined which emphasised

innovation and the role of the avant-garde. The reaction against High Modernism, which

led in turn to its collapse, came from a number of directions. The aesthetic theories of

Herbert Read and Clement Greenberg were seen by a new generation of artists as too

esoteric. The Independent Group and the Pop Artists in Britain and the USA far from

rejecting popular culture looked to its forms for inspiration.' 5 During and after the

Vietnam War, high modernism was seen by many as being the creature of the American

political elite and a weapon in the Cold War.' 6 Modernist architecture came under attack,

12 Alan Powers, 'C.H. Reilly: Regency, Englishness and Modernism', The Journal ofArchitecture, 5 (2000),
47-63.
' 3 jonathan Harris, 'Abstract Expressionism and the Politics of Criticism', in Modernism in Dispute: Art
since the Forties, ed. by Paul Wood and others (New Haven: London, 1993), pp. 42-65 (65).
14 Greenberg's texts, 'Avant-Garde and Kitsch' of 1939 and 'Towards a Newer Laocoön' of 1940, were
reprinted in Art in Theory 1900-1990, ed. by Charles Harrison and Paul Wood (Oxford: Canibridge,MA,
1992), pp. 529-41 and 554-60, respectively.
15 Anne Massey, The Independent Group: Modernism and Mass Culture in Britain 1 945-1 959 (Manchester,
1995). Francis Frascina, 'The Politics of Representation', in Modernism in Dispute: Art since the Forties
pp.77-169.
16 Serge Guilbaut, How New York Stole the Idea ofModern Art: Abstract Expressionism, Freedom and the
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for producing soulless and vandalised residential tower blocks, or for being stylistically

limited.'7 A movement known as 'post-modernist' architecture emerged, more playful and

eclectic in its influences.' 8 In Britain and elsewhere, many art historians revolted against

the dominance of aesthetics and the rigid canon of approved artists and art objects. There

was a movement, the New Art History, which aimed to restore an interest in art's cultural

and social roots, and to widen the scope of the historical discourse to include previously

excluded groups like women artists and non-European artists. 19 Also, in Britain in

particular, there was a movement to restore what were seen as 'traditional' values in

architecture.

One of the objectives of this latter movement in British architecture was the

restoration of the reputation of Sir Edwin Lutyens. 2° In the interwar period Lutyens had

been widely regarded as Britain's greatest architect. But he was a particular target of

Pevsner, who saw him as one of the main culprits in holding back the advance of the

modern movement in Britain:

But the City and the Government refused to face the fact of a disappearing Empire
and of a new genuine style of the century in architecture. So up to the 1950s the
City had hardly a major public building in the style of the C20 [...] The
Government Offices off Whitehall by E. Vincent Harris are the paradigm of the
official administrative and big business style in England. [...] Lutyens and Baker.
These two architects more than any must be held responsible for the style just
described. 2 '	 -

Pevsner's ultimate put-down was, in his History of Building Types, to relegate Lutyens to a

single obscure footnote. 22 American post-modernists, who saw Lutyen's playful side as a

model to aspire to, took up the Lutyens revival. 23 Lutyens first essay in classicism, the

Cold War (Chicago: London, 1983).
17 0. Newman, Defensible Space and Design in the Violent City (London, 1972); Vandalism, ed. by C. Ward
(London, 1973).
18 Charles Jencks, The Language ofPost-modern Architecture (London, 1977).

T.J. Clark, 'The Conditions of Artistic Creation', Times Literary Supplement, 24 May 1974, pp. 561-62.
This is reprinted in .4rt History and its Methods: A Critical Anthology, ed. by Eric Femie (London, 1995),
pp. 245-53.
20 Gavin Stamp, The Rise and Fall and Rise of Edwin Lutyens', Architectural Review, 170 (November
1981), 311-18
21 The Buildings ofEngland: London, Volume One, 3'' edn, rev, by Bridget Cherry (London, 1973), p. 107.

The History ofBuilding 7)'pes (London, 1976). The footnote is number 79 on p.248. Pevsner did have an
admiration for Lutyens. See 'Building with Wit: The Architecture of Sir Edwin Lutyens', Architectural
Review, 109 (April 1951), 217-25, republished in Edwardian Architecture and its Origins, ed. by Alastair
Service (London, 1975), pp. 460-70.

Robert Venturi and Denise Scott Brown, Learning from Lutyens', RJBAJ 76, 8 (August 1969), 353-54.
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country house Heathcote, built in Ilkicy for a Yorkshire businessman, became a post-

modern icon, not for its traditionalism but for its perceived wit. It was 'an enjoyable game'

showing 'a mastery of spatial contrast and humour'.24

David Watkin was one of the most powerful advocates of traditionalism. His

books, Morality and Architecture and The Rise of Architectural History, were polemics

against modernism in architectural history in general and against Pevner in particular.25

In his history of English architecture, Watkin wrote:

Although Lutyens was the greatest architect at work in England from the 1890s to
the 1930s, it should not be thought that he was a lone or isolated figure between
the wars. In England, as in North America, traditionalism was the norm in
architecture until the 1940s, and we can form no accurate historical picture of these
years without recognising that.26

The Modern Movement in architecture was dismissed in a final section of the book:

This section can be no more than a postscript, for the Modern Movement made
little headway in England before the war and has thus flourished only since about
1950. [...] The Modern Movement arrived in England in the later 1920s as a
Continental fashion imported from Germany and France for use in the design of
private houses for clients drawn mainly from the professional middle classes.
Resembling small factories or expensive refrigerators, these houses with their flat
roofs and metal windows must have seemed chill and alien against the background
of the Traditionalist mainstream of English architecture at the time (p. 190).

That Lutyens and interwar architecture had once again become a site of cultural struggle in

the late 1970s and early 1980s can be seen clearly in the title of a review by Stephen

Games in Building Design of an exhibition of Lutyens's work held in the Hayward

Gallery. In How the New Right Came to Love Lutyens', Games associated the rise in

interest in Lutyens with the appearance of a new libertarian conservatism in the period.27

This second cultural struggle became a new distorting lens through which British art of the

interwar period was seen.

Accounts of interwar British painting and sculpture written in the 1970s and 1980s

reflected this struggle. Richard Shone's 1977 book, The Century of Change, was

This was in response to an article by Alison Smithson, 'The Responsibility of Lutyens', R!BAJ, 76,4 (April
1969), 146-51, which echoed the Pevsner thesis about Lutyens.
24 Charles Jencks, The Language ofPost-modern Architecture, 5th edn (London, 1987), p. 96.

Morality and Architecture: The Development of a Theme in Architectural History and Theory from the
Gothic Revival to the Modern Movement (Oxford, 1977); The Rise ofArchitecturai History (London, 1979).
26	 Architecture: A Concise History (New York; Toronto, 1979), p. 190.
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straightforwardly modernist in its tone and selection of works. 28 Charles Harrison's

1981 book, English Art and Modernism, also reads as a reinforcement of the notion of a

modernist canon of English painters. 29 This was in spite of his major contribution to

opening up the general discourse of art history away from high modernism and towards a

greater pluralism. 30 It was almost as if at that time Harrison, although associated with the

New Art Histoiy could not bring himself to be a pluralist in English art and thus be in

danger of being identified with the New Right. Frances Spalding's 1986 book, British Art

since 1900, on the other hand, appeared to take a straightforwardly pluralist stance:

It has taken a long time for twentieth century British art to receive the attention it
deserves, and for the richness and diversity of its achievement to become apparent.
One reason for this is that a concern with modernism has bunkered critical
evaluation of twentieth century art, encouraging historians, in its emphasis on
innovation, to look for a linear evolutionary development, a tendency which has
helped to banish into temporary obscurity much that did not uphold the dominant
avant-garde ideology.3'

Her review of painting, indeed, covered a wider range of artists than in the orthodoxly

modernist accounts. However, her chapter on sculpture, apart from a passing reference to

Jagger and the Royal Artillery Memorial, could almost have been written by Herbert

Read. A collection of essays on British sculpture edited by Sandy Nairne and Nicholas

Serota, although providing a wider coverage of sculptors, was still predominantly *

modernist in tone. 32 We have to go to Benedict Read's short prefatory essay to an

exhibition curated by Peyton Skipwith in 1986 for a more inclusive account of British

interwar sculpture written at this time.33

The interwar years seen from the end of the century

With the passage of time much of the sense of antagonism over modernism has begun to

27 Building Design, 573 (4 December 1981), 30-31.
The Century of Chqnge: British Painting since 1900 (Oxford, 1977).
English Art andModernism 1900-1939 (London and Bloomington, 1981).

30 1n his art practice withArt and Language and in his anthology with Paul Wood, Art in Theory 1900-1990:
an Anthology of Changing Ideas (Oxford: Cambridge MA, 1992). See also Michael Baldwin, Charles
Harrison and Mel Rainsden, 'Art History, Art Criticism, and Explanatioti', a paper delivered to the 1981
Conference of the association of Art Historians and printed in Art History and its Methods: a Critical
Anthology ed. by Eric Fernie (London, 1995), pp. 259-80.
' British Art since 1900 (London, 1986), from the Preface.

32 British Sculpture in the Twentieth Century (London, 1981).
33 Benedict Read and Peyton Skipwith, Sculpture in Britain Between the Wars (London, 1986).
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evaporate. Modernism is no longer seen as an opportunity or a threat, rather as a part of

a past British culture that now needs to be delineated and understood. In the introduction

to the guide for a 1999 exhibition of British modernism at the Design Museum, Paul

Thompson wrote:

What the Design Museum's exhibition and the following essays, I hope, reveal is
that those seismic stirrings which shook Continental Europe at the turn of this
century were also felt in Britain; there was conscious emulation of things
European, there was genuine symbiosis, but there was a peculiarly British response
to the Modern.34

Modernism can therefore be assimilated, even into a traditionalist British framework, as

something that has happened, as part of a British cultural heritage. 35 Modernist buildings

can be listed and become the subject of a new kind of struggle, the campaign for

preservation, previously largely reserved for traditional buildings.36

It is within this newer context that it has become possible to look at British art in

the interwar period within a more rounded cultural context. David Peters Corbett's

account of English painting in the period from 1914 to 1930 'looks closely at a number of

themes and painters of the period in the context of cultural reactions to modern life in

England after the First World War'. 37 He used Peter Burger's sub-division of modernism

into modernism and an avant-garde, the latter an oppositional critique of modernity, the

former simply a matter of style. 38 He thereby defined four categories of painting in the

period: the avant-garde, the modernist, older painters using a style derived from

Impressionism, and those using an 'Academic' pre-Impressionist style. For Corbett, the

only genuinely avant-garde painting occurred briefly in the pre-war period and centred on

the Vorticists and Wyndham Lewis. In the 1920s this avant-garde stance became

impossible. The war had had a numbing effect:

In English art after 1918, critical or evaluative accounts of modernity were
constrained, as they were in other areas of culture. The thematics of the private
experience of modernity, its intimate pressure on private lives, was compelled to

'Iniroduction' in Modem Britain 1929-1939, ccl. by James Peto, Donna Loveday, and Alan Powers
(London, 1999), pp. 13-17 (j. 17).

An interesting example of this is the book Sam Smiles, ed. Going Modem and Being British (Exeter,
1998) which explored the impact of modernism on interwar architecture in Devon.
36 See any edition of the Newsletter of the Twentieth Century Society. In fact, campaigns for listing
modernist buildings go back at least to 1979 and the start of the Thirties Society, the precursor of the
Twentieth Century Society.

The Modernity ofEnglish Art 1914-1930 (Manchester: New York, 1997), p. 1.
38 Theo?y of the Avant-Garde (Manchester: Minneapolis, 1984).
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remain largely at the level of the private (p. 17).

This sense of public denial was epitomised by the writings and speeches of the dominant

political figure of the time, Stanley Baldwin, who specialised in an anaesthetising

narrative about an England of an unchanging rural peace. The slump of the early twenties,

however, brought dislocation and poverty. Corbett quoted C.F.G. Masterman's account of

the effect on London middle class suburbia:

As if a table was suddenly tilted slanting and all the little dolls and marionettes
were sent sliding onto the floor. Some cling wildly to the edges, some get their
feet into crooks and crannies and retain their hold for a moment; but in bulk the
whole mass, despite resistance, is falling through the bottom of the world (p. 63).

For Corbett this was 'a classical description of modernity'. He pointed also to:

Social and organisational changes which moved Britain towards a greater
centralisation and what has been called a 'corporatist state'. Industry began to be
characterised by the amalgamation of companies into large public corporations like
Imperial Chemical Industries (Id), founded in 1926 (p. 64).

In addition:

There was a reformulation and loosening of social etiquette and private behaviour
throughout the classes. The development of new styles of dress was encouraged
by the mass production of clothing. Short skirts and hair, changing sexual
behaviour [...] and a conscious repudiation of the style and standards of the pre-
war and war years (p. 65).

For Corbett, much of modernism in the twenties was a repudiation in this sense. It

was a critique not of modernity but of the old-fashioned. Corbett cited the Sifwells and

Harold Acton:

Acton and the other dandy-aesthetes so widespread in English culture after 1918
made 'modernism' a term of rebellion against the 'old men' and the fathers who had
dragged the world into a ruinous war (p. 160).

But there were othei strands; a nostalgia, which could be seen in Osbert and Sacheverell

Sitwell's revival of the Baroque, in the landscapes of Paul Nash, in the de Chirico-like

later paintings of Edward Wadsworth, and in the academic paintings of Alfred Munnings.

In summary:

C.F.G. Mastennan, EnglandAfier War: A Study (London, ad. [1922?1).
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The pressure to define a practice which could be truly modern, truly
representative of the conditions of lived experience in the contemporary world,
was strong for all, because experience itself was pushing powerfiiIly in that
direction. But the languages and idioms available for that project, simply what
could be said and done in painting, were blocked and disabled by the impact of the
first World War on a culture already far from disposed to confront its own
modernity (p. 215).

This desire for change together with nostalgia was explored further in Michael T.

Saler's account of the life of Frank Pick, chief executive of the London Underground and

then of the London Passenger Transport Board. 4° Pick used his position to encourage

young modernist artists by commissioning them to produce posters for the Underground,

'the people's picture gallery'. And he encouraged the architect Charles Holden to produce

designs for Underground stations and for the London Underground headquarters that were

in keeping with stylistic developments in Holland and Germany. Pick's nostalgia lay in

his being an intellectual follower of the medievalism of John Ruskin and William Morris

as well as a believer in the modem:

From an early age Pick set out to realize Ruskin and Morris's dream of integrating
art with the fabric of everyday life and of making commerce subservient to the
needs of society (p. 26).

Saler dubbed Pick a 'medieval modernist' and argued that other influential figures of the

period, for example Herbert Read, shared many of Pick's views and ambitions. Saler also

used Burger's definition of the avant-garde. For Burger the essence of the critique of

modernity by the avant-garde was an attempt to reconnect art with everyday life. Since

Pick and the other medieval modernists also had this aim, Saler argued that they

constituted the true English avant-garde of the period. The other modernists, which Saler

called the 'formalists', Roger Fry and the Bloomsbury Group and others, were aiming at a

change in aesthetic not, like Pick, a change in society, and thus were not truly avant-garde.

Pick was an early member of the Design and Industries Association (DIA):

Established during the war, and contributed to the upsurge of enthusiasm for the
integration of art and industry as an economic weapon against Germany. [...] The
DIA was deliberately modelled on the [Deutsche] Werkbuncls alliance of artists,
industrialists, and educators, but its members saw themselves as the authentic heirs
of Ru skin and Morris. They undertook to rescue the arts and crafts' ideals from

° The Avant-Garde in Interwar England: Medieval Modernism and the London Underground (New York:
Oxford, 1999).
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faddish antiquarians who made expensive knickknacks for Liberty's, and to
apply it to the modern world of mass production (p.72).

The DIA wanted to do away with the idea of fine art, and apply art to industrial design:

By persuading industry to hire artists as designers, and by educating the public in
the principles of sound design so that they would purchase only quality items [...]
the DIA believed that England would be transformed into an, Earthly Paradise
within a few generations (p. 73).

Pick's approach to his responsibilities with the London Underground was an application of

DIA principles. Pick and many of his associates were from a non-Conformist background.

They 'associated new art with native Protestantism and practicality':

Commerce, a defining strength of the nation, would diffuse art as well as
prosperity. [...] Art would spiritualize capitalism, humanizing its more calculating
aspects, and capitalism, the new 'religion' of the modern world, would restore a
social function to art, just as Christianity had guided art and artists in the middle
ages (p. 9).

Also Pick and many of the other medieval modernists were from the North of

England. Herbert Read and William Rothenstein were both, like Pick, from Yorkshire.

The 'myth of the North' (p. 46), a land of 'practical men', helped to legitimize British

modernism. Saler quoted Harry Peach, also a founder member of the DIA:

Leicester does not contain a leisured class. We are all in business or engaged in
some form of work. We cannot claim to be an intellectual community in the
general acceptance of the term [...] but we have a tradition behind us for
pioneering new ideas, which I feel is as much alive today as it was when our
forefathers purchased trial by jury, or when the Lollards preached and suffered for
their gospel of freedom and thought in religion (p. 45).

Saler pointed out that to these Northerners, the formalists, the Bloomsbury Group, would

have been seen as London-based, 'unduly elitist and unpalatably "French" (p. 9).

My thesis then is intended as a contribution to this recovery of the history of the art

of the interwar period in Britain by reconnecting it with social and cultural history. As I

have argued, this history has been obscured by decades of obsession with modernism, an

obsession which started in the interwar period itself and which has been a symptom of

twentieth-century cultural struggle. This has resulted in conflicting mind-sets induced

through the establishment of alternative canons of works and artists, either modernist or

traditionalist. These mind-sets have more recently come under challenge from a more
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pluralist view. I intend, as a contribution to this challenge, to return to the examination

of the art of the period as cultural practice. I shall be using the well-established approach

of art patronage studies, examining works produced to meet the purposes of important

patrons, the interactions between patrons and artists, and the reception of those works.4'

This will be the first major study applying this art historical approach to interwar British

art. I shall be studying art objects, buildings, sculpture, paintings, 'and photographs,

commissioned by large-scale industrial corporations. I shall be using in this study not just

the objects themselves, but also previously unpublished records that exist in company

archives and in other public and private archives. I shall also be studying contemporary

accounts published in newspapers, company magazines and specialist art journals.

Through these I shall be seeking to clarify the processes of negotiation that surrounded the

production and reception of the art objects. My aim will be to decipher the objects as

statements in the context of the cultural changes taking place in the interwar period.

Modernity and the large-scale industrial corporation

The choice of artistic patron, the large industrial corporation, is not accidental.

This new institutional form, invented independently in the USA and Germany at the end

of the nineteenth century, has been the main engine for the global transition to twentieth-

century modernity. As an institutional form it did not arrive in Britain in any significant

sense until the interwar years. By the end of the twentieth century the large industrial

corporations had come to assume a major role in our cultural life. The emergence of the

large industrial corporation in the twentieth centuly has been an occurrence of world

historical importance. As such it ranks alongside the rise of the European city-state, the

monastic orders, the modern Papacy, the Italian banking families, the absolute monarchs,

all of which have had detailed art historical scrutiny as major patrons of the art of their

times. 42 I would argue that the art and culture of the twentieth century cannot be properly

understood without a similar examination of the role of one of the most important of

41 There is an extensive literature on art patronage. For a recent review of the study of patronage in
Renaissance Italy see, Mary Hollingsworth, Patronage in Renaissance Italy, 2 vols (London, 1994-96).
42 Particular references relating to the areas itemised are: Art, Society andReligion. 1280-1400,2 vols,ed. by
Diana Norman (New Haven: London, 1995); Rona Goffen, Piety and Patronage in Renaissance Venice,
(New Haven: London, 1986); Francis Haskell, Patrons and Painters: A Study in the Relations Between
Italian Art and Society in the Age of the Baroque, 2' edn (New Haven: London, 1980); E.H. Gombrich, 'The
Early Medici as Patrons of Art', in Italian Renaissance &udies, ed. by E.F. Jacob (London, 1960), pp. 279-
311; Rosemarie Mulcahy, The Decoration of the Royal Basilica ofEl Escorial (Cambridge, 1994).
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modern patrons, the industrial corporation, both as patron and as promoter of

modernity.43

The word 'modern' in historical discourse has been applied to the kind of society

that developed first in Western Europe around 1500. To quote JUrgen Habermas:

The discovery of the 'new world', the Renaissance, and the Reformation - these
three monumental events around the year 1500 constituted the epochal threshold
between modem times and the middle ages.

For Max Weber the nature of the transition to modern society has been 'rationalisation', the

formation of secular and highly organized bureaucratic institutions. 45 But a high degree of

organisation has not been the sole characteristic of modem societies. There has also been

expansion and constant change. Anthony Giddens summarized the view of Karl Marx as:

The restless, mobile character of modernity is explained as an outcome of the
investment-profit-investment cycle which, combined with the overall tendency of
the rate of profit to decline, brings about a constant disposition for the system to
expand.

Whatever the detail of the argument:

Capitalistic enterprise, we can agree with Marx, played a major role in levering
modern social life away from the institutions of the traditional world (p. 61).

The period around the turn of the century saw a major acceleration in the

modernization process. This acceleration has been called the 'Second Industrial

Revolution', to distinguish it from the 'First Industrial Revolution' of coal, steam, iron and

textiles which occurred in the late eighteenth and early nineteenth centuries. Cohn Chant

There are a number of studies in other countries: Tillmann Buddenseig and Henning Rogge, Industrial
Culture: Peter Behrens and the AEG, trans. by lain Boyd White (Cambridge, Mk London, 1979); Kenneth
Turney Gibbs, Business Architectural Imagery in Americ4 1870-1930 (Ann Arbor, 1984); Art, Design and
the Modern Corporation, ed. by Neil Harris and M. R. Morelli (Washington, 1985); Teny Smith, Making
the Modern: Industry, Art and Design in America (Chicago, 1993). There is also a large literature on design
as a means of creating corporate identity: for example, W. Olins, Corporate Identity: Making Business
Strategy Visible Through Design (London, 1989). Studies in interwar Britain include John Hewitt, 'The
"Nature" and "Art" of Shell Advertising in the Early 1930s', J. of Design History, 5, 2 (1992), 121-39. This
was summarised with further examples in an exhibition catalogue, The Shell Poster Book (London, 1998).
The study of Frank Pick and the London Underground, Michael T. Saler, The Avant-Garde in Interwar
England: Medieval Modernism and the London Underground (New York: Oxford, 1999) was discussed at
length earlier.
" The Philosophical Discourse of Modernity: Twelve Lectures, trans. by Frederick Lawrence (Cambridge,

1987), p. 5.
The Protestant Ethic and the Spirit of Capitalism, trans. by Talcott Parsons (London, 1930).
The Consequences ofModernity (Cambridge, 1990), p. 11.
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described the phrase, 'Second Industrial Revolution', as:

A term connoting change at more than one level: at the technological level, the
introduction of new materials [...], new sources of power [ ...J, new electrical
communications media, and generally, the deliberate harnessing of scientific
research to technological innovation; at the industrial and economic level, the
proliferation of mass-production techniques [...]; the spread of scientific
management, as the old-style individual enterprise yielded to the joint-stock
company and the multi-unit business corporation; the emergence of a mass
consumer society as everyday life grew ever more urban, and suburban.

It is the social and cultural changes arising from the Second Industrial Revolution that I

am calling 'twentieth-century modernity'. What has been called 'modem science' arose

around 1500 as part of the modernization of Europe, partly in response to the needs of

navigation and colonization, as a new mixture of mathematics and the experimental

method.48 But it made little impact on the First Industrial Revolution, whose technologies

were built mainly on the refinement and development of artisan skills. The Second

Industrial Revolution was, perhaps more than anything else, a consequence of the

application of modem laboratory science to technology. The development of the large

industrial corporation was central to this. The sheer size of the new institution, its ability

to generate sufficient funds from its own profits, and to attract investment funds from the

financial markets, allowed it to recruit professional scientists to work in specially built

research laboratories, and to fund work in newly scientifically oriented universities: Its

market power also enabled it to protect its innovations against competitors long enough to

reap the benefit in profits.49

Alfred D. Chandler, the leading historian of the rise of the large industrial

corporation, argued that the formation of the institution was technologically driven. He

cited the example of the cigarette-making machine. 50 Its speed was such that it could only

be operated profitably if it was in continuous operation. This required the manufacturing

process to be combined, within the same organisational framework, with a buying process

47 Science, Technology and Everyday L[e, 1870-1950, ed. by Cohn Chant (London, 1989), p. 7.
John Henry, The Scientjfic Revohition and the Origins ofModern Science (London, 1997).
Daniel Bell, The Coming of Post-Industrial Society: A Venture in Social Forecasting (New York, 1973),

p. 272.
30 The Visible Hand: The Management Revolution in American Business (Cambridge MA, 1977), p. 290.
Chandler's other relevant books are Strategy and Structure: Chapters in the History of the Industrial
Enterprise (Cambridge MA, 1962) and Scale and Scope: The Dynamics oflndustrial Capitalism (Cambridge
MA, 1990). The latter contains an account of the rise of the industrial corporation in Britain. There is an
account of this also in L. Hannah, The Rise of the Corporate Economy (London, 1983).
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that could ensure the supply of sufficient raw materials, and a sales process that could

deliver sufficient customers. Thus the American Tobacco Company was born and the

cigarette superseded the pipe and cigar as the main form of tobacco consumption. This

new kind of organisation arising in the USA at the end of the nineteenth and early

twentieth centuries was characterised by a managerial hierarchy which 'became a source of

permanence, power, and continued growth'. The 'invisible hand of the market' was

replaced by the visible hand of the professional manager. According to Chandler, the

careers of the salaried managers became increasingly technical and professional, 'closer to

that of lawyers, doctors and ministers than that of the owners and managers of small

traditional business enterprises.'5'

Chandler's account had more than a hint of 'technological determinism', the belief

that the needs of technology provides an impersonal drive for change. 52 Another historian

of the process, William G. Roy, provided an alternative, less impersonal account. 53 He

pointed out that in the USA the formation of most of the corporations took place over a

very short period of time, the ten years between 1895 and 1905. Since they covered a

wide variety of product types, their formation could not have been driven solely by the

level of maturity of the technology. He argued that the driving force originated in the

New York Stock Exchange and the actions of a small number of entrepreneurial financiers

like J.P. Morgan. By the late 19th century the Stock Exchanges of New York and London

had transformed themselves from a means of exchanging Government bonds to conduits

for international finance primarily for the development of the railway system. By the end

of the century the opportunities for further profitable investment in railways were

diminishing. Investment in manufacturing industry, which had hitherto largely supplied

its own capital, was perceived as a new opportunity for making profits. The institution of

the large unified corporation was a way for the financiers to maintain control.

The social impact of modernity

The impact of twentieth-century modernity on British society has been studied by a

See The Visible Hand, pp. 6-11 for a summarised description of the characteristics of 'managerial
capitalism'.
52 See Science, Technology, and Everyday Life, 1870-1950, pp. 48-58 for a definition and discussion of
'technological determinism'.

Socializing Capital: the Rise of the Large Industrial Corporation in America (Princeton, 1997). See Neil
Fligstein, The Transformation of Corporate Control (Cambridge MA: London, 1990) for a third account.
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number of social historians. There are four main accounts, with different but not entirely

exclusive views of the cultural transition of the interwar period. Each has value for the art

historian of the period. Martin J. Wiener described cultural change in Britain as a process

of economic decline that produced a struggle between North and South. 54 He defined:

The Northern Metaphor [...] pragmatic, empirical, calculating, Puritan, bourgeois,
enterprising, adventurous, scientific, serious, and believes in struggle. Its sinful
excess is a ruthless avarice, rationalized in the belief that the prime impulse in all
human beings is a rational, calculating, economic self-interest. [...] The Southern
Metaphor [...] romantic, illogical, muddled, divinely lucky, Anglican, aristocratic,
traditional, frivolous, and believes in order and tradition. Its sinful excess is a
ruthless pride, rationalized in the belief that men are born to serve (p. 41).

For Wiener, British cultural history since the mid-nineteenth century could be summed up

as the victory of the Southern Metaphor. He also characterised this as a struggle between

the financial institutions of the City of London and industrial companies for the

recruitment of the best of the young:

In the interwar years, there was a rise in the number of university graduates
entering industry, but this occurred out of necessity (as a mounting number of
graduates confronted a scarcity of openings in the overseas civil service and the
traditional professions) than choice. The better students on the whole found more
gentlemanly employment (p. 132).

The City offered a way [...] to be a gentleman and still get rich. [...] It is not
surprising that finance prospered while industry struggled (p.145). 	 -

Wiener was seeking to establish the reasons for a perceived decline in the British

economy. W.D. Rubinstein has argued that there was no such decline. 55 Britain's main

strength, its financial community, had remained the same for a long time and in the

interwar period had advanced rather than declined:

Britain's economy was always, even during the period 1815-18 70 primarily a
commercial/financial oriented economy whose comparative advantage always lay
in these areas and did so increasingly after 1870 (p. 25).

He pointed out that the income of the London-based middle classes 'began a steady rise in

the late Victorian and Edwardian periods' as a proportion of total British income (p. 28).

The First World War did not change this:

54 English Culture and the Decline of the Industrial Spirit, 1850-1980 (London, 1992).
Capitalism Culture and Decline in Britain, 1750- 1990 (London, 1993).
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The profound effects of the First World War on every aspect of British life
perhaps affected the essential nature of Britain's elite structure less than most other
elements in British society (p. 149).

However:

The First World War effectively diminished, or at least altered significantly, the
nature of the provincial industrial elite. Effectively, the self-conscious, assertive,
ideologically distinctive provincial elite disappeared (p. 149).

The province's loss was London's gain:

London was simultaneously the centre of Britain's business life, the chief residence
of its middle-class, and the main area of middle-class leisure (p. 157).

In summary, the social transition in Britain of the interwar period was a switch from a

manufacturing country based largely in the provinces, to a country of finance and services

based largely in London.

Peter Miles and Malcolm Smith saw the growing power and influence of the USA

as the significant feature of interwar Britain:

The anti-materialist tradition of the elite made effective reaction to mass culture a
very difficult business, particularly when, as in the interwar period, the new
cultural form of the cinema owed so much to American money and American
values, not so easily susceptible to the cultural norms of the elite as were the
British-owned press or BBC, for instance. At this level, a crisis of hegemony was
fought out internationally in the interwar years - not just liberalism against
socialism, though certainly that as well - but between two hegemonic styles within
Western liberalism: on the one hand, British elite culture, leading from the top: on
the other hand, the more actively populist American mass culture, which in the
view of the British elite vulgarized and thus jeopardized the cultural inheritance.56

They also pointed out another significant threat to elite culture that arose in the

interwar period: the growth of a large lower middle class, mainly in Southern England:

In the period of low interest rates that followed the 1931 financial crash, banks and
building societies were also able to cash in on what became a giant housing boom.
[...] The lower middle-class sailed through the Depression years relatively
unaffected. [...] The white-collar workers emerge as the class least at risk. [...J
The consumer boom was their boom; they fed it with their sub-managerial and
clerical skills [...] buying their suburban houses, their cars and their electrical
goods. [...} The emergence of the lower-middle class was a function of the
rationalization in the organization of industry in advanced capitalism. The

56 Cinema Literature and Society: Elite and Mass Culture in Interwar Britain (London, 1987).
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formation of much larger conglomerate firms, needing a much larger and more
complex management, entailed a vast army of lower management, clerical and
sales staff [...J Recruited largely from the working class, yet committed to
management (pp. 45-6).

They were a 'separate social grouping' living in suburbia, 'this very environment was a

threat to the traditional roots of British culture' (j. 46). For Miles and Smith, the interwar

years were to be characterised as a continuation of the cultural hegemonic compromise

created in the mid-nineteenth century, but very much under stress. A major change in this

cultural hegemony and the dominant attitudes of mind did not occur in their view, until

the early part of the Second World War, particularly in response to traumatic failures like

Dunkirk.

This expanding lower-middle class identified by Miles and Smith was not the only

new grouping created by the new forms of business organization. There was also an

expanding professional middle class, senior managers, accountants, scientists, and

engineers, who were operating in a way quite unlike that of the old traditional professions.

They did not have one-to-one relationships with clients, as did the old professions.

Instead, they operated within organizations, those of business and of the state, both central

government and local authority. They were creating new forms of autonomous

professional institution, which more clearly defined working standards, and methods of

training and certification. They were recruited largely from the existing London and

provincial elites, and retained loyalties to those elites, but were beginning to feel a sense

of identity as a grouping, a sense of their own uniqueness and importance.

The rise of this new class has been mapped by Harold Perkin. 57 In his view the

early part of the interwar period could be characterised as a crisis in the Victorian class

society, caused by the rising power of Labour, culminating in the General Strike of 1926.

According to Perkin, this crisis was averted because the politicians, the leaders of the

employers, and the trade union leaders had become professionals dependent for their

status on their ability to find compromises which could be sold as being of benefit to those

whom they represented. As professionals they each in their way embodied a 'professional

ideal', somewhat aloof, above the fray, and devoted to finding rational solutions to

problems:

The Rise ofProfessional Society: England since 1880 (London: New York, 1989).
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As long as professional men were comparatively few and depended mainly on
the rich and powerful for their incomes, they tended to temper their social ideal to
the values of their wealthy clients, as some of them still do. With the coming of
industrial society, however, the professions proliferated, their clients multiplied
and, in certain cases [...] the client became in effect the whole community (p. 117).

For Perkin:

Britain between the wars was a half-way house, not between a grossly unequal
class society and some mythical egalitarian society of the future, but between one
unequal society and a somewhat less unequal one in which the state intervened to
redistribute income and, to a lesser extent, wealth and opportunities among its
citizens (p. 241).

In Perkin's view it was in the post-Second World War society that professionals became

dominant, in effect taking over from Capital as the new elite. The interwar period was the

period when one elite began to give way to its successor.

We shall see the themes of these social historians emerging in the material of this

thesis. In particular there will be evidence of the growth of influence of London and of

finance, and of the impact of American ideas, methods and culture. Above all, there will

be evidence of the growing importance of the new professionals. It was the new young

professionals who perhaps most, as Summerson described it, 'resented the boredom and

inertia of the time' and were attracted to the 'modern'. 58 They were impatient with British

amateurism, the disastrous handling of the economy in the twenties and thirties, and

subsequently the early conduct of the Second World War. They admired American and

even German professionalism. It was the absorption of this grouping into the British elite

in the post-Second World War period which, as much as anything else, changed the

emphasis of British culture and created the post-war political consensus. From 1945

onwards this new elite made modernism, stripped to some extent, as Saler noted, of its

medieval Ruskinian mumbo-jumbo, the dominant cultural lingua franca. Summerson

described the MARS group, the Modern Architecture Research Group (note the

ideological import of the word 'Research'), which was formed in the thirties:

The group went on meeting during the war [...] with many new faces - students
leaving the architectural schools and filling in time before the war machine got
them. They were the student generation which was to re-emerge in a modest cloud

58 'The MARS Group and the Thirties' in English Architecture - Public and Private: Essays for Kerry
Downes, p. 303.
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of glory in the 1951 Festival of Britain. More important still they were the
generation which, with some of their elders, led the way in school building and in
the making of the new towns, two fields of enterprise in which this country really
did earn the interest and admiration of the world in the fifties and after. In this
sense I see the MARS group as a sort of link, or rather a bridge, carrying the hard
militant minority thinking of the thirties over into the age of acceptance (p. 309).

An outline of the thesis

I am arguing therefore that concentrating on the social and public uses of art and

architecture rather than on their private consumption should allow the historian of the

interwar period in Britain to escape from the modernistlanti-modernist controversy that

has so far obscured the view. I am also arguing that using as an object of study the

patronage of the newly formed large-scale industrial corporation, one of the emerging

historical forces of the period, should illuminate the social and intellectual changes taking

place. The industrial corporation was developed first in America and Germany, and the

success of this new kind of capitalist institution was one reason why these two countries

came to rival Britain in power and prosperity. Britain had been the cradle of the new

technologies of the First Industrial Revolution but in the nineteenth-century it had

developed its social institutions with the objective of running a commercial, trading and

financial empire built on the control of subordinate traditional societies. Those who

advocated the development of the corporation in Britain did so because they saw it as the

only way to compete in a new twentieth-century world.

The size and complexity of the corporation also resulted in the rapid growth of a

new kind of professional middle class, the professional employee, largely recruited from

the old professional class, and an expanded lower middle class, the white collar and white

blouse workers, largely recruited from the working class. These new classes were to have

a significant influence on the social mores, tastes and political attitudes in Britain,

especially in London and the Home Counties, from the 193 Os onwards. Also it was the

corporation which was most able to harness and develop the new technologies. The

resulting rapidity of change in the structure of everyday life, in the forms of popular

culture, and in the means for waging war, created new tensions, and removed forever most

of the last vestiges of traditional society.

I have chosen three companies for my study. The first is the Anglo-Persian Oil

Company (APOC), which in the 1930s was renamed the Anglo-Iranian Oil Company, and
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then in the 1 950s British Petroleum (BP). The second is Imperial Chemical Industries

(ICI). The third is Lever Brothers, which after a merger with the Rotterdam-based

company Margarine Unie in 1929, became Unilever. All three companies, which were

among the largest British companies, came to prominence or were formed in the 1920s.

All had new large headquarters built in London in the interwar years. The narrative of the

thesis, which is approximately chronological, centres around, but is not restricted to, the

design and construction of these buildings and their sculptural and other decoration.

APOC, the subject of the next chapter, was set up before the First World War, as a

means of providing abundant supplies of oil, the energy source par excellence of the

Second Industrial Revolution, for the British Empire. 59 The organisation of the company,

and the design and construction of its new headquarters, between 1921 and 1925, show the

company's roots in Britain's Imperial past and its connections with the power of the City of

London. They also display a very British type of management style, based on the personal

and the small-scale, which suited commercial and imperial activities, but was unable to

cope with the demands of large-scale technological operations. The commission for the

building saved its designer, Sir Edwin Lutyens, from bankruptcy but only increased his

reputation as a poor manager of costs and time-scales. He was never again to be given the

role of sole designer of a completed large-scale project. The building was, however, an

artistic success and was to be a catalyst for the transformation of APOC's management

style to one more appropriate to a modern corporation.

The subject of the third chapter is Sir Alfred Mond, the first Lord Melchett and the

first Chairman of ICI. 6° He was a figure who encapsulated many of the cultural struggles

of the interwar period. The son of a highly successful industrial chemist, he was of the

generation when the reward of financial success in business or the professions was to join

the aristocracy, at least in outward form. Inheriting considerable wealth Mond became a

businessman and politician, landowner and art connoisseur. On becoming Chairman of

ICI he also became the most notable spokesman for the new professional technocrats. As

a consequence he became associated in the eyes of many intellectuals with the worst evils

59 R.W. Ferrier, The History of the British Petroleum Company: Volume 1, the Developing Years, 1901-1932
(Cambridge, 1982); J.H. Bamberg, The History of the British Petroleum Company: Volume 2, the Anglo-
Iranian Years (Cambridge, 1994).
60 Jean Goodman, The MondLegacy:A Family Saga (London, 1982); Hector Bolitho,A[redMond: First
Lord Melchett (London, 1933).
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of capitalism, and with Americanisation. He was seen as the prophet of a science-based

future in which the great human values of Ancient Greece and the Renaissance, embodied

in the best of British culture, and the basis for British Imperial ideology, would be

trampled underfoot.

The following two chapters describe the headquarters of IC! and its sculpture,

work commissioned largely by Sir Alfred Mond and his son, Henry. 6 ' '1C! was the most

modern of companies, being thoroughly science based. Chemistry, it was believed, would

feed the peoples of the world and provide new materials for everyday objects. Yet the

company also embraced the rhetoric of Empire, as a means of defining its sphere of

operation against international rivals. The headquarters, built between 1926 and 1929,

reflected this rhetoric and this ambiguity. For its designer, Sir Frank Baines, plucked

from the obscurity of the Civil Service Office of Works, an example of the new employed

professional, the building, completed at breakneck speed to time and cost using American

planning techniques, was a triumph. But he was subsequently unable to build a career as

an independent architect. Two sculptors decorated the building with images glorifying the

worlds of Science and Industry. For William Fagan, an older man raised in the ideals of

late nineteenth-century sculpture, creator of the bronze panels on the entrance doors with

their narrative of scientific progress, this was a unique moment of creativity. For the first

time in a career otherwise limited to that of a humble server of architects he was able to

operate as a fully-fledged sculptor. Charles Sargeant Jagger, a young man with a new

vision, fresh from the success of the Royal Artillery Memorial, provided powerful

allegorical figures of Industry. But by the time the figures were installed his aesthetic had

been overtaken by the newer avant-garde modernism of Henry Moore and others.

There follow two chapters which describe the use of architecture, sculpture and

painting by Lever Brothers.62 By the mid-1920s the company encompassed most of the

British soap industry as well as having a powerful subsidiary in the USA. It was the

creation of William Lever, the first Lord Leverhulme, the son of a Warrington grocer. But

he was to pursue an Imperial vision of a Company controlling all its needs, from the

sourcing of raw material in Africa to the retailing of the products. This ambition took the

company to the brink of disaster, from which he had to be rescued by the City of London.

61 W.J. Reader, Imperial Chemical Industries: A History, 2 vols (Oxford, 1970-75).
62 C.H Wilson, The History of Unilever: A Study in Economic Growth and Social Change, 3 vols (Oxford,
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Following this the company headquarters were moved from Port Sunlight on the Wirral

to Blackfriars, on the edge of the City. After his death in 1925, Leverhulme was made

into a heroic and unifying figure, 'The Founder', commemorated in a memorial created by

the sculptor William Reid Dick in the centre of the model village of Port Sunlight. The

company's new Chairman, Charles D'Arcy Cooper, was the first professional accountant to

lead a major British Company, a clear representative of the new professional class. He

stabilised Lever Brothers and then negotiated a merger with the Dutch company

Margarine Unie, to create Unilever, a new London-based holding company, with himself

at its head. Unilever became a purveyor of a wide range of consumer products, of

modernity, and the new popular culture throughout the world. The covers of its in-house

magazine, Progress, illustrated a sense of novelty and a spirit of change but within a

context of continuity and tradition. In the same way, the headquarters building, built

between 1931 and 1933, designed by I Lomax Simpson, together with Thomas Tait of

Burnet, Tait and Lorne, and decorated with sculpture by William Reid Dick, Gilbert

Ledward and Walter Gilbert, presented a grand imperial exterior with Art Deco flourishes.

However, inside it was an efficient machine for the new mechanised science of

accountancy. It contained a hoard of white-collar workers whose job was to make this

machine work, including a group of artists providing designs for modern American-style

advertisements. 	 -

It is tempting to connect the rise of modernism in the interwar period with the rise

of the new professional class. There is some evidence of such a link as far as Germany

was concerned. However, the situation in Britain was more complex. The art and

architecture of the headquarters buildings commissioned by the three companies studied,

while providing modernity of function, mainly used conservative forms, expressing

continuity and links with the past. In a postscript chapter, I describe how ICI, in 1935,

employed the modernist architect Serge Chermayeff, founder member of the MARS

Group, to design a new laboratory complex at Blackley near Manchester. 63 The building,

designed on Bauhaus principles, was for Chermayeff a perfect example of close

collaboration between architect and chemist. For ICI's chemists however, the building

was good but less than perfect. Chermayeff was also invited in 1937 to design an office

1954-70).
63	 Powers, Serge Chermayeffi Designer, Architect, Teacher (London, 2001).
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block for the ICI Dyestuffs Group headquarters in Huddersfield. His design initiated a

major controversy among the professionals within the company. ChermayefFs design was

simply too expensive. It was dropped, to be replaced later by something more

conservative by a less well-known architect. In the environment of the new professional

the modernist aesthetic alone was not enough.

a
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CHAPTER 2

THE GREAT LORDS OF OIL

Britannic House is a palace upon a dainty clifi' and from its arched windows aloft
you feel that the great lords of oil may step forth and throw from the balconies
largesse to the crowds below. (W.G. Newton)'.

Stone-faced, with the few accentuated first-floor windows in niches flanked by
recessed columns in a very Lutyenesque way. But there is no excuse for the
wretched American vice of breaking out into grand columniation on the top floors.
(Nikolaus Pevsner)2.

In late 1920 the board of the Anglo-Persian Oil Company (APOC) decided to have

a new headquarters built in London. They acquired land in Finsbury Circus, to the north

of the City, and approached Sir Edwin Lutyens, at the time Britain's most prestigious

architect, to provide them with a design. Occupation of the new building, one of the

largest, if not the largest, in the City, began at the end of 1924. This chapter tells the story

of the commissioning and construction of the building and explores the role of the

building in the history of APOC. When building started it seemed doubtful to many

whether APOC had any future as an independent company. But, within three years of the

occupation of the building, APOC was established as an equal to the greatest oil

companies in the world. APOC's beginnings lie in the English imperial and mercantile

tradition, that of the enthusiastic amateur, working energetically and opportunistically in a

small scale environment, with little interest in or knowledge of technology. This tradition,

while it might have been suitable for the role of international financial services, was

unsuited to the operation of a large science-based industrial company. 3 The period of the

construction and early occupation of the building was one of transition for the company

from the English amateur tradition towards a new brand of professionalism as developed

in the large American corporation around the turn of the century.4

1 The Architectural Review, 57 (May 1925), 185-201, (186). An article signed WON.
2 The Buildings ofEngland. London, Volume 1, The Cities ofLondon and Westminster, 3'' edn rev, by
Bridget Cherry (London, 1993), pp. 240-41.
3 M.J. Wiener, English Culture and the Decline of the Industrial Spirit 1850-1980 (London, 1992). W.D.
Rubinstein, Capitalism, Culture and Decline in Britain 1750-1990 (London, 1993).
4 A.D. Chandler Jr., The Visible Hand: The Management Revolution in American Business (Cambridge MA,
1977).
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Figure 2.2 - The Viceroy's Palace

Sir Edwin Lutyens

Lutyens, in many ways, embodied the English

tradition. He had made his reputation before the War as a

designer of fine houses in the country for the rich and newly

rich, creating sites and images of luxury and status. 5 As a

consequence he had built up a network of influential clients

from the established figures of the Edwardian era. Not least

among these were Edward Hudson, proprietor of Country Life

which published reports of many of Lutyens's designs, and Sir

Reginald McKenna, Home Secretary in Asquith's Liberal I

	

I	 Figure 2.1 - Edwin

	Cabinet and latterly Chairman of the Midland Bank. 6 After I	 Lutyens	 I

Britannic House Lutyens was involved in the design of the headquarters of Midland Bank.

His first large project, however, was the building of the new capital city of the Indian

Empire, New Delhi. 7 On this he worked jointly with Herbert Baker for almost twenty

years starting in 1912, travelling to India almost every English winter. Lutyens's main

contribution was the Viceroy's House, the dome of which was seen by many at the time as

symbolising the finest British achievement, Imperial India, a grand synthesis of East and

West.8

"

'	 '

r.

Figure 2.3 - Munstead, One of Lutyens's
Edwardian Houses

Peter Inskip, Ethvin Lutyens (London, 1979) is a useful illustrated summaiy of Lutyens work. A
comprehensive collection of drawings and illustrations of his work is in a three volume set; A.G. Butler, The
Architecture of Sir Edivin Lutyens, 3 vols (London, 1950). Britannic House is in Volume 3. There is a veiy
large literature about Lutyens.
6 Jane Brown, Lutyens and the Ethvardians (London, 1996).

Christopher Hussey, The L(fe of Sir Ethvin Lutyens (London, 1950; repr. 1984).
8 Jane Ridley, 'Edwin Lutyens, New Delhi and the Architecture of Imperialism', J. of Imperial and

ommonweaIth History, 26 (1998), 67-83.
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His more popular fame, however, rested on a

- . smaller work, the Cenotaph in Whitehall. Based on an

earlier design for a memorial commissioned for

Southampton, the Cenotaph was originally built as a

• temporary structure in wood and plaster for a ceremonial in

• .	 November 1919, on the first anniversary of the end of the
-	

War.	 It proved immensely popular. 	 The First

Commissioner of Works, Sir Alfred Mond, whom we shall

	

-	 meet later as Chairman of ICI, persuaded the Cabinet to

make it into a permanent structure in Portland Stone. This
Figure 2.4 - A Sketch of the

Cenotaph by Lutyens stone monument was ready in time for the second

anniversary ceremony on 11 November 1920, a ceremony which Lutyens attended. 9 The

first drawing by Lutyens labelled 'Britannic House' in the Royal Institute of British

Architects (RIBA) drawings archive is dated 9 November 1920.'° Thus three days after

his first recorded sketch of Britannic House, Lutyens's face appeared in most newspapers

as the designer of the permanent Cenotaph, alongside reports of the previous day's

ceremony. A few days later, on 17 November, Lutyens was elected a full member of the

Royal Academy." Two months later, in January 1921, he received the Gold Medal of the

RIBA.' 2 APOC had obtained the services of a very prestigious architect indeed. 	 -

Lutyens was desperate for the job. In spite of being an apparently successful and

busy architect, he was heavily in debt. He had an overdraft of over £6000, over £100,000

in current values.' 3 The reason for his debts appears to be nothing but mismanagement.

He never employed an accountant. He was also very unhappy about progress in New

Delhi.' 4 His marriage to his beloved Lady Emily seemed to be dead and he was probably

9 Mary Lutyens, Edwin Lutyens (London, 1980), p. 166. She described what she thought was an early sketch
of the Cenotaph with a figure of a dead soldier at the top. This was probably a sketch of the Southampton
memorial which has this feature, and which was designed in early 1919.
10 RIBA drawings archive; Lutyens collection.
"Maiy Lutyens, p. 177.
12 Ibid., p.181.
13 This is confessed in a letter to his wife dated 2 September 1921, when he believed, incorrectly as it turned
out, that his financial worries were over. Lutyens surviving letters, most of which were to his wife, Lady
Emily, are in the libraiy of the Royal Institute of British Architects (RIBA). This letter was also noted in
Margaret Richardson, Sketches by Edwin Lutyens (London, 1994).
14 Maiy Lutyens, p. 180.



47
drinking heavily.' 5 The Britannic House opportunity must have come as a blessing. It

was perhaps for these reasons that he accepted a contract fee of only five and one-quarter

per cent of the construction costs, well below the R.IBA norm of six per cent.' 6 APOC got

a prestigious architect at a bargain price.

Britannic House

After the decision to build a new

headquarters, APOC approached a Land

Agent, Sir Edwin Savill, senior partner of

Alfred Savill and Co. He identified a site in

Finsbury Circus, which had recently been

acquired and cleared by Howell Williams, a

builder, presumably as a preliminary to the

construction of a speculative office block. The

site of Finsbury Circus had originally been a

marshy area beside a small river just outside

the old City walls, which had been used since medieval times as a rubbish dump. In the

early nineteenth century it had been flattened and drained and turned into a Circus terrace

of town houses for wealthy City workers. The plan of the building is quite complex,

because of the shape of the site. It consists of four separate but adjoining portions. There

is a portion with a concave façade, following the curve of the regency terrace, that looks

out into Finsbury Circus. At its rear on the right hand side (right hand defined as on the

right looking towards the façade from outside) is an L-shaped wing which abuts onto the

neighbouring buildings and onto a service road. On the other side of the building, there is

a straight façade which looks out onto Moorgate, an existing thoroughfare. This has a

rectangular wing on its left-hand side which abuts onto neighbours and the service road,

15 Jane Brown, p. 202, who had access to the diaries of Lutyens's lover, Lady Sackville, reports Lady
Sackville's worries in this period.
16 The contract is an unpublished document dated 30 June 1921 in the BP archive in file 077418. Lutyens
was paid four and one-quarter per cent directly. The company also paid one per cent to the quantity
surveyor, usually included in the six per cent RIBA rate. Lloyd, APOC's Chief Accountant, was well aware
of the RIBA scales. There is a copy in the file. The RIBA also recommended a two-thirds payment up
front, which Lloyd refused. On the 9 June he wrote to Linidater's, the lawyers handling the contract
negotiations, 'the architect whom I employ for my own house takes payment only as he issues certificates'.
The contract was signed on 30 June 1921, and included no up front payment.
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and joins the end of the Finsbury Circus wing at an angle of thirty degrees. There is a

further portion, which joins the left and right ends of the Finsbury Circus and Moorgate

portions respectively, both at a slight angle, and which looks out onto West Street. This

portion, which was

not built until after
.	 .	 .	

.	 1926, completes the

.	 .	 circumference of the

whole	 structure.

Within	 this

circumference	 of

buildings there is a

- .	 light well. Within the

	

5 .	 .	 .	 .	
well	 is the final

-	 . .	 .	 portion,	 a	 square

block which joins the

	

I	 .	 -	 .	 .	

.	
back of the Finsbury

Circus portion, to
•	 . .
	 which is appended a

narrow	 rectangular

block, a corridor

____ __________________	 section, which in tun

Figure 2.6 - Plan of Britannic House 	 joins the back of the

Moorgate portion in a

semicircular

abutment. As we shall see later, the central square block was to have been the base of a

tower.

The building is a steel-framed structure of ten floors, including a basement, with

the external façades clad in Portland stone, the stone of Inigo Jones and Wren, a stone

hallowed by its association with the Banqueting House and St Paul's Cathedral. The

Moorgate portion is partly built on a steel raft cantilevered over what was the Metropolitan

Railway Line, and is now the London Underground. The booking hail of the Moorgate

station is included on the ground floor. The site area is 2670 square metres (28,750 sq ft
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or about three-quarters of an acre), and the building provided about 14,000 square

metres (150,000 sq ft) of office space. 17 The West Street portion when completed

provided a branch and offices for the National Provincial Bank. Britannic House was a

very modern building for its time, providing the very best in office facilities. There was

central heating from three large oil-fired boilers in the basement which gave circulating

hot water. There were lifts to all floors including service lifts, a modern telephone

exchange, an electric call-bell system servicing most offices, a forest of pneumatic tubes

for the transport of documents to the post room, 100 miles of electrical wiring including

points for vacuum cleaning, and 15,000 square metres of rubber tiling to provide sound

proofing. 18	 .. .	 .	 -

Lutyens's	 main	 personal

contnbution to the design made by his
......................

team was probably the facade, 	 I	
-.	 *

particularly the concave Finsbury Circus

façade It presents a face of what, as

Charles Reilly said, 'might be a 	
*

Renaissance cardinal's palace in Rome' 19

But whereas a cardinal's palace might 	 +•- +	 -

have had only three storeys, Britannic

House merely appears to have only three

storeys In fact it has ten The appearance 	 - -______ -______	 -	 -

of a three-storey building is achieved	 Figure 2.7 - Britannic House

from the ten floors by a trick of surface

articulation and window arrangement. The façade is a conceit of distorted scale. The

lowest 'storey' alternates arched and rectangular windows, all of which have carved

keystones. Three of the arches form a grand entrance with a shallow stairway. On either

side of the stairway is a column bearing a carved urn. The middle 'storey' has rectangular

windows grouped in threes, the centre of each of which is flanked by a pair of columns

" These figures are taken from the 1921 valuation report in the BP archive.
18 There is a good detailed contemporaiy description of the building in the APOC in-house magazine, Naft,
1, 5 (July 1925). The BP archive holds a complete set of Naft.
' 'London Streets and their Recent Buildings - X: The City- I', Country Lft, 56, 1458 (13 December 1924),
943.
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and has elaborate carving at the head. Above these is a row of smaller 'mezzanine'

windows, small and almost square, each with a carved keystone. The central part of the

lowest and middle 'storeys', around the grand entrance, is set forward to provide a balcony

for the top 'storey', to allow a cardinal's blessing or 'the distribution of largesse'. 2° On the

top 'storey' is a colonnade. Between alternate pairs of columns are tall arched windows,

each with carved keystones, each echoing the arches on the ground 'floor'. The capitals of

the colonnade are elaborately decorated Corinthian, and a decorated frieze runs between

the capitals rather than above them. This pattern, but without the balcony, and, beyond the

Finsbury Circus façade, without the colonnade, continues around the whole external

perimeter. Above the whole external façade is a plain tiled roof, unbroken by dormer

windows.

On the Finsbur' Circus façade, at the level of the

'mezzanine' windows are four statues made by Francis

Derwent Wood, depicting from left to right, Britannia, an

Indian water carrier, a dancing girl and Spring. 21 This

sculpture, together with the keystones by Broadbent,

provides many images of Empire and of Persia. Derwent

Wood was of the generation

____________ of the 'New Sculpture', a

____ movement	 of	 English
•	 ____ sculpture at the end of the

	

____ nineteenth century, led by	 -	 - -

	

______ Hamo Thornycroft and Alfred 	 Figure 2.8 - The Water

Gilbert.	 This movement	 Carrier

-•. _____ sought to get away from the dullness of mid-Victorian

.:;-V	 .•. _____ sculpture, using as examples, Alfred Stevens, the sculptor of

-	 t.	 the Wellington Memorial in St. Paul's, and the French

Figure 2.9 - A Keystone	 school, Rodin, Dalou and others. Susan Beaftie, who

chronicled the movement, regarded Derwent Wood as being

20 See the quotation at the head of the chapter.
21 These are the names as recorded in Naft. In a letter to Lloyd from A.J. Thomas, assistant to Lutyens dated
29 April 1924 and in file 65015 of the BP archive, the names given were: Britannia, the Water Carrier, a
Persian Scarf Dancer, Woman and Baby.
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the epitome of its final decadence. 22 Certainly the Britannic House sculpture, although

graceful, lacks vigour. It was among Derwent Wood's last work before his death in 1925.

Broadbent was the leader of a small company of architectural sculptors, one of a number

of such companies that still thrived in this period, providing the more routine carved

embellishment on buildings. Some of Broadbent's work, although on a smaller scale, has

greater force than Derwent Wood's.

Within the Finsbury Circus entrance was

a large hail paved with cast iron and marble,

which was linked by a corridor through the

central portion to an entrance hall on the 1....................

Moorgate façade. This was also paved and had .: 	 ..	 .

Doriccolumns	 flanking	 a	 small	 internal	 ...................................................................... 	 . ....

staircase. Beside this linking corridor in the	 11 ..

central portion were the lifts and a ceremonial 	 .	 L..

staircasein marble leading up to the directors' 	 .................................... ................................

suite on the fourth floor. The staircase had a	 .•	 . .

barrel vault which alternated in position from

floor to floor so that there was no continuous
Figure 2.10 - The Staircase

stair well. There were Ionic columns at each 	 -

stair head. Visitors to the director's floor, at 	 ..

least those energetic enough not to use the lift,

would have had the sense of entenng and 	
¶1

proceeding through a grand palace leading to a	 .

seat of power. The Chairman's room was built

like the study of a large country house, with an

apparent ingle-nook, a gentleman's den It had a 	 I
large arched window, looking out onto Finsbury 	 .

Circus from above the balcony, onto 'the crowds	 Figure 2.11 - The Chairman's Office

below'. 23 The Board-Room was in the square

part of the central portion, with tall ceilings and large arched windows looking out into the

22Susan Beattie, The New Sculpture (New Haven: London, 1983) p. 236.
23 See the quotation at the head of the chapter.
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light well, an impressive but discreet centre.

The American influence

The idea of combining floors by using the surface articulation to create an apparent

three 'storey' structure had probably been used first in New York in the 1 870s. One of the

first steel-framed office buildings in New York was designed by Gilman, Kendall and Post

for the Equitable Life and was completed in 1870.24 It was in the form of a seventeenth-

century French palace. It had nine floors, but three 'storeys' of paired floors, and with a

basement and two floors as dormer windows in the roof to make up the nine. Above the

lowest 'storey' the paired windows were unified by columniation. It was the tallest

building in town and the first office block with a passenger lift. The other major insurance

companies, New York Life, Mutual Life, and Metropolitan Life, soon followed with

buildings in the same opulent palatial style, all built in the 1870s. Even companies not in

the insurance business, like Western Union in 1875,

followed this trend. The president of Metropolitan

Life wrote: 'The imposing structure which Hyde

built to house Equitable Assurance Society had

started something of a contest.' 25 This was the

period of the popularisation of life insurance and of

the introduction of dubious hard-selling techniques,

like the tontine, a kind of insurance equivalent of

pyramid selling. Visibility and a sound impression

of solidity were everything. Looking back from the

1890s, the president of Equitable Life, Henry Baldwin Hyde, wrote:

Without the Equitable Building as a fulcrum from which to move the insurance
world, the unparalleled results [...] could never have been attained. [...] It is
manifest that the Equitable is destined to tower above all institutions of a similar
character in the civilized world.26

The late-nineteenth-century New York headquarters buildings set something of a

pattern for practice elsewhere. It is possible that Lutyens developed the combined floor

24 Kenneth Turney Gibbs, BusinessArchitectural Imagery in America, 1870-1930 (Michigan, 1984).
25 Ibid., p. 43.
26 Ibid., p. 40.
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conceit independently, but it is more likely that he was aware of the American practice.

A consciousness of American architectural practice developed in Britain just before the

First World War. Alan Powers has argued:

A sudden flood revealed the sophistication of the American Renaissance at a time
when America was seen to have a much more important role to play than hitherto
in the social, cultural, economic and political life of Britain.27

Francis Swales, a young architect who had trained in the Beaux-Arts in Paris and had

worked in America, wrote a series of six copiously illustrated articles, which were

published in the Architectural Review between August 1908 and May 1909.28 By this

time the palatial style had given way to the tower, which was also designed in a tripartite

form, but now in imitation of the classical column, with base, colunm and entablature.

Classical, Baroque, Italian and French themes abounded, with the favourite tower model

being the Campanile of St. Mark's in Venice, a tower which, ironically, collapsed in 1902.

But Swales was not without his critics. A lecture by Swales to the RIBA in March 1909

provoked a letter from Lutyens's friend Edward Hudson bewailing the transitory and

derivative nature of American architecture. 29 He wrote that it was 'more or less, imitations

of grandiose ancient buildings erected for a different object in a different climate'.

However, Swales was supported by Charles Reilly. In the spring of 1909, financed by

Lord Leverhulme, Reilly had travelled to America and visited many architects' offices.3°

He had been struck above all by the sheer professionalism that he found, and the stylistic

consistency. In a paper entitled 'The Modern Renaissance in American Architecture' he

wrote: 'Certain architects and firms in America have stood for large tendencies whereas

with us they have stood for individual idiosyncrasies'. 3 ' He singled out McKim, Mead and

27 'Architectural Education in Britain 1880-19 14' (unpublished doctoral thesis, Cambridge University, 1982),
p. 181.

'Architecture in the United States' ,A rchitectural Review, 24 (August 1908), 60-68; 24 (September 1908),
117-26; 25 (January 1q09), 13-19; 25 (February 1909), 82-91; 25 (March 1909), 132-43; 25 (May 1909),
253-59. Swales particularly admired the work of McKim, Mead and White, and their use of classical forms.
In the summer of 1909, Charles McKim died. Swales wrote an admiring illustrated obituary in the
Architectural Review, 26 (1909), 183-91.

'American Architecture: With Especial Reference to Work at Washington', RIB4J 16(20 March 1909),
325-55. Edward W. Hudson, letter in the RIMJ 16(1909), 408-10. A reply from Swales was appended.
Hudson issued a counterbiast, 478-80.
30 An account of this is in Reilly's autobiography, Scaffolding in the Sky (London, 1938), pp. 125-27 and
216-21.
31 'The Modem Renaissance in American Architecture', R1B4J 17 (25 June 1910), 630-35.
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White and their espousal of classical forms. In his view, 'America has seized the lead'.32

He had become and was to remain a powerful advocate of American practice and style.33

In the first of his articles Swales had written of the American office block:

It was [...] the introduction of the iron 'skeleton' construction [...] which created the
type which, irrespective of the individual architect, may be considered purely
American in origin and development.

In 1909 the London Building Act of 1894 was amended to allow the use of the

steel frame, and introduced the opportunity to use American building technology to British

architects. But the controversy continued. A lecture in 1911 by the American architect,

Frank Andrews, published in the Architects' andBuilders' Journal, provoked an attack in a

leading article in the same journal. 34 This argued that the steel frame was of unproven

durability, that the tall building was unsafe, particularly with regard to fire, and that there

was the undesirable 'hygienic effect' of the tall building on the city street below. In

addition, it criticised American architecture for its slavish adherence to the Beaux-Arts

approach. Yet there can be little doubt that the conjunction of exposure to American

examples and a growing interest in classical form was influential. John Bumet, a Glasgow

architect, who had been trained in Paris and had worked in America, had added a classical

wing to Smirke's British Museum. 35 This was built between 1914 and 1918. Albert

Richardson, who wrote a book on the Classical Style in 1914, also in 1914 used a reiew

of America architecture to look forward to an English classical revival.36

From these pre-1914 currents Lutyens must have been aware of American work.

He did not himself visit America until 1925, after the first phase of Britannic House was

complete. He had gained the commission to build the British Embassy in Washington and

p. 635. He wrote, 'America has seized the lead and [ . ..1 has established an architecture which, while
satisfying the most exigent of modem requirements, is yet the conscious heir [...1 of those thoughts and
forms which, born in Greece more than 2000 years ago, have been for the last four centuries, and must
always be [...] the spring and motive of our life and ait'

See again, for example, 'Modern American Architecture', in Some Architectural Problems of Today
(London, 1924), pp. 83-99.
' 'Apologia for the Tall Building', Architects' and Builders' Journal, 33, 853 (31 May 1911), 567-68. The

leading article was 'American Architecture: Past, Present and Future',Architects' and Builders' Journal, 33,
853 (31 May 1911), 563-64.

See Richard Fellows, Edwardian Architecture: Style and Technology (London, 1995), pp. 42-43, and
Alastair Service, The Architects ofLondon (London, 1979), pp. 178-82.
36	 Classic Architecture in Great Britain and Ireland during the Eighteenth and Nineteenth
Centuries (London, 1914). The Classic Tradition in America',Architects' andBuilders' Journal, 39, 994
(21 January 1914), 46-48. The last section is entitled 'The Future Development of Classical Architecture in
England'.
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the American Institute of Architects, which clearly knew of his work, took the

opportunity to present him with its gold medal. On the return journey on April 28 1925,

he wrote to his wife from the SS Homeric. 37 His letter showed something of his

admiration of American architecture. 'I was early as usual so had a good look at McKim's

great railway station {Pennsylvania Station in New York]'. Pennsylvania Station with its

sweeping colonnade was something of a neo-classical icon. It also showed an admiration

enhanced by experience. 'The scale they can adopt is splendid, the skyscrapers going from

monstrosities to erections of real beauty, and the general character of the work is of a very

high standard indeed, far higher than anything on the continent or England.' Certainly the

following generations of modernist architects and critics had little doubt about the

influence of America on Lutyens. Pevsner wrote of Britannic House: 'There is no excuse

for breaking out in the wretched American vice of columniation on the top floors'. 38 In

1969, when a revival of interest in Lutyens was underway, Alison Smithson wrote of 'his

complete Americanisation, most visible in Heathcote (1906),' and that tutyens joined in

the Americanisation of our cities through monstrous office-blocks with hideous plans'. 39 In

fact Lutyens only built one other

'monstrous office-block', the

headquarters of Midland Bank in

Poultry, commissioned by his friend

Sir Reginald McKenna.

Heathcote	 had	 marked

Lutyens's conversion to the classical

and away from the vernacular, and was

a part of the classical revival of the years immediately preceding the First World War. But

Britannic House seems only partially to belong to this. It is more Baroque, presenting,

through the hinted association with Roman cardinals, an image of benign dominance, of

wealth and of permanence. It is an image that belongs to the City of London and the

British Empire.

The letter is in the Lutyens archive at the R[BA. It is also quoted by Hussey, p.459
See the quotation at the head of this chapter.
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The birth of APOC and its early crises

APOC began as an Imperial adventure in 1900 when William Knox D'Arcy, an

Australian gold millionaire, bought a Persian oil concession. 4° He joined forces with

Burmah Oil, a Glasgow registered company producing oil successfully from wells in

Burma, and trading mainly in India, to join him in a syndicate. In 1908, a significant flow

of oil was found from a well at Masjid-i-Suleiman. It proved to be more than just

significant. The first of the giant Middle Eastern oil fields had been found. APOC was

created on 14 May 1909 to exploit this field. It had a quoted capital of2million, making

it already the third largest British oil-company after Shell, £3.Smillion, and Burmah,

£2. 5 million.

The company had no technical staff of its own, relying heavily on attaches from

Burmah. A pipeline was built from Masjid-i-Suleiman to the coast at Abadan, where a

refinery was quickly under construction. However, the oil was found to have a very high

sulphur content, a technical problem which was quite novel to the Burmah engineers and

scientists, who were used to much sweeter crudes. The refinery required major

modifications, a process which produced big delays and cost overruns. To ensure cash

flow, APOC in 1912 was forced to enter into a ten-year agreement with Royal Dutch

Shell, to supply crude for Shell's refineries and for Shell to market the product. This was a

major blow to APOC's profitability and to its independence. Shell, seeing the productivity

of the new oil field and the financial weaknesses of APOC, immediately began

manoeuvres to take over the fledgling company. This manoeuvring was to continue for at

least the next fifteen years.

With continuing technical problems, APOC faced a further financial crisis in 1913,

which could have forced it into the waiting arms of Shell. However, the Kaiser, Winston

Churchill and the Admiralty were together to come to the rescue. The Admiralty had been

interested for some years in the possibility of using fuel oil instead of coal in its fleet,

because of the greater speed, control and range that could be achieved. A war with

Germany was approaching and the German fleet had already converted. The problem was

The Responsibility of Lutyens', RIBAJ, 76 (April 1969), 146-51.
40 RW. Ferrier, The History of the British Petroleum Company, Volume 1, The Developing Years, 1901-
1932 (Cambridge, 1982), P. 28, describes the urgency of the Persian Government's need for money. The
extravagance of the Shah was matched only by his desperation for money'. Most of the history of the
company, but not of the construction of Britannic House, is sununarised from Ferrier's excellent account
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to obtain a secure oil supply. Shell was no longer a British company, in spite of its

British origins. It was now in the control of Dutch interests, whom, it was felt, might not

in time of war be relied upon. Burmah was too small and its fields too distant. The

obvious answer was APOC. In 1914, Winston Churchill, First Lord of the Admiralty,

with APOC management approval, pushed a bill through Parliament authorising the

Government to take a 51% shareholding in APOC. APOC became a Government-owned

company. A letter was written by a senior Treasury official promising not to interfere

with the commercial judgement of the directors, and two Government directors were

appointed, one for the Treasury, one for the Admiralty.

As the war was coming to an end the Government set up the Harcourt Committee

to consider and define what its policy for oil should be in the future. The Committee's

technical adviser was John Cadman, Professor of Mining at Birmingham University. The

Committee contained among others APOC's two Govermnent directors and prominent

industrialists, like Harry McGowan of Nobel Industries, whom we shall meet again later in

the story of ICI. At its first meeting it considered a paper from Cadman, which pointed

out that the British Empire was now wholly dependent on petroleum, 80% of which came

from the United States. A plan was concocted to create a single British dominated private

company, combining APOC, Burmah, and the British part of Shell, with no Government

holding, which could grow to become the main supplier of oil to the British Empire. A

Petroleum Executive was created under Cadman, to execute this policy. But both APOC

and the Admiralty opposed the plan, seeing it as a way to domination by Shell and the

Dutch interests. Deterding, head of Shell, was at first cautiously welcoming, but

eventually turned it down. The plan came to nothing. Deterding probably believed that he

would eventually acquire APOC anyway.

The period from 1920, when Britannic House was commissioned, to 1925, its

effective completion, was one of considerable turbulence and uncertainty for the company,

both in England and in Persia. In England the Government shareholding in APOC became

a political issue. It was argued that the Government was meddling in the free market.

Shell lobbied heavily to persuade the Government to sell its holding, hoping to pick up the

pieces. At one stage in 1923, Shell retained Winston Churchill, no longer in Government,

as a consultant to help in this campaign. In October 1923, while the building was still

under construction, Neville Chamberlain, Chancellor of the Exchequer in the newly
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elected Conservative Government, took the decision to sell. APOC was saved only by

the fall of the Conservative Government in January 1924. The first Labour Government,

set up with Liberal support, reversed the decision. By the time the Labour Government

fell in 1925, APOC had moved into Britannic House. The question of the sale of the

Government's APOC shares was not raised again. It is tempting to believe that the

magnificence of the building created an image of unchanging solidity for the company.

Meanwhile, all was not well in Persia. Ever since the discovery of oil, the Persian

Government had been trying to repudiate the D'Arcy concession, with the aim of

negotiating for higher revenues. After the Russian revolution in 1917, a Russian Bolshevik

army invaded Northern Iran. The British forces protecting the field and its installations

were reinforced and the Persian Government employed a mercenary Cossack force to

defend the country. In November 1920, just as the terms for the purchase of the Finsbury

Circus site were agreed by the Board, there were strikes at Abadan and the company was

forced to concede an 80% rise in wages. In December a new deal over royalties was at

last agreed with the Persian Government through the arbitration of an accountant, Sydney

Armitage-Smith. But in February 1921 this agreement was lost. There was a coup d'etat.

Riza Khan, leader of the Cossack Division recruited to defend Persia, overthrew the Shah,

making himself ruler, and all was back in the melting pot. In July 1921, just after the

contracts for Britannic House were signed, Armitage-Smith wrote from Tehran, '[The]

position here [. ..1 is almost, if not quite, desperate [...] [there is a] most widespread

suspicion of HMG [His Majesty's Government] [...] the military position is very

doubtful.'4' It must have seemed possible that APOC was about to lose its sole resource,

the field at Masjid-i-Suleiman.

Charles Greenway

The task of guiding the company through these difficulties fell to the Managing

Director (MD), Charles Greenway. Born in Taunton in 1857, and educated in local

schools, he came to work in the City of London as a clerk with a cotton trading

company. 42 He then went to India, eventually becoming MD of a trading company called

Shaw, Wallace and Co. who were managing agents for Burmah Oil, running both the oil

'S An unpublished letter from Armitage-Smith to Greenway, dated 14 July 1921, in file 90517 in the BP
archive.
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extraction business and its trading arrangements in India. In 1909, through his

connections with Burmah, Greenway joined the APOC board. Within a year, on 31

January 1910, Greenway became MD. When Lord Strathcona, the first Chairman of

APOC, died in 1914, Greenway took over this post also.

Greenway, in spite of his relatively humble origins, sought to cut an aristocratic

figure. He sported a fearsome moustache and a monocle. He was described by Dr. Albert

Dunstan, who became APOC's chief scientist in the

1920s, as 'a very real Imperialist, almost of the

Kipling school' 43 . He bought himself a country estate

at Stanbridge Earls, near Romsey, with a mile of trout

and salmon fishing on the River Test. He was an

enthusiastic horseman and he had a nine-hole golf

course built on the estate. In 1927, after he retired

from APOC, he was made Lord Greenway of

Stanbridge Earls.

It was Greenway who was responsible for

APOC's management structure, whereby the

management of the APOC staff in Persia was leased

to a company of management agents. This was a

copy of the arrangement with which he had been familiar when acting as agent for Burmah

Oil. He was also MD of the managing agents used by APOC and therefore had a financial

interest in the arrangement. He set up the company of Lloyd, Scott and Co., and John

Lloyd, of whom we shall hear more later, was sent to Persia in 1910 to manage the

operation. Lloyd, however, was taken seriously ill within a year and had to return home.

The company became Strick, Scott and Co. and a series of incompetent managers ensued.

According to Ferrier:

This form of agency developed certain recognisable traits, for those engaged in it
were 'gentlemen' rather than 'players' [...] hierarchical but paternal [...] social life
was focussed on the club [...] polo abroad, hunting at home [...] a signal failure to
recognise the overriding importance of technical knowledge and expertise.

42 There is unpublished biographical information on Greenway in file 96918 in the BP Archive.
A.E. Dunster, Do You Remember, p. 50. An unpublished memoir, written probably in the 1950s, and in

file 113230 of the BP Archive.
Ferrier, p. 118.



60

The theory was that the agents would act as a local trading company, trading not only oil

products but other commodities also, thereby reducing management overheads. This

arrangement may have worked for Burmah in India, but in Persia it did not. Most of the

oil was shipped back, for the Admiralty or under the Shell agreement, with very little sold

locally. There were few opportunities for trading in the Persian Gulf area, so there was

little sharing of overheads. Worse still, there were severe technical problems at the

refinery. In addition to the sulphur problems, the viscosity of the oil was very high, and it

was inclined to solidif' unexpectedly. The local technical staff had almost total contempt

for the managers in the agency whom they regarded as ignorant pen pushers, and there was

poor communication between the different parts of the operation. After numerous visits

and enquiries by senior board members and attempts at reform, the agency agreement was

finally cancelled at the end of 1922 following a major financial crisis. In Ferrier's words,

the arrangement 'nearly crippled the company'.

While his attachment to the concept of a management agency and a certain

amateurism were Greenway's weaknesses, his strengths were a clear vision for the

company, great tactical skill and great tenacity. It was Greenway who was the main

obstacle to Shell's ambition. It had been Greenway's idea to concentrate on fhel oil for the

Admiralty and he had been the first to seek Government funding as a way to escape from

Shell's clutches. He had also insisted on the hands-off arrangement whereby the

Government were not to interfere with the management of the company, and he fought

hard to keep it that way. In 1916, there was an attempt to replace him, instigated by the

Treasury. The view was already forming that some kind of amalgamation between Shell,

Burmah and APOC was desirable. After this attempted coup had been successfully

opposed, Greenway wrote in an internal memo that it had been:

In view of the supposed 'personal antagonism' between myself and the Shell people
[...] solely due to the fact that the Shell people had always found me an obstacle to
their scheme for securing control of the Anglo-Persian Company.45

Greenway's vision was for a company trading worldwide that controlled all aspects

of its oil business from the well to the customer, very much on the model of Shell and

45 An unpublished memo. Entitled 'Memo. Explanatory of proposals for reconstitution of the Board' by
Greenway is in file 33592 in the BP archive. The memo. is not dated but is probably from October or
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Standard Oil of New Jersey. He did not see APOC as being in the long run just a

supplier of fuel oil to the Royal Navy. His vision involved building a tanker fleet and

setting up a marketing organisation. At the outbreak of war with Germany, all German

industrial assets in Britain were sequestered and as the war was drawing to a close these

assets were sold off. These included a company called the British Petroleum Company

(BPC), which had been the marketing and distributing arm for the German Company,

Europaische Petroleum Union of Bremen. In 1914 this company had been distributing oil

products from 850 depots around the country and had 3000 employees. Greenway saw his

chance and made a bid for BPC. The Treasury was somewhat hesitant about the

acquisition, concerned that APOC was moving out of Persia and away from its

commitment to the Royal Navy. But it agreed, provided it did not have to supply any

money. Since APOC had at last made a large profit in 19 17/18, over £2million,

Government money was not needed. Greenway got his marketing organisation ready-

made.

The battle for succession

In the spring of 1918, Greenway suffered a serious illness, which started him

thinking about his succession. There was also a realisation that APOC had grown to the

extent that it could no longer be run as a one-man band. In 1919 Greenway set up a

management committee under his Chairmanship. This consisted of five senior managers,

____________ each responsible for a particular part of the company. Two,

Garrow for production, and Nichols for commerce and

administration, came from within APOC. J.D. Stewart,

recruited from a Glasgow shipping company, managed the

tanker fleet Sir Frederick Black was recruited from the

Treasury to look after Government liaison John Lloyd

became the head of finance. Lloyd had recovered from his

earlier illness and was working in India for Shaw, Wallace

and Co., very much in Greenway's old role. In his letter of

Figure 2.15 - John	 commendation to the Board, Greenway wrote of Lloyd's
Cadman

November 1916.
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accountancy skills, he was a trained accountant, and his experience both in general

business and in the oil industry, running the Burmah Oil agency in India. Greenway

concluded, 'He is comparatively young, (about 40), full of energy, and an old Harrovian.'

Lloyd was Greenway's man. Stewart, however, was the strong man of the committee, the

appointee of APOC's Burmah directors. He deputised for Greenway in his absence and

was widely seen as Greenway's likely successor.

Then in 1922/23 there were two serious crises. Firstly, the Government suggested

that Cadman, by now Sir John, latterly of the Petroleum Executive, should join the

management team. The APOC Board stoutly opposed this proposal. The Burmah

directors on the Board suspected, probably correctly, that the Government wished Cadman

to be Greenway's successor instead of Stewart. In spite of the protests Cadman was

installed.47 Then it emerged that the company had a deficit which Ferrier quotes as

£2million but which may have been as high as £4.7million. 48 This seems to have come as

a surprise to the management team, and was certainly a surprise to the Board. The Board

set up a formal enquiry, charged with making recommendations. Both Stewart and

Cadman gave evidence. Cadman proposed a strengthening of the management team,

giving each manager clear written responsibilities and a tight budget, set up and monitored

by a powerful Finance Committee. Cadman, who was familiar with the workings of

Standard Oil of New Jersey and its management practices, probably based- his

recommendations on these. 49 He had visited Standard Oil's New York headquarters at 26

Broadway in the winter of 1921/22. For 23 November 1921, he noted in his diary that on

a visit to the offices:

Mr Asche explained to me the Standard Oil Co.'s organisation and promised to
prepare for me a short statement of same. It would appear that the company are
[sic] controlled by a Board of Directors with Mr A.C. Bedford as Chairman. Each
of the Directors is the head of a particular section of the Industry who in turn have
a Board consisting of special heads of Department.

An unpublished note dated 23 Jan. 1919 by Greenway entitled 'Re constitution of a management
conunittee' in file 33592 in the BP archive.
47 There is unpublished correspondence relating to the Cadman affair in the Public Record Office (PRO) file
POWE/33/96.	 -
48 Ferrier, p.3 14. The alternative figure comes from an undated and unsigned memo in a file containing
background papers prepared for Greenway for APOC Board meetings in file 10063 of the BP archive

uoting this as the deficit at 31 March 1923.
John Cadman's diary, Secret Diary of Visits to the USA is an unpublished document in file 70210 of the

BP archive.
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There is much similarity between Cadman's diary notes and his recommendations to the

APOC Board in 1923. It seems unlikely to be a coincidence. Stewart on the other hand

called for the reinstatement of a powerful single MID, and a downgrading of the

management committee, a very British Imperial solution. The Board supported Cadman's

ideas, but offered Stewart the Chairmanship of the Finance Committee. Stewart refused

and in 1924 retired hurt with a duodenal ulcer. Cadman, whose influence then increased,

finally took over as Chairman and MD from Greenway in 1927.

The decision to build Britannic House

Through and in spite of all these crises the

construction of Britannic House continued. In 1920

it had been thought that the company was at last

starting to make large profits, and it was perhaps in

the light of this optimism that the decision to go

ahead and build the largest office block in London

had been taken. It was only after all contracts had

been signed that the real financial situation of the

company was appreciated. When the company had

been formed in 1909 it had a small suite of offices

in Winchester House in Old Broad Street, which it

shared with Burmah Oil. 50 Burmah's headquarters,

however, were still, and remained, in Glasgow. APOC's first directors, by first choosing a

site next door to the Stock Exchange in London and not alongside the parent company in

Glasgow, must have been anticipating their future needs for significant external financing.

In the same year, Standard Oil, in its British guise of Anglo-American Oil, was building a

London headquarters at a much more prestigious site in Westminster at Queen Anne's

Gate, far from the City, thus demonstrating its independence of English sources of

finance. 5 ' In 1914, Royal Dutch Shell, opened its new headquarters in Great St. Helen's,

° Pevsner, Buildings ofLondon, VoL 1, in a footnote on p. 274, describes this as 'that gargantuan folly [...]
built of Yorkshire sandstone by F.W. Pilkington 1885-87'.
51 This building, designed by Runtz, is now occupied by the National Trust According to Pevsner, p. 637,
this is of a 'design deliberately out of keeping with the rest' of Queen Aime's Gate. It was also in sight of
Lutyens's office at 17 Queen Anne's Gate.
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also in the heart of the City. 52 Greenway attended the opening

ceremony and, according to Ferrier, was the subject of much

semi-serious banter about when he and APOC would be joining

Shell in their new offices. 53 It is tempting to believe that

Greenway's ambition to have a headquarters office larger than

Shell's was born on this occasion. In 1918, APOC moved into

a building called Britannic House nearby in Great Winchester

Street. Although these premises were larger they were still

smaller than Shell's and not purpose built.54

The key event that triggered the consideration of a need

for something even larger was the acquisition of BPC, the

marketing company, in 1917. Its main offices were in 5 Throgmorton Avenue, which

backed onto Great Winchester Street. On 6 March 1919, the management committee

decided to take a lease on 3 Throgmorton Avenue, to allow BPC to expand. 55 The

necessary rebuilding was estimated to cost £50,000, about Limillion at current values. On

24 July, rebuilding work at Great Winchester Street to the tune of £30,000 was also

approved. However, by 14 April 1920, at a management committee meeting that

Greenway did not attend, the whole matter of accommodation was reviewed again. It was

agreed that current arrangements were inadequate and it was decided 'to pursue enquiries

for a site suitable for the erection of a building to accommodate the whole of the staffs of

the APOC and associated companies say four years hence'. On 15 September at a meeting

where only Black, Nichols and Stewart were present, a memorandum from the Managing

Director of BPC stressing the urgency of action was considered. On 28 October, at a fully

attended meeting, with Greenway in the chair, it was agreed to recommend to the Board

'to negotiate for the purchase of a block of offices to be built on a site in Finsbury Circus,

which would suffice for both the APOC and BPC'. Neither in these minutes nor in those

of the Board meeting of 1 November, also chaired by Greenway, where the proposal was

52 This was designed by Josephs and has since been demolished. Pevsner, p. 246.
Ferrier, p. 196.
This building was soon to be demolished, in 1925, and replaced by a building by Mewés and Davis, which

still stands, for Morgan, Grenfell & Co. Pevsner, p. 248.
The minutes of the Management Committee are in two unpublished bound books in the BP archive. The

meetings were recorded in date order (with one exception) from 6 March 1919 to 25 May 1921 in the first
book and from 8 July 1921 to 16 July 1923 in the second. The attendance at each meeting was recorded.
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authorised, is any financial estimate recorded.56

It is perhaps remarkable that, given all the crises, financial at home, political in

Persia, and of the succession within the company, that the building went ahead. It must

have seemed to have an importance that exceeded that of the mere provision of office

space. In pressing ahead, particularly on such a scale and magnificence, Greenway must

have had a number of other objectives. He no doubt wanted to declare his certainty of

continued independence from Shell. He would have had continuous dealings with senior

Treasury and Foreign Office officials and would have felt the need to greet them in

surroundings which were at least as palatial as their own. He would need to entertain

senior members of the Persian Government, perhaps even the Shah, with a consequent

need to impress at a regal level. He would also have looked forward to independence from

Government and the future need to show stability and strength in dealings with the

financiers of the City of London. He knew that whatever the short-term difficulties, the

company owned an enviable asset, the Masjid-i-Suleiman field. He would have had faith

in the ability and strength of the British Empire to protect that ownership. Such an asset

deserved an equally enviable building in the heart of the British Empire, London.

The financing of Britannic House

All minutes of discussion of the 'New Offices' are prefaced Mr Lloyd reported'.

Once the decision to build had been taken, John Lloyd, the head of finance for APOC, was

in charge, but probably also closely in touch with Greenway. On 10 November 1920

Lloyd reported that terms had been agreed with Agents to act on behalf of the company.

The Agents were Alfred Savill and Co., whose senior partner was Sir Edwin Savill. It was

minuted that 'they [the Agents] to provide the Architect and Clerk of Works'. On 17

November 'the urgent need to amplify the management Staff was raised' but 'lack of office

space made any increase [...] impossible'. The pressure was high. On 8 December:

Mr Lloyd reported that negotiations with Mr Howell Williams, the builder and the
owner of the land, were difficult, an excessive sum having been demanded for the
work already carried out on the site. It was agreed, however, that the matter of
accommodation was so pressing that the Company would agree to any terms

The minutes were indexed by topic. There were no meetings recorded after 16 July 1923.
56 The minutes of Board meetings are a series of unpublished bound volumes in the BP archive. The
meetings were recorded in date order with the names of attendees at the head. The books were also indexed
by topic.
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within reason.

On 15 December a price of £570,000 was agreed for the Williams site, subject to Williams

acquiring for APOC all necessary adjoining freeholds. The contract with Williams was

finally signed between 4 and 11 May 1921.

The price negotiated with Williams was itself enough to indicate that the building

of the headquarters, however urgent, was going to be an expensive operation and that

more finance would be needed. When the Government took a controlling interest in

APOC in 1914 it had not paid fully for that interest. It was open to the APOC Board to

'call in' further capital up to the fill value of the interest when necessary. In May 1921 a

'call' was made for Limillion. The Treasury refused. Some members of the Board were

furious. Sir John Cargill, a director of both APOC and Burmah, wrote:

The Government do not hesitate to throw away millions on which they get 112
return at all except a hope - which is in a great many cases a vain one - that they
will thereby secure votes, especially from the Labouring classes. [ ... J I am
tempted to wonder very much what the real advantages we get from having the
Government as shareholders.58

One of the Government directors, Lord Inchcape, however, said that the company had

been 'launching out into all sorts of schemes which had wiped out its profits'. 59 It is not

recorded that the Limillion 'call' was to help pay for Britannic House, or that kchcape's

remarks referred to it, but it does seem likely, given the timing. The year 1921 was a bad

one. The company was, as it later realised, running into serious deficit. So were the

public finances. Looking back The Economist described 1921 as 'one of the worst years of

depression since the Industrial Revolution'. 6° Alternative methods to finance the building

had to be found. At the Board Meeting of 23 August 1921 a memorandum setting out an

alternative was tabled and given conditional approval. The minutes of 24 October gave

more details. The idea was to float a new company, to be called Britannic Estates Ltd, in

which would be invested all the London properties owned by the company. Lloyd

57 Minute 531 of the Management Committee meeting of 4May 1921 states, 'In the event of any premises
not being vacated by 24th September, Mr Williams would be required to pay the Company damages as
assessed by Sir Edward [sic] Lutyens'. Lutyens's fme had some limits.

Quoted by Greenway in an unpublished letter dated 12 July 1921 to Lord Inchcape, a Government
director, in the PRO file, T/161/140/S.12245.
59 Ferrier, p. 319. Ferrier does not indicate what this remark referred to.
60 Ferrier, p. 323.
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reported to the 23 November Management Committee and to the 15 December Board

that the floatation had been successful, in spite of the depression.61

The tower

By this time, even before

the money had been secured, the

project was well underway. The

land purchase contract was signed

on 11 May 1921, and the contract

with Lutyens on 30 June. We have

seen already that it was part of

Savill's contract to supply the

Architect, and that seems to have

been what happened. At the RIBA

dinner at which the London medal

was presented to Lutyens, Lloyd, in

his speech, specifically thanked Sir

Edwin Savill for introducing him to

Lutyens. 62 There was - no

competition. Alternatives do not

appear to have been discussed.

Savill gave the job to Lutyens.

....Lutyens's prestige and possibly his

Figure 2.18 - The Tower 	 Indian connection were sufficient to

appeal to Greenway.

Lutyens must have been

first approached in the autumn of 1920, and he must have done some preliminary work

before going to India that winter. On his return he wrote to Lloyd on 22 March 1921 and

work began in earnest. By 17 May, Lloyd was already badgering Lutyens for a detailed

61 There is an unpublished list in file 65017, a set of correspondence relating to Britannic Estates Ltd., mthe
BP archive. Most of the stockholders were Glasgow-based financial institutions and individuals.
62 Lloyd's speech at the RIBA is in the report of the medal presentation inRIBAJ, 36 (20 November 1926),
42-48.
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plan showing the allocation of departments in the new building, implying that by then

the design was in an advanced stage. 63 By 26 September the formal planning application

was made. The application included a high tower, a 'Lutyens skyscraper'. Margaret

Richardson has already described the story of the planning application. 64 In her view

Lutyens was 'either curiously inexperienced in misjudging the planning authorities or

straightforwardly opportunist'. There are, however, a number of points which might

usefully be added to Margaret Richardson's account. Firstly, the APOC managers were

well acquainted with Lutyens's plans. 'Revised plans' which must have included the tower,

were considered at a management committee meeting of 29 June. Lutyens was in close

contact with Lloyd up the time of submission. 65 Secondly, Lloyd commissioned a

valuation of the building, presumably as part of the consideration of the floatation of

Britannic Estates Ltd. This valuation, dated 16 September, the date of the planning

submission, referred glowingly to the tower design, but suggested that permission was

unlikely. 66 The valuation therefore did not include the tower. Thirdly, Howell Williams,

the builder, may have had some influence. He was a Deputy Chairman of the London

County Council (LCC), was on the planning committee and was present on the day, 10

October, when permission for the tower was refused. 67 He may have suggested that the

tower was worth a try. The 1894 Building Acts, section 47, forbade buildings above 80

feet, with certain exceptions, 'ornamental towers' among them, but did give the LCC

discretion. 68 The Council could decide to go above 80 feet. However, according to

section 48 the council had no discretion unless both the Superintending Architect, E.

Topham Forrest, and the Chief Fire Officer 'certify that proper arrangements can be made

[...] for lessening the danger of fire'. Thus when Topham Forrest wheeled on the Chief

Fire Officer the tower was dead. The planning committee had no choice but to refuse

permission. But the tower design was possibly not a piece of lone artistic hubris by

Lutyens. It is also possible that all the parties, architect, client and builder, were involved

These unpublished letters are in file 077418 in the BP archive along with the contract
Margaret Richardson, 'ALutyens Skyscraper', Thirties Society Journal, 6 (1987), 3-7.

a letter to Lady Emily dated 27 August Lutyens wrote, 'Am off to study with Lloyd of the Anglo
Persian Oil Co.'

The unpublished valuation, entitled 'New Building Valuation', was by Richard Ellis and Sons and Alfred
Savill and Sons and is in file 78/38/36 of the BP archive.
67 The minutes of the planning committee are in unpublished bound volumes in the London Municipal
Archive. Each set of minutes is dated and records who was present. Unfortunately in such minutes there is
never any record of the discussion, just a record of the result.
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in what might have been seen as a worthwhile if outside chance.

Margaret Richardson concluded that: 'Had the tower been built it would have set

an altogether different standard for the pattern of high buildings in the City'. It is tempting

to think that had planning permission been given the skyline of the City in the twenties

may have come to resemble that of Manhattan. However, other considerations suggest

that this is unlikely. A more pertinent question might be, why did the height restriction

survive and why was it enforced throughout the twenties and thirties? One possibility is

that there were particular problems associated with the City of London which made fires

more hazardous in tall buildings than they would be in Manhattan. Alternatively, the

people of New York were more careless for their lives. Another possibility is that there

were conservative aesthetic forces at work applying sufficient pressure to prevent tall

buildings in London. 69 However, the pressure to build tall in Manhattan came from the

demand for office space, especially by small businesses, which in turn made it possible for

financiers to make money out of tall buildings. 70 Even corporate headquarters were built

tall, not just for corporate aggrandisement, but mainly because of the financial

opportunities afforded by renting out on the higher floors. At no time does it appear to

have been considered that Britannic House should be built upwards to provide extra office

space to rent. When the final portion of the building, the Moorgate/West Street corner,

was completed in 1928, it was shared, but with a retail banking outlet. In spite of the fact

that much building of new office space was taking place in London in the twenties (less so

in the thirties), the pressure for space cannot have been large enough to make upward

building worthwhile. Members of the financial community in the City must have been

aware of the option of building upwards. They were probably at that very time investing

in Manhattan real estate. The same demand opportunity cannot have existed in London.

If it had, it seems likely that obstacles like laws, fire control technology and aesthetic

conservatism would have been overcome, as they were to be later in the 1950s. In

The London BuildingActs 1894 to 1928, 5th edn, ed. by Bernard Dicksee (London, 1929).
69 There certainly were. A Mr. P.W. Lovell of the London Society called and inspected the plans for
Britannic House. This is noted in file 46669, the correspondence file associated with the Britannic House
planning permission, in the London Municipal Archive. It is recorded that, He stated that the London
Society was anxious to prevent higher buildings and agreed with the Council's attitude.' In the 1930s there
were anxieties about buildings blocking the view of the dome of St. Paul's. W. Godfrey Allen, A Survey of
k7ews shewing the potential results of extensive reconstruction of buildings near the cathedral to the height
authorised by the London Building Act of 1930 (London, 1934).
70 Carol Willis, Form Follows Finance: Skyscrapers and Skylines in New York and Chicago (New York,
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addition, financiers would have been aware that overbuilding led to the lowering of

rental values.

John Lloyd and the control of the project

The APOC directors appear to have had little direct influence on Lutyens. The

directors were kept informed, they examined and

approved the plans and discussed key items like the

decoration of the Boardroom, but Lloyd was the main,

probably the only direct contact with Lutyens. There is

no evidence that any of the other directors, even

Greenway, ever met Lutyens. John Buck Lloyd, manager

of finance, was in charge of the development, on their

behalf. He had been born in Kensington, the son of a

City broker, in 1874, educated at Harrow, and trained in

accountancy at Price, Waterhouse, a professional from a

professional family. 7 ' His main interests, apart from his

work, (which he must have enjoyed, since in spite of being quite wealthy he did not retire

until the age of 72), were in his youth, athletics and big game hunting. 72 He had no known

knowledge of or interest in architecture. He did maintain a very hands-on approach to his

charge, a reflection no doubt of the amount of money at stake. He was consulted

frequently by Lutyens during the design stage. They wrote to each other as 'My dear Sir

Edwin' and 'My dear Lloyd'. When the time came to choose electrical fittings, Lutyens

invited Lloyd: 'We might go hand in hand to Faradays and other showrooms.' 73 Lloyd

held weekly progress meetings throughout the construction period. Lutyens almost

certainly did not normally attend, being represented by A.J. Thomas, his office manager.

Howell Williams attended only the first few, being afterwards represented by his deputy,

1995).
71 Lloyd's personal details are in unpublished material in file 96899 of the BP archive. There is also a short
biography in Naft (October 1946), published at the time of his retirement.
72 His quarter-mile record at Harrow survived into the 1930s. Naft records he first heard of his appointment
as managing agent for APOC by a telegram while on a shooting holiday in Kashmir. Nafi (October 1946).

Lutyens to Lloyd on 28 October 1924. An unpublished letter in file 65015 in the BP archive. This is
Lloyd's correspondence file for Britannic Estates Ltd. for the period 1923/26. It is ordered alphabetically by
correspondent.
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Mr Barns.74

In spite of this apparent attention to detail, the project was soon overrunning in

both time and cost. The first estimate of cost, a half a million pounds, was reported by

Lloyd to R.A. Murray of the Glasgow Accountants, Brown, Fleming and Murray, on 2

August 1921, when the floatation of Britannic Estates Ltd. was being considered. Lloyd

confessed that it was 'almost impossible to estimate'. 75 On the 21 September 1921,

Richard Ellis and Sons with Alfred Savill and Sons estimated the cost of the building at

£550,000. 76 Britannic Estates was floated at £650,000, presumably making some

allowance for contingencies. The Britannic Estates minutes of 14 June 1923 stated a new

surveyor's estimate of £699,000. At that stage £337,305 had already been spent. By 22

May 1924 £653,348 had been spent and the finances of Britannic Estates had to be

reorganised to prevent insolvency. By 3 November £796,235 had been spent and

Britannic Estates was indebted to APOC to £209,457. On 21 December 1925 a cost of

£919,472 was recorded. This, however, was not the final cost. Building work had been

halted, with the corner of Moorgate and West Street unbuilt. The final stage, completed at

the end of 1928, took the total cost to £1,041,349, more than twice the original estimate.

In addition, the total cost of the land was in the end £810,000, taking the overall costs for

building and land to nearly £2 million, roughly £60 million at current values.77

Time was to overrun also. The first recorded estimate for completion was given to

the Board on 22 September 1922 as 31 December 1923. This was very ambitious, as it

would have implied a completion in less than two years. By the middle of 1923, the

estimated date had slipped to the middle of 1924. When 1924 arrived it was clear that

something was wrong. From January 1924, Lloyd was writing regularly to Howell

Williams or to Barns pressing for the work to be speeded up. 78 Then on 23 July a national

74 There were no minutes of these meetings. We know of them only from an unpublished letter in Lloyd's
Britannic Estates correspondence file, file 65015 from Howell Williams to Lloyd, dated 1 May 1924,
apologising for his habitual absence. 'In the early stages I made it a practice to be in attendance [...] but I
found that I was rarely invited into consultation.'
75 An unpublished letter from Lloyd to RA. Murray of Brown, Fleming and Murray, Chartered Accountants
of Glasgow, dated 2 August 1921, in a Britannic Estates correspondence file, file 78/38/85 in the BP archive,
covering 1921/22.
76	 'New Building Valuation' in file 78/38/86 of the BP archive.

land cost is given in the 'New Building Valuation' dated 21 Sept. 1921 in file 78/38/86 in the BP
archive. It includes an allowance for the land on the corner of New Street, which was purchased later, so
this may be an underestimate.
78	 letters are in the Britannic Estates Ltd. correspondence file 65015 in the BP archive.
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strike, or perhaps a lockout, of building workers started. 79 The dispute was over pay.

Negotiations had been going on for some time without success, complicated by a

particular dispute over union recognition and working conditions in Liverpool. The strike

or lockout lasted two months, ending on 26 September. It is likely that there had been a

work-to-rule in progress before the strike, and that this accounted for Lloyd's extended

agitation. On 4 November 1924, Britannic House, Finsbury Circus was registered as the

offices of APOC. The directors moved in on 8 November, almost one year late, into an

incomplete building at almost double the original projected costs.

This was the period leading up to the General Strike of 1926, a period of

considerable labour militancy, which must have contributed to the delays and cost

overrun. But Lutyens was notorious for overrunning on cost. His design for the British

School of Rome came out at twice the original estimate. According to Hussey, Herbert

Baker, when he agreed to join Lutyens on the New Delhi project, was very concerned by

this aspect of Lutyens's reputation. 'Remember, he scolded, you cannot carry off that kind

of thing with Government, as you do with private clients, with a joke!' 8° Lutyens took

little responsibility for the progress of the work on Britannic House. He was in India for a

good deal of the time, and working on other projects. It was left to Lloyd with A.J.

Thomas in attendance to act as project manager, a role for which he must have had little

training, even in his agency work for Burmah. His weekly meetings were probably largely

ineffectual, since there is no evidence of a detailed project plan. Lloyd was probably

reduced to hearing reports and making exhortations. A flavour of those exhortations can

be seen in his letters to Howell Williams. On 13 February, he wrote: 'It is up to you now to

see that the work is completed promptly.' On the 30 April: 'I dont know whether you have

been over the new buildings lately, but if you have you will be as disappointed as I am at

the slow progress.' On 5 May: ¶My own feeling [...} is that [...] the workmen are not

putting their backs into it.' On 28 May: 'I am very disappointed with the poor progress.'

On 16 June: 'I was around the building last Thursday and again today [...] to stir up the

people in charge.' For a period of over four months, as the project drifted, there was no

serious confrontation with Williams. On the other hand in fairness it should be noted in

Lloyd's defence that this was the largest building of its type in London, an unprecedented

'9 There are detailed reports of the progress of the dispute in both the Times and the Daily Herald
80 Hussey, p. 272.
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problem for all those involved.

The aesthetic reception of the building

With the completion of the building, articles began to appear in the architectural

literature and elsewhere about it. Drawings had appeared previously at the Royal

Academy and in the architectural press. 8 ' But now there were descriptive articles with

photographs. One of the first, in December 1924, was the inclusion of Britannic House in

an article by Charles Reilly surveying recent buildings in the City. 82 This showed

photographs of the completed Finsbury Circus façade, but with a crane rising above the

light well and some scaffolding still on the roof; and of the Moorgate façade. Reilly was

scathing in his criticism of most of the recent City buildings. He began, 'The City is

unconvincing. If one did not know its status in the world's finance, one would not gather

it from its exterior'. He compared the City unfavourably with Wall Street, pointing out

that there had been much new building, most filly up to the eighty foot height limit, but

few of any real grandeur. He blamed the surviving influence of the Gothic revival and the

neglect of a proper scholarly classicism. He blamed the City architects, who 'are likely to

sacrifice broad effects for some small gain in floor space'. However, there was hope.

'This phase [...] of bulgy over-decorated, formless building is passing, and it is passing

largely because the more serious artists among our architects are beginning to get City

buildings given to them.' He praised Arthur Davis, Austen Hall and finally, Sir Edwin

Lutyens and Britannic House. His praise of the building was unstinted. 'There is a

graciousness in the detail and a breadth in the wall surfaces which seem to point to a more

cultured existence by its occupants.'

In January 1925 there was a review by Howard Robertson. 83 This included

photographs not just of the externals but also of the entrance hall and staircase. The article

compared Britannic House with Adelaide House by John Burnet and Partners which had

also been completed in 1924. For Robertson, Britannic House was an example of the

'architecture of humanism', a reference to the book by Geoffrey Scott which had recently

' For example, 'Architecture at the Royal Academy', The Builder, 124, 4188 (11 May 1923), 765. This was
quite normal for architectural projects of even quite a modest size. There was an annual RA exhibition of
drawings for new projects.

'London Streets and Their Recent Buildings', Coun try Lft, 56, 1458 (13 December 1924), 941-44.
83 Pfwo Great London Buildings of 124', The Architects' Journal, 61(7 Januaiy 1925), 4-12.
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been re-issued. 84 But this was not seen by Robertson as entirely a matter for praise.

'One is conscious of what is at once the quality, and to some minds, the defect of this

building - the utilization of every device which can play upon the emotions'. Robertson

suggested that Lutyens might be leading

architecture in the wrong direction and that

effects were achieved 'possibly even at the

sacrifice of convenience'. Adelaide House, on

the other hand, although it may be greatly

disliked 'like a piece of modern music', 'will

delight all those who see in it the promise of

something better in commercial architecture'

and as 'a very handsome stepping stone to

progress'. He defended it in advance against

criticism of 'German influences'. 'The

Germans have been pioneering and

progressing, so it is no small wonder that in

England and America some of their conclusions arrived at independently [...] appear in the

guise of a similar architectural form.' Here we see the beginnings of the discourse of

modernism in British architecture, the notions of function without decoration, of progress,

of a break with the past and of the pioneering architecture in Germany.

In February 1925 a group of architects from the Architectural Association visited

the building, and in April, a group from the RIBA. 85 In April 1925 an article appeared in

the Times Housing Supplement which again compared Britannic House with Adelaide

House. 86 It lamented the ravages of commerce on Nash's Regent Street and the passing of

Devonshire House, offering these two buildings, 'the offspring of this very commerce', as

some consolation. For the writer, the 'two buildings typify the two main lines along which

the architecture of the immediate future are likely to develop'. 'The work of Sir Edwin is

steeped in [...] [the] specifically English tradition', with 'scholarly refinement of detail'.

Adelaide House, on the other hand, 'has a dignity which comes from a directness of

84	 of Humanism (London, 1914; 2 cdii 1924; repr. New York, 1969).
85 The correspondence relating to these visits is in the Britannic Estates Ltd. correspondence file 65015 of
the BP archive.
86 H. Charlton Bradshaw, 'Buildings of the Year', Times Housing Supplement, 7 April 1925, p.xiii.
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expression. It is a business building and it is proud of it.' The architects 'have treated

the office building as a distinctly modern problem and have solved it triumphantly by

modern methods.' Here modernism and traditionalism were equally embraced.

In May 1925 there was a long article in the Architectural Review, with plans and

copious photographs including internal views. 87 The author, W.G.N, probably W.G.

Newton, extended the comparison to include Bush House,

another recently completed building by the American

architects Heimle and Corbett, calling them 'three blocks

of office buildings of the first importanc&. He noted that

'it has been loosely said that Britannic House is the last of

its type: that Adelaide House is the truer line of 	
!.• -

development for the office architecture of a modern city'.

However, W.G.N. pointed out that the three buildings had I
quite different programmes, that Bush House was 'also a

dedication to the "friendship of the English-speaking

peoples", that Adelaide House was 'the home of a

number of separate businesses', but that Britannic House

was 'the headquarters of a great industrial corporation'. His praise of Britannic House was

almost unblemished, although he did remark that 'the columns seem a little uncomfortable:

they are hardly married, yet not quite divorced'.

Charles Reilly, in a book published in 1924, was critical again of recent City

buildings, singling out Bush House and Adelaide House for praise. 88 There was a chapter

entitled 'The Emergence of a New Style', where Bush House was quoted as an example of

the new style, seen also 'in similar ones in New York, and in Berlin and in Hamburg'. Of

the style:

Its main quality is starkness. It is a lean style, expressive at once of economy,
efficiency and steel construction. [...] Columns and pilasters are disappearing,
except as decoration to minor portions of the structure, such as to a few doorways,
or to give a frieze effect under the main cornice or roof.

Britannic House was not mentioned, perhaps a curious omission, but he did praise

87 'Britannic House, London',Architectural Review, 57 (May 1925), 186-201.
88 SOnie Architectural Problems of Today (London, 1924).
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Lutyens, along with E.A. Richards, as 'artists II...] whose personalities and taste are both

sufficiently vivid and strong to fuse the diverse elements of modern work into a consistent

whole'. 89 Reilly appeared to be beginning to embrace modernism, from which Lutyens

was excused by virtue of his artistic abilities.

And it was Britannic House, not Adelaide House nor Bush House, that won the

RIBA medal for 'the best Street frontage and architectural building completed within three

years ending December 1925 within a radius of four miles of Charing Cross'. 9° The

established architects of the RIBA still preferred Lutyens to examples of 'the new style'.

The directors of APOC were pleased. Lloyd wrote a letter of congratulations to Lutyens

on their behalf. 9 ' Lloyd went to the presentation ceremony, where he made a speech. He

said:

One of the great benefits which the students and pupils at our old universities and
old public schools derive is from their association with and residence in fine
buildings. I think that we are deriving a benefit of the same kind.

This may have been just a sentimental memory of Harrow, but it may also point to a

subsidiary motivation for the company's desire to have a prestigious building. It was

looking to recruit staff from the Universities, something of a novelty for manufacturing

industry at the time. 92 It was to be from these University recruits that the new professional

class of managers, scientists and engineers was to emerge.

The reception by the occupants of' Britannic House

The building was praised and won prizes, but how did the occupants find it? Lloyd

was overwhelmed. He wrote to Lutyens:

I confess to being somewhat taken aback at first by the magnitude of the room,

89 Ibid., p.12.
9°An account of the pedal giving ceremony is inRIBAJ, 34(20 November 1926), 42-48.
91 Lutyens's reply is in the Britannic Estates Ltd. correspondence file 65015 of the BP archive.

The Management Committee minutes of 2 Februaiy 1921 record a discussion of the recruitment of
University trained chemists to its new Swansea refinery. On the 17 February the question of providing a
grant toy for a field course for geologists at Cambridge was also discussed. 'This was approved, but on
the understanding that the Anglo-Persian should be given the opportunity of negotialing for the engagement
[...] of prospective geologists on the completion of their training at Cambridge.' Dunstan, in his unpublished
memoir, Do You Remember, in file 113230 of the BP archive, noted that in 1916, 'The number of University
graduates on the Company's staff was quite negligible I...] I was the only member with a postgraduate
degree'.
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which is much larger than any to which I have hitherto been accustomed. I
sugested to Mr. Thomas that, if it were possible to make my room a little smaller

He was probably jesting. There are unfortunately no

photographs of the smaller offices, but a photograph

of a curved corridor gives the impression of

confined spaces. It was, however, APOC policy to

move away from the individual office towards a

greater use of the open plan, a policy made easier by

the steel frame construction. 94 There are

photographs of the larger open-plan offices, for

example, of the typing pool. These seem to be

reasonably spacious with tall windows and electrical

fittings providing good light. But photographs can
Figure 2.22 - A Corridor in

Britannic House	 be misleading in recording light quality.

Of course, bringing together a large group of

people who had got used to working

in separate buildings with separate

house rules produced the inevitable

clashes of culture. There was a

significant spat between Lloyd and

Braithwaite, MD of BPC, about the

provision of 'Mahogany Washing

Cabinets' in senior managers' offices.

These must have been transferred

from BPC's previous office building

and were seen as a significant perk,

saving managers' time, and, possibly,

Letter Lloyd to Lutyens dated 19 Dec. 1923 in the Britannic Estates Ltd. correspondence file 65015 in the
BP archive.

Letter from Lloyd to Braithwaite, MD of BPC, dated 23 Feb. 1927. 'I would like to emphasise that the
principle on which we set the greatest store is that existing open spaces should not be partitioned, and that as
and when possible more open spaces should be provided'. This is in the Britannic Estates Ltd. File 65015 in
the BP archive.



78
avoiding the need to mix with the hoi poioi in the general lavatories. Lloyd, however,

was adamant. In spite of Braithwait&s assurance that the cabinets were emptied daily and

painted internally once a year, Lloyd insisted that the cabinets were insanitary and had to

be removed. 95 But things must soon have settled down. Dunstan in his memoir noted:

We were a most happy family in Britannic House. A staff dining room had been
installed and most mid-days a very pleasant hour was spent in which discussion
and argument ranged through every subject under the sun.96

Ferrier suggested that the management reforms introduced after the Board enquiry and

following the recommendations of Cadman were 'enormously facilitated by assembling

the several directorates under a common roof'

The years following the management reorganisation, the move into Britannic

House and the appointment of Cadman as MD, were ones of increasing prosperity and

security for APOC. The shadow of a Government sale of shares and a possible Shell take-

over disappeared as everyone seemed to become comfortable with APOC's semi-public,

semi-private status. At the next economic downturn for the oil industry it was Cadman

who took the lead in negotiating informal cartel arrangements, first with Standard Oil and

then with Shell and others. The Achnacarry Agreement of 1928 which created the 'Seven

Sisters', the informal world-wide cartel which ruled the industry from then on, is named

after the APOC-owned Scottish hunting lodge where Cadman convened the - final

meetings. Of course, we cannot say that the building of Britannic House created this

transformation. The managerial reforms, the technical improvements, the marketing

successes, and the size and technical success of the Masjid-i-Suleiman field all contributed

hugely to the new climate. But the sheer size and splendour of Britannic House must have

helped persuade those inside and outside the company to see the company as more solidly

based and more permanent than it had been hitherto.

95 The correspondence is in the Britannic Estates Ltd. file 65015 in the BP archive. Braithwaite's first letter,
dated 9May 1924 was addressed from 'the Managing Director of the British Petroleum Company to Messrs.
Anglo-Persian Oil Company' and started Dear Sirs'. Lloyd replied on 13 May to 'Messrs. British Petroleum
Company' and also started Dear Sirs'. Later they always addressed each other as 'My dear Braithwaite' and
'My dear Lloyd'.

Dunstan, Do You Remember.
Ferrier, p. 337.
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Conclusion

From this narrative we can start to understand the meaning of Britannic House and

its influence on the future of APOC. In spite of the political turmoil and financial

uncertainty of the period of its conception and construction, the building went ahead. Its

purpose was more than merely housing the company's managers and senior functionaries.

It was meant to embody a sense of certainty and solidity in the face of uncertainty. This it

succeeded in doing. APOC survived. It was also an assertion of independence by the

company, from potential predators like Shell and from its Government owners. It was

meant to impress among others, sources of possible finance in the City of London, the

Persian royal elite on whom the security of its oil-fields depended, and potential

employees to be recruited from the Universities. Britannic House became a reification of

the new institution, the large-scale industrial corporation, and a means by which a sense of

corporate unity was created.

Both the design and its architect, Edwin Lutyens, were seen to be very English.

But Lutyens, the creator of vernacular Edwardian houses for the rich, had embraced a neo-

classical style, for which the most recent precedents, like the underlying steel-frame

technology of the building, were predominantly American. So indeed were the precedents

for the institution itself. Born of the tenacity of Charles Greenway, the Kiplingesque

Imperial entrepreneur, APOC almost collapsed by reason of its old-fashioned management

style. It was rescued and transformed by John Cadman, the technical professional, who

created an organisation built, like Britannic House itself, on American models. The loose

management of the construction project reflected that of the early APOC organisation and

led to overruns in time and cost.

The building was highly praised and won the RIBA London medal. But it

was already being perceived as old-fashioned as a new discourse of modernism in

architecture was growing in Britain. We can see the design as belonging to the end of an

era in which neo-classicism had been the 'international style' of the early twentieth

century. In this period, America and Britain were co-operating as uneasy partners in a

new style of international capitalism, based on stock market financing of industry and the

new large-scale industrial corporation.
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CHAPTER 3
MAKE YOURSELF NECESSARY

I shall not want Capital in Heaven
For I shall meet Sir Alfred Mond
We two shall lie together, lapt
In a five per cent Exchequer Bond. (TS Eliot).'

We can now foresee, in most cases, in what direction progress in technology will
move and, in consequence, the inventor is frequently in advance of the wants of his
time. He may even create new wants, to my mind a distinct step in the
development of human culture. It can then no longer be stated that 'Necessity is
the Mother of Invention'. (Ludwig Mond).2

The transition from a society based on Empire and Commerce to one based on

corporate professionalism began in Britain in the interwar period. We have seen

something of this in the transition from the management style of Charles Greenway to that

of John Cadman at APOC. The change was characterised by the growth of a new

professional middle class associated with large organisations. The class war became a

matter of negotiation rather than conflict, and 'technocratic consciousness', the belief that

all problems could be solved by the application of science and reason, became the

dominant ideology. Sir Alfred Mond, first Chairman of ICI epitomised these chanes. A

politician and businessman, he started as a radical free trader but became an advocate of

the corporate state, of large-scale businss, of rational labour relations, and of science as

the key to a better future for mankind; views which in Britain were regarded as being

imports from the USA. Mond was therefore attacked by those who believed that what was

best in British culture was in danger from 'Americanism', a philistine consumer culture.

But Mond was no philistine. He was an art connoisseur and patron of some standing. He

grew up surrounded by one of the finest collections of Italian Renaissance paintings in the

country. 3 He spent much of his youth studying art in Italy and Greece. He collected art-

works himself; and he and his family commissioned work from modem artists for their

1 T. S. Eliot, from 'A Cooking Egg, Selected Poems, Faber edition (London, 1962), p.38. The poem was
first published in 1920.
2Ludwig Mond, in his presidential address to the Society of the Chemical Induslry, 1889, quoted in Sir
Alfred Mond's book, Industry and Politics (London, 1928), p.147.
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homes. It was Mond, the embodiment of modernity and patron of the arts, yet with a

strong attachment to the European tradition, who was to have the decisive influence on the

architecture and decoration of the new ICI headquarters building, Imperial Chemical

House.

The new technocracy

Mond, I will argue, can be seen as a representative of the new professional-

managerial class, yet without himself being fully a member of that class. Harold Perkin

has mapped the rise of this new professional class. 4 He wrote:

One effect of the rise of large-scale business and of the more interventionist state
in the twentieth century is what might be called the 'nationalization' of the middle-
class [...} a new kind of cosmopolitan or rootless middle-class of managers [...]
different from the local business and professional men who constituted the
traditional middle-class (p. 266).

He described this new class as, 'spiralists', 'the career professionals who would move up

[the hierarchy] by moving around', and contrasted them with the older middle class,

'burgesses', 'whose whole career would be spent in the locality', and who had been the

backbone of the Victorian cities like Birmingham, Manchester and Leeds (p. 267). These

burgesses were:

Perhaps instinctively, engaged in a battle of ideologies, between the
entrepreneurial ideal of the owner-managing capitalist of the Victorian age and the
professional ideal of manageriaF expertise applied, regardless of family sentiment
or loyalty, to twentieth century mass production (p. 299).

What was beginning in the interwar period was a major change in business ethos, The

importation into business of the professional principles of a stable progressive career,

security of tenure and the tradition of public responsibility (p. 375).' This also implied a

different approach to the work force, although perhaps not a very different outcome.

Successful capitalists could often afford the luxury of paternalism [...] whereas
professional managers were paid to maximise profits by cutting wage costs and
overheads. Some professional managers [...] had a longer-term vision of
profitability [...] and believed that loyal contented workers were more productive

See Appendix 1.
4 Harold Perkin, The Rise ofProfessional Society: England since 1880 (London, 1989).
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and therefore more profitable (p. 303).

In Perkin's view, what was emerging in the interwar period, with the rise of the

professional manager and the professional trade-union leader, was the beginning of the

end of the class war as it had developed in the nineteenth century. This was most clearly

illustrated by the attempts made at reconciliation between business and trade union leaders

after the collapse of the General Strike of 1926, in which Mond played a leading role (p.

215).

What was emerging also was a new way of looking at the world, a new ideology,

what Habermas called 'technocratic consciousness'. 5 As James R. Moore expressed it:

Technology gives rise to ideology in everyday life; ideology in everyday life
serves to justify or 'legitimate' technology. The success with which scientists and
engineers control the physical world changes the quality of people's lives and
thereby alters their perceptions of space and time, health and disease, life and death
- in short, the 'natural' order of things. This is the ideological impact of
technology. At the same time, however, and in so far as everyday life is
transformed, people's perception of technology also changes. They come to
believe, for example, that technology per se is a good thing, that more and more
problems will be found to have technological solutions - in short, the more
technology the better. This is the ideological legitimation of technology, and in
advanced industrial societies it takes the form of what one critic has called the
'American Ideology'.6

Moore argued that the 'American Ideology', at first espoused only by the professional-

managerial class, became the dominantideology, and that it contained at its core a very

particular notion of the idea of progress, The notion that technology is inherently

progressive' (p. 31).

The cultural struggle lay not just between the new professionals and the older

owner-managers however. As Rubinstein has pointed out:

The wealthy in Britain have disproportionately earned their fortunes in commerce
and finance - that is as merchants, bankers, ship-owners, merchant bankers and
stock and insurance agents and brokers, rather than from manufacturing industry.
This is [...] one of the keys to understanding, not merely the wealthy, but the
anatomy of British elites and, through them, the social structure of modern British

5 Jurgen Habermas, 'Technology and Science as Ideology', in Towards a Rational Sociely:Student Protest,
Science and Politics, trans. by Jeremy J. Shapiro (London, 1971), pp. 81-122.
6 Jes R Moore, in Science, Technology and Everyday Life 1870-1950, ed. by Cohn Chant (London; New
York, 1989), p. 30. The 'critic' referred to was H. T. Wilson, The American Ideology: Science, Technology,
and Organization as Modes ofRationality in Advanced Industrial Societies (London, 1977).
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society since the eighteenth century.7

The most powerful section of the British elite belonged to the financial centre, the City of

London, and the landed aristocracy. 	 According to

Rubinstein:

There increasingly existed during the nineteenth century a
closer political and social association between the landed and
London-based commercial elites, especially after the 1 870s,
than between the landowners and industrial magnates (p.
220).

This existing elite would have viewed the rise of the

technocratic professional class with some concern. Sir

Alfred Mond straddled the four sections of the British elite.

He was the son of an owner-manager, owned a large country

estate, had friends and interests in the City and was the head

of a company that was peopled by the new style of

professional manager and technologist.

Mond's political career

Mond was born in 1868, son of the German-born

industrial chemist, Ludwig Mond who, after emigrating

to England, had, by dint of his success as an industrial

chemist, become a very rich man. 8 Alfred inherited

some of his father's wealth, but not his scientific ability.

After failing in his attempt to get a science degree at

Cambridge, he took a law degree at Edinburgh and went

into politics, becoming the Liberal Member of

Parliament for Chester in 1906. In 1910 he switched to

W.D. Rubinstein, Men ofProperly: the Vety Wealthy in Britain since the Industrial Revolution (London,
1981), p. 61.
8 
j M. Cohen, Lfe of Ludwig Mond (London, 1956).
Alfred Mond's stoiy is taken from Jean Goodman, The Mond Legacy: a Family Saga (London, 1982);

Hector Bolitho, Alfred Mond, the First Lord Melchett (London, 1933), and G.M Bayliss, 'The Outsider:
Aspects of the Political Career of Sir Alfred Mond, first Lord Melchett' (unpublished doctoral thesis,
University of Wales, 1969).
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the safer seat of Swansea, which was also closer to many of the Mond family industrial

assets in nickel and anthracite. He was a Radical Liberal and supporter of Lloyd George.

He supported the abolition of the House of Lords, Votes for Women, Welsh devolution,

the disestablishment of the Welsh Church, Proportional Representation and the abolition

of the Poor Laws. He was also a strong supporter of Free Trade and a strong anti-

Socialist. He was an ambitious politician, who suffered from the handicap, in this period

of British histoiy, of having a strong German accent. His espousal of Welsh devolution

was therefore easy to lampoon. ('Veils for the Veitch'). Worse he was suspected of

German sympathies. In addition, he was Jewish, although not by religious conviction, in a

period when, in Britain, there was an endemic, though not particularly virulent, anti-

Semitism. In this period, as well as being a politician, he was also an industrialist. His

elder brother Robert, although more successful in science, had shown no taste for

business. In 1902, Robert suffered a serious illness, and largely gave up science to pursue

a gentlemanly interest in Egyptology. It was Alfred, therefore, the second son, who took

an active part in the Mond companies, working in the London office of Brunner, Mond,

and Co., being Chairman of Mond Nickel, and of the Amalgamated Anthracite Co. When

Ludwig died in 1909, it was Alfred who became the head of the Mond family businesses.

At the outbreak of the First World War the handicap of his German roots seemed

an insuperable obstacle to his political ambitions. The Daily Mail discovered that his

middle name was Moritz. He began to receive regular hate mail. Some of his friends

advised him to withdraw from politics at least for the time being. He refused, and showed

himself in his speeches in Parliament to be an enthusiast for the hard prosecution of the

war. He was one of the first to call for the introduction of conscription, a move which did

not endear him to his Liberal colleagues, and which laid him open to accusations of being

Prussian'. More importantly, in 1916, in the days after the failures of the Battle of the

Somme, he played an active part in unseating Asquith and replacing him with Lloyd

George. For this Mond was rewarded with a place in Government, albeit the minor one of

First Commissioner for Works. In peacetime the Works Department=s role had been the

care and construction of Government buildings. In wartime it was almost entirely devoted

to the construction of factories and other buildings for the Ministry of Munitions. Mond

threw himself into this with great enthusiasm.

The formation of the Ministry of Munitions was a turning point in the history of
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British business and, in particular, in the nature of the relations of the British Government

with business. Just as, under pressure from the needs of war, the Government had felt

impelled to intervene in the oil industry in taking a controlling stake in Anglo-Persian, so

the Government felt impelled to intervene in the munitions industry, in chemicals and

heavy engineering, to organize war production. Leading businessmen were drafted in as

temporary civil servants.

A power group was set up [...] which was not dispersed at the end of the war.
McGowan, Weir, Stanley, Reginald McKenna and others, many of them Scots -
had formed habits of consultation and joint action which they naturally carried [...]
over in to peacetime.'°

Harry McGowan was Chairman of Nobel Industries, and we shall meet him again as one

of the founders of ICI. Reginald McKenna had been Home Secretary under Asquith, but

was at this time Chairman of the Midland Bank. We have already met him as friend and

patron of Edwin Lutyens. It was not just a question of bringing businessmen together.

The Ministry also encouraged amalgamations in key industries. Brunner, Mond and Co.

and Nobel Industries both grew by acquisition in this period. The Government also, as in

the case of Anglo-Persian, took over control of key industries. British DyestufTs Ltd, a

Government owned company, was formed by the purchase of existing companies in the

organic chemical industry, in order to ensure that the organic chemicals needed for

munitions would be available. This range of Government intervention and collaboration

with industry would have been unthinkable before 1914, breaking as it did all the norms of

the prevailing dominant ideology, of the efficiency of the free working of the market.

However it was seen as necessary because of the perceived weaknesses of British industry

for the purposes of conducting modern warfare, especially when compared with its

counterpart in the large-scale German companies.

After the war Mond as Commissioner of Works had particular responsibility for

war memorials We have already seen that he persuaded the Cabinet to make Lutyens's

temporary structure, the Cenotaph, into a permanent national memorial in Whitehall. He

was also a strong advocate of a war museum, both as a memorial and as a place to display

the work of the war artists. His plan for a special building in Hyde Park was defeated in

Cabinet, but the idea prospered and the Imperial War Museum was founded, first in the
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Crystal Palace at Sydenham and then in the old Bedlam building at Lambeth." Mond is

seen as the founder of the Museum and his portrait by John Lavery hangs in the Director's

office.

In 1921 Mond was promoted to the post of Minister of Health, with the task of

implementing a very ambitious plan for renewing working-class housing. However, by

1921, the post-war boom was over. On taking office it was soon clear that the Treasury

would not finance the ambitious plans of his predecessor. Mond was faced with the task

of presenting and implementing massive cuts in the programme. 'Nothing in Alfred

Mond's career earned him more opprobrium. [...] [He was seen as] the personification of

callous capitalism." 2 He also became Chairman of the Cabinet Unemployment

Committee. He had become convinced that unemployment was to be a long-term problem

and that the current systems of relief were unsatisfactory. He developed a scheme for

subsidising employers who took on the long-term unemployed. This was over-ruled by

the majority group on the Committee, led by Churchill, who sought to restrain the costs of

unemployment within a framework of sound finance. Mond earned yet more opprobrium

for a policy he did not espouse.

The Govermnent Coalition fell in 1922, when the Conservatives deserted Lloyd

George. Mond set about trying to heal the rift in the Liberal Party following the unseating

of Asquith by Lloyd George. Prior to the 1923 election he set up a meeting of the leading

figures in the Liberal party, Lloyd George, Asquith and Lord Simon, the leaders of

warring factions, in the head office of his company, the Amalgamated Anthracite Co., at

which a joint strategy for the election was agreed. However, the election was the start of

the rapid decline of the Liberal Party. Mond himself lost his seat, although he soon

returned to Parliament in a by-election at Carmarthen. But in 1926, as the Liberal's

fortunes declined further, he broke with Lloyd George, and joined the Conservative Party.

It was now, he felt, a straight fight between Individualism and Socialism. He was no

longer a Free Trader, having embraced the idea of Empire Free Trade. This was

essentially a protectionist policy in which the British Empire would be a free trade area,

separated by a tariff barrier from the rest of the world, an idea which was heresy to the

'°W.J. Reader, Imperial Chemical Industry: A History, 2 vols (Oxford, 1975), I, p. 251.
"Imperial War Museum archive, file 480/11.
12 G.M. Bayliss, p. 297.
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Free Trade dogmatists of the Liberal Party. He also felt closer politically to the new

generation of young Conservative MPs the so-called 'YMCA' group, which included

Harold Macmillan and Robert Boothby, who were calling for Government intervention to

reduce unemployment.' 3 In addition, he had taken over as Chairman of the Brunner,

Mond Co. From then on he had to devote much more time to business affairs.

Mond's writings

Mond's political pilgrimage had been from the position of that of a Free Trader,

and free market enthusiast, to a belief in tariffs and Government intervention. He became

a fervent advocate of 'rationalisation', a word which he defined for the editor of Nuttall's

Dictionary as:

The application of scientific organisation to industry by the unification of the
processes of production and distribution with the object of approximating supply to
demand.

Note the use of the word 'scientific'. 'Rationalisation' became a fashionable word in the

discussion of the 'problem' of British industry, by which was meant the apparent decline of

the 'staple' industries, textiles, coal, steel, shipbuilding.' 4 It clearly implied amalgamation,

the creation of large corporations and the use of the power of the cartel to plan industrial

production and marketing. The image is that of the use of reason and science to solve the

problems of industry, rather than relying on the invisible hand of the market. It implied, in

other words, a reorganisation of industry on American lines.

Mond also saw rationalisation as a means of countering the Darwinian cruelty

inherent in the operation of the market, while still allowing modernity to develop.

Amalgamation is the way in which the transfer of labour from the obsolete to the
new modern factory can be dealt with, and it is a way in which the natural process
of extinction can be softened down.'5

It allowed the businessman to make bold and risky decisions without fear. 'In a small

business if you make one mistake it means bankruptcy, but in big business you can make

GM Bayliss, p. 606. The name, Young Men's Christian Association, is a reference to their earnestness.
quick search of the British Librazy catalogue reveals fourteen books with the word 'rationalisation' in

the title in the period 1929 to 1933, ranging from L.F. Urwick, The Meaning ofRationalisation (London,
1929), to F.C. Pyman, Shipbuilding Rationalisation (London, 1933).

Sir Alfred Mond, Industry and Politics (London, 1928), p. 227.
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mistakes and still come out all right at the end of the year' (p. 219). In short,

rationalisation was the way forward for the future. 'Amalgamations mean progress,

economy, strength, prosperity' (p. 217).

In Mond's view big business also required a different approach to industrial

relations. It was no longer a question of the owner-boss whipping a recalcitrant workforce

in to line. 'Team spirit is the essential requisite in the successful working of large

organisations' (p. 219). On the formation of IC!, Mond established a Works Council, a

body of elected representatives of the workforce, chaired by himself. The body was

consultative only but met regularly and was widely appreciated. There was also a scheme

whereby workers could buy ICI shares at 2s. 6d. (l2p) under the market rate and get some

free shares. In addition, Mond introduced a so-called 'Staff Grade' for long serving

manual workers, whereby they obtained conditions of service equivalent to white collar

workers. However, whether a worker obtained Staff Grade status was a decision of

management and only 25% of manual workers were selected. Alfred Mond's son Henry,

also a director of IC!, wrote that the real aim of the scheme was to 'bind them [the manual

workers] more closely to the Company's interests than to the interests of the "Working

Classes", i.e. the trade unions. There was indeed a subsequent fall in trade union

membership in IC!.'6	-

Mond, however, believed in working with trade unions. Following the collapse of

the General Strike in 1926, Trades Union Congress (TUC) leaders made approaches to

many leaders in business. They were seeking an alternative and agreed approach to

Britain's industrial and unemployment problems which would avoid the divisive policies

of unemployment and wage-cuts. Mond with a number of other business leaders

responded. The result was the Mond-Turner talks', (Ben Turner was the Chairman of the

TUC), the first national negotiations between trade union and business leaders.' 7 The

talks resulted in an agreed document stressing the importance of conciliation over strike

action, and including a ¶Memorandum on Rationalisation', giving support to the

rationalisation movement. The Mond-Turner document was adopted as policy at the

I6	 j Reader, II, p. 63.
' John Turner, 'The Politics of Business', Businessmen and Politics: Studies ofBusinessActivity in British
Politics 1900-45, ed. by John Turner (London, 1984) pp. 1-19. G.W. Macdonald and Howard F. Gospel,
'The Mond-Turner Talks 1927-1933' Historical Journoi, 16 (1973), 807-29. Howard F. Gospel, Emp1oyers'
Labour Policy: a study of the Mond-Turner talks 1927-1933', Business History, 21(1979), 180-97.



Workers, A.J. Cook, published pamphlets

entitled The Mond Moonshine and

Mond's Manacles: the Destruction of

Trade Unionism.' 8 Together with the

Labour MP, James Maxton, he also

published Our Case for Socialist Revival,

which called the Memorandum on

Rationalisation 'a naive document'.'9
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subsequent Trade Union Congress,
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Figure 3.3 - Mond's Manacles known as 'scientific management',

developed by the American manager,

F.W. Taylor and his associates.2°

Rationalisation was also a 'monopoly arrangement between the capitalists [...] to return the

gains of increased production for themselves'. They pointed to the experience of the

American automobile industry, 'the expressionless, joyless faces of the workers, reduced

to the level of machines, [...] this hell of robotry.' They argued that 'the new rationalisers

[...] regard it as a basis of social peace with the capitalist class [...] [to] perpetuate the rule

of capitalism.'

(London, [n. dl, probably 1928).
19 (London, [n. d.], probably 1928).
20 F W. Taylor, The Principles ofScientqjic Management (New York; London, 1911).
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Indeed Mond did lend credence to this view by , writing, in an essay on

unemployment:

Our contented, industrious happy working class lends no ear to the leaders of the
Third International in Moscow. But our desperate, depressed man who has been
knocking on the door asking for a job, whose everything has disappeared - finding
no way out, how can you expect him not to listen to anyone who tells him any
story, however improbable or wicked it may be. [...] The storm of revolution can
be stemmed by the laborious building of the columns of progress.2'

The Mond-Turner talks came to nothing in the short term, but they did point forward.

When Mond died in 1930, the longest tribute published in the ICI in-house magazine was

written by Ernest Bevin.22 Bevin was a leader of the Transport Workers Union and played

an active part in the Mond-Turner talks. He was later to become a member of Churchill's

War Cabinet and Foreign Secretary in the 1945-51 Labour Government, and was one of

the architects of the post-Second World War political consensus that the Mond-Turner

talks prefigured.23

Mond also looked forward in the importance he attached to the application of

science to industrial growth. He wrote:

It is to the scientist, above all other men [ . ..J that we must look for help. The
application of scientific invention and scientific method, of new processes and new
products, constitutes the avenue of escape from our present economic dilemma (p.'
147).

He quoted approvingly a remark made by his father to the Royal Chemical Society in

1889:

We can now foresee, in most cases, in what direction progress in technology will
move, and, in consequence, the inventor is now frequently in advance of the wants
of his time. He may even create new wants - to my mind, a distinct step in the
development of human culture (p.147).

Ludwig Mond had believed that the old proverb, 'Necessity is the Mother of Invention',

was about to be reversed. - This was a very early and clear prophecy of a consumer culture.

Research held the key to the future.

Britain must create new industries and produce new articles which will create their

21 Industry and Politics, p.70.
Ernest Bevin, in ICI Magazine (February, 1931).
Alan Bullock, The Life and Times ofErnest Bevin, 3 vols (London, 1960-83).
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own demand. New industries [...] are the result of successful research (p. 159).

The war had been a severe warning to the British industrialists.

The predominance of the chemist and the scientist, especially in Germany, taught a
lesson that we have not been slow to learn (p.156).

The application of science to industry offered a magnificent future.

We are at the foot of a great ascent, which will take us to higher forms of
civilisation than any even we moderns can predict and define.

But 'the Great War taught us [...} that a relapse into chaos is by no means an impossibility'

(p. 170).

Mond's cultural opponents

Mond was, therefore, a public advocate of the 'American Ideology', and as such the

victim of attack from those who opposed this position. T.S. Eliot, an American by birth,

but to become one of the most powerful advocates of European High Culture, wrote in

1920:

I shall not want Capital in Heaven
For I shall meet Sir Alfred Mond
We two shall lie together, lapt
In a five per cent Exchequer Bond.24

This identified Mond as the representative of the City of London, which he plainly was

not. Yet it was an easy mistake to make. Mond was Jewish and rich and had many

friends in the City. According to Rubinstein:

The Jewish percentage of the wealth elite peaked just before the First World War,
when over a fifth of non-landed millionaires were Jews. [...] Virtually every
Jewish wealth-holder was in a commercial or financial pursuit. Only three Jewish
wealth-holders were industrialists, the great chemical manufacturer Ludwig Mond,
[...] his son, Alfred Mond, and the iron master Sir Bernhard Samuelson.25

A more explicit attack on Mond as the harbinger of a ghastly technological future

came from an Aldous Huxley character, the artist Rampion, a thinly disguised portrait of

24 TS Eliot, from 'A Cooking Egg1, Selected Poems (London, 1962), p.38. The poem was first published in
1920.
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D.H. Lawrence, in the novel, Point Counter Point? 6 Rampion made a drawing showing

two outlines of histoiy, one according to HG. Wells, the other according to himself. The

outline according to HG. Wells showed a series of figures of increasing size, starting with

a very small monkey, through the various stages of Man's evolution:

To come to a contemporary consummation in the figures of Mr. H.G. Wells
himself and Sir Alfred Mond. Nor was the future neglected. Through the radiant
mist of prophecy the forms of Wells and Mond, growing larger and larger at every
repetition, wound away in a triumphant spiral clean off the paper, towards Utopian
infinity (p. 211).

Rampion's own outline started in the same way, but the human figures reached a peak at

the Greeks, a lesser peak in the Florentines, then to become 'dwarfish and niis-shapen'.

Through the mists of the future one could see a diminishing company of little
gargoyles and foetuses with heads too large for their squelchy bodies, the tails of
apes and the faces of our most eminent contemporaries, all biting and scratching
and disembowelling one other with that methodical and systematic energy which
belongs only to the very highly civilised (p. 212).

For Rampion, and therefore almost certainly for D.H. Lawrence, Classical Athens and

Renaissance Florence represented the peak of Man's achievement. The scientific future

was offered by figures who were less than human, and who overstressed the cerebral, at

the expense of the balance between mind, body and spirit.

Further evidence that Mond was an object of attack, even derision, among the

cultural elite comes from F.R. Leavis's pamphlet, Mass Civilisation and Minority

Culture.27 In this Leavis was concerned to establish that civilisation faced a unique threat.

'In support of the belief that the modem phase of human history is unprecedented it is

enough to point to the machine'. He quoted from a study of an American town:

The automobile [...] has, in a few years, radically affected religion, broken up the
family and revolutionised social custom. Change has been so catastrophic that the
generations find it hard to adjust themselves to each other, and parents are helpless
to deal with their children.

The danger Leavis foresaw was of 'Americanisation'. It is here that Mond was invoked,

W.D. Rubinstein, p. 156.
266Jdo Huxley, Point Counter Point (London, 1928). The page numbers in the text refer to the Flamingo
edition (London, 1994).
27 F.R. Leavis, Mass Civilisation and Minority Culture (Cambridge, 1930), PP. 6-7.
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referred to as Lord Melchett 'our "British-speaking" champion'. The pamphlet was written

in 1930 after Mond had changed his name to Melchett on being elevated to the peerage.

This passage is an example of that curiously English sense of humour that is sometimes

called 'donnish'. In Industry and Politics, (p.278), Mond had used the phrase, 'the British-

speaking people'. The joke, of course, is that no English-speaking person would use the

phrase 'British-speaking', a hint that Mond's first language was not English but German.

Leavis immediately followed this reference by a gratuitous misquote from Mond,

included, I think, only because it contained the phrase 'the fi.iture continuance of the

Anglo-Saxon race'. The sniggering hidden insert, of course was that Mond was not a

member of'the Anglo-Saxon race', but Jewish. This sub-text, of Mond as alien, a German

Jew, was a method of reinforcing the argument with prejudice.

Mond may have been a champion of the British against America, but not in a way

that Leavis approved:

For those who are most defiant of America do not propose to reverse the processes
consequent upon the machine. We are to have greater efficiency, better
salesmanship, and more mass-production and standardisation.

According to Leavis, Mond wished to import the American machine civilisation into

England. 'Now, if the worse effects of mass-production and standardisation were

represented by Woolworth's there would be no need to despair'. Leavis's real target was

mass-production and standardisation in culture, as embodied in the 'popular' press and

'popular' novels. He was developing the view that the best defence of 'the best' culture,

minority culture, against the encroaching barbarism was the kind of Eng. Lit. analytic

tradition that he and his colleagues were seeking to establish.28 Mond represented the

threat to the dominant culture. He was a sign for science, technology, big business,

Americanisation, the new mass cultures and the new technocracy.

Mond's status as sign is most evident in Aldous Huxley's anti-technocratic myth

Brave New World. 29 Huxley wrote this novel in 1932, reportedly after a visit to the new

Art historians will recognise this kind of argument art as guardian of culture in a commercial world, as
appearing also in modernist criticism, used for example by Clement Greenberg in 'Avant-Garde and Kitsch',
Partisan Review, 6, 5 (1939), 34-49, reprinted mArt in Theory, ed. by Charles Harrison and Paul Wood
(Oxford, 1992), PP. 530-45.

Aldous Huxley, Brave New World (London, 1932). The page numbers used in the text refer to the
Flamingo edition (London, 1994).
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ICI plant at Billingham. 3° Huxley's Brave New World was a vision of a future world in

stasis, a stasis produced by careful design and by the application of technology. It was a

hierarchical society. People were raised by carefully controlled test-tube fertilization and

artificial wombs to have a level of intelligence to fit precisely into a slot in this stable

society. As children their sleep was permeated by jingles, little, proverbs which they

would then use throughout their life as a means to make unconscious decisions which

would reinforce the stasis. In adulthood they were found productive work, allowed free

sex, entertained by a powerful popular culture ('feelies'), and given an endless supply of a

powerful euphoria-inducing drug. There was a new religion based on a worship of the

writings of Henry Ford (Our Ford). Scientific and technological innovation had been

ended, since it was no longer needed. New labour-saving devices would only create

underemployment, boredom and unrest. Any individuals who somehow survived the

conditioning and showed any independence of spirit were sent into permanent exile in

remote islands. This stable society was ruled over by a Council of World Controllers.

The World Controller for Western Europe was called Mustapha Mond.

Mustapha Mond was portrayed as one of the last surviving cultured men. Only

World Controllers were allowed to read Shakespeare and think dangerous thoughts. He

had been a scientist who had begun to show too much independence.

'I was given the choice: to be sent to an island, where I could have got on with my
pure science, or to be taken on to the Controllers' Council. [...j I chose this and let
the science go.' After a little silence, 'Sometimes', he added, 'I rather regret the
science. Happiness is a hard master - particularly other people's happiness. [...]
Our Ford himself did a great deal to shift the emphasis from truth and beauty to
comfort and happiness. Mass production demanded the shift. Universal happiness
keeps the wheels steadily turning; truth and beauty can't. [...] People still went on
talking about truth and beauty as though they were the sovereign goods. Right up
to the Nine Years' War. That made them change their tune all right. What's the
point of truth or beauty or knowledge when the anthrax bombs are popping all
around you' (pp. 207-08).

Mustapha Mond was an updated technocratic version of Dostoievsky's Grand Inquisitor,

offering not miracle, mystery and authority, but comfort, happiness and stability. 3' His

remedies were a recognisable caricature of those offered by Alfred Mond.

30 David Bradshaw, in the introduction to the Flamingo edition (London,1994) of Brave New World.
31 Fyodor Dostoyevsky, The Brothers Karamazov. The story of the Grand Inquisitor is on pp. 288-311 of the
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I suggest that there were at least three reasons for this antagonism. Firstly, the

British elite, quite correctly, saw America as a dangerous challenger to its long-standing

hegemony. Secondly, the critics of 'American Ideology' largely belonged to the

metropolitan London culture, a culture of the City of London and the landed aristocracy.

This culture continued to distance itself from technological expertise and manufacturing.

Finally, intellectuals and artists were themselves a part of the professional middle class.

As Perkin pointed out, it is in the nature of professionalism to generate rivalry: 	 -

This stemmed from the structural character of professionalism which based itself
on human rather than material capital and on trained intellectual rather than manual
labour. The professional had to assert the high quality and scarcity value of the
service he provided or forgo the status and rewards that went with it. 2

This tendency pertained particularly to the university-based professional:

In order to preserve their separate function and existence, it became necessary for
the university disciplines to emphasise their separation from the professions they
served outside the walls and also, inside the walls, from the other university
disciplines. 33 Segregation has become all the more attractive and necessary in
those fields whose subject matter is most accessible to the laity, that is, in the
humanities and social sciences. [...] In the hands of F.R. Leavis [...] [the study of
English Literature] became [...] the exclusive guardian of 'high culture', the
preserver of 'the great tradition', the defender of humane values from the
'technological-Benthamite' horrors of industrial society, mass production and.
Americanization (p.395).

This intellectual war of words between technology and the humanities became a long-

standing feature of English society. Leavis himself re-emerged in the 1960s in a conflict

with another technocratic intellectual, C.P. Snow, over the notion of'The Two Cultures'.34

The Mond family as patrons of art: Ludwig, Frida and Henrietta Hertz

Alfred Mond, when he became Chairman of ICI, became the leader of Britain's

largest science-based company. But he was himself no scientist. As an article in the

Penguin edition (London, 1982), hans. by David Magarshack.
32 The Rise ofProfessional Society, p.3 90.
33 Art historians will again recognise the arguments for modernism, with each artistic form seeking to
emphasise that which separated it from the others, e.g. painting emphasising flatness. Clement Greenberg,
'Towards a Newer Laocoön', quoted mArt in Theory 1900-1990: AnAnthology of Changing Ideas, ed. by
Charles Harrison and Paul Wood (Oxford, 1992), pp. 554-60.
34 A recent review of Leavis's cultural role is C.E. Pidoux, 'Contesting Cultures - a Contextual Study of F.R
Leavis Between the Wars' (unpublished doctoral thesis, University of Kent at Canterbury, 1997).
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scientific journal Nature put it shortly after his death:

Although scientific in his outlook, a systematic user of knowledge, he knew
nothing of experimental and physical science and cannot have had any real feeling
for the industries with which he was connected.35

Yet as a politician he had the manner of a technocrat, in contrast to many of his more

flamboyant contemporaries:

No more interesting man has trodden the stage of public life during his period. [...}
He was a peculiar being, maybe the forerunner of a new type; the politician with
intelligence, [...] as far from the demagogue as he could possibly be: hence
possibly the antagonism between him and Mr. Lloyd George, let us hope the last
representative of an expiring crude and unscientific civilisation (p. 238).

His technocratic views probably came from his father. It was from his mother, and

from a wider Jewish culture that he absorbed a strong interest in the arts. Frida was from a

middle class Jewish family from Cologne, a second cousin and childhood friend of

Ludwig. Robert, their first child, had been born in England in September 1867, and

Alfred, the second, in October 1868. As a young mother with two small children, living in

England with little English, and a workaholic husband

whom she must have seen rarely, Frida soon felt very

isolated. The Monds invited Henrietta Hertz, Frida's

school friend from Cologne, to live with them as

Frida's companion. Both women were much interested

in the world of high culture, and as the Mond wealth

grew, they entertained artists of all kinds in the Mond

household. For example, Max Bruch was a frequent

visitor when in England working with the Liverpool

Philharmonic. After the family moved to London,

Henrietta Hertz met the German art historian, J.P.

Richter, and introduced him to Ludwig Mond.

Early in the eighties Dr. Mond's attention was drawn to the beauty of Italian art by
Miss Henrietta Hertz. [...] Counselled by Miss Hertz, Dr. Mond determined to

Henry E. Armstrong, 'The Monds and Chemical Industry: A Study in Heredity', Nature, 3198, 127 (14
February 1931), p. 240.
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surround himself with notable examples of the classic paintings by which he was
attracted, and did me the honour of asking me to collect for him.36

For ten years from 1884, Richter wandered around Italy with an open commission from

Ludwig Mond to buy art. No financial limit was stipulated. Richter's oniy instruction was

that anything he bought must be worthy of hanging in a public gallery.

Thus the Mond collection began. Richter produced a three volume catalogue in

1910, after the death of Ludwig Mond, listing eighty-six paintings, illustrating many of

them. A significant part of the collection was

bequeathed to the National Gallery in London, as

the Mond Bequest, after the death of Frida in

1923. This included major works: the Raphael

Crucjlxion, a Pietà (now called Dead Christ

supported by Angels) by Giovanni Bellini and two

paintings of The history of S Zenobius by Botticelli.

These paintings were used to decorate the

walls of the Mond family houses. As the Brunner,

Mond company grew in strength and Mond's

fortune grew, Ludwig Mond owned a series of

grand houses. The company factory had first been

built in the grounds of Winnington Hall in Cheshire.

The Mond family shared the occupation of the Hall with the family of John Brunner,

Ludwig's partner. It was here that Robert and Alfred spent their early years. Later, when

Ludwig's interest in Brunner, Mond waned, the Mond's moved to London, buying a house,

the 'Poplars', in Avenue Road, just north of Regent's Park. It was here that, according to

his biographer, Alfred 'lived through the excitement of seeing the first pictures bought for

his father's collection'. 38 While at Cambridge, Alfred went to Bayreuth to hear Wagner

and bought his first art works, Rembrandt etchings and DUrer engravings (p. 59). The

family's interest in Italian art led Ludwig in 1889 also to buy a house in Rome, the Palazzo

Zuccari, near the top of the Spanish steps. This held part of the collection of paintings and

36 J.P. Richter, The Mond Collection: An Appreciation, 3 vols (London, 1910), I, p. 38.
The story of the Mond Bequest to the National Gallery of London is in Appendix 1.
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Henrietta Hertz's collection of art books. After

Ludwig's death the Palazzo was occupied by

Henrietta and her book collection became the

core of a library and centre for artistic and art

historical study, particularly for German artists

and art historians. It is now the Biblioteka

Hertziana, one of the best art history libraries

in Europe.

Alfred, Robert and Violet

The family now spent part of the year

in Rome allowing the young Robert and

Alfred to explore Italian and Greek art. Alfred

particularly admired Hadrian's villa in Tivoli

(p. 79). It is hardly surprising that both sons

developed an interest in art. Robert was the

academically successftil of the two, studying

science at Cambridge and then working with

his father as an industrial chemist. He too

became an avid collector, building a large

collection of Old Master drawings. 39 Alfred

made his own collection. Having started with

the Rembrandt etchings, while at Edinburgh,

he bought a large copy of Mantegna's The

Triumph of Caesar to decorate his room, and

his first painting, a small Turner landscape (p.

83). A catalogue of his collection had been started, but not completed, when he died.4°

An important influence on Alfred Mond's taste for art was his wife. A young

38 Hector Bolitho, p. 58.
39 Tancred Boremus, Catalogue of the Collection ofDrawings of OldMasters Formed by SirRobertMond
(London, [n.d.], probably late 1930s).
40 Eugeme Strong, Catalogue of Greek and Roman Antiques in the Possession ofLordMelchett (Oxford;
London, 1928).
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English artist called Sigismund Goetze, when visiting Rome for

the first time, called on the Mond family. 4' He and Alfred

quickly became friends, and Sigismund's sister Violet became a

favourite not only of Alfred but also of Ludwig. Violet and

Alfred married in 1892, and set up house in London in

Lowndes Square, in Belgravia. In 1893, their son Henry was

In 1912, after Ludwig's death, they bought a large

country estate near Romsey in Hampshire with its house,

Mel chet Court This came to contain some of Ludwig's

collection of paintings, of Alfred's collection of paintings and

Violet's collection of Italian Renaissance

cassoni and Qualtrocento fireplaces.42

Mond thus became a landowner on the

model of the English aristocracy. It had been a

hard transformation in spite of the wealth. At

his public school, Cheltenham, he had been an

outsider, a small boy with a German accent,

desperate to become English. His biographer

drew:

A pathetic picture of the boy kicking a football alone, hour after hour, so that he
might become competent, so that he might take his place with the English boys
(p.45).

At Cambridge he had avoided high society, mixing with medical students, playing endless

poker, and dressing in such a slovenly way that he was known as 'Beau Mond' (p. 54).

With his marriage to Violet, the inheritance of a portion of his father's wealth and the

purchase of Meichet Court, he at last adopted the forms of the aristocrat, but as 'new

money', like his neighbour at Stanbridge Earls, Charles Greenway.

41 Goetze is most famous for the murals on the main staircase of the Foreign Office in London. There is an
account of the murals and Alfred Mond's involvement in: Caroline Dakers, 'Sigismund Goetze and the
Decoration of the Foreign Office Staircase: "Melodrama, Pathos and High Camp", The Decorative Arts
Society Journal, 21(1997), 54-66. In spite of his name Goetze was very English.
42 Lady Violet Mond, 'Meichet Court', English Life (November 1925), 343-49. Arthur Oswald, 'Melchet
Court, Romsey, Hampshire, seat of Lord Melchet', Country Lft, 68, 1751 (9 August 1930), 176-83.
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Meichet Court had been built in 1863 for

Lord Ashburton, one of the original Baring brothers.

It is set in parkiands created by Capability Brown for

an earlier eighteenth century house. It is a red brick

house with Jacobean-style gabling, designed by

Henry Clutton. 43 Alfred Stevens had designed the

internal decoration.	 Alfred and Violet Mond

modernised the house using the architect Darcy

'	 Braddell. The dining room was extended and
Figure 3.11 - A Carl Mules Boar

decorated in wood panelling, with a marble fireplace

and overmantle containing the Mond family crest and motto, ¶Make Yourself Necessary'."4

A lift was added for bringing food up from the kitchens in the basement. A classical

portico was given to the front entrance, in a stone which looks rather incongruous against

the otherwise brick building. In the 1920s a water garden was built in the rear, with

animal statuary commissioned from the Swedish sculptor, Carl Milles, and fauns by the

British sculptor, Charles Sargeant Jagger. Milles was the leading Swedish sculptor of the

day and was regarded as 'modern'.45 He had a particular
-	 .'(	 ', t ..	 .	 .

•...	 interest in sculpture in a garden setting, creating a

fsculpture garden for his own house	 Jagger we shall

- Ii ..	 \! meet again when we consider the sculpture on Impenal

-r
	 T 

T	 Chemical House.

'fl	 For Violet and Alfred Melchet Court provided an
'' ¼L'

opportunity to extend the hospitality of Lowndes Square.

They could invite senior politicians who might further

Alfred's career. Lloyd George, for example, visited, as did

Winston Churchill.	 They also invited many artists.

Figure 3.12 - Jagger's Fauns 	 Jagger, who became a close friend of Henry Mond, was a

I frequent visitor with his second wife, Pamela. 47 Edwin

Jean Goodman called this 'a large and ugly house', p. 92.
" These were Ludwig's last words to his grandson Hemy on his deathbed. Jean Goodman, p. 142.

Kineton Parkes, Sculpture of Today, 2 vols (London, 1921), II, pp. 2 80-82.
46 George Brochner, 'The Garden of Prof. Carl Mules', Studio (15 July 1924), 3-9.

There is a personal memoir by Pamela Jagger in the Imperial War Museum, First World War Artists=



designed by Darcy Braddell, with an indoor

classical swimming pooi, into which Winston

Churchill was famously pushed fully clothed by

his son Randolph. 5 ' Henry Mond had been

educated at Winchester, where he had been the

victim of merciless anti-Semitic baiting and

bullying.52 To escape, he ran away during the
Figure 3.13 - Woodfalls

First World War and enlisted, although he was

I1i
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Lutyens, in a letter to his wife in 1923, described a weekend at Melchet Court, when the

wife of one of Henry's American friends taught him 'modern' dancing. 48 Another visitor

was the actress Luflah McCarthy, who for a period had been Alfred's mistress, and who

visited with her husband Professor Sir Charles Keble, a botanist who became the director

of ICI's agricultural research station at Jeallott's Hill.49

Henry and Gwen

Alfred's son, Henry, continued the Mond tradition of artistic patronage. When he

married, he had a further house, Woodfalls, built on the Melchet estate. 5° This was

•'

iII''': If
k" '

Figure 3.14 - The Swimming Pool

under 18, a pioy which succeeded because his

father connived in the lie. Henry was seriously

wounded in Flanders. After the War, he lived in

London, mixing with artists and writers. He

published a slim volume of poetry and thought

of himself as an artist. 53 In 1919 he met Gwen

Wilson, a young South African artist studying at

the Slade. She was living with an older man,

the writer Gilbert Cannan, who was himself

Archive, File number 240/6.
48 A letter to his wife dated 1 August 1923, in the RIBA library collection of Lutyens= letters, box
LuE/18/10/1-10.

Jean Goodman, p. 122.
° Arthur Oswald, 'Woodfalls, Melchet Park, Hants.', Count,y Life, 68, 1759 (4 October 1930), 4 12-17.

Jean Goodman, p. 159.
52 Ibid., p. 93.

Henmy Mond, Poems of Dawn and the Night (London, 1919).



Figure 3.15 - Gwen Mond by
Philpot
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married to J.M. Barrie's ex-wife, Mary. Henry moved in

to form a scandalous menczge-à-trois. It is likely that

Cannan did not relish the arrangement. After 1920 his

novels took on a decidedly anti-Semitic flavour. 54 Henry

and Gwen married in January 1920. In 1922 Cannan had

a nervous breakdown and spent the rest of his life in a

private asylum in Richmond supported by the Mond

family. Henry soon realised that he had no future as an

artist. He joined the Board of Brunner, Mond and Co.,

• : and later became a Director of ICI. He also entered

Parliament first as Liberal ff for the Isle of Ely, and

later, on moving to the Conservatives with his father, he

became MP for Liverpool Toxteth.55

• Gwen became another female artistic influence

in the Mond family, following Frida, Henrietta Hertz

and Violet Goetze. She was a close friend of Augustus

John, and also of Glyn Philpot 56 Philpot was a highly

successful painter with a conventional but highly crafted

_____	 technique who gained many lucrative portrtht

Figure 3.16 - Philpot's Later 	 commissions. He was a Royal Academician and
Portrait of Gwen	 .

contnbuted to a new mural cycle in Westminster Palace.

In the late 1 920s, under the influence of young friends like Oliver Messel, he adopted a

more overtly gay life-style and radically changed his painting technique and style. His

portrait commissions dried up for a period and he went through a difficult time, helped by

a few loyal supporters like Gwen Mond. He painted two portraits of her, one just before

and the other after his style change.

In the late 1920s Henry bought a new town house, Mulberry House, in Smith

Square, close to both Parliament and the new ICI headquarters. Edwin Lutyens had built

the house in 1912 for Reginald McKenna, when the latter was Home Secretary. Henry

54 For example, Gilbert Cannan, Sembal (London, 1922).
Jean Goodman, p. 124 and 144.

56 J.G.P. Delaney, Glyn Phi/pot: His Life andArt (Aldershot, 1999).
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and Gwen commissioned a newly designed dining

room by Darcy Braddell, and a drawing room

decorated with an over-mantle frieze by Jagger and

,	 wall paintings by Philpot The frieze was entitled
f	

Scandal, and depicted a naked but obviously modem

. 
j )Qf couple, with gossiping heads in the background This

may have been a defiant reference to their own past

The Philpot paintings were an erotic depiction of Leda

and the Swan, and a painting of Oedipus and the
• f I

I Sphinx, both on aluminium foil.57
Figure 3.17 - The Mulberry

House Frieze 'Scandal' by Jagger

-:	 Conclusion

+	

+	 Alfred Mond, first Chairman of ICI,

4 .	 4	
'+3 ,
	 was a transitional figure in the change from

r	 +	
the old-style Victonan owner-manager

industrialist to the new professional
+p managerial technocrat 	 His life style

remained that of the old plutocratic
.. ...•..... .

_____-	 industrialist, as landowner, art collector and
Figure 3.18 - The Mulberry House Paintings 	 patron. But in the late 1920s he became a

by Philpot

leading spokesman for the technocratic

viewpoint: the rationalisation of industry, the use of rational methods and consensus to

solve the problems of class conflict, and the ideology of progress through science. As

such he was attacked by English intellectuals as a promoter of the Americanisation of

Britain, and by the political Left as a seducer of trade union leaders away from their

historic role as the vanguard of proletarian revolution.

Mond's father, Ludwig, had amassed a large collection of Renaissance paintings

which hung in the Mond's London house. Mond's mother, Frida, was the friend of artists

and musicians, and her companion, Henrietta Hertz, was a keen student of art history and

founder of an important library of art history. The family had a house in Rome from

' They were destroyed in a bombing raid in the Second World War.
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which Alfred explored his interest in Renaissance and Classical art and architecture. He

became a collector of art works himself as did his brother, Robert. His wife, Violet, was

the sister of the artist, Sigismund Goetze, and was herself a collector. As Commissioner

for Works, Alfred had particular responsibility as keeper of all the state's buildings,

including its palaces, and for its war memorials. Mond's son, Henry, who at one time

considered a career as a writer, was also a director of ICI. His wife, Gwen, had trained as

an artist at the Slade, and was a lifelong friend of leading artists like Augustus John and

Glyn Philpot. Henry and Gwen became noted patrons of contemporary art. The family

artistic background made Alfred and Henry Mond natural leaders in ICI's early patronage

of art and architecture.
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CHAPTER 4

AN 11DUSTRY FOR A NEW AGE

The gulf separating Lutyens from his imitators can be measured by a comparison
of his Midland Bank with the huge blocks by ICI in Westminster. (H.S. Goodhart-
Rendel).1

Cutting down to the Embankment, we walked for a time beside the moonlit,
sparkling river, towards Vauxhall Bridge, and along Millbank, past the Donners-
Brebner Building dominating the far shore like a vast penitentiary. (Anthony
Powell).2

In November 1926, Sir Edwin Lutyens received the London Medal of the RIBA

for his design of Britannic House for the Anglo-Persian Oil Company. In November 1926

also, Sir Frank Baines started work on a design for a headquarters office for Imperial

Chemical Industries (ICI), and for its Chairman, Sir Alfred Mond. The age of the large-

scale industrial corporation in Britain was beginning. Whereas the Anglo-Persian had

grown large from a single company, ICI resulted from the merger of four very different

chemical companies, to embrace almost the whole of the British chemical industry.

Chemistry was the leading science of the time, developing new substances and new

materials, explosives, plastics, fertilizers, paints, and dyes, which were to change the

character of everyday life. Sir Alfred Mond wrote, 'The chemist today is fhe great

adventurer, the true world

pioneer.'3 ICI was an industry

•ii1
	 for a new age.

1
	

Imperial Chemical House
I	 Sir	 Alfred's

headquarters was another

Figure 4.1 - The Main Façade
	 Renaissance palace. Its main

'English Architecture since the Regency (London, 1953), p. 234.
2 Casanova's Chinese Restaurant (London, 1960). This is the fifTh novel in the sequence, A Dance to the
Music of Time, 4 vols., which is set in the 1930s. The quotation is from II, p. 365 of the Mandarin edition
(London, 1997). This seems to me undoubtedly a reference to Imperial Chemical House, in spite of 'the far
shore'. Apart from the description, there is a euphonious connection between Donners-Brebner and Brunner,
Mond.
3 lndustry and Politics (London, 1928), p. 168.
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Figure 4.2 - Above the Main
Entrance

106

façade was in Millbank, Westminster, looking out across the Thames to the medieval

Lambeth Palace, home of the Archbishop of Canterbury. Imperial Chemical House like

Britannic House was of steel frame with stone cladding. Up to the 80-foot high cornice

were five floors, with a row of twenty-three tall rectangular windows, each subdivided

into squares. The ground floor was faced with grey polished granite from Creetown

Quarries near Aberdeen, while the first to fourth floors were faced with Portland stone.4

At each end a pair of wide flattened Doric pilasters framed the façade up to the cornice.

From the Street this flat façade, with its even regiment of windows, contrasted starkly with

the curving hollows of the Britannic House façade. In the centre of the main façade, on

the ground floor, but rising into the first floor was the grand entrance. There was a pair of

tall metal doors, with sculpted panels in a silvered bronze. The surround of the doors was

highly decorated in carved granite. At each end of the façade were smaller entrance doors,

each also with decorated surrounds. The second floor windows each had small keystones

decorated with flowers representing the countries of the British Empire. On the third

floor, every third window, including the window above the main entrance, was taller, an

aedicule with a rounded arch. Each rounded arch had a larger keystone containing a

portrait bust, mainly but not entirely of notable

scientists whose faces looked down onto the street

below. 5 Below each such window was a block of

stone on which was carved the name belonging to the

portrait. Looking down onto the main entrance was

the face of Sir Alfred Mond.

Above the cornice, there were further floors,

but set back as required by the current LCC building

regulations. Here above the flat façade was a classical

temple. There was a short pillared balustrade along

the length of the façade, giving the appearance of a

long balcony. Behind this were the more densely

4 The Portland stone was Whitbed from the Easton quarly. These and other details are from an unpublished
account by C.W. James in the ICI archive. Bath stone was used at the north end of the main façade
adjoining Cromwell House.

The portrait busts are discussed in more detail in the next chapter.



was the main rectangular

block with a central

bridging section, around

two light wells lined with

glazed tiles, almost in the

form of a figure of eight.

Along the façade were

two rows of offices

separated by a corridor,

while at the back there

was a single row of
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packed windows of the sixth floor. Above this was an

Ionic colonnade running along the whole of the façade.

At the centre, above the main entrance, between four

three-quarter columns were three tall rectangular

windows, above which was a clock and a tall flagpole on

a decorated base. This feature was repeated at the end of

the façade, although with just a single window and no

clock or flagpole. For the rest of the façade, the columns

stood freely, in two rows of thirteen columns. Set back

behind these were the tall windows of the directors'

offices, with a real balcony fenced in with a metal railing.

Above the colonnade was a plain frieze, and a further

cornice, above which were the windows of another floor.

Above this was a plain pitched roof, similar to that of

Britannic House. The whole of this section above the lower cornice, including the roof,

was faced with Portland stone. Using Portland stone on the roof was a quite unusual if not

unique feature. From a distance, over the river from Lambeth palace, for example, the

colonnade and the stone roof were the dominant features. But from near to, from the

street, and in spite of the decorative elements and the polished stone of the ground floor,

the straight lines of the lower façade produced an effect which was severe.

Behind the façade
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Figure 4.4 — Plan of the Building
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offices, looking out into the wells and a corridor. In the bridging section were the lifts and

the main staircase, leading up from the main hail on the ground floor. On the south, left as

judged looking at the main façade from outside, the building turned through forty-five

degrees to form the so-called splay section. This faced the entrance to Lambeth Bridge, at

that time a light suspension bridge, but for which there were already plans to rebuild for

heavier traffic with a roundabout at each end. The building then turned again, through just

over forty-five degrees, down Horseferry Road. The façade of these sections matched the

main façade, with aedicule windows, double cornice and colonnade. The splay section

contained a further entrance and staircase, a single row of offices, and a corridor. The

Horseferry Road section had a double row of offices and central corridor, and abutted onto

the offices of the Westminster Electric Supply Corporation. The entrance on the south of

the main façade led only into a section of the ground floor let to Barclay's Bank. The

entrance on the north of the main façade had a further staircase behind it, the directors'

staircase, and a series of conference rooms above it. Here the building abutted Cromwell

House, which also faced into Millbank. In the eighth floor under the roof, was a giant

refectory, stretching almost the entire length of the façade (apart from a small separate

directors' dining room at the north end). At the rear, beyond the light wells were the

kitchens. Behind the north of the building was a further rectangular wing, the west wing,

which had a single ring of offices surrounded by an external corridor. This had its own

entrance with decorated doorway into Smith Square at the rear, with an entrance hail and

staircase. There was also a trade's entrance from a private service road at the rear from

Dean Bradley Street. This wing abutted Transport House, home of the General Workers

Union and the Labour Party, to the south, and

Kings Buildings, previously the commercial

offices of Brnnner, Mond and Co., one of the

component companies of ICI.

For its day it was a vast building. It is

worth quoting the Architects' Journal for the

week of the opening of the building:

There are 700 rooms. The internal partition
walls have an area of 7 acres, and the
aggregate length of the corridors giving access
to the rooms is nearly two and a half miles.
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The interior rooms open on to three courts, the walls of which are covered with
glazed tile work. Almost all of the 1,370 windows are glazed with Vita glass. The
height from the basement floor to the ridge roof is over 145 ft., while the top of the
flag pole (which incidentally is built up of silver spruce strips, and is the first of its
kind to be erected in London) is over 187 ft. The weight of structural steel is 6,550
tons; the number of bricks, 5,000,000; the area of rubber flooring, 60,000 ft. super;
and the number of post office and intercommunication telephones, 2,000.

This mere record of the equipment of the building is reminiscent of the
hero of Bernard Shaw's 'Arms and the Man' who stated his capital in a number of
knives, forks, and sheets. There are in Lord Melchett's new building 240 lavatory
basins, four shower-baths, sixty-three drinking fountains, 540 electric clocks,
fourteen lifts, two artesian wells, forty-eight fire appliances, three boilers, 180
vacuum cleaning points, two squash rackets courts, a badminton court, a refectory
where 1,500 lunches per hour can be served, 55,000 cu. ft. of Portland stone, and
over 70 miles of cable.6

The basement also had strong rooms for storage, a cricket net, a golf practice area and a 25

yard rifle range. There was a car park

under the west wing.7

In the prestigious parts of the

building the internal decoration on the

whole matched the external classicism. A

visitor entering via the grand entrance

would find a hail lined with white marble

and with a colonnade of white Tuscan

columns in Subiaco marble with Purbeck

stone bases. But the hall had a rubber floor

patterned with stark and angular geometric

shapes and square tiling of a rather modern

character. Also of a modern flavour, the

lift doors and the stairway banisters were in

silveroid, a nickel alloy made by the Mond

Nickel Co. However, the ceilings were

classical with moulded cornices, and the

6 Architects'Journal, 69(20 February 1929), 307-14, (310).
The details of the basement are taken from the unpublished account by C.W. James.
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. walls were carved with floral motifs

representing the countries of the British

.	 Isles and the British Empire.	 In the
7&. Y!	 .:

ordinary offices there were plain walls and

linoleum floors, making it difficult for any

________________________________ L visitor to identify precisely where they

Figure 4.8 - Lime-Wood Carving 	 were, but all the conference rooms and the

directors' floor were full of wood panelling

and carved wood decoration. Some of the directors' offices,

like that of Sir Alfred Mond, were in a plush Edwardian style,

with mahogany and walnut wall panelling, thick patterned

carpets and curtains, and heavily moulded ceilings. There

was also much lime-wood carving in the manner of Grinling

Gibbons. Mond had a desk lamp, specially designed by Frank

Baines, which had a base of cast bronze decorated with

plaques of the rose, the thistle, the daffodil and the shamrock,

and a spherical glass bowl decorated to represent the world

with the countries of the British Empire marked in red. Other

directors, like Henry Mond, had offices decorated in a Regency

style. Throughout, the directors had antique furniture, both

genuine and reproduction. 8 Christopher Hussey wrote, in his

review of the building in Country Life:

Though some may regret that the great opportunity presented
for more original decorative and furnishing schemes was not
made use of, it must be remembered that the whole building is
essentially Renaissance in character, so that the austere style of
modern art would scarcely be in keeping with it.9

The reception of the building

An mventoiy of the original furnishings, with purchase prices, exists in the C.W. James account and is
included as Appendix 2. Sir Alfred Mond's furniture cost £1747 in 1929, around £50,000 at current values.

'Imperial Chemical House', Country	 65, 1675 (23 February 1929), 260-67, (266).
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Imperial Chemical House thus had much in common with Britannic House. It was

also Renaissance in feel, although much more classical than Baroque, and without the

pretence of being only four storeys. Both buildings had a balcony and a raised colonnade.

In both the decorative theme of the directors' suite was that of the gentleman's country

house. Apart from the view over the Thames, Alfred Mond's office might have been at

home in Meichet Court. Pevsner wrote that the building belonged 'still to the imperial

neo-classical tradition of Edwardian England, to Lutyens and Baker.' Given Pevsner's

view of Lutyens and Baker, this was not praise. Indeed he went on:

For the river front [...] [the building is] [...] fatal, as is shown by comprison with
the pleasantly varied and dramatic outline of the Houses of Parliament. °

Even a possibly more sympathetic observer, Goodhart-Rendel wrote:

The gulf separating Lutyens from his imitators can be measured by a comparison
of his Midland Bank with the huge blocks by ICI in Westminster."

Charles Reilly wrote:

The vast Imperial Industries building on the riverside at Milibank, by Sir Frank
Baines, bears a family resemblance to the work of Sir Edwin Lutyens. [...] Near at
hand one finds the Ionic order with volutes at forty-five degrees repeated all along
the top of the building rather tiresome, a feature for which the happy idea of using
the heads of the Mond family as carved keystones does not entirely compensate.'2

Whether Baines was indeed imitating Lutyens is open to doubt, as I shall discuss later.

Whatever doubts there may have been aesthetically, all were in wonder at the

speed with which such a vast building had been executed. Christopher Hussey wrote:

This latest addition to the great business 'houses' of London, which is to be opened
on February 22', represents an extraordinary achievement. Not only was it
designed, built and taken over for use in the incredibly short space of two years,
less than one third of the normal time required for a building of such magnitude,
but five floors were finished and actually occupied in sixteen months.'3

'° The Buildings ofEngland: London, Volume I, The Cities ofLondon and Westminster, 3rd edition, rev, by
Bridget Cherry (London, 1973), p. 598. Pevsner was referring to the effect, not just of Imperial Chemical
House, but also of its near twin, Thames House, also by Baines, on the other side of Horseferry Road.
"English Architecture since the Regency (London, 1953), p.234. He was also referring to both Imperial
Chemical House and Thames House.
12 'Landmarks of the Year: A Retrospect of 1928', The Architects' Journal, 69 (9 January 1929), 47-55 (52).
The reference to the Mond family was either mischievous or absent-minded. As we shall see in the next
chapter the heads were mainly those of famous scientists, although both Alfred and Ludwig Mond and Han)'
McGowan were included.
' 3 'Jinperial Chemical House', country Life.
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The Architects' Journal wrote:

Such remarkable rapidity of construction, which proves that Britain can in case of
need build quite as fast as America, was only accomplished by organization and
hard work on the part of all concerned.'4

Figure 4.11 - Sir Frank Baines's Gannt Chart

Note the citing of building

practice in America as a

yardstick for efficiency and

speed. The article also revealed

that there were 'weekly

conferences, at which progress

was systematically reviewed by

Sir Frank Baines'. Building

published a copy of a Gannt

chart, signed by Baines and dated

21 June 1927, six months into

the project.' 5	It detailed

responsibilities	 for	 each

contractor week by week up to the end and compared planned outcomes with actuals.

Baines was using the latest project management technology.' 6 He may have borrowed

from Lutyens in architectural style, but not at all in project management style. The

contrast with Lutyens's approach to Britannic House is stark. There, John Lloyd, the

client, was left to run project meetings, a role for which, as an accountant, he would have

had no training, meetings at which Lutyens was represented by his office manager, and at

which hand waving and empty promises were the order of the day. Britannic House, you

will remember, was very late and over budget. Baines, on the other hand, took a clear

' The Architects'Journal, 69 (20 February 1929), 307-14, (307). This article and that by Christopher
Hussey would have almost certainly been based on a press briefing from ICI associated with the ceremonial
opening of the building and might need to be treated with a certain reserve.

Building. A special supplement dated March 1929. (iuillen has suggested that Gannt charts were first
used by modernist architects. This is clearly not so. Mauro F. Guillen 'Scientific Management's Lost
Aesthetic: Architecture, Organization and the Taylorized Beauty of the Mechanical', Administrative Science
Quarterly, 42, 4 (1997), 682-715.
16 Gannt, who invented the chart, was a colleague of F.W. Taylor.
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responsibility for delivering to time and cost.

The formation of ICI

The need for speed was dictated by Sir Alfred Mond and was determined by his

perception of the need to bring together the senior managers of the disparate companies of

the merger under one roof.' 7 There were indeed wide differences in the cultures of the

four constituent companies. Sir Alfred's own company, Brunner, Mond and Co., had a

strong technical tradition, inherited from his father Ludwig. It had been founded on

Ludwig's work developing and perfecting the Solvay process for manufacturing alkali

from common salt. This had superseded and undercut the older Leblanc process and

established an effective monopoly in alkali production in Britain. Brunner, Mond and Co.

had also done well out of the War, mobilising its technical resources to the needs of the

Ministry of Munitions. Since the War it had become a major recruiter of young scientists,

mainly from the new Chemistry faculty at Oxford, but also from Cambridge. Its main

factory was at Winnington in Cheshire, where a new laboratory had recently been built.

The factory surrounded an eighteenth century country house, Winnington Hall, and the

Hall had been converted into a kind of officers' mess or University Combination Room,

where senior managers and young scientists, mostly ex-public school, rubbed shoulders in.

an atmosphere of upper-middle-class bonhomie.'8

The other main partner in ICI was Nobel Industries.' 9 Alfred Nobel had created a

European-wide consortium of industries to exploit his two main patents. The first,

dynamite, a stabilised form of TNT, was an explosive used by industry, in mining, and in

road and railway construction. The second, ballistite, or cordite, as it was known in

Britain, was a low temperature explosive used militarily for the launching of projectiles.

Cordite made possible the giant artillery piece and the rapid-fire machine gun, the

technologies which facilitated the trench warfare stalemate of the Great War. The War

made the divorce of the consortium necessary, resulting in the formation of separate

national companies. Nobel Industries was the British company, based in Scotland. Under

7 Box ICHO/CFD/0072, in the IC! archive. In a letter to Hany McGowan, H.J. Mitchell, secretary of ICI,
wrote, 'the need for speed [of construction of the building] is to allow the amalgamation of the companies to
Froceed swiftly'.
8 W.J. Reader, Imperial Chemical Industries: A History, 2 vols. (Oxford, 1970-76), II, p. 71.

' 9 Thid., I, pp. 379-450.
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the chairmanship of Harry McGowan, a Glaswegian who had, risen from the ranks of the

junior clerks, Nobel made a major contribution to Britain's war effort, and a good deal of

money. After the War, Nobel, cash-rich but with little market for its military products,

became almost a kind of merchant bank, buying and holding shares in many other

companies. It came to own a large share of General Motors, and a large stake in the

American chemical company, Du Pont, which also owned most of the rest of General

Motors. Nobel's close relations with Du Pont led it to send a team of senior managers over

to the US to study Du Pont's newly formed management system, and to import many of

the ideas that they found, ideas which then entered ICI. Nobel then were weaker

technically than Brunner Mond, but stronger financially, and had a Scottish engineering

heritage, altogether a different culture. Many of Nobel's senior managers were, according

to Reader, from Scottish day schools like the Glasgow Academy, or were: 'Ex-officers [...]

continuing to use their Army rank [...] a world in which John Buchan's heroes [would be]

at home.'2°

The third partner in ICI was the British Dyestuffs Corporation. This was a

Government owned company, set up, rather on the model of the Anglo-Persian, at the end

of the War with the aim of creating an effective British organic chemistry industry to

reduce, if not to eliminate, British dependence on the dominant German industry. It was.

created from a few under-resourced and technically-weak companies, which had been

brought together during the War by the Ministry of Munitions. The head of many of that

Ministry's committees, Lord Moulton, chaired the company and both Harry McGowan and

Reginald McKenna of the Midland Bank were on the board. But the company struggled.

The British textile industry, Free Traders all, continued to prefer the German products.

The formation of ICI and the inclusion of British Dyestuffs in it got the Government off an

embarrassing hook and created an opportunity for major investment in organic chemistry.

The Corporation had been building up a technical base by recruiting chemists from

Manchester and other of the new northern English Universities, yet another disparate

culture. According to Reader, they were men 'with no assured background of affluence,

less social grace, [...} more puritanical [...] greater formality of dress and manners'.2'

Reader reports that a Winnington man, who after a visit to the DyestufTs laboratory in

20 W.J. Reader, II, p. 71.
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1926, recorded,

Here [...] were such solecisms as butterfly collars and high tea in the canteen. Men
who had known each other for thirty years would say, May I trouble you for the
salt, Dr Brown?'22

The fourth partner was the United Alkali Company (UAC), the remnants of the Leblanc

alkali industry, surviving by selling small quantities of lucrative by-products like chlorine

gas. It was a reluctant partner, but its shareholders eventually bowed to the inevitable.

None of the UAC managers featured on the ICI Board, and its culture was quietly

forgotten.

The building was therefore to act as a focus for merging these three very different

cultures, the upper-middle-class Southern English culture of Brunner, Mond, and Co., the

Scottish engineering and commercial culture of Nobel, and the puritan Northern English

cukure of British Dyestuffs. The two leading figures were also very different: Alfred

Mond, from a prosperous German Jewish and cosmopolitan background, educated at an

English public school and Cambridge; Harry McGowan, from a lower-middle-class

Glaswegian background, but with all the confidence of the self-made. The trigger for the

merger that formed ICI was the emergence in November 1925 of a single company, IG

Farben, which included the whole of the German chemical industry. 23 With a capital of

£54million it was larger even than the American giants, Allied Chemicals and Du Pont.

There was instant alarm. Harry McGowan's response was a plan to form a 'British IG',

otherwise 'in ten years time Great Britain would be a second-class power in heavy

chemicals.'24 Mond had different views. He wanted to ally his company with technical

excellence, to form a giant alliance with IG Farben and Allied Chemicals, a truly global

company. In September 1926 he sailed to New York to seek the agreement of the

Chairman of Allied Chemicals. His overtures were rejected. The concept was probably

too ambitious and premature. Harry McGowan, when he heard that Mond had gone to

New York, set off in pursuit. A marriage was made on the rebound.

Mond and McGowan, with their negotiating teams, returned from New York

together on the Aquitania, arriving at Southampton on 12 October 1926. By the time they

21 Ibid., p. 71.
TIbid., p. 71.

WJ. Reader, I, p. 451.
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arrived they had created a detailed agreement setting out the structure of the new

company, with Mond as Chairman and McGowan as President and Deputy Chairman.

They issued a joint statement:

The Company has, of deliberate purpose, been given the title of Imperial Chemical
Industries Limited. The British Empire is the greatest single economic unit in the
world, one in which every patriotic member of the great British Commonwealth
has a personal interest. By linking the title of the new Company to that unit, it is
intended to lay emphasis upon the fact that the promotion of Imperial trading
interests will command the special consideration and thought of those responsible
for directing this new Company. [...] It will be the avowed intention of the
Company without limiting its activities in foreign and overseas markets, specially
to extend the development and importance of the Chemical Industry throughout the
Empire.25

The building's classical Renaissance style, the style of association with Ancient Rome,

was, along with the company name, also a statement of imperial intentions.

But the imperial intentions were rather different from those of Britain's heyday in

the latter half of the nineteenth century. Then Britain was the richest industrial nation with

an expanding empire and a fervent believer in Free Trade. The War had been a watershed

in a number of ways. With the acquisition of German colonies, particularly in Africa, the

British Empire was territorially larger than it had ever been. But the Empire was

becoming a much looser unit. The older European-dominated countries, Australia,

Canada, South Africa, were now independent nations, and having made a large

independent contribution to the war effOrt, were increasingly feeling separate from Britain.

Independence for India was beginning to be seen as inevitable. Also, Britain was no longer

the richest nation in the world. Even before Britain's loss of wealth in the War, the USA

had already overtaken Britain in wealth and influence. The growth of the American

business corporation was an important part of its economic success. The ICI statement to

shareholders should be seen in the context of the new movement not for international Free

Trade, but for Empire Free Trade, an essentially defensive notion, whereby tariff barriers

would be placed around .the British Empire. Mond became a leading member of the

Empire Free Trade movement, alongside Beaverbrook and Leo Amery. He wrote:

From the British point of view of far greater moment is the conception of the

24 Ibid., p. 453.
25 1n a statement to the shareholders, dated 15 December 1926. W.J. Reader, I, p. 464.
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British Empire as an economic unit. Its resources are almost infinite. Its
population is gigantic and its potential consumption capacity is unexplored.26

This view of the British Empire was of a region within which ICI and other British

companies like it could operate without undue competition. In a sense the statement to

shareholders was an opening statement in the negotiation of cartel arrangements which

were to follow between ICI, Allied Chemicals, Du Pont and IG Farben. It was saying:

'Whatever else might be agreed, the British Empire is ours.' The globe on Mond's desk

defined not so much the British Empire as ICI's marketing territory. The statement is one

of foreign policy for the company vis-à-vis its corporate competitors. Not that the

company was in any way declaring independence from the British state: quite the reverse.

it needed the British state to help to defend its position and, most importantly, by setting

up a tariff arrangement with the independent Empire nations, to enhance its negotiating

stance. Anglo-Persian, which had a majority Government shareholding, placed its

headquarters in the City of London, away from the seat of Government and near the

capital market in order to diminish the influence of the state. ICI on the other hand,

although an independent company, chose to place its headquarters next to the Palace of

Westminster. Mond and McGowan were emphasising their identification with the British

state and the British Empire.	 -

The identification went further than in the location. It was also, I would argue, in

the design. Anglo-Persian,

again to emphasise their

separateness from the British

Government,	 chose as

architect	 for	 their

-	 headquarters,	 Edwin
c	 4

Lutyens, the doyen of

private British architects,

.----.--.-• (albeit with the Imperial
Figure 4.12 - Adams and Holden's Design for the Board of 	 New Delhi connection), and

Trade Competition
gave him his head. The

26 Jndust,, and Politics, p. 244.
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result was palatial free-enterprise Edwardian Baroque. ICI, on the other hand, selected Sir

Frank Baines, a man who had no experience as a private architect, but was at the time the

Government's own Director of Works, the head of its architecture department. It is my

view that the evidence of the design is that Baines used the most recent Government

design guidelines, which had been drawn up for the competition Lor the new Board of

Trade building in 1913.27 These had been set up to lead architects away from Edwardian

Baroque to a more sober, statelier, classical Imperial style suitable for Gov&nment

buildings. Baines was likely to have been involved in the drawing up of those guidelines.

The design that came second in that competition, that by Percy Adams and Charles

Holden, bears a close resemblance in its façade and in its plan, to Baines's design for

Imperial Chemical House.28

There were other reasons for ICI's close identification with the state. I have

already mentioned Brunner, Mond's and Nobel's contribution during the War. Since the

War Brunner, Mond's biggest achievement had been the importation from Germany of the

Haber-Bosch process for manufacturing nitrate from atmospheric nitrogen, via ammonia.

This had been achieved by a combination of daring industrial espionage, in connivance

with the Ministry of Munitions, and technical ingenuity. 29 A pilot plant had been set up at

Billingham on Teesside, to develop the Haber-Bosch technology. Nitrate was a

strategically vital chemical, being the basic constituent of many high explosives. Britain

controlled the main natural supply of nitrate, the Chilean deposits (saltpetre), and these

had been used extensively during the War. But the shipping of nitrate from Chile was

vulnerable to U-boat attack. The Germans had used nitrate made from the Haber-Bosch

process. This process had been perfected in 1914, just in time. According to Reader:

When A.W. Tangye, director of Brunner, Mond, got into the Manager's office at
Oppau after the war he found [...] a framed letter from the Kaiser, dated May 1914,

27 Building News, 105, 3060 (29 August 1913), 311. The competition and its guidelines were discussed by
M.H. Port, Imperial London: Civil Government Building in London 1850-1915 (New Haven and London,
1995), p.25 1.

Building News, 108, 3136 (12 February 1915), 177-80, illustrated both the Adams and Holden design and
the winning design by E. Vincent Harris. They were also illustrated in Port, p. 195, but unfortunately there
the labelling for the illustrations were reversed.
29 Major Freeth of Brunner, Mond had suggested in 1918, to Lord Moulton, a retired Lord Justice of Appeal
who headed the most important Ministry of Munitions committees, 'Sir, in three weeks time the British
Army will be on the Rhine. Let's send a chemical commission and pinch eveiything they've got.' To which
Moulton replied, My dear Freeth, you must not propose a burglary to a Lord of Appeal'. A description of
the 'burglary' is given by W. J. Reader, I, pp. 347-54.
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an effusive letter of thanks for the successful production of this one missing
military necessity for German expansion.

Reader went on: 'It has even been suggested that without synthetic ammonia they [the

German high command] might have had to give in, for lack of explosives, in 1916.'° The

production of nitrate at Billingham was to be a key strategic resource for future wars.

Many, including Sir Alfred, also saw the potential for the use of the high pressure

technology that the Haber-Bosch process demanded as a means to make oil from coal,

which if achieved would also be of considerable strategic importance, by making Britain

independent of overseas supplies of oil.

The	 British
'2

Chemical Industry was

I	 seen therefore as strategic
-

to the defence o1 Britain
- -	 -	 and the British Empire

_________ 9	 The state needed ICI. But

also ICI needed the

respectability	 of	 state

patronage.	 From about

Figure 4.13 - Low's Cartoon Attacking the Arms Trade	 1915 until the Second

World	 War,	 private

companies which were

seen as benefiting from war, were frequently under attack for 'profiteering' and for being

'Merchants of Death'. 31 There is a famous Low cartoon, showing a group of archetypal

capitalists, waistcoated and cigar smoking, revelling in the most recent failure of the

League of Nations in a peace initiative. On the waistcoat of one is inscribed 'Imperial

Poison Gas Industries'. 32 In 1925 the Daily Herald ran a series of front page articles

'exposing' the background to the development of Billingham and accusing Brunner, Mond

30 Ibid., I, p. 349-50.
31 The extent of those profits has recently been reviewed, somewhat inconclusively, by A.J. Arnold, "In the
Service of the State?": Profitability in the British Armaments Industiy, 1914-24', J. European Economic
History, 27 (1998), 285-3 14.
32 Reproduced in W.J. Reader, II.
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of getting the 'German secrets' from the British Government on the cheap.33

The selection of Frank Baines and work begins

If respectability by association with the state was one of the reasons for the use of

Sir Frank Baines, the Director in the Government's Department of Works, as architect for

the headquarters building, this soon, as we shall see, backfired. Not that Baines was the

first to be contacted. From the ICI archive it appears that Brunner, Mond were already

considering building on a part of the site at the junction of Millbank and Horseferry

Road.34	The company secretary, J.H.
-

Wadsworth, received a letter from the

architect, L.H. Bucknell, proposing a tower

block on the corner of the site, on 15

September, while Alfred Mond was still in

New York, before the formation of ICI

became inevitable. Bucknell had already done

most of the architectural work at Billingham

for Brunner, Mond.35 On 22 October, a few

days after Mond's and McGowan's return and

the agreement to form ICI, Wadsworth informed Bucknell that the whole of the site would

be used. Bucknell provided sketches for a possible design, which are unfortunately not in

the archive. He was very excited by the prospect. He wrote: 'It is going to be a wonderful

job to carry out.' However, by 11 November, Wadsworth was also corresponding with

Frank Baines:

Dear Sir, at the request of Mr. Henry Mond we enclose rough plans of a suggested
building on the vacant Millbank site.36

On 19 November, Wadsworth had a meeting with Bucknell which he meticulously

minuted and at which he warned Bucknell that his chances were 'not very rosy'. He said

Daily Herald, 8 April 1925. The headline was 'Mystery of Monds'. The story was continued on 11 April.
ICI archive box ICHO/CFD/0067(i) contains the early correspondence with Bucknell and Baines.

u 'New Offices at Billingham',Architectural Review, 65 (Febmary 1929), 80-85.
36 In an article in the ICI in-house magazine aller opening of the building, Baines ascribed to Henry Mond
the idea of putting the directors' floor on the sixth floor 'above the noise and disturbance of the streets' and
hence leading to 'the great colonnade'. Sir Frank Baines, 'Our New Central Offices - Part if, ICI Magazine
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that in the bigger company more people were involved and that he had heard that 'these

insist on a man who is used to putting up buildings in London'. Bucknell was told that his

name had gone forward and that his Billingham work was appreciated. He would be paid

for any preliminary work. However, Wadsworth said: 'Even Sir Alfred Mond's suggested

names were not accepted'. Following the meeting Wadsworth telephoned Baines. A week

later a letter was sent to Bucknell saying that he had not been selected for the job.

Wadsworth had clearly been trying to let him down lightly.

It seems highly likely that Baines was, in fact, Mond's choice. When Mond

became First Commissioner for Works under Lloyd George, he found that there was no

Chief Architect in the Department. At the time of the retirement of the previous Chief

Architect, Sir Henry Tanner, there had been an inquiry which had concluded that there

was no obvious successor.37 Three architects were given equal status with different

responsibilities. Baines, one of the three, was put in charge of 'Ancient Monuments,

Public Buildings, Palaces, the Houses of Parliament, the Revenue Building and

miscellaneous legal buildings'. 38 During the War, Baines was heavily engaged in work for

the Ministry of Munitions and there is evidence that Mond took a close personal interest in

the work. In a memorandum to Mond's biographer, Baines wrote:

When new vast factories were planned, he would give hours of his time to his
officers, discussing the lay-out, plans and details, pointing out possible bottle-
necks in the schemes. [...] My memory of him is not of a Minister sitting in his
office in Whitehall, so much as that of an eager and energetic man, scrambling
among scaffolding and exploring from roof to foundations of the work in hand.39

After the War, Mond promoted Baines to head the architecture department as

Director of Works, with a Chief Architect under him. In this period Mond's main

preoccupation was with War Memorials. Baines produced a design for a National War

Memorial in the form of an Egyptian style Arch for Hyde Park Corner. 4° Mond publicised

(28 April 1929), 30.
The Report of the Committee oflnquiry into the Architects, Surveyors and Engineers Divisions ofHM

Office of Works, London (1 February 1913). The committee was chaired by Sir George C.V. Holmes and
was therefore known as the Holmes Report It is in the PRO file WORKS/22/39, and was published as CL
74 16. The Holmes report is discussed by Port, pp. 78-79.
38 Memo. dated December 15, 1913, in the PRO file WORKS/22/39.
39 Hector Bolitho, AifredMond - First Lord Melchett (London, 1933), pp.198 and 200.
° Imperial War Museum. War Memorials, file number 480/11. The furore was in The Times, 13 July and
14 July 1920.
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the design by posting drawings in the House of Commons. There was a minor uproar, the

design being criticised as too Prussian', and the idea was dropped. Then Mond was

exercised by the question of the collection of art works created by the official war artists

and other memorabilia of the War. He proposed a special purpose War Museum to be

built again at Hyde Park Corner. Baines produced a design for the building. 4' The

scheme was strongly opposed within the Cabinet, on grounds of cost, and did not proceed.

The collection was housed temporarily in the Ciystal Palace at Sydenham, to be.moved

later, fortunately before the fire, to its present home in the old Bedlam building. At the

end of the War also there was a strong call for an improvement in working-class housing,

'Homes for Heroes'. In December 1918, Mond made a direct appeal to Lloyd George for

the Works Department to be given a leading role. He wrote:

I have in my Department Sir Frank Baines, who worked under you and Addison at
the Ministry of Munitions, and who is one of the few men capable of handling a
big problem in a big way.42

So when Mond found himself in December 1926 with a big problem, to get his

headquarters building made as quickly as possible, it seems only natural that he should

turn to Baines. 43 And it seems likely that it was his knowledge of Baines's ability to build

to time and cost which attracted Mond to him in this case. It could not have been prestige.

Even though Baines was the Government's leading architect, the general opinion of

publicly employed architects within the architectural profession was extremely low.

Mond was making an act of faith. Baines may have designed and built many munitions

factories but he had no experience of designing a prestigious office building.

Baines was born on 7 December 1878, and later attended East London Technical

College, where he obtained a string of certificates, in subjects like mathematics,

41 There is a drawing in the Imperial War Museum ifie 480/11.
42	 the Lloyd George papers, letter dated 12 December 1918, quoted by G. M. Bayliss, The Outsider:
Aspects of the Political Career ofSirAifred Mona: First Lord Melchett (unpublished doctoral thesis,
University of Wales, 1969), p. 288.
43 He had also renewed his acquaintance with Barnes during the construction of the Mond Room at the
National Gallery. See Appendix 1.
44 Aston Webb and Blomfield both gave evidence to the Holmes Committee arguing that 'the State could not
get the best architecture from an official staff owing to the pressure of administrative business'. They also
suggested that official architects did not do enough of their own drawing as compared with their private
counterparts, and their design work suffered as a result The Holmes Committee did not accept their
arguments. PRO file WORKS/22/39. There was a strong belief in the profession that private architects
should have the opportunity to get the lucrative public commissions.
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mechanics, drawing and geometry. 45 In 1892 he then joined the office of the architect

CR. Ashbee. On 2 March 1895, at the age of 17, he became a temporary assistant

draughtsman at the Office of Works earning 15 shillings per week. By the end of 1910, at

the age of 32, he was still a temporary draughtsman, now earning 90 shillings per week.

At this time however, he came to the notice of his superiors. It was noted that: 'He is

particularly hardworking, zealous and energetic'. He had conducted detailed surveys of

the Houses of Parliament, Hampton Court Palace, the Royal Gardens at Home Parlç

Bushy Park, Kew and Richmond. In five months at the end of 1909, he had worked 141

hours overtime, for which he was refused any extra payment. Then in late 1910, 'during

the unfortunate absence of Mr Hawks on sick leave, [...] on the extension and fireproofing

of the National Gallery and the erection of New Board of Agriculture', he worked over 300

extra hours. This time he received a £50 gratuity. As a further reward for his diligence,

on 1 April 1911, he became an established civil servant, an Assistant Architect and

Surveyor, second class, at £260 per annum, even though it had been noted earlier that 'he

had understood that he would not pass the severe medical test on account of some heart

trouble'. From this it was a meteoric rise. On 3 January 1912, he became Assistant

Architect and Surveyor, first class. Then on 1 January 1914, at the age of 36, he became

one of the three Principal Architects appointed by the Holmes Committee, with special

responsibility for the Royal Palaces and for Parliament, at a salary of £800 per annum, a

tripling of his salary in under three years. He was knighted in 1919 for his services to the

war effort. Finally, when Mond promoted him to Director of Works on 19 April 1920, his

salary became £1500 per annum.

The first recorded contact between ICI and Baines was 5 November 1926. By 11

December, Baines had a 32 page report ready for the Board. 48 It included plans for a

building to accommodate 2,300 people at a cost of £1,040,000, over £30million in current

terms, to be completed in 2 years. The timescale was a problem:

In the past [...] approximately the time required for the erection of the building has
been taken up in the design. [...] In fact, the American method is exactly this. [...]
In this case, the calculation, planning, design and detailing of the building has to

45 Baines establishment ifie is in the PRO as file WORKS/22/1O/1.
46 0ne of his superiors wrote: There is no precedent'; another: 'Much as I appreciate Mr Baines' services,
nothing can be done'.

In the file ICHO/CFD/0067(i) in the ICI archive.
48 ICHO/CFD/0069.
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proceed simultaneously with the erection.

He wished to appoint Messrs. Mowlem & Co. Ltd. as the main contractors:

The Contractors are a firm of the highest reputation. [...] I personally have had
great experience of the firm. [...] One of the few firms in London who undertake
themselves the heavy foundation work involved.

The foundation work was a problem since the site was essentially swampland. The report

spent six pages discussing the alternative options for stabilising the swamp, eventually

coming down in favour of reinforced concrete piling. Baines also proposed a special

contract for Mowlem's: 'The contract is of a most drastic character, involving provisions

and powers to the Architect such as I have never seen in any other contract.' This was

needed to provide strong project control. He proposed a bonus of2O,000 for completion

in two years, with £1,000 for every week finished early, and a penalty of £1,000 for every

week late. Given Baines's known appetite for work it is possible to imagine the many

hours he would have spent in producing the report. He then took a short holiday.

On 6 January 1927 he wrote to Wadsworth:

I have just returned from abroad and can deal with the matters brought forward by
you in my absence. I regret to say that I have been unwell all the time I have been
away, and, in fact had to spend five days in bed in Berlin and did not get to Venice.
after au.49

Wadsworth had approached Mowlem's and had obtained their assent to the contractual

terms. Mowlem's must have made a start because the LCC were complaining about the

work starting without permission. Baines wrote:

I think we can afford to disregard their [the LCC's] habitual delay as I am firmly of
the opinion that our proposals will be agreed to in the end. [...] I am therefore
proceeding.

In the event provisional approval was given on 11 April, but final consent not until 7

November, just over a year after the work had started. Baines had decided to appoint

Alfred Cox as associate architect, (it is possible that Cox had already worked with Baines

on the first report), and John Learning and Sons as quantity surveyors:

I had great experience of them [Learning's] during the war when they were

ICHOICFDIOO69.
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engaged on rush jobs for erecting the Ammonia [sic] Nitrate factory at Swindon in
which Sir Alfred Mond was interested.

Harry McGowan was querying the cost and the need for speed. Baines produced a further

note setting out the costs of speed, 'for the front block only', of £120,000 on top of a

normal cost of £749,000. These costs were 'for overtime rates and Sunday working and

bonuses to contractors'. It was left to Hi. Mitchell, fellow director and close colleague of

Sir Alfred to write to McGowan to justify the speed, 'to allow the amalgamation of the

companies to proceed swiftly.' After this McGowan was silent, at least on paper.

Baines moved swiftly ahead and was now dealing with the Monds directly. On 14

January he wrote to Henry Mond that it was:

Urgent the layout of the job is fixed by you and Sir Alfred Mond. [...] As I
informed you, the normal time for execution of a work of this importance would be
four years [his underlining].50

Mowlem's were now piling, shaking the neighbourhood and its inhabitants all night and on

Sundays. Wadsworth was receiving many complaints. On 26 January Baines wrote to

him telling him of Sir Alfred's determination to go ahead and meet the complaints as they

came in. Wadsworth wrote some emollient replies to complainants and even paid some

small amounts of compensation.5'

Baines's resignation from the Civil Service

In May there was a more serious setback for Baines personally. On 25 May 1927

the 'Gentleman's Magazine' Truth published a short article expressing surprise that a

prominent, unnamed, member of the Office of Works should be engaged in a considerable

outside contract.52 On 26 May a Mr Morrison MP asked a question in Parliament. Baines

was summoned to see Lord Peel, First Commissioner of Works, who asked him to give up

the ICIjob. Baines refused. He wrote to Wadsworth:

I am fully within my rights in undertaking this work and the issue would never
have arisen unless the work had been such as to cause 'my friends the enemy'
throughout the profession somewhat naturally to move heaven and earth to prevent
such work going to official architects.

5° ICHO/CFD/0072.
There is extensive correspondence with numerous parties in the files ICHO/LEG/0395(i), (ii) and (iii).

52 ICHO/CFD/0073.
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Baines saw Mond who wrote to Lord Peel:

When I was First Commissioner it was always understood that Sir Frank Baines
was entitled to take outside work so long as it did not interfere with the work he
was doing for the Department. [...} The Department could hardly expect to retain a
man of Baines' exceptional ability on a salary which was the best the Department
could afford to pay. [...] I offered this piece of work to Baines - for the reason that I
knew from my experience that he would erect the building in question in a very
much shorter period than anyone else. [...] Having worked with Baines. in the
Department during the most difficult years of the war, and knowing the almost
incredible amount of work that he did - which permanently affected his health.53

George M. Burt of Mowlem's wrote to Baines pointing out that because of Baines's

exceptional powers under the contract his resignation from the ICI job would cause

problems for Mowlem's. Baines was called to see Sir Warren Fisher, Head of the Civil

Service, who told him to give up the ICI job or resign from the Civil Service. Baines

resigned. in retrospect, it is very surprising that Mond and Baines could think that this

would not be the outcome, right from the start. At least Baines was now free to

concentrate on Imperial Chemical House. On 14 July Wadsworth received a postcard

signed E.H. of Hatch End:

• Why employ Frank Baines (age 49, war service nil) when there are so many much
more deserving available? Not much brains at Nobel House, apparently.54

From triumph to disaster

On 13 February 1929, Edward Hudson, owner of Country Life, (who was surely

not E.H. of Hatch End) wrote to Henry Mond to say how much he had enjoyed his visit

the previous day. It was, he wrote: 'A marvel of a building. [...] No American building

that I have ever heard of can beat your record for speed combined with high quality.'55

Baines had delivered. The official opening was on 23 February. Baines received fees to a

total of £111,616 13s, from which he would have paid Cox and Leaming. 56 This was

calculated on the flill RIBA scale of 6% of project cost, plus 10% for furniture and

equipment. Unlike Lutyens on Britannic House, Baines took his full percentage. Baines

ICHO/CFD/0073
541CH0/Cn/0073.
551CH0/Cfl/0075.
56JCHO/C/OO73
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estimated the final cost as £1,533,369, almost £50million at current values, which included

£327,000 for the west extension and £234,139 for agreed alterations and additions. This

included £118,000 'for speed'. The Board were delighted and granted Baines a further

£5,000 to mark their gratitude. 57 More, they had agreed to take a major stake in a

company Thames Estates Ltd., which funded a further office building similar to Imperial

Chemical House, built as a speculative block, upstream on the other side of Horseferry

Road. This project, which became Thames House, kept Baines employed for a further

three years or so.

The Board, and the Mond's in particular, sought to express their thanks to Sir Frank

Baines in yet another way. At an early stage in the project, Baines had commissioned a

wooden model of the building from John Thorpe and Co. 58 Someone, it is not clear who

from the record, in March 1929, suggested transcribing this into silver for presentation to

the architect. 59 A subscriotion was launched

to pay for it, to which Sir Alfred, by then Lord

Melchett, contributed £250, and Henry Mond

, 180 guineas, (198.50). Harry McGowan

gave only £25, but that may have been merely
It

a reflection of the difference in his personal

fortune. Other directors contributed sums

from £20 to 30 guineas. The silver model was

made by the Goldsmith's and Silversmith's

Company at a cost of1089 13s. But it was never presented to Baines.

On 4 March 1929, the ICI legal department wrote to P.C. Dickens, by then

company secretary, saying that they had 'received a writ from A.F. Hardiman against the

Company and Sir Frank Baines'. They noted that Hardiman was 'one of the sculptors

whose work was found unsatisfactory by Sir Frank Baines'. 6° The story of the Imperial

Chemical House sculpture will be reviewed in more detail in the next chapter. Originally,

four groups of sculpture had been envisaged on the balustrade above the cornice, each

group being done by a different sculptor. Four sculptors, Charles Sargeant Jagger,

ICHO/CFD/064.
There is a photograph of this in file ICHO/CFD/0069.
ICHO/CFD/0073.
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William Fagan, Hardiman and Cecil Thomas had been selected and had each submitted

maquettes. In the end Jagger had been given the whole job and the other three offered

£100 for their efforts and in compensation. Fagan accepted, (he was doing other work on

the project), but Hardiman and Thomas did not. Hardiman eventually settled for £475.

On 13 November 1929, the legal department wrote to H.J. Mitchell about action being

taken by Thomas. 6 ' The note explained that the settlement had been made with Hardiman

because:

The Plaintiff in his Affidavit of Documents had disclosed that he intended to make
use at the trial of certain memoranda of meetings which took place between the
various sculptors and Sir Frank Baines, at which it was suggested that Sir Frank
Baines made references to the Chairman [Alfred Mond] which it was not
considered advisable should be given publicity.

Mitchell scribbled on the back: 'We don't want any dirty linen washed in court', and passed

it on to Henry Mond. Henry Mond wrote: 'A personal interview between one of the

Directors of ICI and Mr. Thomas would be highly advantageous.' Thomas settled for

£950. There is no record of what remarks Baines was alleged to have made about the

Chairman. We can only speculate. Henry Mond must have been shocked, and relations

between Baines and the Monds must have been irreparably damaged.

Baines was still of course 'consultant on architectural and constructional matters'.

IC! acquired a country house, Hawthorndale House, to convert to offices for its new

Agricultural Research Station. On 4 February 1929, the secretary of the Research Station,

R.A. Lynex, wrote to Wadsworth for advice. 62 The budget for furnishings had been set at

£2000. When he had consulted with Baines, he had been told that it could not be done for

under £5000. Wadsworth replied firmly in a hand-written note: 'Any luxury furnishing

must [his heavy underlining] be avoided.' Baines's role as consultant appears to have been

given limited weight.

At the end of 1930 Lord Melchett (Sir Alfred Mond) died, and Harry McGowan

took over as Chairman. There was also a severe recession following the Wall Street Crash

which strongly affected both the construction and the chemical industries. In January

1931, the Architects' Journal ran a series of articles on the slump, under the general

601CH0/CFD/0075.

61 ICHO/Cn/0o75.
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heading 'Building for Prosperity'. Baines contributed an article entitled 'Now is the Time

to Build', in which he pointed out that costs were very low, and building represented a

perfect investment for those bank deposits currently being underused. 63 It is unlikely to

have been an argument that would have impressed business leaders like Harry McGowan.

Baines's work on Thames House must have been coming to an end s In September 1933,

he had a meeting with Coates, the new secretary of ICI, in which he pointed out his

supposed consultancy role and asked why he was not being given any work to do. Coates

responded that there was no obligation to consult a consultant." Correspondence

continued until, suddenly, on Christmas Day 1933, Sir Frank Baines died.

The executors of Baines's estate continued to correspond with ICI. Eventually a

single payment of £18,000 was made into his estate and his widow was granted an ex-

gratia pension of £800 per year. In November 1934, John Leaming approached ICI. He

complained that Baines still owed him money for work done on Thames House. It was

noted that: 'Sir Frank Baines's estate has no funds with which to meet Learning's claim.

[...] One cannot help feeling that they have been rather let down'. It was agreed that

Leaming had no claim on IC!.

Conclusion

There seems little doubt that Frank Baines was Alfred Mond's choice as architect

for Imperial Chemical House. He brought with him to the task professionalism nurtured

within public service. He took full control of the project, meeting all targets for time and

cost. He provided a neo-classical building, but one which perhaps owed something to a

public sector standard of design as set down for the pre-war competition for the Board of

Trade offices.

ICI, although it was a private company, was of high strategic importance to the

state, as a producer of chemical products for modem warfare. Its quasi-public sector

design, as well as its location in Westminster, just upstream of Whitehall, would have

helped to create a strong bond between the company and the British state. Since ICI was

also a merger of disparate companies, the building was also important as a symbol and as

62JCHO/C/27O5
The Architects' Journal, 73 (21 January 1931), 132-35.
ICHO/CFD/064.
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a means of uniting a wide variety of different business and scientific cultures.

For Baines himself obliged to resign in slightly scandalous circumstances from his

previously safe post in the Civil Service, the building was a prestigious monument that he

might not otherwise have had. But it was at the cost of ultimate disgrace, eclipse and

insolvency, a fate which he would have himself attributed, at least in part, to the

machinations of the architectural and art establishment and the jealousies between private

sector and public sector architects.
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CHAPTER 5

INDUSTRY AND SCIENCE IN STONE AND BRONZE

The future prosperity of the world, the solution of its economic difficulties, the
security of its teeming millions, depends far more upon its scientific progress, upon
its increased power to produce wealth by the application of scientific thought and
method to its industrial problems, than upon any other form of human effort.
(Alfred Mond)'

Happiness is a hard master - particularly other people's happiness. [...] Our Ford
himself did a great deal to shift the emphasis from truth and beauty to comfort and
happiness. Mass production demanded the shift. Universal happiness keeps the
wheels steadily turning, truth and beauty can't. [...] People still went on talking
about truth and beauty as though they were the sovereign goods. Right up to the
Nine Years' War. That made them change their tune all right. What's the point of
truth or beauty or knowledge when the anthrax bombs are popping all around you?
(Aldous Huxley)2

The sculpture on Imperial Chemical House represented the convictions of the

interwar technocrat, as exemplified by Alfred Mond and satirised by Aldous Huxley. The

marriage of Science and Industry was to be the salvation of the human race, creating a new

world of beauty and harmony. The bronze panels on the huge entrance doors told each

new arrival to the building of the great strides made by technology since the Stone Age.

The carved stone faces of the heroes of Science and Industry, like Toltec deities, looked

down benignly on every passer-by. The four massive statues above the cornice

personified the power of the great industries of Britain. But perhaps the preoccupations of

the artists, William Fagan and Charles Sargeant Jagger, with the experience and problems

of their own professional lives, subtly subverted the conclusions of the narrative.

The sculpture can be read as illustrating some of the conflicts which appeared in

interwar Britain: the confrontation of the old and the new, and the displacement of the

ethic of the artisan with that of professionalized science and engineering. It also stood at a

watershed in the history of British sculpture, between the so-called New Sculpture of late-

'Sir Alfred Mond, Industry and Politics (London, 1928), p.154.
2 Aldous Huxley, Brave New World (London, 1994), pp. 207-08. The words are those of Mustapha Mond,
the Resident Controller for Western Europe.
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Victorian and Edwardian Britain and the Modernism of the 193 Os and beyond.3

The narrative of the doors

To the first-time visitor to Imperial Chemical House the doors are an impressive

sight, almost like the entrance to a sacred building. They stand over six metres high and

are three metres wide, with a series of cast

bronze panels containing an elaborate

narrative. Each leaf is made entirely of metal

and weighs 2.5 tonnes. The doors are arched

and set in a granite surround. The keystone

of the arch has a crowned head of Neptune,

whose beard hangs in ringlets. On each side

facing him is a sea horse, with striding

forelimbs and a curling fishy tail. Above the

head is a decorated lintel, a central scallop

shell with streaming garlands on either side.

This decorative band continues down each

side of the doors to about half way. - On the

vertical band are a series of symmetrical

garden vessels, with a continuous stem rising

up through them to a single large rose at each

end of the lintel. At the base of each decorated band the prow of a ship juts out from the

wall, ending with a grimacing male figurehead. The reason for the maritime allusion is

perhaps a little obscure. Of course in the 1 920s London was still a major port and hub of

the British Empire. Also ICI was a significant exporter. In addition, each element of this

decoration was probably in Mr. Fagan's pattern book.4

Susan Beattie, The New Sculpture (New Haven; London, 1983).
Fagan was a successful architectural and monumental sculptor. He would have had a pattern book of

sample standard sculptures for his clients to select from.
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When closed the doors are only slightly recessed into the wall. Each leaf contains six

bronze sculptured relief panels, arranged vertically, the top relief in the form of a quadrant

to fill the arch. The remaining five consist of three large square panels interleaved with

two smaller rectangular ones. The series of panels on the left-hand leaf depicts scenes

from the Stone Age, while those on the right are matching scenes from modern times. The

panels have up to three levels of relief, from the shallow background to, in some cases,

almost fully modelled figures attached to the panels in the foreground.

The top left-hand relief shows a Stone Age hunting party moving in for the kill on

a mastodon, a large elephant-like creature.

There is a wooded background, in front of

which in the middle ground in a clearing, a

wounded mastodon lies entangled in ropes,

with spears and arrows projecting from its skin.

Its head is thrown back so that its trunk and

tusks point to the sky in the top of the quadrant,

its mouth wide open in a bellow of fear and

pain. Under one of its feet lies the crushed

body of one of the hunters. Near it an archer

and a spear thrower have just discharged their

weapons, while another man strains to hold a

rope and another spear-carrier awaits his turn.

In the foreground left there are three further

archers, one having just fired, another taking

aim and a third crouching and reloading. On the left a man behind a rock gesticulates

urgently with a crooked arm to another who is running, his hair flowing behind him,

across the centre foreground. In the right foreground yet another archer, his bow and sheaf

of arrows over his left shoulder, guides three frightened women, carrying babies and a

number of small children, into a cave for safety. His right arm stretches out to touch the

back of one of the women. This is a very masculine scene.

The accompanying right-hand relief shows modern man's different but more

dominant relationship to animals. The background in the curve of the quadrant shows

hills with grazing cows. In the middle ground a shepherd with a staff signals to a dog that
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is driving a flock of sheep up a hill and through

trees to a gate held open by another shepherd.

In the foreground, inside an open barn with a

slate roof, a man is shearing a sheep. The

animal lies passively on its back in an ungainly

way, its thighs waving in the air. The man

holds its front legs in his left hand while with

his right he shears across the animal's belly.

We know that the shears are electrically driven,

because we can see the cable winding behind

the man's back up to the roof of the barn.

Electricity in the 1 920s had only recently begun

to penetrate into rural areas, and even in urban

areas had only in recent times become a feature

of everyday life. Another man inside the barn

crouches over the sheep looking on. In front of the barn six men are loading sacks,

presumably of wool, onto a small hard-tyred lorry which points away from us on a road

running alongside the barn. Another man stands facing us in the centre foreground. He

wears a wide-brimmed hat, an open necked shirt, and has billowing shorts and long

stockings. A figure of authority, his left hand rests on a sack and his right hand on the side

of the lorry, his right arm forming a gesture which echoes that of the comforting archer in

the left-hand panel. Although there are no women to be comforted, this is also a very

masculine scene.

The next panels down are square and show Man in relation to buildings. On the

left in the foreground six people are engaged in constructing a conical hut of branches and

reeds. The most prominent of the men crouches while pushing a branch, a structural

member, into the ground. His back leg and arm muscles ripple prominently. Another

whittles a stick with a stone knife, his stone hammer laid on one side. Other figures are

engaged in fitting the reeds. A woman or young boy, who holds a bundle of reeds on his

or her shoulders, is assisting a man inside the hut. On the right an old man approaches

with another bundle of reeds. Behind him a man works on the reeds of another hut.

Behind the hut on the left is a completed hut, beside which stands a woman, with a reed
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bundle under her arm. Another woman

crouches milking a goat, competing for

the udder with a kid. An older woman

sits watching, leaning on a stick. In the

middle ground, a woman carries a child

whilst leading another by the hand. On

the right two other women sit watching a

man cross a ravine on a rope bridge

slung between two trees. Beyond the

ravine a major henge monument is under

construction: two teams of men are

pulling large stone blocks by ropes over

wooden rollers. Other men ease the

stones forward with levers. This is a co-operative venture. There are no obvious team

leaders and certainly no men with whips. Stone Age society is shown as egalitarian. In

the far distance on the right there is a mysterious standing stone.

The modern panel shows the interior of an astronomical observatory. A bearded

man sits, with his back to us, behind the

telescope although not observing through it.

Another, a bald man with glasses, sits on a

swivel chair to our left. He is seen in profile

leaning forward on a desk in earnest

conversation with the bearded man. This

must be a portrait. On the right another man

faces us from behind a desk, engaged in

adjusting a spectrometer. This is reportedly a

self-portrait of William Fagan, the sculptor,

fulfilling the role of artisan. 5 There is a

woven reed waste paper basket, a sly

reference to the reed huts in the companion

'9 Milibank Facts Sheet: The Main Doors' [n.d.]. Given to me by ICI in November 1996.
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panel, with waste paper carelessly lying beside it. The far end of a huge telescope points

skyward through a slit in the domed roof. The dome is made of metal panels riveted into a

metal framework, its shape echoing that of the conical huts.

At first glance the telescope looks like a large cannon of the kind used in the First

World War. It is in fact a portrait of the new Mount Wilson telescope, with which in the

1920s Edwin Hubble observed for the first time the vastness of the universe and the

multiplicity of galaxies. With the spectroscope, Hubble measured the red Doppler shifts

which showed that the galaxies were flying away at speeds proportional to their distance

from us. The universe in the 1920s had become suddenly vaster and stranger than the

more compact and predictable universe of the Victorians. Through the slit, on the right,

we can see the Victoria tower of the Palace of Westminster. It is in daylight, so there can

be no actual astronomical observation in progress. Perhaps the scientists are discussing

the previous night's discoveries and the next night's plans. Through a larger slit in the

dome on the left we can see, across a river, Imperial Chemical House, not yet home to

Jagger's statues, but with a flag proudly flying in the wind. Behind we can see the towers

of Westminster Abbey and the single tower of Westminster Cathedral. On the river a

steam tug pulls a lighter. In the skies there is a biplane, symbol of modernity. The Mount

Wilson Observatory has been moved to the location of the Archbishop of Canterbury's

Lambeth Paiace. The scientific observation of the heavens has repLaced the worship of

them.

The next panels show forms of transport. The left panel shows a team of men

pulling a large log, with ropes over rollers, with others at the back with levers like the

henge builders in the

panel above. The

rollers come towards us

out of the panel. In the

middle ground we see

on the left two men with

loads on their heads and

on the right, emerging

from a village, a man

leads a stag pulling a
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loaded sledge. In the

background is a river

with a canoe. The

right panel shows a

1920s express train

crossing a viaduct over

a river. The engine

flies out of the panel at

us, as do the rails on

which it travels. The smoke, the carriages and the viaduct fly away from us on the right.

In the sky to the right is an airship. On the left is an autogyro and below it an ocean going

liner. The huge power and speed of machines have replaced the slowness and physical

limitations of men.

The next two large panels show agriculture. The left panel shows an eight man

ploughing team. Six push a wooden beam attached to the plough towards us, their

bearded faces taut with strain. Another man, his back to us, pulls on the beam. The eighth

man guides the plough, shouting encouragement. In the close foreground, in front of the

team, is a range of botanical specimens, soon to be ploughed in. A dog is running

playfully and barking at the team.

Behind the team a child and two women

are hand broadcasting seed into the

furrows. A small flock of birds fight

over the seed and over the insects and

worms uncovered by the plough. In the

middle ground two pairs of men carry

dead deer tied to poles towards a village

of domed huts behind a wooden

stockade. In the village someone is

tending a fire and a cooking pot, the

evening meal for the weary ploughmen.

In the right-hand panel a man,

wearing shorts and a hat, stands with his
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• - back to us holding a saddled horse. A dog,

identical to that in the left panel, lies

panting on a similar patch of weeds. To the

left another hatted and trousered man is

leaning over picking up two je cans from

	

...- -.. .	 a pile. These have probably just been

delivered. The tracks of a vehicle wind

\	 I ,	 + +\& ..#	 past the pile of cans coming out of the

panel on the left. The cans may contain

L +	 .,	 .'	 petrol for the tractor, in the middle ground,

.beyond a patch of standing cereal, which

Figure 5.9 - Modern Agriculture 	 j pulls the latest in combine harvester

technology. In the background is another

large field of standing cereal, and beyond that a road with telegraph poles before rising

wooded hills. The tractor has replaced the team of men, but Fagan, by foregrounding it,

has made the horse, a sign of an older technology, the dominant image of the panel.

The last small panels depict cloth-making and other artisan work. In the left panel

a group of older men and women sit around in a semicircle. On the left an old man

crouches moulding a large pot from circles of clay. To his right a man sits in the

foreground his arms over his knees, and a young woman and older woman are treating an

animal skin. Next a child and an old woman are engaged in basket weaving. Finally on

the right an old man softens leather by biting on it. In the background on the right a

woman is hanging skins on the bough of a tree. A man to her left is plaiting a rope, with

one end tied to a tree. To

the left of this tree is a

school group. Two children

sit while a man whose back

is to us draws diagrams on

the face of a rock, as if it

were a blackboard. The

right panel shows the inside

of a modern textile factory.
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A carding machine leaps

/ /	 out of the panel towards us
z	 /

.............'	 . :. f 	 <J: A man is adjusting it,
/

while the young woman

. J 
operative looks on, her

( hand on her hip She has

bobbed hair, a skirt Just

below the knee, the early
Figure 5.11 - Modern Cloth-Making

__________________________________________________ 1920s fashion, and clogs.

Behind them a man is operating a large spinning frame. On the right we can see beyond

the end of the frame a succession of other frames stretching away to infinity, emphasising

the scale of the activity. Beside the frames is a trolley on rails bearing completed bobbins.

The final panels at the base of the door are about science. The left panel shows the

measuring of the length of the sun's shadow to identifr the solstice. A leader figure stands

with his back to us pointing with his right hand to the top of a bare tree trunk about twice

his height. With his left hand he points to the ground, where another man is inserting a

peg at the tip of the trunk's

shadow. There is a line of

pegs, each an earlier

measurement. There is quite a

large audience for this

activity, mainly women, not

all of whom are paying

aftention. In the right

foreground a woman with a

1920s hairstyle, sits on her

haunches in reverie. Another

next to her has her head back,

perhaps looking at the tip of

the trunk, perhaps just

enjoying the sunshine. At the

back of the group a man is
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standing with his hand raised as if about to make a contentious point. A woman holds his

other arm as if to restrain his impetuosity. On the left a woman with a child strapped to

her back urgently seeks the attention of one of the seated men, pointing off to some

occurrence beyond the left edge of the panel. In the middle ground is a river. On the left a

shaduf is being used to raise water. Two children play at being ropewalkers on the

shadufs beam, their arms stretched out to provide a precarious balance. Women walk

along the riverside, some hand-in-hand with children, carrying on their heads pots frill of

raised water. Beyond the river is a stone circle. A large group are playing and dancing by

a fire.

The right panel is more austere. Michael Faraday is lecturing to the Royal

Institution. He holds up a small vessel, his arm raised. He is pointing with his other hand.

The gestures are reminiscent of those of the leader figure in the left panel. In front of him

is a desk full of a variety of

glass vessels, all carefully

portrayed. Behind him is a

cupboard with further vessels

and bottles. Faraday, although

now better known for his work

on electro-magnetism, was best

known in his own time as a

chemist. In his audience,

according to the official

narrative,	 'several

contemporary scientists are also

portrayed, among them

Tyndall, Huxley, Wheatstone,

Crookes, Darwin, Daniels,

Frankland (front row, right to

left), Williamson and Brewster (first and third figures in the second row) and Kelvin

(second figure, third row).' 6 Such a gathering would never actually have been possible.

6 The ICI pamphlet, The Main Entrance Doors ofImperial Chemical House (London, 1953), p. 15.
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The all-male audience stretches up into a balcony

The genesis of the doors

There is no detailed documentation of the genesis of the design of the door panels

in the ICI archive. There is a letter from Colonel Freeth, one of the scientific directors, to

Frank Baines dated 24 July 1928. Freeth referred to an earlier letter by Baines of 27 June

and an attached scheme, a letter which is not in the file. Freeth set out his own ideas:

South Leaf 1. Primitive men getting meat in winter with a mammoth embedded in
ice.
North Leaf 1. Modern cold storage, ice engine, carcasses in rows.
South Leaf 2. Early Chinese Philosopher using astronomic Instrument,
(photographs can be provided).
North Leaf 2. Interior of modern observatory.
South Leaf 3. Gilbert of Colchester demonstrating magnetism to Queen Elizabeth,
(vessels in background), etc.
North Leaf 3. Navigation control of modern liner or battleship.
South Leaf 4. Ancient cultivators overwhelmed by locusts.
North Leaf 4. Modern cultivators defeating them by chemical methods and
aeroplanes.
South Leaf 5. Early Sussex Iron master hammering a bloom.
North Leaf 5. Modern steam hammer forging a billet.
South Leaf 6. Early Greek surgery (I am afraid this would be rather grim),
drawings are available.
North Leaf 6. Interior of modern operating theatre.

This bore some relationship to the final design. The six-panel contrasting motifs

illustrating the notion of progress through science and technology seemed to have been

established. This was probably part of Baines's scheme of the 27 June. North Leaf 2 is as

the final design. South Leaf 1 had some similarity. North Leaf 6 suggested an operating

theatre, compared with the lecture theatre of the final design. The fourth panels are

agricultural, although Freeth's suggestion of showing the use of chemical pesticides was

perhaps regarded as too overtly commercial. The birds eating the hand-scattered seeds

may be a pale reference to these. The largest difference was that Freeth's suggestions for

the South Leaf panels covered a variety of periods, from the Stone Age to the Elizabethan,

compared with the consistent Stone Age motif of the final design.

Baines responded the following day by asking for 'photographs or other material

7	 ICHO/CFD/0075 in the ICI archive.
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for the sculptor'. There is then a copy of a letter sent by Freeth on 26 July to the Librarian

of the Royal Institution asking for suitable pictures. Following this Baines and possibly

Fagan must have visited the Royal Institution. In a letter dated 10 October 1929 to P.C.

Dickens, then Secretary for ICI, Baines refers to 'help from the Royal Institution' and Sir

William Bragg in getting the 'technical impedimenta [...] correct in every detail'. 8 This

letter, 'a statement giving particulars of the design of the doors', gives a brief description of

each panel. 9 In his description of the Faraday lecture panel, Baines wrote: 	 -

Faraday embodied more than anyone else the achievement of modem science, and
the strict application to industrial processes of today. In discussion with Sir
William Bragg it was gathered how immensely Faraday's work had affected the
processes followed in the various Imperial Chemical Industries.

At the Royal Institution there is a nineteenth century painting of Faraday lecturing, which

may have been the inspiration for the panel.'°

In his letter to Dickens, Baines showed his pride in the work. 'Nothing of this kind

has been attempted since Lorenzo Ghiberti'; a reference to the doors of the Baptistery in

Florence. He wrote of 'the closest co-operation between the Architect and the Sculptor',

thus claiming some credit for the design, 'and in the later stages with the Founder'. Which

Foundry was used for the casting was not named. He wrote that: 'Hundreds of studies had

to be made [...] and a great many drawings from the nude'. There had been 'visits [. .1 to

prehistoric encampments'. Baines and Fagan seem to have taken the commission very

seriously indeed. In his summary description Baines wrote that the panels represented the

'evolution of modem society and the progression made by man from primitive conditions

through the application of science to industry', a straightforward statement of the

technocratic credo. The phrase 'the application of science to industry' is perhaps

significant here. It is the title of an essay by Alfred Mond, in which he wrote:

The progress of humanity is marked in its successive stages by its conquest over
nature and its utilisation of nature's boundless wealth. From the Cave Man
chipping flints, through the Bronze to the Steel Age, there is continuous advance.

From the rudimentary use of motor forces - of wind and water - to the latest

8 ICHO/CFD/0068(ii). Bragg was at this time President of the Royal Institution. 	 -
9 See Appendix 3 for the text of this description.
'° audience in the painting; by Alexander Vernon Blaildey unlike the panel, contained a significant
number of women. The Royal Institution also have a copy of the Faraday panel bearing the inscription
'presented to the Royal Institution by Imperial Chemical Industries Liniited at the wish of the first Lord
Melchett'. Private communication, Gertrude M Prescott.
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achievements in steam, gas and electricity, there are centuries of human thought
and effort, but still we are only on the fringe. The future prosperity of the world,
the solution of its economic difficulties, the security of its teeming millions,
depends far more upon its scientific progress, upon its increased power to produce
wealth by the application of scientific thought and method to its industrial
problems, than upon any other form of human effort.'1

William Fagan

For Fagan the commission for the doors must have seemed like the highpoint of his

career. Ruth Butler, in her study of Rodin, wrote: 'Traditionally, sculptors longed to tiy

their hand at two great commissions: an equestrian monument and a bronze door'.' 2 Ruth

Butler was referring to Rodin's design for the Gates of Hell, a further precedent, apart

from Ghiberti, of which Fagan would have been aware. Fagan had had a busy but largely

anonymous career up to this point as an architectural sculptor or carver. He was already in

his late sixties. Of Fagan, Kineton Parkes wrote:

William B. Fagan, who was born in London in 1860, was one of the original group
at Lambeth [School of Art] who profited by the brief period of Dalou's teaching.
Fagan's work has been largely architectural, and a good deal of it is to be found in
the English cathedrals. Civil architecture, however, has benefited, as the figure
work on the Hamburg-American Offices at Charing Cross, the Chatham Arch, the
Municipal Buildings at Birmingham, and on other buildings shows.'3

Dalou was Rodin's contemporary and rival, who escaped to England briefly after his

involvement in the Paris Commune. Among Fagan's contemporaries in that first year of

Dalou's sculpture class at Lambeth were William Goscombe John, Harry Bates, George

Frampton, Frederick Pomeroy, and Gilbert Bayes, all of whom had subsequently

successful careers as sculptors. Fagan seems to have pursued a different kind of career, of

lower status but similarly successful.' 4 By the 1920s he had a large workshop in South

Kensington, doing sculptural decoration for buildings and, as Parkes suggests, repairs and

"Industry and Politics (London, 1928), p.154.
' 2 Rodin - The Shape of Genius (New Haven and London, 1993), p.148.
' 3 Sculpture of Today, 2 vols (London, 1921), I, p. 98. Susan Beattie also ascribed the figures crouching
under the cornice of the old P&O headquarters in Cockspur Street, near Trafalgar Square, London (now a
branch of the Royal Bank of Scotland). This ascription is in the Sculptor ifies in the Conway Library, the
Cortauld Institute, London.
' Benedict Read, Victorian Sculpture (New Haven; London, 1982), discussed the relative social place of
sculptors and carvers, i.e. architectural sculptors.
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new decoration for ancient buildings.' 5 Baines, while at the Office of Works had been

responsible for the older public buildings, Westminster Palace and the Royal Palaces. It is

reasonable to assume that it was in this role that he first came across Fagan.

Fagan, therefore, grew up and was trained amid the ferment of the New Sculpture

of late nineteenth centuiy England. The name, New Sculpture, has been given to the

movement in British sculpture of the end of the nineteenth century which sought to escape

from the stilted stylism of mid-nineteenth-century work, by returning to the aesthetic

values of the Italian High Renaissance. Its leading figures were Alfred Gilbert and Hamo

Thornycroft. Its main contemporary inspirations were the figures by Alfred Stevens on

the Wellington Memorial in St Paul's and the new developments in French sculpture by

Rodin, Dalou and others.' 6 The door panels show the surface finish and intricacy of

design made possible by the New Sculpture aesthetic and the reintroduction from France

of the lost wax method.'7 This already outdated style was thus used in the portrayal of the

technocratic ideals of modernity. But there is something more archaic than just the use of

an outdated aesthetic. Baines, in his account in the archive, wrote of the panels:

They portray the advancement of mankind consistently throughout the ages
towards a power of aesthetic enjoyment, with leisure for individual development,
an increasing efficiency, a widened scope and progression to a completer life. 18

Those are the words that Baines used and that may have represented his intention. But if

we look at the panels with twenty-first century eyes what we see is something quite

different. Modern life seems somehow cold and inhospitable. The emphasis is on

machines rather than 'a completer life'. Stone Age life, on the other hand, is not shown as

a life of brutality and ignorance. There is hard work in the ploughing scene and there is

fear and danger in the mammoth hunt. But men and women are together in community,

exercising skills, even enjoying rest. And there are children at play. Fagan shows us a

Golden Age, fill of richer pleasures than the machine dominated Modern Age. In this

There is a film of the construction of Imperial Chemical House in the National Film Archive. In this
Fagan is to be seen in his workshop with his employees working on the decorative elements of the building
including the mammoth hunt panel of the doors.
16 Susan Beattie.
17 See Benedict Read, and Susan Beattie, for the revival of the lost wax process. Also, Benedict Read,
'Introduction: Bayes and his context', Gilbert Bayes. Sculptor, 1872-1953 ed. by Louise h-vine and Paul
Atterbury (Shepton Beauchanp, 1998), pp. 7-12. For a description of the process see, for example, John W.
Mills, The Technique ofSculpture (London, 1965), p. 82.
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Golden Age men and women enjoy the exercise of artisan skills, of the kind Fagan himself

had embraced as an artisan sculptor, and which the machine was in the process of

diminishing.

The heads of the scientists

Figure 5.14 - Alfred Mond, Harry McGowan, Ludwig Mond

A second element of the ideology of science and technology lies in the heads of the

scientists which stand over the keystones of the fourth floor windows. They provide a

canon of the great men who created the modern scientific age. These are also by Fagan's

workshop. In his original letter of 2 August 1927 to Henry Mond suggesting sculpture,

Baines had proposed either industries or famous scientists for the keystones.' 9 The

scientists he suggested were Priestley, Lavoisier, Cavendish, Dalton and Mendeleyev.

Freeth wrote to Henry Mond on 4 August:

If you decide to have statues of Scientists I think the following three [...]
beyond argument: Newton, Dalton, Faraday. The fourth might well be Priestley.
[...] [There is a] great deal to be said for Hooke.

By 19 September, the decision had already been taken to make the keystones portrait

busts. Baines wrote to Henry Mond:

I am anxious to carve three of the key stones of the arches on the upper
floor of the building with heads, one of Dr Ludwig Mond, one of Sir Alfred Mond

18 ICHO/CFD/0068(ii).
'9ICHO/CiD/oo67.
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and another one, say, of an important scientitic organiser of the Nobel side or the
merger.Could you make me a suggestion as to the last, and could you procure me
good large photographs of the three heads so that I could work them up and give
instructions to the carver [Fagan].

Someone, probably Henry Mond, has written 'Nobel!!!' in blue pencil in the margin.

Henry Mond's secretary wrote back to Baines on 20 September, suggesting Nobel and

asking Baines to discuss the other two with Sir Alfred. Very soon the proposal had

expanded further. Baines wrote to Henry Mond on 24 September: 'Sir Alfred has notified

me that he has no objection', (presumably to being portrayed), 'I suggest the other heads

we should carve should be Priestley, Lavoisier, Cavendish, Dalton, Mendeleef, i.e. his

original list. It would seem that the initiative for the heads was again Baines's, with the

support of Sir Alfred Mond. At what stage it was at last recognised that Harry

McGowan's portrait would need to be included is not clear from the record. The balance
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of power within the company would have made this essential, once the decision to include

Alfred Mond had been taken. It was perhaps a symptom of the dominance of the Monds

in the commissioning process that Baines did not see this from the start. There is only one

further letter in the file, from a Mr H.L. Strong on 30 September. 'There is a such a wealth

of talent in the past in this country that in my opinion there is no need to include

foreigners'. Fortunately a less xenophobic selection was used. In the end the heads

selected were Alfred Mond, Chairman of ICI, Harry McGowan, vice-Chairman and

President, Ludwig Mond, Alfred's father and joint founder of Brunner, Mond and Co.,

Alfred Nobel, founder of Nobel Industries, and the scientists, Bethelet, Cavendish, Dalton,

Lavoisier, Liebig, Mendeleyev, and Priestley. The scientists selected were all primarily

chemists, hence the omission of Newton and Hooke. Faraday had already been given a

prominent place on the doors.

Charles Sargeant Jagger

The third ideological element linking science and industry was the four large allegorical

figures, Building, Maritime Transport, Chemical Industry and Agriculture, the four great

industries of Britain. After the initial confusion over the choice of sculptors described in

the last chapter the whole commission eventually went to Charles Sargeant Jagger. Jagger

was a leading member of the group of students trained by Edouard Lanteri at the Royal

College of Art just before the First World War. In the same group were Gilbert Ledward,

Charles Wheeler and William Macmillan. He was born in 1885, at Kilnhurst near

Sheffield, the son of a colliery manager. 2° At the age of 14 he was apprenticed to the

jewellers, Mappin and Webb, as a metal engraver. He began teaching at the Sheffield

School of Art in 1905 and won a West Riding County Council scholarship to the Royal

College of Art in 1907. In 1911 he left the College to work as a studio assistant to Lanteri

and do some teaching at the Lambeth School. In 1913, the newly-established British

School at Rome offered its first sculpture prize. Jagger entered but Ledward won the

prize. In 1914 Jagger re-entered and this time he won, but within weeks of the prize being

announced war was declared. He gave up the prize and enlisted. He was wounded at

Gallipoli in 1915 and again in Flanders in April 1918, when he was awarded the Military

20 Ann Compton, 'A Sculptural Biography', in War and Peace Sculpture, ed. by Ann Compton (London,
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7

, Cross. He was invalided out and employed

as a war artist, working with Ledward on

-	 '	 relief panels for the British War Memorials

Committee (BWMC). Ledward later wrote

' of Jagger: 'The war was a subject entirely

suited to his vigorous style and to his own

forthright and straightforward personality.'2'

It was probably also at this time that Alfred

t	 Mond, then First Commissioner for Works

and involved in the work of the BWMC, first

met Jagger and saw his work.

In 1919, the British School of Rome

gave Jagger a grant to cover a year's work as a

substitute for the unclaimed 1914 Rome Prize.

With the grant he produced the frieze No Man's

Land, now in Tate Britain, among the most

ferocious depictions of trench warfare. There

followed a series of War Memorial

commissions, at West Kirby, Brimington,

Bedford, Manchester, and London's Paddington

Station, before winning his largest commission,

for the Royal Artillery in 1923 	 For this

commission, Jagger's main rival was Sir Edwin

Lutyens. At this time Jagger was seen by many

as the rising star of British Sculpture.22 The

memorial, at Hyde Park Corner in London,

consists of a life-size depiction of a howitzer on

a pedestal, a series of friezes around the

1985), PP. 8-49.
21 Gilbert Ledward, A uto biography (unpublished manuscript, [n.d.]), p. 40, in the archive of the Henry
Moore Institute, Leeds.
22 DS MacCoil, 'Two of the Young', The Burlington Magazine, 40 (1922), 84-90.
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pedestal, showing artillerymen in action. Around the pedestal there are larger than life

bronze statues of artillery-men in flu uniform, including a corpse of which only the legs

and one hand are visible from beneath a covering greatcoat. When it was unveiled in

1925, the memorial met with some criticism in the press, but widespread acclaim in the

artistic community. 23 In 1926 Jagger was elected an Associate of the Royal Academy and

was awarded the gold medal of the Royal Society of British Sculptors.

Thus when he accepted the commission for the Imperial Chemical House statues

Jagger was at the height of his esteem and of his powers. He had developed a very

personal style as a leading figure among what Benedict Read has called the 'Revolutionary

Academics' of British sculpture of the 1920s. 24 He had rejected what he saw as the rather

effete final stages of the New Sculpture as epitomised in Derwent Wood's Memorial to the

Machine Gun Corps which preceded Jagger's Royal Artillery Memorial at Hyde Park

Corner. His roots lay, through Lanteri, with the heightened realism of Rodin. 25 He

admired among the moderns, the stylishness of Bourdelle and the powerful expression of

Metzner and Mestrovic.26

The Great Industries of Britain

This combination of stylishness and power is

what we see in the portraits of Industry. At the centre of

Building is the labourer, bull-headed, square-

shouldered, his face tilted downward and straining with

effort. He wears a tight shirt with sleeves rolled up to

show muscular forearms. He is grasping a knot of

chains, which wind around his wrists. One end of the

chain rises around his neck, the other surrounds and

supports a large horizontal steel girder, the symbol of

23 The howitzer was seen as being too war-like, at a time when reconciliation and peace were regarded as
more important. See, for example, the leading article in The Builder, 129, 4316 (23 October 1925), 586.
24 Benedict Read's introductoiy essay in Benedict Read and Peyton Skipwith, Sculpture in Britain between
the Wars (London, 1986).
25 He would have been veiy aware that a cast of The Burghers of Calais stood just over the road from
Imperial Chemical House.
26 He discussed The Burghers of Calais and work by Bourdelle, Metzner and Mestrovic in Modelling and
Sculpture in the Making (London; New York, 1935).
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modern building technique. On the girder are a number of

miniature buildings, mainly in the classical style, with arches,

colonnades, towers and domes. The power of the labourer

and the strength of the modem girder thus support the

elegance of the buildings.

Maritime Transport, which sits above the cornice on

the corner of Millbank and Horseferry Road, is also a display

of power. Its central figure is again a labourer, seated this

time, his trousers tied below the knee, his boots each on a

separate footstool, splayed outwards. For all its size, it is now

hard to read from ground level. The viewer must go back as

far as possible onto Lambeth Bridge. The labourer is seated

on a globe, a representation of the earth; the outlines of the

continents of the Northern Hemisphere can just be seen. He

has his arms raised vertically up from his shoulders,

and in each hand he holds a metal belt, a drive belt

perhaps, each of which runs down over his shirt and

over the globe. Between the two belts and emerging

from the lower half of the globe are five ships, line

abreast, emerging as if from a tunnel, a lock or a

harbour gate The ftinnel of the central ship, the

tallest, reaches up almost to the equator of the globe.

It is the labourer who straddles the globe and provides

the power which drives international transport.

Conceived in late 1926, the year of the General Strike,

Marine Transport and Building might have seemed

almost to incorporate a socialist message.

Chemical Industry is quite different. We are

now in a world where the power lies with the scientist,

a scientist who is yet strongly akin to magician. At the

base of this sculpture is a huge hand, lying
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horizontally, palm upwards. A tall bearded figure, in a long flowing cloak, stands as if on

the wrist gazing down into the palm. Cradled in the palm are a number of chemical

vessels. This is the world of alchemy, of essences, when the world of the spirit, the

subjective world, was not yet clearly delineated from the world of things, the objective

world. This is not fully of the modern.

' ____	 A	
Agriculture however brings us back into the

modern world. It is an expression of the technocratic
'

dream. At its centre again is the labourer, wearing a

broad-brimmed hat suitable for work in the fields and
I

I'UIIY under the sun. But his face is not strained with effort.

V
Rather he gazes ahead of him dreaming of a glorious

future. His right hand is on the plough. His left is in a

seed bag which is strapped over his left shoulder. Below

him in miniature the glorious future is being enacted.

The sun of hope is rising over a hill at harvest-time.
,•	 )

Coasting down the hill, four horses pull a fully laden

'	 cart, a symbol of plenty. The style seems to prefigure

_________ Socialist Realism.
-

It is interesting to follow the development of this
Figure 5.22 - Agriculture

rather uncharacteristically passive image. Jagger's first

thoughts, as seen in the maquette, were rather different. 27 Here the labourer was seen with

arms folded leaning down onto a spade, whose shaft was cutting through the neck of a

prone figure representing Famine. The head of Famine was thrown back and its mouth

was open in a scream. Below in miniature a single horse strained uphill with a fully laden

cart. Agriculture was portrayed as a battle and a struggle rather than a triumph. When

Jagger came to make a full-scale model, the conception was modified. 28 The labourer was

now digging the earth, his arms straight, his sleeves rolled showing the straining muscles.

Famine was still present but now as a figure lying in chains, which the labourer used as a

prop for his left knee. The miniature view was of a team ploughing. This was a less

violent image while still embodying struggle. Thence to the final version; Famine has

27The maquette is illustmted in Read and Skipwith.
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Figure 5.23 - Maquette
for Agriculture

disappeared, as have all signs of struggle, to be replaced by

effortless grace, sunshine and a glorious future.

Why was such a drastic change made? It is possible

that Jagger made the changes for aesthetic reasons. However

the final version's blandness seems uncharacteristic of his

work. It seems possible that the softening of the image of

Agriculture was at the request of the ICI management We

, know that the development of a new form of scientific

agriculture was central to ICI's business strategy. The

Billingham plant, whose genesis was in the requirement of

ammonium nitrate for modern warfare, needed a peacetime

use to make it commercially viable. The answer was seen to

lie in the industrialisation of agriculture and the increasing

use of man-made nitrate as a fertiliser. One of the early

decisions by ICI was the creation of an Agricultural

Research Station to investigate the best use of nitrate to

increase crop yields. A large farm near Maidenhead,

Jeallott's Hill, was purchased for this purpose, , and Sir

Frederick Kemble, a leading academic botanist was recruited

to act as its head.29 A large sales force was set up to spread

the results of the Jeallott's Hill experiments around the

agricultural community. In the event the strategy failed, at

least in the short term. Farm incomes dropped dramatically

in the 1930s and most of the industry could not afford the necessary investment. A large

part of Billingham had to be closed down or converted to other uses. But there is no

doubting the strategic intent, an intent which was eventually to be successful. After the

Second World War, in the era of the agricultural subsidy, the ICI logo was to become a

common feature of Britain's countryside.

28 This is illustrated in War and Peace Sculpture.
29 W.J. Reader, Imperial Chemical Industry: A History (London, 1975), II, chapter 5, for the story of
Jeallott's Hill.
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British sculpture at the end of the 1920s

In spite of the blandness of Agriculture, the Imperial Chemical House sculptures can be

seen to be a major work in Jagger's mature and very modern style. He again won a medal

from the Royal Society of British Sculptors.3° But the idea of the 'modern' in British

sculpture was changing, leaving Jagger behind. As Imperial Chemical House was being

built so too was a new headquarters for the London Underground at 55 Broadway, over St.

James's Park Underground Station. The architect was Charles Holden. The building had

eight faces, each directed to a different point of the compass. Holden and his client Frank

Pick, the chairman of London Underground, commissioned a team of sculptors to produce

eight sculptures each to represent a different wind. 3 ' The team was led by Eric Gill and

included Henry Moore. The sculptures were all carved directly into stone, rather than

using a clay model as a starting point in the manner taught by Lanteri and used by Jagger

and his contemporaries. In addition, Jacob Epstein produced two groups representing

Night and Day. The sculpture on the London Underground Headquarters produced

enormous controversy.32

A rift was appearing in British sculpture. The issues were generational, technical,

aesthetic, and possibly financial. As Peyton Skipwith has pointed out, Jagger and his

contemporaries had been trained before the Great War and the start of their careers had.

been interrupted by the war.33 There was now a new generation:

Not the callow youths of former times but battle-hardened young men, with little
time for their elders who had red the country into one of the bloodiest wars of all
time [...J angry and in a hurry [...] [to] sweep away the old order [...J [and] make
a 'new world' (p. 63).

In 1926 Gilbert Ledward had been appointed Professor of Sculpture at the Royal College

of Art in London, an appointment which he later claimed he took with a 'lack of

3°Reported in The Times of 19 July 1933, p. 12.
31 Michael T Saler, The Avant-Garde in Interwar England: Medi eval Modernism and the London
Underground, (New York; Oxford, 1999) is an extended study of Pick's influence. See also Richard Cork,
Art Beyond the Gallery in Early 20th Century England (New Haven; London, 1985), pp.249-96.
32 There are a number of letters in The Times in April 1929, following the installation of the Four Winds, and
again in July and August 1929, following the installation of Night and Day. Words like 'monstrous' and
'nightmares' occur. There was even controversy in the street. A letter of July 23 refers to people shouting,
'loud-voiced ones of both extremes'. Epstein was no stranger to controversy. See Richard Cork. Also Terly
Friedman, Epstein'sRima: 'The Hyde ParkAtrocity': Creation and Controversy (Leeds, 1988).
33 Peyton Skipwith, 'Bayes in the 1920s and 193 Os', in Gilbert Bayes, Sculptor.
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enthusiasm'.34

My assistant and colleague was Henry Moore, so there was a certain amount of
conflict of opinion both among the staff and students. [...] Many of the students
paid little or no attention to my tuition. [...J My experience at the RCA had lead
me inevitably to the study and practice of'direct' carving (pp. 49-50).

Ledward had been teaching 'modelling', the use of clay and the pointing machine, the

method taught to him and to Jagger by Lanteri before the War. Henry Moore was

teaching 'carving', directly addressing the stone with no previous clay model, all design

work being done by drawing alone. It was this technical difference which also divided the

generations. There had been carvers in the previous generation, most notably Eric Gill

and Gaudier-Brzeska, but almost everyone else modelled. Even Epstein, seen later as a

pioneer carver, did most of his work by modelling. 35 In 1929 Ledward exhibited at the

Royal Academy his first publicly admitted carved group, the Caryatid Figure Group.

This was greeted with extreme pleasure by some. Kineton Parkes, sculptural critic for

Apollo, wrote of the 1929 Royal Academy Exhibition:

British sculpture is awakening and the dawn holds promises by excellent
performances. The sculptural whole includes carving and modelling, but carving
has for many decades been neglected, while modelling has held the field. [...] The
young sculptors are being taught and encouraged to carve. The most assuring of
all the promises now held out is the appearance at the Academy of a work of the *
first importance by the Professor of Sculpture at the Royal College of Art. It is of
importance in itself and as an indication.36

But not everyone was so welcoming. T.P. Bennett, sculptural critic of the Builder, wrote:

The 'Caryatid Figures' [...] is extremely ugly. One regrets that the extremely
beautiful works which this sculptor is capable of producing are being superseded
by modelling which can only arrive as a result of the influence of the unattractive
portion of the so-called 'Modern'. Mr Ledward will probably return shortly to the
sound work which he was producing a few years ago.

By 1933 however Kineton Parkes could write:

Now we can take the understanding of direct carving asfait accompli, and the old

34 Autobiography, p.49. 	 -
35 Kineton Parkes, who was a leading advocate of the method of carving, wrote in The Art of Carved
Sculpture, 2 vols, (London, 1931) I, p.24: Epstein ... is an undoubted master of modelling, but the
requirements of an instinctive carver are other than those exercised by the creator of the Hudson Memorial'.
36 Kineton Parkes, 'The Rights and Wrongs of Academy Sculpture', Apollo, 9 (1929), 341.

T.P. Bennett, 'Royal Academy Sculpture 1929', The Builder, 136 (10 May 1929), 851.
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pointing and formatone business as a l'ancienne mode..

But whereas Ledward became an advocate of carving, Jagger never changed. His book,

Modelling and Sculpture in the Making, published in 1935, dealt only with the modelling

process.38

But there were related aesthetic differences too. In January 1930 an article

appeared in Studio entitled 'Modern British Sculpture'. 39 This identified the battle lines

and appropriated the word 'modern' to a particular group of sculptors. The article started

with an attack on the separation of architecture and sculpture:

All over Europe architecture is calling directly or indirectly to sculpture. In
England the two arts have been considered visualised and designed as separate
units for over a hundred years, and it may be said truthfully that this separation
culminated in the war memorials. They at last forced attention to the deplorable
position, and hastened reaction.

The reference to European architecture and the contrast with England can be seen as

invoking Europe as the true source of the modern. The critique of the separation of

sculpture and architecture in the period prior to 1930 seems at this distance in time just a

little unfair. A case could be made that the period 1890-1930 was a golden age of

collaboration between architects and sculptors, starting with Beicher and Joass's work with

Hamo Thornycroft and Harry Bates on the headquarters of the Institute of Chartered

Accountants.4° The Art Workers' Guild was formed, under the influence of William

Morris, to try to achieve integration between architecture, sculpture, painting and design.

We have also seen that Frank Baines as architect initiated the sculpture on Imperial

Chemical House, made the suggestions as to subject matter and, in the case of the doors,

probably took a role in the detailed design. 4 ' What seems more likely is that the group of

sculptors for which Jellicoe was the spokesman regarded the sculpture on the London

Underground Headquarters as being much more successful aesthetically than that of

38 (London, New York, 1935).
39 G.A. Jellicoe, 'Modem British Sculpture', Studio, 99, 442 (January 1930), 26-3 1. There were other articles
in a similar vein in the same year. For example, John Grierson, 'The New Generation in Sculpture', Apollo,
12 (1930), 347. Grierson studied sculpture at the RCA and was later to become a pioneering docuinentaiy
film maker.
4°Sam McKinstrey, 'Status Building: Some Reflections on the Architectural History of Chartered
Accountants Hall, London, 1889-1893', Accountancy, Organisation and Society, 22, 8 (1997), 779-98.
41 Frank Baines also wrote an article, 'Architecture and Sculpture: An Intimate Relation', Realist (April
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Imperial Chemical House, and as being a true marriage of architecture and sculpture.

In April 1930, the Architecture Club of London held a discussion lead by Frank

Pick, entitled 'The Relationship of Sculpture and Architecture'. 42 Pick defended Epstein's

work on the Underground headquarters building:

We were living in a kind of robot world in a sense that the building, with its
regular fenestration, was typified by the efficiency of the rise of the building, and
that it was only right that at some point there should be something to relieve that
feeling. That, probably, was the effect that Mr. Epstein had in mind. [...] Not only
was the sculpture in the right place, but also it was in the right temper.

He also sought to defend the sculpture against the charge that the subject matter was

irrelevant to the building. 43 He compared them with those on Imperial Chemical House

(although not Jagger's, since these had not been erected as yet):

Here they had placed on the keystones portraits of eminent but current worthies.
Go and survey those ornaments, well disposed and not badly done, and they would
come to the conclusion they were no better in their subjects and in their purpose
than the sculpture that had been placed on the Underground building.

This is an extraordinary claim, unchallenged at the meeting. It is possible that Frank Pick

simply did not pay attention when he went to Imperial Chemical House. It may have been

that he was the victim of a classical English education and simply did not know who

Cavendish, Medeleyev, Liebig and the other chemists were, mistaking them for current

members of the ICI board of directors.

In the following discussion Eric Aumonier, one of the sculptors, (although the

report calls him Mr W. Aumonier), described the relationship with the architects thus:

The architects of the Underground building gave the sculptors a perfectly free hand
in their work, and did not control them in any way beyond the first elementary
sketches. The sculptors gained their inspiration from the architects, and it was
only on the architectural surroundings that the architects gave them that the
sculptors could develop or express themselves. The essential thing was the early
collaboration between the two on the building.

1929), 128-33.
42 This was reported in The Builder, 138 (18 April 1930), 773.

One of the correspondents to The Times, in the search for relevance, had suggested that the Four Winds,
horizontal and in some cases somewhat distorted figures, were in 'poses to be adopted by the public when
travelling in their [the Underground's overcrowded trains'. Mr Francis Phillips, The Times, correspondence,
13 April 1929.
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This description, even allowing for the fact that it is a report of what was said rather than a

considered article, shows the contortions that had to be indulged in to try to claim close

collaboration between architect and sculptor, while at the same time insisting on artistic

autonomy. In the end, however, it sounds little different from the practice we have

observed on Imperial Chemical House.

Jellicoe's attack on the war memorials, ('they at last forced attention on the

deplorable position', i.e. the separation of sculpture and architecture), was more pointed,

although again from this distance of time a little unfair. Two of the most prominent

memorials in London were the Cenotaph designed entirely by an architect, Lutyens, and

the Royal Artillery Memorial, a joint work between a sculptor, Jagger and an architect,

Lionel Pearson, who may also have worked on 55 Broadway. Both are quite strikingly

'architectural'. While the technical criticism of the memorials can hardly be justified, what

probably lay behind it was a feeling that they did not represent a sufficient break with the

past. By the late 1920s, attitudes to the Great War had changed. 45 There was by then

much more criticism of the conduct of the war and more openly anti-war sentiment

expressed. It was beginning to be seen as a watershed, as the beginning of irrevocable

change. Jellicoe excluded Eric Kennington from his criticism. His 'group in Battersea

Park was one of the few where sculpture took on a new and strange aspect'. The attack on

the war memorials seems much more like an oblique attack on Jagger and his perceived

failure to be sufficiently revoIutionary.

Jellicoe traced the genesis of English modernism along lines which have since

become familiar: the Vorticists, Gaudier Brzeska, then 'of modern Englishmen, Epstein,

Eric Gill and Dobson stand out among a number who are endeavouring to make sculpture

vital and significant'. This was the beginning of the revised view of the history of British

sculpture, whereby the only sculptors of significance before 1930 were those admired by

what became the dominant sculptors after the Second World War. This modem group was

defined by Jellicoe in the illustrations accompanying the article: Henry Moore, John

Pearson trained in Manchester with Charles Holden, architect of the Underground headquarters, and was
soon to be his partner.

I have already noted Peyton Skipwith's comments. 'Baffle-hardened young men [...] angry and in a huny.'
46 In contrast, another modernist critic, Stanley Casson wrote, 'the Artillery Monument at Hyde Park Corner
is one of the most satisfactory public monuments we possess'. XXth Century Sculpture (London, 1930),
p.120. While praising the monument he strangely does not name Jagger.
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Skeaping, Maurice Lambert, Arnrid Johnson, Gertrude Hermes, Eric Kennington,

Elizabeth Muntz and Barbara Hepworth. Jellicoe concluded by taking the criticism that

modern sculpture was ugly head on:

If the criticism be true that the subject of much modern sculpture is unpleasant it
can be argued that this is due to the reaction against the immediate past. Life is
being represented stark. Between these sculptors and those associated with the
academy is a wholly different outlook; the latter chase beauty as they see it, the
former find beauty by cold logic and reasoning.

The enemy is at the end clearly identified, 'those associated with the academy', i.e. Jagger,

Ledward and others. The reference to 'cold logic and reasoning' was technocratic rhetoric,

showing the connections between the modernist movement and the growing technocratic

class. What seems strange to us is the dichotomy between the rhetoric of these sentences

and the nature of the illustrations. Here we see a group of smoothly finished, rounded and

gently beautiful objects. The subject matter, a head of a girl, a buffalo cal doves, seems

hardly 'unpleasant' and rather esoteric. From this distance in time the British sculptor

who, around 1930, might best be described as showing 'Life [...] represented stark' is

Charles Sargeant Jagger in the Royal Artillery Memorial and the Imperial Chemical House

sculpture.

Finally, there may have been some financial reasons for the ferocity - of the

argument. In the early 1920s, there had been a great boom in the requirement for

sculpture because of the need for war .memorials and sculpture on buildings. Jagger's

generation and the previous generation, Derwent Wood, Goscombe John and others, had

all benefited from this boom. By the end of the 1920s this was over. All the war

memorials had been completed. The slump in building following the Stock Market crash

in 1929 further reduced the opportunities for sculptors to earn a living. Also, the rise of

modernism itself, ironically, with its deprecation of decoration, made the likelihood for

architects to be calling for sculpture even less. Nevertheless, sculpture for buildings was

still seen as a potential market and this might explain why the modernist group were keen

to establish their credentials in this field.

Jagger himself deplored the split in the ranks of the sculptors. In 1933 he wrote: 'I

fear no half-dozen sculptors of today speak with a common tongue - share the same ideals
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- or worship the same gods.'47 He then launched into an attack on the modernists:

Throughout the recent years I have watched with interest and sometimes disgust
the contortions and convulsions which have made the art of sculpture an object of
derision and dismay. I have often watched the pathetic spectacle of the passer-by
gazing in bewilderment at some twisted contraption of lead piping and copper wire
or at some strange shape in stone.

His Yorkshire soul could not abide 'the self-elected intellectual snobs who find in these

monstrosities an opportunity for loudly demonstrating their assumed intellectual

superiority'. But Jagger was aware that he had been himself reacting against the aesthetic

of the immediate past and could therefore also sympathise with the modernists' aims and

look forward to better times:

The worship of ugliness today is the natural reaction from the sweetness and
prettiness of yesterday, and it is my conviction that out of this violent convulsion
which has shaken the very foundations of art a finer and nobler school of sculpture
will presently emerge. [...} The deluge has temporarily swept away the love of the
beautiful, but this must inevitably return. It has, however, brought with it an
appreciation of the correct and limited use of material. [...] It has also reincarnated
the great art of design and composition. [...] Extravagant over-elaboration is now
giving place to a simplification of form and silhouette and this will [...] help in
creating a school of sculpture far finer than we have known for many
generations.48

The article is illustrated with a model for Christ the King intended for the main entrance to

the new Roman Catholic Cathedral in Liverpool, the head of Christ from his Calvary

Group, and Building from Imperial Chemical House, all examples of Jagger's own brand

of the modern. 49 But Jagger was not to see his prophecy fulfilled. Shortly after writing

this article Jagger died, aged forty-eight.

Conclusion

The sculpture on Imperial Chemical House was commissioned to express the

ideology of the new professional technocrat, the notion of progress achieved through the

Sargeant Jagger, 'The Sculptor's Point of View', Studio, 106,488 (November 1933), 251-54.

48 However it was the earlier diatribe and not the more hopeful statements which attracted most attention.
See for example the leader in The Builder, 145 (1933), 647.
49 Lutyens's design for the Liverpool Cathedral, apart from the crypt, was never built A model of the design
is in the Walker Gallery, Liverpool.



160

combination of science and industry. The bronze panels on the entrance doors present

what appears to be a straightforward narrative of progress, showing direct comparisons

between old and new technologies. But the sculptor Fagan, whose long career had been

devoted to the art of the artisan, seems to betray his admiration for the simpler forms of

human life based on craft skills.

The carved heads of the scientists appear to give a straightforward account of the

canon of the great chemists of the past. They gaze down on the passers-by like gods; the

scientist as hero. But the canon is diluted by the presence of non-scientists, the Chairman

and Vice-Chairman, Alfred Mond and Harry McGowan.

Charles Sargeant Jagger's allegories of the four great industries, Building, Marine

Transport, the Chemical Industry and Agriculture are also problematic. Building and

Marine Transport portray achievement by brute strength rather than science. The figure

of Chemical Industry is more magician than scientist. The radiant optimism of

Agriculture perhaps owes more to ICI's marketing aspirations than to the reality of the

depressed industry of the 1930s.

Jagger, himself, when the work was commissioned had the reputation as a

modernising influence in British sculpture, seeking to get away from the prettiness of

some of his contemporaries to create a more robust and stark expression of the modems

world. By the time the sculpture was installed, however, to the younger generation of

sculptors around Henry Moore, Jagger's work had become identified with the reactionary

and the academic.
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CHAPTER 6

IMAGES OF PROGRESS

'Heaven helps those that helps themselves' is a well-tried maxim, embodying in a
small compass the results of vast human experience. The spirit of self-help is the
root of all genuine growth in the individual; and, exhibited in the lives of many, it
constitutes the true source of national vigour and strength. (Samuel Smiles).'

No man of an independent turn of mind can breathe for long the atmosphere of
Port Sunlight. That might be news to your Lordship, but we have tried it. (The
Secretary of the Bolton branch of the Engineers' Union, writing to Lord
Leverhulme).2

As Imperial Chemical House was being completed in

1929, senior managers of two European soap and food

processing companies, one British, the other Dutch, were

engaged in negotiations which eventually led to a merger.

Rationalisation was proceeding. The British company was

Lever Brothers, a company created in the late nineteenth

century by William Lever, later the first Lord Leverhulme.

On 13 September 1930, close to the anniversary of the birth of

Lord Leverhulme and over five years after his death, a

memorial sculpture was unveiled at Port Sunlight, Lever's

original factory village on the Wirral. The author of the 	
Figure 6.1 - Inspiration

sculptural group was the Scottish-born sculptor William Reid ______________________

Dick. Its object, William Lever, had in his lifetime, by the application of the principles of

Samuel Smiles's Self-Help, created from nothing a worldwide empire of soap

manufacturing. But under his successor, the accountant Francis D'Arcy Cooper, the

Company was being transformed into a modern international corporation, Unilever, with

interests not just in soap, but in edible fats, foodstuffs, and cosmetics, and was pioneering

advertising methods which were to change the look of everyday life. This transformation

was portrayed in the covers and content of its in-house magazine Progress between 1925

and 1939.

'Self-Help with Illustrations of Conduct and Perseverence (London, 1859), p. 1.



Figure 6.2 - Industry, Charity, Education
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The Leverhulnie Menwrial

The Leverhulme Memorial is at the front of the Lady Lever Art Gallery in Port

Sunlight. It consists of two elements. High on a tapering square column or pylon stands a

simple classically draped figure, Inspiration. The column is scored heavily with five

vertical lines on each face, leading the eye up to the figure, who looks upwards to the

heavens, arms parted in the ancient gesture of prayer. The second element is a group of

four free-standing figures on a shallow plinth. Three of the figures have their backs to the

pylon. At the centre is Charity, a young mother, in contraposto stance, loosely draped

below the waist, holding a baby. She has her right hand under the child's buttocks, her left

arm supporting its shoulders. She gazes down into its eyes. On her left is Education, an

elderly tonsured man in a toga, holding a large open book, the index finger of his right

hand pointing to the text. He also gazes down at the child which at some later stage would

come into his care. On Charity's right stands Industry, trousered legs apart, looking ahead.

He wears a simple head covering, a loose shirt, sleeves rolled up, and an apron. He is

holding a large pair of metal cutters. Behind them, with her back to them, facing the pylon

and the Gallery, is Art. She carries a palette in her left hand.

In an interview for Progress, Reid Dick explained:

It is nearly three years since I began on the memorial. {. ..] There has been none of
that intervention which the artist occasionally has to submit to in commission
work, but invariably resents. I was given a free hand to develop what a memorial
of Lord Leverhulme should be. I had some personal recollection of him.

In considering that genius, I evolved the figure of Inspiration; in reflecting
on his achievements, so numerous and diverse, there emerged the major aspirations

2 Quoted in Charles Wilson, The History of Unilever, 3 vols (London, 1954-70), I, p. 150.
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of his life - Industry, Education, Charity and Art.3

Reid Dick was claiming complete freedom. However he had made a significant change

between the clay model and the final version. The clay version shows Charity in a much

more intimate and sensuous relation to the child, holding its face up to hers in a near kiss.

In the final version the child is lower down, away from the mother's face and the

relationship is more aloof The clay version

recalls Epstein's Maternity (1910), which at

the time was still on the face of the British

Medical Association building in the Strand,

London. This had caused a great outcry

when it was installed in 1910 and was again

in the news in 1930, the Rhodesian High

Commission having recently acquired the

building and planning to remove Epstein's

work.4 It also recalls the intimacy of Reid

Dick's own recent work on a series of Madonnas

Reid Dick felt that the emotion shown in Epstein's and his own

work would be indecorous in the Leverhulme Memorial, but it

is also possible that he was asked to make the change by the

commissioning committee.

The group was praised highly when it was shown at the

Royal Academy in the summer of 1930,

installation. T.P. Bennett, the architect and

sculpture critic for The Builder, wrote:

The group has a distant relationship with Rodin's
famous 'Burghers of Calais'. [...] [It] deserves high
commendation and well displays a very vigorous
personality.6

Kineton Parkes, a more eclectic critic, wrote in Apollo:

'The Leverhulme Memorial', Progress, 30 (July 1930), 86-88.
' Richard Cork, Art Beyond the Gallery (New Haven; London, 1985). There is a photograph of Maternity on
p.49. The statues were effectively destroyed in 1935 after worries about their safety.

H. Granville Fell, Sir William Reid Dick, KC. V.0., RA. (London, 1945). Plates 6, 13, 15 and 17.
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Reid Dick has produced one of the most important sculptural memorials that has
been seen at the Academy for many years. [...] Like Rodin's 'Burghers of Calais' it
is designed to be seen only slightly raised above eye-level; and like the great
'Burghers' [...j it is a realistic group, pictorially and psychologically expressed.7

Reid Dick was among the last of the rNew Sculpture' generation of British

sculptors, whose stylistic roots lay in France. 8 Little seems to be known of his early life.

He was born in Glasgow on 13 January 1879, took a five-year apprenticeship with a

stonemason and worked for a further five years as an 'improver for a stone decorator'. 9 In

1907, at the age of 28, he enrolled at the Glasgow School of Art. Francis Derwent Wood

had been Professor of Modelling at the School from 1897 to 1905, and something of his

influence may have remained. Kineton Parkes argued that there were two main branches

of British sculpture at the turn of the century, 'the decorative school of which Alfred

Gilbert was the triumphant exponent, and the other the severe naturalistic school which

Derwent Wood's work illustrates."0 This is perhaps an oversimplification, but, in terms of

this analysis, Reid Dick belonged to the naturalistic school. After Glasgow, Reid Dick

moved to London, enrolling in the City and Guilds of London School of Modelling at

Kennington. Briefly Dalou, colleague and contemporary of Rodin, had taught there and

then its professor became W.S. Frith. It had many distinguished graduate sculptors."

Soon Reid Dick was exhibiting at the Royal Academy and creating a successffil

career. He married in 1914, having decided to settle in London. During the First World

War he served with the Royal Engineers in France and Palestine. After the war he

resumed his career, creating the Lions at the Menem Gate for Lutyens and continuing to

exhibit and sell his sculpture. He was highly successful. He was elected an Associate of

the Royal Academy in 1921 and a full Royal Academician in 1928. At some time in the

1920s he had become sufficiently prosperous to procure the studio at 16 Maida Vale

which had first been constructed for Alfred Gilbert in 1893.12 He had this rebuilt for him

6 'Sculpture at the Royal Academy', The Builder, 138 (9 May 1930), 893.
7 Kineton Parkes, 'The Royal Academy Summer Exhibition 1930: Sculpture', Apollo, 11(1930), 347.
8 Susan Beattie, The New Sculpture (New Haven; London, 1983).
9 There are brief biographical notes in the Reid Dick papers in the Tate Gallery archive.
10 Kineton Parkes, Sculpture of Today, 2 vols (London, 1921), I, p. 82.	 -
' Ibid., p. 90. William Fagan had been an early graduate of this school. Others included Goscombe John,

Harry Bates, Franipton, Pomeroy, Gilbert Bayes, John Tweed, Glyn Philpot and Henry Poole.
' 2 Rjch Dorment, Alfred Gilbert (New Haven; London, 1985), p. 134. The cost of constructing the
studios and refurbishing the adjacent house was likely to have been the primary cause of Gilbert's financial
difficulties.
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by his friend, the architect Thomas Tait.' 3 Throughout most of the 1930s he was President

of the Royal Society for British Sculptors, gaining commissions, including many

prestigious public monuments, when most sculptors were struggling to find work. At the

time of the commission of the Leverhulme Memorial he was approaching the age of fifty

and was quite simply the best known and most successful sculptor in Britain. He was at

that time to sculpture what Lutyens was to architecture, prestigious, conservative in style,

and highly regarded in the profession. Unlike Lutyens, he is now largely forgotten.

Lord Leverhulme and Lever Brothers

Perhaps Reid Dick's own career gave him some sympathy with Leverhulme. Both

had relatively humble beginnings, and through Inspiration and Industry had achieved

success. Lord Leverhulme had been born William Hesketh Lever in 1851, the son of a

grocer in Bolton.' 4 When William joined the business it had progressed to become a

wholesale grocery business. Very soon William was a full partner with responsibility for

sales. His salary was £800 per year, a considerable sum for a 21-year-old in 1872. Lever's

story was hardly rags to riches. His favourite reading was Self-Help by Samuel Smiles, a

Victorian classic, a collection of biographies of the successful and a manual of recipes for

success.' 5 Lever was determined to succeed. In 1884 on a holiday in the Orkneys he had

his first great inspiration. On his return he patented the name Sunlight.	 -

Lever's plan was to sell soap under a brand name. Up to this time soap had been

sold at grocers by carving quantities to order from a large cheese. He set up in partnership

with his brother, James D'Arcy Lever. James was never much more than a sleeping

partner and left the company in 1897. The company name Lever Brothers was retained,

however. Lever bought soap wholesale, and set up a factory to cut it into bars, and wrap

it, and then resold it as Sunlight Soap. When the soap manufacturers could not provide

enough soap of a consistent standard, in 1885 he bought a run down factory in Warrington

together with its staff In 1888 he visited the USA to investigate marketing methods. He

introduced the American practice of giving discounts or gifts for returned collections of

13 There is an undated specdi written on4thenaeun, paper, in file 8110.3,24 of the Tate Gallery Archive, in
which be refers to 'Mr Tait an old member of the club and an intimate friend of my own. [...J He even
designed my studio and we are sill friends,'
14 Wilson, 'Mr Suulcs' Disciple', 1, chapter 3 describes Lever's early life.
'5SeIf-JfeIp.
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wrappers.' 6 I-fe undertook massive poster and newspaper advertising campaigns, again on

American models, to establish the brand name. When there were problems with the lease

of the Warrington factory in 1889, he bought a patch of marshland on the Wirral peninsula

and moved the whole operation there. He called the new factory Port Sunlight. His

inspiration had been an outstanding success.

Lever was a salesman of genius. His great rival, Thomas A. Barratt of Pear's Soap

is reported to have said, 'Any fool can make soap. It takes a clever man to sell it'.' 7 But

Lever was more than just a salesman. He also had a wider vision and was a hard

negotiator. It was probably these skills which eventually gave him the dominant position

in the soap industry. The arrival of American style salesmanship was followed by periods

of intense competition, attempts to organise a voluntary cartel, which failed

acrimoniously, followed by a process of merger. This latter was aided by finance from the

City of London and then by the First World War and the Ministry of Munitions. An

important by-product of soap manufacture was glycerine, an essential ingredient of a

family of high explosives. In times of war the soap industry was transformed into a

glycerine industry with soap as the by-product. Lever was backed both by the City and by

the Ministry of Munitions, as the strong man of the soap industry. By 1920 he controlled

over half of the British soap market, his only serious rival being the Co-op.

As Lever grew wealthier he developed interests outside of the soap business.

Following Inspiration and Industry, his

interest in Charity, the third figure on the

Memorial, could be thought of as starting

with the development of the village of Port

Sunlight itself. This was a garden village

built next to the factory for the factory

workers. The standard of housing, in

cottage style semi-detached and terraced

housing, was much higher than most that

could be obtained elsewhere by workers in the South Lancashire and Cheshire chemical

industry. But the provision was not just philanthropic. Lever's model was other works

16 Pamela Walker Laird, Advertising Progress: American Business and the Rise of Consumer Marketing
(Baltimore; London, 1998), p. 54. Laird attributes the innovation to B.T. Babbitt in 1851.
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villages like Bourneville. The objective was to achieve a contented and committed

workforce and an element of social control. Workers were entitled to apply for a house in

the village but to obtain a house they and their wives had to be vetted and approved by the

Port Sunlight management. Lever wrote in 1901:

A good workman may have a wife of objectionable habits, or he may have
objectionable habits himself; which make it undesirable to have him in the
village. 18

Loss of the job at the Lever Brothers factory also meant loss of the house. Limitations

were placed on what could be done in the village gardens. The village was a temperance

village. Unionisation of the workforce was resisted. The secretary of the Bolton branch

of the Engineers' Union, not necessarily an impartial observer, wrote to Lever:

No man of an independent turn of mind can breathe for long the atmosphere of
Port Sunlight. That might be news to your Lordship, but we have tried it. The
profit sharing scheme not only enslaves and degrades the workers it tends to make
them servile and sycophantic; it lowers them to the level of machines tending
machines.'9

His charitable interests were particularly focussed on Education, the fourth figure

in the Memorial. Charles Reilly, when he was Professor of Architecture at Liverpool, just

across the Mersey, always found Lever receptive to ideas for projects to fund. He later
a

wrote:

I had got into the habit of going over to Port Sunlight every other Sunday and
meeting Mr Lever, as he was then, [...J to his house at Thornton Hough. [...] After
lunch I would produce my plans or discuss schemes for the good of the University
or the town of Liverpool.2O

These included a Chair of Town Planning for Professor Adshead, and a grant for Reilly to

travel to the US to study the architectural profession there. 2' The Leverhulme Trust, set

up under the terms of Lord Leverhulme's will, still exists as a major source of funding for

postgraduate research in British universities.

His support for Reilly and the architecture school at Liverpool can also be seen as

reflecting his interest in the final figure on the Memorial, Art. At Port Sunlight, the

' Quoted by Laird, p. 55.
18 Wilson, I, p. 150.
' Ibid., p. 150.
20 i in the S7cy (London, 1938), p. 123.
21 ibid., p. 125-27.
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houses were mainly designed by local architects or by the Lever Brothers architect, J.

Lomax Simpson. However, designs were also commissioned from better known

architects, Lutyens, for example, and Reilly himself. Lever was also an avid collector of

art works. This interest was stimulated initially by his rivahy with Barratt, who had

famously purchased from Millais the right to use the painting Bubbles on a Pear's soap

advertisement. Lever took up the challenge, buying a number of celebrated art works for

use on Sunlight advertisements. Among these were W.P. Frith's The New Frock, about

which Frith and Lever quarrelled, and Bacon's Wedding Morning, of which Lever said, 'It

is only a moderate picture but suitable for soap advertisement'. 22 By the end of his life he

had amassed a collection of paintings, sculpture and furniture more than large enough to

fill a gallery. Therefore he had a gallery built, the Lady Lever Gallery in Port Sunlight, to

house part of it.23

Lever also created an international business empire. He had set up or purchased

companies in most of the countries of the British Empire, in Europe and in the US. His

American subsidiary was particularly successful, rivalling the Americans on their home

ground and stimulating them to set up companies in Britain. He was also obsessed by

security of raw materials, and it was this obsession that was to lead to his downfall. The

main ingredients of soap are fats and oils, which were obtained from a number of sources:

animal slaughterhouses, whaling, vegetable oils. In the early twentieth century, among the'

most productive and least costly vegetable oil was obtained from the nut of the palm tree.

Early attempts were made to create cultivated plantations of palms, 1 but around 1920 the

majority of palm oil was still obtained from the wild palms of the tropical rain forests.

Lever's main sources were the Belgian Congo and the West Coast of Africa. Most

of West Africa consisted of British colonies, and the British Colonial Office insisted that

Lever purchased his palm oil through the existing trading companies. By the end of the

war, the many small trading companies, most of which had been formed in the eighteenth

century during the Slave Trade, had been reduced largely to two companies: the Niger

Company and the African and Eastern Trade Corporation. Lever was determined to buy

both. In 1919, the Niger Company approached Lever Brothers, offering to sell. By 1919,

Wilson, I, pp.41-42.
W.J. Reader et al., Lord Leverhulme; Founder of the Lady LeverArt Gallery and Port Sunlight on

Merseyside; A Great Edwardian Collector and Builder (London, 1980). This is a catalogue of an exhibition
of part of the collection at the Royal Academy.
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Lever Brothers was a large organisation, but Lever still operated in the Victorian owner-

manager style. He made the decision himself and bought the company, even though he

was visiting the US at the time and must have been distracted by many other issues. There

appears to have been no proper examination of the Niger Company accounts. In 1920, the

year of the great post-war depression, palm oil prices slumped. The Niger Company was

found to have massive debts. Lever Brothers had to be rescued from potential bankruptcy.

Francis D'Arcy Cooper

The rescue was led by Francis D'Arcy Cooper. Cooper was a member of Lever

Brothers' accountants, Cooper Brothers & Co. Leverhulme had himself been unable to put

together a rescue package in the City of London. With Lever's grudging permission,

Cooper negotiated a loan from Barclay's Bank, with what appears to have been a condition

that the management style in Lever Brothers must change. To quote Charles Wilson, the

company's historian:

From then on Lever lost effective control of the company to a more collective
management led by D'Arcy Cooper.24

Lord Leverhulme continued as Chairman, but had effectively retired. An inner cabinet

was set up in 1921, consisting of Leverhulme, his son, two Lever Brothers directors, with

Cooper as an informal member. The headquarters of the company was moved from Port

Sunlight to London, presumably so that closer contact could be kept with the company's

creditors in the City. A late nineteenth-century hotel, De Keyser's Hotel, on a site on the

north end of Blackfriars Bridge, was purchased and renamed Lever House. In 1923

Cooper's position was formally recognised by making him Vice-Chairman. In 1925

Leverhulme made a visit to Africa. The April edition of Progress, the Lever Brothers in-

house magazine, reported 'The Chairman's Return':

Lord Leverhulme, in splendid health and tanned by the tropical sun returned to
London on 15th March after his six month's absence in West Africa.25

A few weeks later, on 7 May, Leverhulme died at the age of seventy-four. Cooper

succeeded him as Chairman of Lever Brothers.

The transition from Leverhulme to Cooper is one of the clearest changes from the

24 Wilson, U, Chapter XVffl tells the stoW of Lever's demise.
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Figure 6.8 - Francis D'Arcy Cooper

Victorian owner-manager to the twentieth-century professional manager that could be

imagined. Examining their respective portraits is telling. Viscount Leverhulm&s portrait

by Philip de Laszlo, made in 1924 after his role had become largely ceremonial, shows

him dressed in his viscount's robes. 26 In the portrait he stands up on a step above the

viewer with his left hand on the back of the chair behind, a pose which, if anything,

emphasises his small stature. He stares, as befits a visionary, over the right shoulder of the

viewer with just the hint of a smile, towards a bright light which illuminates the left side of

his face and his white hair. The robe falls backwards from him onto the chair and

forwards onto the step, with a gap in his robe revealing the leg buckled at the knee. This

is a regal pose, the pose of a man used to command and be obeyed. It was Leverhulme's

favourite portrait. An earlier portrait commissioned from Augustus John, which showed

him as mere mortal, he cut up and tried to hide away. In contrast, in George Harcourt's

portrait made in 1936 when Cooper was at the height of his power, D'Arcy Cooper is

25 Progress, 25, 167 (April 1925), 43.
26 He had three copies made, one for his home in Thornton Manor, one for his old school, Bolton School and
one for the company headquarters in London. The original was kept in the Lady Lever Gallety. Reader et
al., p. 60.
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seated, calmly looking at the viewer with a level gaze, an equal, his hands folded relaxed

on his knee. 27 He wears the pin stripe, uniform of the man of finance. His face is

expressionless, and his high balding forehead shows the head of a man of intellect, a

rational man, a thinker, a man who listens and reasons, a professional.

In the early 1920s Cooper faced a difficult situation. Lever Brothers had financial

problems in a time of economic recession. It was also now a very large company, with a

large variety of competing brands, and a variety of competing traditions and cultures,

some until quite recently under separate ownership and in fierce competition with Levers.

The outside competition was also increasing. The American company Palmolive had set

up successfully in Britain as had the European companies of JUrgens and Van den Bergh's.

Retrenchment was necessary. The workforce at Port Sunlight was reduced from 8,000 to

4,000. Some kind of unification of the organisation was also needed. Cooper's response

was to build up a professional managerial team at the centre and to create a leadership

figure, not in himself, he preferred his anonymity, but in the figure of Lord Leverhulme.

Paradoxically this became easier after Leverhulme's death. Leverhulme's son, the second

Lord Leverhulme became President of the company to Cooper's Chairman, a symbol of

the continuity of the line. A 'Founder's Day' was instituted. On or about the anniversary

of William Lever's birth each year, all employees of Lever Brothers world-wide were

given a day's holiday with pay, and fates, fairs and gymkhanas were organised to funnalise'

the celebrations. Port Sunlight, in spite of the fact that it had ceased to be the management

centre, became a sort of spiritual centre for the company, with organised tours led by

female white-coated guides. The Leverhulme Memorial at the centre of Port Sunlight was

to act as a focus for this myth creation, expressing the values of the company as embodied

in the Founder.

Progress and Unilever

Cooper also revamped the in-house magazine, Progress. This had started life in

1895 as the Port Sunlight Monthly Journal, to be renamed Progress in 1899, as Lever

expanded beyond Port Sunlight. The magazine was recognisably a counter to what

Roland Marchand has called 'The Lament', the feeling of the owner-manager that he was

losing the kind of intimate friendly contact that he imagined he had with his work-force

27	 (Autumn 1936), 87.



•JI1 UU F 1S I 'I<
I

/	 ,'>';

<..s	 .4':
.

I
Figure 6.9 - 'Progress' under

Leverhulme

172

when the company

was smaller. 28	The

staple fare of the

magazine was a

combination	 of

homilies composed by

Lever	 himself,

addressed usually to

his 'Co-Partners', and

the small news of a

parish	 magazine,

births,	 marriages,

deaths,	 retirements,

new appointments, promotions, and the achievements of the company's many sports

teams.

The new Progress retained these elements, apart from the Leverhulme homilies,

but introduced much that was new. Firstly, the front cover was a full colour picture,

usually a reproduction of a painting. That of the first edition, for April 1926, was a banal

enough image, a young girl in head and shoulders portrait gazing out directly at the

viewer. But, strikingly lit and brightly coloured, it was an image of youth and hope in

difficult times, in a year of depression and industrial unrest, culminating in the General

Strike. Although conservative in technique in avant-garde terms, it was an image which,

in the twentieth century manner, made no secret of the fact that it was a painting. Painted

by Andrew Johnson it was the latest Sunlight Girl to be used in a poster advertising

Sunlight Soap. Secondly, the magazine was set in a racy new typeface, Garamond, a

radical change in the look of the magazine. Garamond was a typeface devised by Stanley

Morison for Monotype, a company which sold a new and more flexible typesetting

technology. According to Richard Hollis:

It was in the design of letter forms that Britain made a lasting contribution to the
appearance of the printed word.29

28 Roland Marchand, Creating the Corporate Soul: The Rise of Public Relations and Corporate Imagery in
American Big Business (Berkeley, 1998), p. 101.
29 Graphic Design: A Concise History (London, 1994), p. 90.
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Garamond was one of a series of typefaces based on historical models introduced by

Morison in the interwar period, including, most famously, the now ubiquitous Times New

Roman, a close cousin of Garamond, in 1932. Lever Brothers' London headquarters,

where Progress was produced was just south of Fleet Street where this innovative work

was taking place. These typefaces soon became closely identified with the idea of the

modern. Thirdly, much of the content became specially commissioned articles of

information, sometimes written by insiders, directors or experts within the company, but

often by outsiders. The tone of the new magazine was intentionally highbrow, while still

retaining some of the flavour of the parish magazine. This was a new professionally

produced magazine for a new professional institution, and was aimed to impress those

outside the company as well as those within.

Progress retained this format from its inception until the outbreak of the Second

World War in September 1939. This was another period of rapid change and growth for

the company. The latter part of the 1920s was a period of economic recovery and of

intense competition within Europe. The two main European companies, JUrgens and van

den Berghs, whose main activity was margarine rather than soap, combined in 1927 to

form a Rotterdam-based company called Margarine Unie, with a British subsidiaiy,

Margarine Union Ltd. This powerfiul combination soon attracted other smaller coripanies

to join them, making it dominant in Europe outside the UK. Margarine is made from

much the same ingredients as soap, so that there is in the first instance a competition

between soap and margarine manufacturers for raw materials like vegetable oils and fats.

In addition, because the manufacturing processes were similar, and because both were

marketed through the same retailers it made good economic sense to have the

manufacturing of both within the same organisation. Margarine Unie made soap although

its main activity was in margarine. Lever Brothers made margarine although its main

activity was soap. In 1928, against a background of increasing prosperity, meetings

started between Lever Brothers and Margarine Unie aimed at reducing the damage of

competition.3°

At first the idea was to transfer all the soap making into Lever Brothers and all the

margarine making into Margarine Unie. But a different business logic was to prevail. In

30 WiIson, II, pp. 301-08.
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addition, 1928/9 was at the high-point of the fashion for 'rationalisation', as espoused by

Alfred Mond and others. 3 ' Many complicated formulae for reducing competition by

transferring assets from one company to the other were considered over the early part of

1929. Then someone, who is not known, invented the name Unilever. This signal

linguistic event may have played its part in making the final outcome seem inevitable. In

August 1929, a heads of agreement was signed to combine the two companies as an equal

partnership. The full agreement was signed on 2 September, just two weeks before the

Wall Street crash. The merger was one of the largest in European history. Unilever

became the largest industrial enterprise in Britain, ahead of Imperial Tobacco, Shell, ICI

and APOC.32

According to Alfred Chandler, it was the formation of Unilever that really made

William Lever's old empire into a fully modern company. Referring first to the 1920s,

Chandler wrote:

Few disputed Chairman Cooper's claim that rationalization of overlapping
marketing and distribution facilities and personnel could save £2 per ton in soap
production costs. Yet Cooper and his colleagues hesitated. [...] As Charles Wilson
puts it: 'The late Chairman's ghost still walked'. 33 {...] William Lever had a
powerful commitment to what Arthur Chamberlain [...] called 'the inherited and

accepted notions of British industrial management.'

Q	
Lever explicitly distrusted and opposed
rationalization, particularly when it required
shutting down plants. It required the merger of
Lever Brothers [...] and Margarine Unie [...] to
clear the way for rationalization.34

The late Chairman's ghost was not exorcised, but

rather harnessed to the process of change. The

name of Lever Brothers was retained within Britain

and, to judge from the covers of Progress, in spite

of the merger all seemed to be business as usual.

The cover for the autumn edition of 1929, which

included a brief announcement of the merger, is a

' See the discussion in chapter 3.
32 Alfred D. Chandler Jr., Scale and Scope: The Dynamics ofIndustrial Capitalism (Cambridge MA
London, 1990), p. 367.

Wilson, I, p. 302.
Chandler, p. 382.
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,,	 ..	 -. ,., - 
water colour of the Port Sunlight factory by Adrian

JTd i&)	 3 .	 Hill, the smoking chimneys an image of modernity

.- but also a restatement of the importance of the old

firm. Progress, which at its new beginning under

	

•	 Cooper was used to present an image of freshness and

	

-	 -	
. hope, was now being used to stress the importance of

: . - continuity and tradition. The news of the merger

would have produced among most Lever Brothers

employees a fear for their own personal future. They

would all have been aware that the reality of

'L

	

	 rationalisation was factory and departmental closures

The memory of the recent redundancies would still
Figure 6.12 - Port Sunlight at the

Centre have been sharp. The news of the Wall Street crash of

September 1929 would have added to these anxieties. Unilever was formed just weeks

before the crash and very soon the price of its newly issued shares had followed the

market as a whole by dropping dramatically. This would have produced anxieties among

its backers in the City of London.

The cover for autumn of 1930, as the Leverhulme Memorial was unveiled, was a

map of Britain, with Port Sunlight at its centre bathed in sunlight. This image wa saying

that the safe world of Lever Brothers as created by its

PRI7II (1 R.E S S Founder and benefactor would continue to provide

shelter, warmth, and sunlight Port Sunlight itself was
'-"

converted into a histonc site, a place to enjoy aesthetic

pleasures, and to learn about the marvels of modem

technology and the achievements of the past J Lomax

Simpson, the company architect, was commissioned to

design a triumphant Palladian archway which opened

into a garden and pathway leading to the Lady Lever
..................

Art Gallery and the Leverhulme Memorial, in time for

the fiftieth anniversary of Sunlight Soap in 1934. This

	

Figure 6.13 - Palladian Arch	 was illustrated on the January 1934 cover. A team of

young women were recruited and, clothed in hygienic
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&nf	 src	 white uniforms, showed parties of visitors around the

Th\i( ) /
village. These tourists would be shown the model

L 7:	 ..-

#	 /	 housing, the technology of the factory, and the
;/	 . ...:

collection of posters dating back to the earliest days of

/ William Lever For parties of workers from other parts

of the Unilever empire such tours would help to infuse a

sense of belonging. This activity was shown in a collage

on the Spnng 1934 cover. A new group of cottages for

retired workers was designed by Lomax Simpson, the

Duke of York Cottages, named after the man who was

P .	 .	 soon to be King George VI. The Autumn 1934 cover
Figure 6.14 - Port Sunlight

shows an old working man seated comfortably in the
,	 sun, his wife standing behind him, outside one of the

Ijt\J	 k Ii SS cottages The company, given its long history and its

up-to-date technology, had the ability to care for its
W	 .	 workforce throughout their lives whatever the anxieties

and uncertainties of the modern world

.	 But the corporate image of Unilever as presentedIryy	 on the covers of Progress in the 193 Os was not Just one

of tradition.	 One

jelement of the collage of

Spnng 1934 was the
Figure 6 15-Duk: of York's modern chy	 II I

Unilever also wished to belong within the discourse of

progress through science and technology. It was not just a 	 '\

4

maker of soap and margarine but a participant in the

adventure that was modern chemical research. Its new :. 	 .

laboratones at Port Sunlight, designed by Lomax Simpson,

were described in an article in the Autumn 1931 edition.
Figure 6.16 - A Unilever

The accompanying cover showed a white-coated scientist,	 Scientist
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his back to the viewer, gazing up thoughtfully at the

contents of a test-tube. 35 In the background the

laboratory vessels gave the artist the opportunity to

display his or her skill in specular reflection. The

scientist in the painting was not a young man. He was a

man of mature years, in whose hands the responsibility

for the future well being of the company could safely rest.

Others covers of Progress illustrated the growing

but beneficent effects of technology on everyday life.

The New Year of 1933 was announced by a radio signal,

which by this time would be capable of reception in most

homes, against the background of the town crier who

would have called in the New Year in the past. In the summer of 1935, well-to-do

holiday-makers, portrayed in a modern angular poster style prepared to depart on a train

consisting of Pullman cars, the height of modern luxury. Also on the platform was an

ancient locomotive in a glass case. In the spring of 1937, a professional family, perhaps of

a Unilever manager, sat around the television set, a new scientific wonder, the BBC's new

service having just started in London, to watch the ancient pageantry of the coronation

procession of George VI. Modern technology, which Unilever embraced within its

corporate image, was thus not a threat because it could be linked by threads of continuity

to older, more comfortable, traditional forms.

Unilever's advertising practice

There was another way in which the imagery within Progress illustrated the

changes taking place in Lever Brothers and the moves towards modernity. The summer

1929 edition carried an advertisement '9 out of 10 Screen Stars Use Lux Toilet Soap'. Len

Sharpe in his history of advertising in Unilever, wrote:

Within the Lever business F.A. Countway, head of Lever Brothers of Boston, had
been giving very practical object lessons ..] in the later 1920s. He had
introduced Lux Toilet Soap supporting it with an advertising budget which seemed
gigantic to his British colleagues, and had shown that he could win market
leadership and a highly profitable turnover with a single brand in an already

Peter Tainsh, 'The Research Chemist and the Soap Industry', Progress (Autumn, 1931).
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competitive market.36

The novelty lay not in the use of endorsement by the

famous. After all, Pear's had used Lily Langtry to

endorse its soap in the 1 890s. The advertisement was the

I. result of a completely new approach. According to Len

Sharpe:

There was at the time a continental concept of
advertising, unspecific and unscientific, relying much on
artistic posters and not sufficiently cognisant of the more
recent ideas from America (p. 29).

These most recent ideas were to have not individual

advertisements, but a 'campaign', planned in advance,

whose aim was to meet some opportunity or objective

identified by a process that was already known as

'market research'. The same research methods were also

used to monitor the effectiveness of the campaign.

In general it was established that an
advertisement, though it might attract attention
by its artistry, was unlikely to sell the product
unless it made a clear, strong and specific claim
for the product. 'Consumer benefit', [...] 'hard
selling', [...] American concepts crossed the
Atlantic in the early 1930s, and they came all the
faster because of the American agencies [...]
[that] opened London branches (p. 35).

It was the advertising agency that was revolutionising advertising practice. Pamela

Laird has argued that the rise of the advertising agency in America at the turn of the

century, at the same time as the great merger movement was creating the industrial

corporation, was no accident. 37 The owner-manager, she argued, often built his business

on successful advertising, and closely supervised the advertising process, often writing

copy himself. Following the merger movement and the rise of the professional managerial

team things changed. According to Laird:

36 Len Sharpe, The Lintas Story (London, 1964), p.28.
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[The] managerial specialist [...J
applied their class's main criterion
for self-worth, namely, competence
in one's profession, and
accordingly, they distributed tasks
among other specialists [...J to
advertising	 and	 publicity
professionals (p. 207).

Increasingly	 advertising

• .. i 
professionals joined the advertising

agencies, organisations first formed

in the late nineteenth century

simply to place advertisements in

i	 .	 journals and newspapers.
.	 .•.-.	 F...,

•	

. 	 P	 .:. '::' ' ' ,"	 The standards for an advertising
agency's satisfactory service had

.,iii ri tj i^, j1m	
evolved by 1920 from simply
malung reasonably trustworthy

.	 l/ &/w'ef	 '	 placements	 to	 providing	 full
• planning and creative functions (p.

243).Figure 6.20 -9 out of 10 Screen Stars

Among the first advertising agencies to adopt this new approach to its role was J.

Walter Thompson. In 1928 when it was decided to market Lux Toilet Soap in Britain, the

task of organising the launch was given at first to Lever's own in-house advertising

department. Len Sharpe wrote:

It was soon recognised, however, that the key to the success of the brand was the
Hollywood tie-up [...] negotiated by the J. Walter Thompson agency in America,
Countway's agents. [...] J. Walter Thompson had now opened in London. [...] The
account passed to them (p. 28).

It was possibly also recognised that the in-house department was not up to the job. So, at

the same time, this in-house advertising service was re-organised as a semi-autonomous

agency on the American model. A name was invented for it; Lintas, short for Lever's

International Advertising Service. It was moved into a separate office block from the

headquarters, named self-promotingly Lintas House, and encouraged to go out and find

37 Advertisi rig Progress.
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customers outside Lever Brothers.

The J. Walter Thompson (JWT) agency was one of the main reasons for Lever

Brothers' success in the US. The rise of the agency has been chronicled by Roland

Marchand. 38 It was a leader in creating a profession of advertising, recruiting much of its

staff from the new professional middle-class:

As early as the mid 1920s, Stanley Resor, president of the JWT agency pointed
proudly to a staff that included 105 college graduates, including five PhDs (p. 26).

The agency was one of the first users of intensive market research, a technique whose

findings led them to adopt a radically new approach to advertising.

The organiser of a JWT door-to-door survey returned early in the decade from the
land 'behind the doorbell' to report breathlessly that 'members of the Consumer
Family do not choose for its own sake the product that they buy.' [...] Copy should
wrap the product 'in the tissue of a dream' (p. 23).

Marchand quoted a JWT executive:

To sell goods we must sell words. In fact we have to go further. We must sell life
(p. 20).

The requirements of this approach created problems for the professional middle-class

copywriters. The agency recognised that because of class differences they would not

necessarily be in touch with their audience:

In the late 1920s the JWT agency began inviting figures from the world of popular
culture - editors from the tabloids, movie distributors, comic section editors - to
speak to the agency staff. At one point, one of its copy groups made an intensive
study of the 'True Story' editorial techniques (p. 75).

'True Story' was a popular story magazine of the period, targeted mainly at a female

audience. This resulted in a series of seminars for copywriters on the 'True Story'

approach (p. 56). When the agency recruited the behavioural psychologist, Dr John B.

Watson from John Hopkins University he was sent to work behind the counter at Macy's

and out on the road selling coffee to retailers (p. 73).

J. Walter Thompson's campaign in Britain was based very closely on their

successful American campaign. The period from 1929 was the beginning of a new wave

in interest in film. Talkies had appeared and new large cinemas, picture palaces, luxurious

in the moderne style, were opening. Audiences were increasing and broadening to include

38 RoIand Marchand, Advertising the American Dream (Berkeley, 1985).
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•	 ••	 all classes. The early advertisements offered

1!'	 /	
the 'consumer benefit' of the glamour and

( ii.	 / /	 /	 beauty of the film star by a simple process of
i-'	

/// /	 /

endorsement Following criticism from a
/	 4/

	

7	 / /	 young woman member of staff, later
/4

/ /	 advertisements became subtler (p 52) In
4b	 *(	 8%	 4

'' ( / / ' 'Joan Crawford tells you how she keeps her

skin so smooth' we see a scene in a large

picture palace A young woman in the

audience holds her hands in front of her,

almost praying, while she gazes directly into
Figure 6.21 - Joan Crawford

the eyes of a giant head of Joan Crawford that

is seen emerging from the screen. This is an attempt to portray what Walter Benjamin

called 'reception in a state of distraction', the all-enveloping identification without

contemplation which becomes possible in the darkness of a cinema. 39 The text of the

advertisement, in the form of a personal message from Joan Crawford explaining the

secret of her beauty, added to the feeling of identification and intimacy. The consumer

benefit is now not just beauty and glamour, but

the opportunity of a filler identification, getting

under the skin of the star, sharing her life in some

I	 smallpart

Much of the current discussion of
> "\\	 •,

advertising practice in the interwar period in
\

r:	 4	 Britain within the art and design histonan

community has concentrated on the use of

modernist visual art, for example, by Shell or the

London Underground 40 But the main changes

taldng place were the increasing use of scientific

Walter Benjamin, 'The Work of Art in the Age of Mechanical Reproduction', in Art in Theory, 1900-1 990:
An Anthology of Changing Ideas, ed. by Charles Harrison and Paul Wood (Oxford, 1992), p. 519.
° John Hewitt, 'The "Nature" and "Art" of Shell Advertising in the Early 1930s', J. ofDesign History, 5, 2

(1992)121-39. Michael T. Saler, The Avant-Garde in Interwar England: Medieval Modernism and the
London Underground (New York; Oxford, 1999).
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methods to validate the choices made in constructing the

advertisements, and the increasing use of popular culture

as a source of imagery. As a consequence the visual

values of high art were often rejected. The Lux

advertisements were aimed at a new and growing class,

the young female office worker, many of whom were

recruited from the traditional working- class. To these

the photograph and the cinema were very familiar forms

of visual imagery. It was the imagery of the Hollywood

film rather than the European art gallery that would have

been perceived as truly modern. Many Hollywood films

were about young women, often office workers, who

achieved love and wealth in variations on the Cinderella

story. The product, Lux, was being associated with a particular lifestyle which was seen as

having the potential for glamour and happiness. Unilever's advertising practice was

helping to create, at least in part, the lifestyle and attitudes of a new class. 4' The text was

also important in creating a discourse which justified the lifestyle and the product.

Increasingly the advertisements used what was presented as direct quotation from the

stars, first within the larger text, and then later in bubbles, superimposed on photographs

or drawings, appearing to come from the mouth of the star. Many advertisements of the

late 193 Os copied this comic-book style of Hollywood fan magazines of the period.

An important part of this discourse was the ideology of progress through science.

In 1933 market research tests were made on six different styles of advertisement. 42 From

the report the results of this trial emerged a new style of appeal, in which, for example, the

text of the advertisement read, under the headline 'Secret of Film Stars revealed by

Scientists ... they say Lux Toilet Soap removes "Pore-Film":

Beware of 'Pore-Film'. This is the specialists' explanation. 'There are two kinds of
glands in the skin - one exudes an oily substance - the other perspiration. If these
secretions are allowed to accumulate they form a film on the skin - "pore-film" we
call it. This ugly pore-film can hide the beauty of the loveliest skin, make it look
dingy and dull. But worse than that - it may destroy beauty, for in this film germs

Stuart Ewen, All Consuming Images: The Politics ofStyle in Contemporary Culture (New York, 1988).
42 An undated report by Attwood and Nielson made for Lintas reviewing the Lux advertisements in the
1930s. In the file R9919/45/7 in the Unilever archive at Port Sunlight.
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quickly multiply - may cause disfiguring skin infections.

The ideology of the professionals who made the advertisements and managed the

company was thus promulgated to become part of the ideology of the new lifestyles. This

still continues into our own time even as the prestige of science wanes. A recent

television advertisement for shampoo contained a 'scientific" explanation of the

effectiveness of the product illustrated using three-dimensional computer-generated

imagery. The passage was introduced by a glamorous television star with post-modem

irony: 'Now pay attention. Here comes the science bit.'43

Conclusion

The imagery of the Leverhulme Memorial and of the covers of the in-house

magazine Progress was dictated by the radical changes taking place in Lever Brothers; the

effective deposition of Lord Leverhulme, the creation of a professional management team

under Francis D'Arcy Cooper, and the merger which created Unilever. The objective was

to provide an image of both newness and hope, and continuity and certainty in the midst of

change and uncertainty, in particular by helping to create a myth of the benevolent and

inspired Founder, William Lever and of his creation, Port Sunlight. This mythology was

probably being created to provide a sense of comfort for the ever-growing workforce,

most of whom would have had little knowledge or memory of Lever. It would also have

been important for the financial backers in the City of London, increasingly nervous after

the Wall Street Crash. The underlying reality was of change, at first halting under Lever

Brothers and then accelerating under Unilever, to a flilly modernised and professional

management structure on American lines.

This new professionalism was reflected in a very public way by the rapid adoption

of American techniques in advertising practice, techniques built on science-based market

research. Unilever was in the vanguard of a transformation in marketing methods, from

the selling of products to the selling of lifestyles. Embedded in the discourse justifring the

lifestyle choices was the ideology of progress through science.

Jennifer Aniston advertising Pantene Pro-V.
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CHAPTER 7

UNILEVER HOUSE: A MACHINE FOR COUNTING IN

Architecture and planning were, perhaps, the greatest enthusiasms of my father's
life. He always loved and insisted upon the highest traditions in architecture and
sculpture, and it is a great satisfaction to myselt personally, to feel that this
building satisfies what I know were his own tastes and ideals. (The second Lord
Leverhulme).'

After the Unilever merger, helped by the mechanization of accounting systems, the
budget system allowed the development of tight central control of a company
organized into non-decentralized product divisions. [...] The Unilever budget
system was a key factor in the evolution of the firm from a loose holding company
to a divisionalized global empire. (John Quail).2

In 1921, as control of Lever Brothers passed from Lord Leverhulme to Francis

D'Arcy Cooper, the headquarters of the company moved from Port Sunlight to London. A

Victorian hotel, de Keyser's Hotel, at Blackfriars on the edge of the City, was leased and

converted into an office block. With the formation of Unilever in 1929, the decision was

taken to purchase the site of the hotel, demolish the building, and build a new special-

purpose headquarters on the same site. Unilever House, the last of the great neo-classical

buildings in London, embodied both links with the past in its façade, and the needs of a

modern corporation in its internal construction and decoration. Its sculptural decoration

also provided a link between the old and the new. There was an updated version of an

equestrian statue by William Reid Dick, the sculptor of the Leverhulme Memorial. Gilbert

Ledward, a recent convert to direct carving, the technique of the modernists, provided

keystones of modern female heads and antique mermaids. Walter Gilbert devised large

bronze gates for the main entrance and flanking bronze lamps whose iconography linked

the harvesting of palm kernels in twentieth-century Africa to Hercules in the Garden of the

Hesperides.

The inside of the building was a site of modern life, 1930s style. Unilever quickly

developed a collective management whose characteristics were international and informal.

The office layout and the style of furniture reflected and reinforced this. The company

was also one of the first in Britain to develop and use a monitoring and control system

based on modern budgeting and accounting techniques, including the use of the best

Part of a speech made at the opening of Unilever House. Progress (September 1932), 73-80.
2 j0 M. Quail, 'More Peculiarities of the British: Budgeting Control in US and UK Business to 1939',
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available accounting machinery. Much of the building was given up to the

implementation of these systems, with large office spaces occupied by a white-collar and

white-blouse workforce processing the documents and the numbers. The equivalent of the

inhabitants of a small town travelled into the building every day from the new suburbs of

London on the electric train or the Underground, a new kind of community operating to

the rhythms of a new kind of life. On an upper floor a group of artists worked creating

images for this new community.

From Port Sunlight to Blackfriars
When the headquarters of Lever Brothers was at Port Sunlight the management

system revolved around the figure of Lord Leverhulme. According to Charles Wilson,

'Autocracy was of the essence of the system and woe betide the idle or the presumptuous'.3

The layout of the offices reflected this style:

His [Leverhulme's] office at Port Sunlight was in the centre of the building, raised
above the level of the surrounding offices, and had walls of glass. From here he
could survey the activities of the staff.4

This was an office layout built on eighteenth-century precepts of Reason and Control. It

was like Bentham's Panopticon, except that the viewer was also visible. 5 The office was

also next to the factory. The primary activity

of the company as perceived by its owner-

manager was manufacturing.6

With the downfall of Leverhulme and

the rise of D'Arcy Cooper, the headquarters

were moved to London. The City of

London, in the shape of Barclay's Bank, now

had a stake in the company, in debenture

stock, on which interest had to be paid

Business and Economic History, 26, 2, (1997), 617-3 1.
I, p. 49.
I, p. 48.
Michel Foucault, Discipline and Punish: The Birth of the Prison, trans. by Alan Sheiidan (New York,

1995); Thomas A. Markus, Buildings and Power (London, 1993).
6 PeIa Walker Laird, in Advertising Progress: American Business and the Rise of Consumer Marketing
(Baltimore and London, 1998), argued the case for the shift from the owner-manager's focus on the
manufacturing process to the corporate management focus on marketing and the shareholder.
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regularly. Suitable offices were available. The Ministry of War was vacating the de

Keyser Hotel which it had requisitioned during the war, for use as the London

headquarters for the Royal Flying Corps. For the new Lever Brothers under Cooper the

siting was perfect, within the City boundaries, but on the very edge, just to the west of the

location of the old City Wall, which had run along the eastern bank of the Fleet River.

The Fleet, now relegated to the ignominy of an underground sewer, flowed under the

hotel. The front of the building looked out onto the Thames and made a long curve

following the eastern end of Victoria Embankment as it swung round to meet New Bridge

Road, the exit from Blackfriars Bridge, on its way to Ludgate Circus. Most conveniently

also, to the rear of the building, away from the river, was Fleet Street, where the national

newspapers were which received most of Lever Brothers' advertising revenue. The

primary activities of the company under professional management were now finance and

marketing, rather than manufacturing.

The site was thus an historic one. It had been

the location of a friary in medieval London, when it

was also used as a hospital; then one of Henry Viii's

many Thames-side palaces, the Bridewell Palace;

then a series of foreign embassies, where Holbein

painted The Ambassadors; then a house of

correction, the Bridewell, which Hogarth depicted in

one of the scenes from the Harlot's Progress; and

then a school. Polydore de Keyser a Belgian

national, who started his life in London as a waiter,

and later became Lord Mayor, had the 400-room de

Keyser Hotel built on the site in 1874. Lever

Brothers showed some pride in their new building,

replacing the de Keyser Hotel sign with a large Lever House sign which was illuminated

at night and was visible from the other side of the river. 8 This was the beginning of the

London headquarters as icon.

Edward Geoffrey O'Donoghue, Bridewell; Hospital, Palace, Prison, School, from the Death ofElizabeth to
Modern Times, 2 vols (London, 1923-29).
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Unilever House

Unilever was formed in early September 1929. Within two weeks the Wall Street

Crash had sent the world stock markets into free-fall. By December the Unilever share

price had halved. By the end of 1930, the price had halved again, a position which 'caused

the Economist to inquire anxiously about the earning capacity of Unilever's enormous

capital'. 9 Yet the courageous decision was made in early 1930 to demolish Lever House

and build a new office block on the same site. 10 At the same time a decision was taken to

build a new headquarters building in Rotterdam. When the new company was formed

there was some uncertainty about where the centre of the company was to be. The

company was both British and Dutch and the two wings were equal partners. Tc start

with, the full board of 32 members plus their staff met every two months in various

European cities. Wilson called it 'a travelling circus'." By September 1930 a smaller

'Special Committee' had been formed and the travelling circus abandoned, but it was not

until the spring of 1931 that the decision was finally made to make London the

headquarters of Unilever.

It is possible that there had been plans to rebuild Lever House which had been put

on hold when the negotiations with Margarine Unie started. As Clive Aslet pointed out:

Plans were drawn up so quickly as to suggest that at least Lomax Simpson had
them in the back of his mind.'2

There is a perspective drawing signed by Simpson and dated October 1929, the month

after the merger, showing essentially the façade of the final design.' 3 J. Lomax Simpson

was a director of Lever Brothers and a practising architect, although by this time only on

Lever Brothers projects. He had been on the board of Lever Brothers since 1910 operating

as the in-house architect.'4 He had therefore had a long and close relationship with

Leverhulme, designing much of Port Sunlight and working on Leverhulme's house,

8 Progress (October 1927).
Wilson, II, p. 308.

'°It was first reported in Progress (Sununer 1930), 90-9 1. At this stage the decision had been made and the
architectural work was in full swing.
"II, p. 309.
12 Clive Aslet, 'Unilever House Blackfriars', Thirties Society Journal, 1(1980), 18-21.

The thawing also appeared in Progress (January 1931), 18-19, where it was described as 'a preliminary
design'. The final design had appeared in Progress (July 1930).
' 4 Michael Shippobottom, 'Obituary of J. Lomax Simpson' RIB.4 J, 84 (September 1977), 396.
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Thornton Manor.' 5 It is possible that the idea of the design for Unilever House was older

than 1929 and may even have been conceived in Leverhulme's It was certainly

conceived before the involvement of the architectural practice of Sir John Burnet &

Partners who, according to the announcement in Progress, 'have been entrusted with the
final j5jgflh7

The building, to judge from its façade, was a neo-classical palace. This façade

faced the river and followed the curve of the old hotel round from the Embankment to

New Bridge Street. Like Britannic House it had four tiers, each of one or more floors.

The lower tier was faced with heavily rusticated Portland Stone, and was almost

windowless, like the fortified ground floor common in a Renaissance town palace. As

described in the 'descriptive notes supplied by the architects, Sir John Burnet & Partners':

'5 Clive Aslet, 'Thornton Manor, Cheshire: The Seat of Viscount Leverhulme', Country Lft, 172, 4428 (1
July 1982), 118-2 1, and 172,4429(8 July 1982), 110-13.
16 W.J. Reader, Fifty Years of Unilever (London, 1980), p.140. The caption to the final illustration reads:
'The headquarters of Unilever Ltd. Blackfriars, London, is under renovation. This is an artists impression of
how it will look when it is completed. The appearance will then be closer to the original design approved by
the first Lord Leverhulme before his death in 1925.'
17 Progress (July 1930), 90.
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The ground floor, with its wall near the road, is taken up as a solid wall with no
windows, so that protection is given to the offices on this floor from the noise of
the traffic. The wall not only gives this protection, but, owing to the fact that it is
unpierced by windows, provides a long unbroken surface of strongly rusticated
masonry, that forms a magnificent base storey over 25ft high for the main wall of
the building, which is set back 12ft from it.'8

In the centre of this ground floor was the main entrance to th building, a rounded

archway at the top of a shallow but wide stair, covered by a large decorative brass gate and

flanked by tall brass decorated lamps. There were flirther entrances at each end of the

ground floor again up a shallow stairway, above each of which there was a mermaid or

merman keystone and a plinth containing a matching pair of equestrian statues.

Above the ground floor, and set back was a second tier of three storeys, with a total

of sixteen groups of windows, arranged vertically, but with cladding separators, to look

like single windows. These were alternately wide and narrow, with the wide windows

arched at the top. Above this was the third tier, also of three storeys, which contained the

colonnade. This consisted of sixteen unfluted Ionic columns over lOm in height,

following the curve of the building and arranged to be between the windows in the lower

tier. Between and behind these columns there was continued glazing over all three

storeys. Above the columns the entablature was plain and topped by a heavy cornice.

Above this was the fourth tier, a plain apparently windowless attic. The building was'

constructed over a steel frame, filled with brick and faced on the upper tiers with smooth

'whitbed' Portland stone. The effect• is of a simplicity of form, with the colonnade,

although only one-third of the total height, appearing dominant. Charles Reilly wrote in

Progress, the Lever Brothers's journal:

The colonnade, raised so high in the air and containing between the columns three
storeys of glass and bronze windows, makes the building appear to look out over
the river with a great sense of serenity and repose.'9

Although it seems certain that Reilly did indeed admire the façade, it should perhaps be

remembered that he was writing in the house journal, that he had strong connections with

Lever Brothers, and that he had been the recipient of grants from Lord Leverhulme.

In his review of the building for The Architects' Journal, as part of a review of the

The Architect & Building News, 126 (9 January 1931), 32.
'Unilever House: Symbol of an Epoch', Progress (September 1932), 82-86.
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architecture of 1932, he was still full of praise:

The architects [...] by the sweeping lines of their raised colonnade have made the
most in their chosen manner of the fine position. 20

The caveat was in the phrase 'in their chosen manner'. Reilly by this time had become a

convert to a more modern style. His review of the year divided the buildings into 'the three

schools', the 'Revolutionaries', like Owen Williams's Boots Factory at Nottingham, the

'Evolutionists', like Joseph's Shell-Mex House, and the 'As-You-Were folk', of which

Unilever House was a prime example. The reviewer in Building took a similar line:

When the architectural history of these times comes to be written, it is likely that
Unilever House will figure as one of the most important achievements of the late
classical tradition. It is a large building, conceived in a bold way, with a due sense
of its importance in position as well as purpose; and it has in its details and
proportions the rare qualities of fine architecture. One might, being of a modern
persuasion, regret that its design does not belong more to this second quarter of the
twentieth century; yet one cannot gainsay its skilfulness in composition, its interest
of fenestration, and its urbanity of detail. 21

And, as might be expected, Pevsner was later to write of 'the pomposity of UNILEVER

BUILDiNG [...] a quadrant-shape with a projecting heavily rusticated ground floor and the

indispensable giant columns above.'22

In his review of the Architecture Exhibition at the Royal Academy of 1931, A.

Trystan Edwards also contrasted the 'modernists' with:

The Old Gang, as the architects who refuse to bow the knee to new idols are
sometimes contemptuously described. [..] Does the Classic Order still hold its
own? For the moment the answer seems to be in the affirmative. 'Will nothing
stop this riot of columns', I have heard it plaintively asked on a number of
occasions.23

Edwards's answer was that:

[The modernists had] not yet devised [...] a stylistic convention the adoption of
which makes a building look important. [...] Unilever House, by Sir John Burnet
& Partners, shows the decorous use of an order, and this great building is a
welcome addition to the architecture of the riverfront.

20 'Built Now: The Year's Buildings', The Architects' Journal, 77 (11 January 1933), 47-56 (56).
21 'Unilever House, Blackfriars, London', Building, 7,8 (August 1932), 346-53.

The Buildings ofEngland; The Cities ofLondon and Westminster, 3 edn rev by Bridget Cherry (London,
1993), p.272.

'Architecture at the Royal Academy - I', The Architect and Building News, 126 (8 May 1931), 180-85.
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What is perhaps puzzling is that among Edwards's examples of the modernist style in the

same exhibition is the Freemasons' Hospital and Nursing Home at Ravensbrook Court,

also by Sir John Burnet & Partners. His choice for the most striking design of the year

was Sydney Harbour Bridge by Dorman Long and, once more, Sir John Burnet &

Partners.

Sir John Burnet & Partners

Sir John Burnet & Partners, shortly to be renamed Sir John Burnet, Tait and Lorne

was one of the most active and successful architectural practices in London. John Burnet,

born in 1857, was the son of a successful Glaswegian architect also called John Burnet.

He trained in Paris from 1874 to 1877 at the Ecole des Beaux-Arts, before joining his

father in the practice. 24 By the turn of the century this was the largest practice in Glasgow.

He set up a London office in 1904 on winning the contract for an extension to the British

Museum, the Edward VII Galleries. From then on the focus of his work was increasingly

in London. He also spent time in America, developing a close friendship with Francis

McKim and became an admirer, like Charles Reilly, of the American approach to

architecture. His office became associated with a modern style, as for example in

Adelaide House, an office building by London Bridge completed in 1925, which I have

already discussed in relation to Britannic House.

John Burnet's partners were Thomas Tait and Francis Lorne. Thomas Tait was

also a Scot, from Paisley, and a friend of Reid Dick. The increasingly modernist tone of

the practice's work from Adelaide House onwards is often attributed to Tait. In the early

193 Os Burnet was still working, although in his mid-seventies, and suffering from severe

eczema. 25 A memoir of a visit to the practice in the early thirties, published shortly after

John Burnet's death, noted that 'Sir John lived in retirement and visited the office at

infrequent intervals'. 26 It also noted that most of the recent design work was done by Tait:

Thomas Tait is a small Scotsman and an extremely quiet one. [...] A hard worker,
[...] [he] likes the company of men [...] [He is] surrounded by a bevy of
secretaries which makes him one of the most unapproachable architects in London.

24 Alastair Service, The Architects ofLondon (London, 1979), pp. 178-82 and Burnet's obituary in The
Builder, 155, 4979 (8 July 1938), 59.

Clive Aslet, 'Unilever House, Black&iars', p.19.
26 'Muhus', 'Diary of an Architect s, The Builder, 155, 4980 (15 July 1938), 104.
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One of his greatest achievements was as supervising architect for the Glasgow Empire

Exhibition of 1938, and the designer of its central

tower, the Tait Tower. The exhibition was

celebrated on the cover of the summer 1938

edition of Progress, where it was depicted as a

thoroughly modern event.

According to the same memoir, Francis

Lorne was 'more concerned with the organisation

and outside contracts'. He was:

[A] bachelor, suave, slim, extremely well-
groomed and by way of being a socialite.
He speaks with a slight American accent.
[...] Miss Lorne, sister of Francis [...] ran
the office.

In 1921 he had published a brief handbook on

how an architectural office should be nm, a book which set out guidelines based on his

experience of the best office practice in America, as developed in the large corporations

and used in American architectural practice. 27 The handbook stressed that the business of

architecture had changed drastically, a change which required a new and meticulous

attention to detail:	 -

The practice of architecture has become much more complex in its demands than it
was in the days of the Brothers Adam, or Augustus Welby Pugin. [...] Success in
the practice of architecture depends on the ability of a man to handle its various
parts. The smooth running of all the parts should be the architect's ideal, and an
efficient system is essential to gain this end; at least, it will make the attainment
more possible and more pleasant (p. 5).

One of Lorne's recommendations was the creation of what he called a Doomsday Book':

[A] large loose-leaf book with alphabetical index, and in this should be placed all
general information found by the firm to be valuable. [ ... J In course of time a fund
of useful information may be tabulated (p. 24).

Eventually, Burnet, Tait and Lorne were prevailed upon to publish their Doomsday Book,

27 ArchitecturalA drninistration (London, 1921). My thanks to Dr. Alan Powers for the loan of a copy of this
and the Information Book.
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and to provide a theoretical introduction:28

Our age suffers from mannerisms, old and new. It is the major disease of today.
Let us forget ourselves and develop the faculty of approaching our work like the
scientist - from the facts outwards. Facts and function must always decide form
and design (p. 2). [ ... J Above all we want our buildings to have that well-groomed
quality which our age demands. It is the hallmark of the twentieth centuly. Heavy
traditional architecture, with its columns, entablatures and rusticated masonry, is
fast becoming out of tune with present-day requirements (p. 3). [...] It is much
more important to make a perfect 'ensemble' of the requirements based on facts
than to have a preconceived notion of a building treatment and tiy to make the
requirements fit this; in other words, to start the building from the facts and work
outwards rather than working back to as much of the facts as one can from a
preconceived exterior (p. 5).

This was a statement of the ideologies of both progress through science and functionalism,

and thus of modernism.

Since the book was published in 1933, about the time that Unilever House was

finished, these words were probably written while the project was in progress. It reads

like a damning criticism of precisely what they were doing. Clive Aslet cited David

Walker as asserting that 'Burnet was flattered by a personal request by the directors to

undertake Unilever House'. 29 It is possible that John Burnet, still nominally senior partner

though largely in effect retired, accepted the commission which his more niodernist'

partners then had reluctantly to complete. What Burnet, Tait and Lorne provided were the

skills of one of the most modern and efficient architectural practices in the country. The

Information Book showed that they used current project management practice and paid

careful attention to the client's needs to meet targets for time and cost (pp. 15-19). As we

shall see later they also provided an interior of quite a different style, more conversant

with the needs of a modern corporation.

The opening of the building

However, in a crucial way the façade met Unilever's needs. As A. Trystan

Edwards pointed out, it made the building look important, but it also added to the myth of

the Founder and, as we shall see, the striking colonnade provided the company with an

The Information Book ofSir John Burnet, Tait and Lorne (London, 1933).
Clive Aslet, p.19. Alastair Service, pp.178-182, also refers to Unilever House as a 'personal commission
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icon. Sir Maurice Jenks, the Lord

Mayor of London, opened the

building formally on 18 July 1932.°

There was firstly a brief ceremony on

the steps of the building, in front of

the main gates, led by the second

Lord Leverhulme, William Lever's

son. Among those present were

D'Arcy Cooper and Anton Jurgens, at

this time joint Chairmen of Unilever,

who can just be seen in a photograph

of the ceremony peering over the

shoulders of Lord and Lady

Leverhulme. J. Lomax Simpson and

Thomas Tait were also there. Sir

John Burnet was absent because of illness. After the ceremonial opening the Mayor went

into the main entrance hall where he was introduced to, among others, Francis Lorne and

William Reid Dick. Then the party went to the Board Room for speeches. According to

Progress:

Above the platform hung a copy by Philip de Laszlo of his portrait of the first Lord
Leverhulme, the original of which is in the Lady Lever Art Gallery. It fttrnished a
splash of bright colour in a room which is a subdued monotone of brown.

William Lever, dressed in his viscount's robes was present in spirit at the formalities.

The second Lord Leverhulme made the welcoming speech:

When we decided to rebuild the old Lever House we were conscious that a great
responsibility rested upon us to see that, in adding a new and important building to
the architecture of London, it should be in every way worthy of the site.

Architecture and planning were, perhaps, the greatest enthusiasms of my father's
life. He always loved and insisted upon the highest traditions in architecture and
sculpture, and it is a great satisfaction to myself, personally, to feel that this
building satisfies what I know were his own tastes and ideals.

for John Bumet.
30 Progress (September 1932), 73-80.
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The object which the architect set out
to achieve was to give us a building
which should obviously appear as the
home of one commercial enterprise
and not simply a 'block of offices'.

Here we have in these three extracts, the three

themes of the exterior of the building, its

importance within the City of London, the

myth of the Founder, and the iconic

contribution of the façade to Unilever's

corporate image. In his reply, the Lord

Mayor added to the foundation myth:

This building is primarily a
monument to the genius of [...] Mr
W.H. Lever, afterwards Lord
Leverhulme, whose portrait adorns
the wall behind me.

An article by Charles Reilly in the same issue

of Progress confirmed this identification of

the building with the spirit of the first Lord

Leverhulme. He wrote:

Architecturally, of course, it is
magnificent. Instead of a building
standing on a series of piers with great
windows between them [...] one has
this solid plinth, like a plinth to the
pedestal of a statue. [...] It was said at
the opening of the building that
Unilever House would have pleased
the late Lord Leverhulme. I feel
convinced it would. [...] He had an
eye for big monumental ideas in
architecture. Driving up Whitehall
with him from the House of
Commons, he remarked with approval
on the monumental dignity the range
of raised columns gives to the War
Office. Here in the façade of the head
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office of his own great firm this quality is now to be found, not only in a greater
degree but carried out with far greater degree of detail.3'.

The cover of the issue of Progress reinforced the iconic nature of the façade. The curving

colonnade became a symbol of Unilever, as can be seen also in the cover for the January

1939 issue. Here the juxtaposition of ancient and modern was used, showing an

eighteenth-century view of Blackfriars and the colonnade of Unilever House. The film-

strip mot/ so characteristic of both the 193 Os and Unilever's own advertising style, linked

the modern building with images of its historic site.

The stone sculpture

Among the presents given by Unilever to the Lord Mayor at the opening ceremony

was a pair of bookends based on William Reid Dick's pair of equestrian sculptures,

Controlled Energy. The sculptures do indeed , look like bookends to the building, each

being on a plinth over the two doors on the ground floor at either end. Each is of a shire

horse straining forward, as if to pull the building apart, each restrained by a pair of figures

on either side of the horse pulling back on a rope attached to a halter. The two figures

over the west door are female; those to the east are male. Both sets of figures are loosely

draped below the waist. The design is a variation on the Horse Tamers of the Piazza del

Quirinale in Rome.

The idea of a pair of equestrian statues over these doors seemed to have been part

of J. Lomax Simpson's earliest conception of the building. In the drawing of the

preliminary study there was a horse leaning back onto its hind legs, one foreleg on the

ground the other raised in a curve. 32 There was a rider with one arm raised aloft in a

gesture which in the 193 Os could have been interpreted, mistakenly no doubt, as either a

Bolshevik or Fascist salute. A later drawing showed what appeared to be a winged horse,

restrained now by a figure standing by its head holding a bridle. 33 This may have reflected

Reid Dick's earliest ideas. He would at this stage have been completing the Leverhulme

Memorial, and would probably already have been commissioned for the Unilever House

statues.

' 'Unilever House - Symbol of an Epoch', Progress (September 1932), 82-86. He was referring to the Old
War Office in Whitehall by William Young.
32 Progress (Summer 1931), 18.
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An article in the Autumn 1931 edition of Progress described the final

conception.	 The unnamed author wrote:

'The title [Controlled Energy] seems

admirably apposite as symbolizing the

essence of a great manufacturing business'.

He did not make it clear how this might be

so. Perhaps the shire horse symbolised the

members of the workforce out in Unilever's

many manufacturing plants and laboratories,

the controlling hands those of the senior

managers, the inhabitants of Unilever House. 35 The article described how Reid Dick

started his work in his studio with a model of Unilever House, 'and by its aid he worked all

along in artistic sympathy with the architect'. The author continued:

There have been four models of the groups, the first representing only a quarter-
inch to the foot, the second being five times larger, and each carrying the design a
stage nearer the finished work of stone, which will be thirteen feet nine inches long
and ten feet three inches high.

He described how Reid Dick modelled from the life:

Mr. Reid Dick's studio is a high, spacious barn, and, indeed he had need of room to
carry out his plan, for he worked
from the life, and that 'life' was a
mighty shire horse, one of the
biggest in the kingdom. The
equestrian-wise	 might	 be	 '
interested to know that it stands	 . A
18 2 hands high - the very
substance of natural strength and 	 4
symmetry; and for weeks at a
time it passed the hours of
daylight in the St. John's Wood '
ctiidin

The studio referred to would have been

at 16 Maida Vale, the studio built first
	

Figure 7.9 - Reid Dick in his Studio

Progress (January 1930), 91.
Progress (Autumn 1931), 126-27.
David Low, the interwar political cartoonist used a shire horse to represent the Tmde Unions. George

Orwell, in Animal Farm, used the shire horse as a symbol of the proletariat.



1 C)

for Alfred Gilbert and refurbished for Reid	 "'

Dick by Thomas Tait. There are photographs

in the Tate Gallery Archive showing Reid

Dick working from live models for the 	 .' '

controlling figures, but not from a horse 36	 / /,-	 -

An article published in May 1932

described the process by which the sculptures	 /

were erected on the building	 A number of

blocks of stone, sixteen in all, were firstly j.	 /	
///

placed on each plinth They formed at first a

very rough outline of the final form. Huts

were erected around each work area, to

protect the sculpture and the workers from the

	

weather. The sculpture was then carved, 	 Figure 7.10 - Reid Dick Working Watched
by Thomas Tait

firstly by Reid Dick's assistants, using a

pointing machine operating from a one-third-scale plaster model:

The process means the removal of the superfluous stone and the location of
numerous vital points in preparation for the artistic touch of the sculptor.

The article also followed the development by Gilbert Ledward

of a keystone in the form of a mermaid, from the original

sketch to its final form. The mermaid was over the west door,

with a merman over the east. Ledward also carved female

heads for the front of the building, on either side of the main

gates.38

E.G. Warland, who wrote the article, claimed modernity

for the sculpture and the building, very much in the modernists'

own terms:

Architecture has always been said to express the history
and spirit of mankind. It takes but a small stretch of the

36 Folder 8110.7.24.
E.G. Warland, 'Architectural Sculpture: The Sculptures at Unilever House, Blackfriars', Building, 7,5

(May 1932), 230-33.
Illustrated, 5, 1 (July 1932), 1.
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imagination to see in this building and its sculptures a mirror of the times this
countxy is passing through. In the cleanness of line and freedom from trivial detail,
the building seems to express the getting back to hard essentials, while at the same
time sharpening our appreciation of good simple things; and in the sculptured
groups one feels an expression of that desire for concentrating our pleasures in
isolated efforts of lasting worth.

But, of course, Reid Dick, Royal Academician and President of the Royal Society of

British Sculptors (RSBS), and Gilbert Ledward, by now an Associate of the Royal

Academy, would not have been seen by the younger generation of modernist sculptors as

exemplary of the modem.

At this time architectural sculpture was in decline. Partly this was because, in the

current economic conditions, fewer buildings were being built. But it was also seen as a

consequence of modernity. In his presidential speech to an annual RSBS dinner, Reid

Dick said:

Architectural sculpture is, I'm afraid, somewhat under a cloud. The complete
revolution in methods of building construction has naturally claimed the exclusive
attention of architects. For many of them the designing of a building to be erected
in steel and concrete is still a sufficiently engrossing adventure. [...] The architect
may feel that to enrich his lines with sculptural ornament is merely to paint the lily.
[...] Few buildings are so structurally satisfying to the eye that they can afford to
be without embellishment. [...] If it is a case of the swing of the pendulum - may it
swing quickly. 39 	-

But it was not to be. The demand for architectural sculpture continued to fall. In his 1937

address, Reid Dick blamed modernism as much as modernity:

The demand for applied sculpture appears to have waned for two reasons;
utilitarianism and the undermining of public confidence by the prominence given
to freak sculpture. [His underlining].40

Reid Dick was prominent enough to be able to continue to get work. For others the

struggle was harder. Gilbert Ledward helped to form a new organisation called

'Sculptured Memorials and Headstones', to tap into a new, if less lucrative, market. He

wrote that it 'provided a means of living for a fair number of sculptors who would

otherwise have had great difficulty in carrying on'. 4' He also read Spengler's Decline of

Tate Gallery archive, folder 8110.3.24.
40Thid.
41 Gilbert Ledward, p. 66.
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the West. 'His theories have formed a background to my life and experiences ever since.

[...] [He was] dead right with his views on the decline of the visual arts.' (His

underlining). 42

The sculpture at the main entrance

The backdrop to the opening ceremony on the steps of Unilever House was the pair

of great bronze gates designed by Walter Gilbert. At eighteen feet in height they were

each cast in a single piece, 'the largest bronze gates in one casting ever carried out in this

country'. 43 Each gate had five vertical

bars with a series of zigzags running 	 •'	 •...

horizontally across, one above the

other. Near the base, parts of these	 -

were coloured red to give a lightning 	 .

strike effect. There was a hint of Art	 .

Deco in this design, although the 	 .	 . .

curlicues attached to the peak of each 	 .	 .

zigzag belonged more to Art	 .

Nouveau. Walter Gilbert worked in a	 '.

partnership with L. Weingartner	 :

specialising in metal work. Based in	
.Birmingham, they called themselves	 .	 . ^

the Bromsgrove Guild, a name which

proclaimed their allegiance to the	 .--..

ideology of Ruskin and Moms •:.	 . .
Among their work had been the metal

-,	 .	 •.

work on the reredos and altar rail in

Gilbert Scott's Anglican Cathedral in	 ________

Liverpool, and part of the railings of r	 Figure 7.12 - A Lamp

42 Ibid., p. 58.
u 'Unilever House, Blackfriars, London', Building, 7,8 (August 1932), 346-53 (352).

Kineton Parkes, Sculpture in the Garden (Binningham, 1930). A pamphlet held in the Victoria and Albert
Museum Library special collection.
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	Buckingham Palace. 45 Walter Gilbert was also a	 .:	 ...

great admirer and friend of his namesake Alfred

	

Gilbert. 46 It was Walter who was instrumental	 .. . .	 .	 /

in 1926 in persuading Alfred to return to

England from Bruges and in getting him work

	

Gilbert also designed the cast bronze 	 .

lamps, one on each side of the broad steps •-------... .

	

leading up to the main entrance. These again	 Figure 7.13 - Lamp Detail

were foreshadowed in the earliest published

drawing by J. Lomax Simpson, which shows conical devices on a large two-tiered base,

with two spheres floating over the point of the cone. 47 The final design is not unlike this.

The lamps were placed on a stone plinth on each side of the stair. They have a base in the

form of a cube, carrying a slender tapering cylindrical column, topped by a lamp contained

in a hexagonal prism of glass, capped by metal. Each face of the cube has a scene in low

relief, depicting 'the story of Hercules bringing the

golden fruits from the Garden of Hesperides.' This

was the eleventh Labour of Hercules. The

Hesperides were the 'daughters of the evening' who

had a garden on the slopes of Mount- Atlas ifl

which was an apple tree guarded by the snake,

Ladon. 48 Hercules slew the snake and picked the

apples. The columns of the lamps were divided

into hexagonal areas, each with a relief, some

simply patterns of vegetation, others depicting the

gathering and processing of the palm kernels to

make palm oil. In one scene, a naked man was

shown climbing a palm tree, a scene which was

repeated on one of the covers of Progress. 49 In

The Buildings ofEngland: the Cities ofLondon and Westminster, 3' edition, p.507.
46 Richaid Dorment, Alfred Gilbert (New Haven; London, 1985), p. 291.
47 Progress(Januaiy 1931), 18-19.
48 James Hall, Hall's Dictionary of Subjects and Symbols in Art (London, 1979), p. 150.

Progress (October 1928).
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another, a group of men stood around a steaming pot. In another, two men were standing

rowing a canoe filled with fruit much larger than apples. These are images of Africa. The

iconography does not belong to the standard iconography of Hercules. It is possible that

this was a fanciful idea thought up later.

The oil from palm kernels was an important raw material for Unilever. We have

seen how Lord Leverhulme's determination to secure supplies by buying the Niger

Company had led to difficulties for the company. In 1929, the Niger Company, a semi-

autonomous subsidiaiy of Lever Brothers had purchased its great rival, African and

Eastern, to form the United Africa Company (UAC), and this company was to have its

headquarters in Unilever House; hence, possibly, the desire to have African iconography

on the lamps. The African connection, however, continued to create problems for

Unilever. The depression of the 193 Os resulted in a massive fall in the prices of

commodities like palm oil. UAC made considerable losses and the banks withdrew credit.

Unilever forced the resignation of UAC's Chairman, Sir Robert Waley Cohen (previously

of Shell), and took an 80% stake in the company in 1932. But still UAC only had three

profitable years throughout the 193 Os.5°

The image of muscular men scaling trees with great bravado hid a harsher reality.

The fall in commodity prices had severe effects in Africa, most particularly in the Belgian

Congo. One of Leverhulme's favourite enterprises had been the formation of the Huileries.

dii Congo Beige (HCB), a company set up to develop palm oil supplies from the Congo.

According to Charles Wilson:

To the very end, his Congo enterprise was to retain a hold on his energies and
affections only equalled by his feeling for his first creation at Port Sunlight.5'

However the recent history of the Belgian Congo did not augur well. The cruelty used in

the Congo rubber industry had led to an outcry throughout Europe, and forced the Belgian

Government to take over control of the colony in 1908, and to look for more enlightened

employers. 52 The reputation of Port Sunlight attracted the attention of the Belgian

Socialist leader, Vandervelde, and Lever was given territorial concessions to harvest in the

° D.K. Fieldhouse, Merchant Capital and Economic Decolonization: The UnitedAfrica Company 1929-
1987 (Oxford, 1994).
' I,p.l87.

52 D.K. Fieldhonse, Unilever Overseas: The Anatomy ofa Multinational (London, 1978), p. 498. The stories
of the atrocities in the Congo also inspired Conrad's Heart ofDarkness.
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Congo, on condition that he built and staffed hospitals and schools. 53 A town, Leverville,

was built as an African equivalent of Port Sunlight where the facilities provided for the

inhabitants were indeed exemplary for the region. However recruiting labour was a

problem. Leverhulme after a visit in 1913 wrote of Chief Womba at Leverville:

Twelve months ago, he and his people were poor [. .1 [and] keen to bring fruit.
After twelve months [...] he is rich and lazy, and has ten wives [...] but he gathers
little or no fruit. The palm tree [...] [is] the Banking account of the native and he
no more thinks of going to the Bank for fruit for money when his wants and
ambitions are supplied than a civilised man would. His Bank is always open when
he wants to draw on it.54

This, of course, is the standard complaint of modern industrial man against a peasant

culture. To make matters worse, according to Fieldhouse:

Cutting palm fruit from wild trees was intensely unpopular with most Africans. In
many African societies this was slaves' work; few men would do it voluntarily.55

As the oil price fell, the Belgian colonial authorities took control of recruiting labour,

often from as far as 200kms away:

These men technically accepted three-year contracts, after which they were roped
together and marched off. Quite large numbers were involved - 987 in 1930, 300
in the first five months of 1931. The death rate among these men, according to
later oral evidence, was sometimes as high as 50% (p. 515).

Then in May 1931, as Unilever House was being built:

The refusal of a Pende community at Lilamba [...] to provide cutters for HCB [...]
[was the] occasion for a rising. The male villagers had fled, so the Belgian
officials [...] burned the village and seized several wives as hostages. [...} A
Belgian official was killed and his limbs dispersed. [...] Eventually the rising was
put down by the Force Publique with extraordinary savagery (p. 516).

These events were reminiscent of the Congo before 1908 and proved too much for the

young professionals who now ran Unilever. It was perhaps part of the reason why they

took control o LJAC and removed the Chairman. The collection of wild palm fruit was

quickly phased out and replaced by a policy of plantation production which would allow

more rational and humane working conditions. The imagery of the lamps was belied by

Ibid., p. 505.
Wilson, I, p. 176.

55 fieldhouse, p. 512.
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the reality of the Congo in 1931, but perhaps became an ideal to which Unilever aspired.

The management suite in Unilever House

To enter through the main gate into the entrance hail, and to pass upward in the

fast modern lifts to the management suite of offices was to enter a different kind of world

from that of the façade. According to Francis Duffy:

Buildings betray what we value. Offices in particular reveal the values of those
who build them and work in them. 56

The entrance hail had some opulence, a wide space in travertine, with black granite

columns, but little in the way of extraneous decoration. The lift doors were in a bright

aluminium alloy, with low reliefs portraying speed in the form of racing cars, trains, and

aeroplanes. 57 Behind the doors, what were reputed to be the fastest lifts in Europe would

take the important visitor up to the management suite on the fourth floor, to a world quite

different from that to which the offices of Charles Greenway and Alfred Mond belonged.

For Clive Aslet, the sparseness of the interior reflected the hard financial times:

But after the façade, it has to be admitted that the interior is disappointing.
Finances were tight, and even Reilly, for all his enthusiasm, cannot hide the fact
that it shows. Here and there is a passage of Australian walnut panelling, little
else. 58

But I would argue that this is to misread

the meaning of the interior. The visitor

would be entering not a world of penny-

pinching and cheapness, but the world of

the twentieth-century professional, the

world of the Information Book of Burnet,

Tait and Lorne, and the world of the

professional management of Unilever.

The introduction to Burnet, Tait and

56 Francis Duffy, 'Office Buildings and Organisational Change', in Buildings and Society: Essays on the
Social Development of the Built Environment, ed. by Anthony D. King (London, 1980), p. 255.

The doors were attributed to 'the Birmingham Guild'. Building 7, 8 (August 1932), 346-353 (353). It
seems possible that this was the Bromsgrove Guild under another name and that Walter Gilbert was
involved.
58 Clive Aslet, p. 21.
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Lorne's Information Book stated:

We strive to work economically. Economy is one of the demands of our time. The
simplicity of modern design is dictated by it. Every modern treatment consists in
gaining distinction and individuality by the beautiful arrangement of the essentials
of a building, rather than by covering the fabric with meaningless and expensive
treatment and ornament (p.2).

This is a statement of what it is to do business in the new world of the modern corporation,

and which is directly relevant to the Unilever House interiors. In his Progress article

Reilly described the furniture as 'specially designed' and it is possible that the designs

were by Burnet, Tait and Lorne. 59 Reilly wrote:

Indeed, the note of the interior throughout is dignity, but dignity combined with
efficiency and obtained in the simplest possible way. It is modern, but modern
with an ancestry about it, not the sort of architecture which is consciously and
deliberately revolutionary.

Perhaps the most startling

feature of the management suite is the

'long room'. We can see from the

published plan of the fourth floor that,

while D'Arcy Cooper and the second

Lord Leverhulme had individual

offices, albeit modest in dimensions,

the other directors had a shared open-

plan office, behind the colonnade and looking out onto the river. 60 It is possible that this

design was initially formed when the arrangements for a single headquarters for Unilever

in London had not been settled, and the headquarters was a 'travelling circus'. In other

words, this might originally have been a hot-desking arrangement. But it was retained

later. In the plan allocated to the long room were the names of the young men, Rykens,

Greenhalgh, McDowell, from both the Dutch and British sides, who ran the company

under D'Arcy Cooper during the 1930s. The communal nature of the long room reflected

the new and international nature of Unilever's senior management.

(September 1932), 84. There is no accreditalion for the furniture in the lists published in
Building, 7, 8 (August 1932), 346-53 (353). The Information Book, infonnation sheet 49 (Office Furniture)
gave a drawing labelled 'Directors' Desks (Unilever House)'.

Building, 7, 8 (August 1932), 346-53 (348).
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The Board Room maintained

the feeling of 'dignity'.	 Reilly

described it as being:

An almost square apartment,
but with aisles like a church
formed by the four great piers
carrying the upper walls with
clerestory windows. Behind
these piers are recesses with
further windows. At one end
is a simple monumental
fireplace surmounted by a full-
length portrait of the late Lord
Leverhulme in his peer's
robes.	 This latter, on the
quiet, dark background of the Australian walnut veneer, [...] gives a fine note of
colour.6'

He noted that there were 'none of the carved loops of fruit and flowers without which the

directors of a bank or insurance company usually cannot be happy.' This calls to mind the

woodcarving in Imperial Chemical House. Through de Laszlo's portrait Leverhulme was

present in the Board Room but not presiding. He was facing the Chairman, but looking

dreamily away into the distance, while the Board got on with the business.

The main work spaces

Above and below the fourth floor were the main work areas of the building.

Immediately above on the fifth floor was another prestigious area, the offices of the

Departmental Heads and of the administration of the building itself. 62 Above that on the

sixth floor were housed Lintas, the Architect's Department, and the telephone exchange.

The top floor was given over largely to the Printing Department. Below on the first to the

third floors were the Buying and Selling Departments and the offices of subsidiary

companies like the United Africa Company. On the ground floor, apart from the entrance

halls and the Cashier's Department, behind the protective screen of the blank ground floor

wall, lay the powerhouse of the building, the Accounts Department.

61 Ibid., p. 84-86.
62 The complete original office allocation is in the London Municipal Archive, File
GLC/ARJBRJ23/089983. Geoffrey Heyworth, who was to succeed D'Arcy Cooper as Chainnan, was at this
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Two	 photographs

were shown in Progress

under the heading 'The

Modem Office is Light and

Airy' 63 They show large

open-plan offices, in the

clerical section men and

women, perhaps two

hundred in all, and in the so-

called 'mechanical section',

'girls', about one hundred,

'operating calculating, tabulating and book-keeping machines'. This scale of operation

was not entirely new. It had been pioneered in other kinds of business, particularly in mail

order. Francis Duffy has discussed the Larkin building designed by Frank Lloyd Wright

in 1904.64 He described the mail order business as a:

New kind of enterprise. [...] Economies of scale which vast co-ordinated
purchasing could achieve, excellent communications for ordering and distribution
and [...] a large malleable, well-organised and above all cheap workforce capable
of handling quickly hundreds and thousands of minute transactions.

This was a situation in which Taylorist 'scientific management' could be used.

Many American handbooks on office management published at the beginning of
the century give detailed instructions on how to plan the office, relate adjacent
departments, calculate areas and take paper flow into account.

The Unilever House office design belonged to an American rather than a European

modernist tradition.

The similar scale of the operation in Unilever House arose, at least in part from the

fact that Unilever was an amalgamation of a large number of companies. Klingender, in

his classic study of the clerk in interwar Britain, cited the United Africa Company as being

an amalgamation of sixty-five smaller companies and itself being absorbed into a larger

company. He drew an historic parallel with the formation of the factory:

stage on the filTh floor.
63 Progress (January 1933), 50.

Francis Duffy, p.265.
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The amalgamation
process created the
monster office in
which vast numbers
of clerks are herded
together for their
daily work, just as
the concentration of
capital in industry
herded the former
craftsmen or cottage
workers in the
factory.65

The large scale of

operations and the use of 'scientific management' were used to bear down on costs partly

by introducing machines. The mechanisation of clerical work had started some fifty years

previously by the introduction of the typewriter. Now what Klingender called 'the second

phase of mechanisation, affecting book-keeping' was underway. 66 The Chief Accountant

of Lever Brothers described what was happening in an article in Progress:

Machines are employed as marvellous as any that can be found packing goods in a
factory, machines in which it almost seems that human intelligence is made
manifest.67

These new book-keeping machines posted data from each transaction onto cards and

allowed 'a balance to be struck at every posting'. The card, the Hollerith card, contained a

coded form of the transaction as holes punched in columns:

The cards are sorted into groups by an automatic sorter, the passage of the card
into its proper compartment being controlled by electrical or mechanical impulses
passing through the key perforation in the card.

The advantages in terms of convenience were obvious:

A manufacturing company occupied perforce a large staff of clerks recording its
daily transactions. It employed an invoice section, a book-keeping section,
sections controlling stocks, assembling statistics, working out agents' commissions,
and so on. [...] [This was] a weary and cumbersome business. Office machinery
has altered all that. Under the control of capable girl operators the work of all
these sections [...] [results] in co-ordinated [...] records [...] which produce

65 F.D. Klingender, The Condition of Clerical Labour in Britain (London, 1935), p. 61.
Ibid., p. 62.

67 Norman Locking,'The Machine in the Office', Progress, 28, 178 (January 1928), 64-67.
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without delay whatever data may be required.

Cost savings were achieved not only by reducing the number of people needed to perform

the tasks but also by using 'girls' instead of men. A survey made of clerical salaries in

London in 1929/30, showed that in Industry and Commerce on average, all clerks under-

25, both male and female, received 35 shillings per week. On the other hand, for over-

25s, men received 85 shillings and women, 57 shillings and sixpence. 68 In addition,

women over 25 were rarely used, because there were strong cultural pressures on women

in this period to give up work on marriage. Women on the whole therefore did not pursue

careers and there was a high turnover, which in times of change or crisis could be very

useflul to the employer.69

This 'feminisation' of clerical work was part of important social changes taking

place partly as a result of the rise of the large headquarters office. As Margaret Hedstrom

has noted of the United States:

Many historians have observed the rapid transition from the proper Victorian
woman of the late nineteenth century to the independent woman of the 1920s, but
only recent studies have revealed the importance of office workers in defining
acceptable roles for young women. 70

Unilever itself profited from these social changes by marketing new products, of which

Lux Toilet Soap was one example. Also, the use of some types of facial make-up, like

lipstick and powder, products which Unilever also marketed, and which had been the

province of either the old or the immoral, became commonplace. The Lintas files show

that the young women working in Unilever House were frequently used to provide market

research information for such products.7'

Perhaps the most significant social change was the concentration of new clerical

work into London. Prior to amalgamation the office had been next to the factory in its

provincial setting, and although some office work remained near the factory, the main

bulk was moved to. the new headquarters in London. The new headquarters buildings each

contained many thousands of workers, almost four thousand in the case of Unilever, the

David Lockwood, The Blackcoated Worker: a Study in Class Consciousness (London, 1958), p. 47.
69 GIgOry Anderson, rrhe White-Blouse Revolution', in The White-Blouse Revolution: Female Office
Workers Since 1870, ed. by Gregory Anderson (Manchester; New York, 1988), pp. 1-26.
70 Margeret L. Hedstrom, 'Beyond Feminisation: Clerical Workers in the United States from the 1920s
through the 1960s', in The White-Blouse Revolution, p. 149.
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size of a small town. This contributed to the expansion of London in this period, with the

growing army of clerical workers living in the new suburbs and travelling to the office by

bus, tram or underground train. Many of these clerical workers were recruited from the

traditional working-class, Klingender estimated as many as 35 to 40%.72 But they

identified strongly with the middle-class, and contributed to the conservative and largely

un-revolutionary nature of British politics in the 1930a. Klingender, who hoped and

expected a radicalisation of the clerical class eventually as mechanisation increased, put

this down to deliberate policy:

There was a definite policy on the part of the employers of encouraging and
materially supporting sports clubs, theatrical societies, etc., in most large offices.
By this means a corporate firm spirit was successfully instilled into the clerks, a
spirit which differentiated them from their fellow-clerks in smaller offices (p. 81).

He also noted 'the deliberate encouragement of membership of such bodies as the

territorial army or the special constabulary'. Radicalisation certainly did not take place.

According to Miles and Smith:

The lower middle-class [...] sailed through the Depression years relatively
unaffected. [...] There was to be none of that radicalization [...] that inflation
produced in Germany. [...] The white-collar workers emerge as the class least at
risk. [...} The consumer boom was largely their boom; they fed it with their sub-
managerial and clerical skills [...] buying their suburban houses, their cars and
their electrical goods. [...] They functioned as a shock absorber of class friction
[...J relatively satisfied economically and deeply committed to the status quo.

The expansion of the clerical workforce in London was not just a consequence of

the geographical concentration of the workload, that workload was also increasing because

of the nature of the large corporation, increasing by more than enough to offset the savings

achieved by mechanisation. Accountancy was expanding as an activity. For the small

nineteenth-century family business or partnership, accountancy was used to calculate

profit or loss, to divide this among the partners and to keep a check on possible fraudulent

behaviour by employees. For the large twentieth-century company, accountancy was

developed to meet additional needs. Firstly, managers now had to make decisions that

were previously made by the operation of the market in relations between companies. As

71 This is evident in a number of Marketing Division files reports of the 193 Os in the Port Sunlight archive.
72 FD Klingender, p. 65.
73 Peter Miles and Malcolm Smith, Cinema, Literature and Society: Elite and Mass Culture in Interwar
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Chandler put it: 'The visible hand of the manager has replaced the invisible hand of the

market.'74 These decisions were day-to-day. According to the Lever Brothers' Chief

Accountant:

The executive staffs of business are in continuous need of information on which to
base current decisions and frame future policy. [...] 'They want news not histor".
For the supply of that 'news' remarkable tabulating machines have been devised.7

Secondly, accountancy was used to measure the performance of middle managers.

As Chandler put it: 'The senior executives [...] defined the authority and responsibility of

middle managers [...] far more carefully than [...] at entrepreneurial firms'. 76 Methods of

budgeting and financial targeting were introduced. John Quail has more recently done a

study of the use of budgets in British companies in the interwar period, which showed that

Unilever was among the pioneers in Britain of such methods. He wrote:

After the Unilever merger, helped by the mechanization of accounting systems, the
budget system allowed the development of tight central control of a company
organized into non-decentralized product divisions. [...] The Unilever budget
system was a key factor in the evolution of the firm from a loose holding company
to a divisionalized global empfre.

Accountancy therefore replaced Lever's glass-walled office, becoming the Panopticon of

the modern business, allowing senior managers to keep an eye on what was going on all

over the world. The restraining figures on Reid Dick's Controlled Energy would seem to

be accountants.

Thirdly, and for Chandler thi was the most important advance that the modem

company's use of accountancy information allowed, there developed an upper tier of

management, separated from day-to-day concerns of the departmental managers, who

could concentrate on long-term planning and policy, using the information supplied by the

accountants.

In allocating resources for future production and distribution the new methods
extended the time horizon of the top manager. [...] Policy and planning [...] [was]
no longer [...] through negotiation between the senior managers of powerful
operating departments. [...] Policy was formulated by general executives who had

Britain (London, 1987), pp. 45-46.
The Visible Hand, p. 6.

75 Norman Locking, p. 66.
76 The Visible Hand, p.431.
"John M. Quail, 'More Peculiarities of the British: Budgeting Control in US and UK Business to 1939',
Business and Economic History, 26, 2 (1997), 617-31.
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the time, information and psychological commitment to the enterprise as a whole,
rather than to one of its parts.78

D'Arcy Cooper and his senior management colleagues could sit on the fourth floor of

Unilever House, unconcerned with detailed divisional management responsibilities, free to

look into the future and plan how the company should develop. This freedom added

considerably to the strength and adaptability of the corporation.

This analysis allows us to see more clearly what the 'function' of the headquarters

office was, Of course, the look of the building had an ideological purpose, to demonstrate

the importance of the company, to shareholders, to customers and to employees. This was

aided by the iconic status of the colonnaded façade. But it was above all a machine for

collecting and processing information and thereby exercising control over the company's

present and future. It was quite simply a power machine, not symbolic but actual, upon

which the company depended absolutely. Its form, therefore, needs to be understood in

the context of this function.

The artists in the roof

Figure 7.20 - The Lintas Room

78 The Visible Hand, p.451.
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Also in an open plan office, on the sixth floor of the building were the artists who

produced the graphics for Unilever's advertisements. After the completion of the Unilever

building Lintas lost its semi-autonomous status. The advertising function was moved out

of Lintas House and placed under the control of the Home Soap executive. 79 The head of

the artistic unit was Ivor Cooper, an architect by training, who:

Had a deep enthusiasm for art and encouraged his commercial artists in their
efforts to become fine artists by turning a blind eye to their private work during
office hours, by supplying them with materials, and by purchasing their pictures.8°

For some of those working there, the security of the regular salary was enough. But many

dreamed of escaping to a career as an independent artist. One of the most determined was

an Australian, Jack Passmore, who had worked for Lever Brothers in Australia, before

abandoning wife and child to come to England to learn to paint.

Passmore would work on the inside middle drawer of his desk rather than the top,
so that he could quickly hide what he was doing if anyone approached.8'

He studied in the evenings at the Westminster School of Art under Bernard Meninski and

Mark Gertler. After the Second World War he became a successful painter working in

Australia.

Among other successful ex-Lintas artists was Felix Kelly, a New Zealander, who

made a career painting surrealist portraits of English country houses for fheir rich

owners. 83 Edward Bishop had a dual career in advertising and as a successful part-time

artist. Keith Vaughan became one of the leading English painters of the 1950s and

1960s. 84 It is from Yorke's biography of Keith Vaughan that we get the most graphic

account of life on the sixth floor of Unilever House:

An icy wind blew through the room in winter causing illness. [...] [There were]
personality problems and problems about light.85

But Vaughan also remembered the work as 'good training for thinking precisely and

The Linfas Story, p. 37.
80 M. Yorke, Keith Vaughan: His L[e and Work (London, 1990), p.37.
' Ibid., p. 38.

82 Bany Pearce, John Passmore 1904-1984: A Retrospective (Sydney, 1985).	 -
83 Herbert Read, Painting by Felix Kelly (London, 1946).
84 There was a retrospective exhibition in 1988 including the work of almost twenty artists. Bend the
Horizon: A Catalogue ofPaintings from Artists Who Worked at the LintasAdvertisingAgency, 1930-1950
(London, 1988). Details of the artists listed in this catalogue are included in Appendix 4.
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quickly', even though it was 'opposed to painting in principle' (p. 37). There was also

good companionship. One of the artists, Reg Jenkins, had a weekend cottage, Gooseberry

Cottage, near Ipswich, where he and his wife would entertain many of their colleagues,

and where Cezanne was earnestly discussed (p.40). Jenkins later gave up painting for

photography and made his career within Unilever.

The success and needs of the large corporation, and the resulting consumer society,

produced a massive expansion in the advertising industry. The advertising agency, for all

its many discomforts and compromises, provided an opportunity for artists to live a life in

which art at least played a part. At the same time they could either pursue a career within

the organisation or the industry, as did Jenkins and Bishop, or develop as independent

artists, like Passmore, Kelly, and Vaughan. It was no longer necessary, as it was for the

generation of Gauguin and Van Gogh, to adopt, as Schapiro put it:

Tragic lives. [...] Their estrangement from society, [...] so profoundly colored
their art. [...] With an almost moral fervour they transformed Impressionism into
an art of vehement expression, of emphatic, brilliant, magnified, obsessing objects,
or adjusted its coloring and surface pattern to dreams of a seasonless exotic world
of idyllic freedom. 86

It might be said, following Schapiro's sweeping manner, that the painters who followed

the Post-Impressionists did not have to make a stark choice between being an artist and

facing possible extreme hardship and even suicide or giving way to the life of the petit-

bourgoisie as a bank clerk. They could keep themselves alive by commercial art and lead

a separate, less frantic, more objective life pursuing an aesthetic of cool abstraction, before

later being caught up by the imagery of advertising itself.

The Royal Buffet

To conclude, it is worth looking at a part of Unilever House which had nothing to

do with Unilever's business directly, but where the modern was given a clearer expression,

the Royal Buffet, The first announcement of the building of Unilever House to replace

Lever House predicted that:

In the basement will be a large restaurant, café, and luncheon buffet for the use of
the general public; and thus a tradition of the old Lever House will be resumed in

85 M. Yorke, p. 36.
86 Meyer Schapiro, Modern Art, 19" and 2(1" Centuries: Selected Papers, 2 vols (London, 1978), 11, p. 191.
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the new. 87

The implication was that Lever House had retained some of the functions of the De

Keyser Hotel. In the event, no doubt because it had been found that the space was needed

for other things, only the buffet survived. Called the Royal Buffet, it had its own separate

entrance in William Street, on the eastern side. The article in Building said:

This is designed in all the sparkle and cheerfulness of modernity, with sleek
horizontalised shape, sweeping curves, broad bands of colour, and steel-tube
furniture. The main notes in the decorative scheme of this very interesting
rendezvous are horizontally-grained walnut panelling for the walls, silvered piers,
gold and sunshine-yellow ceiling panels, relieved everywhere by bands of red or
black lacquer. The interesting counter-front is finished in black lacquer with a
bright steel footrest; while on either side of the entrance will be found two of the
most interesting hat-stands that have yet appeared in this modern world. 88

-	 :9It would seem reasonable to guess

that the design was by Thomas

Tait, although some member or

members of the Burnet, Tait and

Lorne office may have been given

the job as a reward or

entertainment. Charles Reilly was

delighted by it, describing it as:

a perfect little gem of .I... 	 .
modern colour and design,	 Figure 7.21 - The Royal Buffet
which gives one the same
surpriseas when one used _____________________________________________
to find Sir Michael Sadler's brilliant Van Goghs and Cézannes in the sombre
Waterhouse classrooms of Leeds University. 89

Conclusion

Unilever House presented a paradox: externally neo-classical and conservative in

form, yet internally modern, without being modernist. The main architect, J. Lomax

Simpson, who designed the façade, was a director of the company and had been a close

87 Progress (Januaiy 1931), 17.
88 Building 7, 8 (August 1932), 346-3 53 (353).
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associate of Lord Leverhulme. It is reasonable to assume that the façade reflected

Leverhulme's taste.

The architects responsible for turning the façade into a working building and

therefore of the interior, were Burnet, Tait and Lorne. They were at the time one of the

most successful architectural practices in London. Their approach to the business of

architecture owed much to American office practice. Their aesthetic was close to

European modernism. But they were sufficiently professional to provide precisely as their

clients requested, whatever their own aesthetic reservations.

The sculpture on the building was by William Reid Dick, Gilbert Ledward and

Walter Gilbert. Reid Dick provided a pair of equestrian statues which could be read as an

allegory of modern management practice. Ledward, a recent convert to direct carving,

provided keystones. Walter Gilbert provided bronze gates, and lamps decorated with

idealised imagery of life on an African palm-oil plantation.

The company was in the process of rapid change, from a loosely-joined holding

company, combining a large number of previously autonomous companies, into a tightly-

controlled multi-divisional and multi-national corporation. The headquarters building

showed in its exterior a reassuring image of continuity, reinforcing the foundation myth of

Leverhulme, and hiding its transformational role. Within, it was to act as the engine of

change, a machine for providing the information to control a new process of change and

growth. It was also an engine of a wider social change, creating a new kind of life for its

inhabitants, male and female, managers, clerks and artists, and adding to the growth and

transformation of London.

'Built Now: the Year's Buildings', The Architects'Journal (11 January 1933), 56.
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CHAPTER 8

SERGE CHERMAYEFF AND ICI: MODERNISM REBUFFED

According to John Ruskin, the test of the true professional is to die rather than be
delinquent:

The Soldier, rather than leave his post in battle.
The Physician, rather than leave his post in plague.
The Pastor, rather than teach Falsehood.
The Lawyer, rather than countenance Injustice.

[...] When I think of Serge Chermayeff, I think of Ruskin's words. (Martin
Meyerson).1

Our engineers are healthy and virile, active and useful, balanced and happy in their
work. Our architects are disillusioned and unemployed, boastful or ?eevish. This
is because there will soon be nothing for them to do. (Le Corbusier).

It is a question of building which is at the root of the social unrest of today:
architecture or revolution. (Le Corbusier).3

Architecture is politics, only pursued by other means. (Berthold Lubetkin).4

The headquarters buildings discussed in the earlier chapters showed few signs of

the style which has come to be called 'modernism'. This is perhaps surprising given that

the companies were very modern, both in their forms of organisation and in their use of

scientific research to develop and market new products. However, as I discussed earlier,

the neo-classical style of the buildings, in spite of references to older traditions was a

twentieth century style. 5 It arose as a rejection of late Victorian eclecticism and decorative

excess, using classical orders to provide intellectual rigour, and making full use of modern

technology. Also, there were very good reasons, at the time, why the buildings should be

seen, at least in part, as timeless and embodying traditional British values. Moreover, the

architectural style known as modernism arose in the first instance on continental Europe,

particularly in Germany, still viewed in the mid-1920s as Britain's enemy. However

towards the end of the 1920s there developed a new openness to modernism, especially

among younger architects. The ideology associated with the style stressed its connections

In the foreword to Serge Chermayeff, Design and the Public Good, ed. by Richard Pluntz (Cambridge MA,
1982).
2 Towards a New Architecture, trans. by Frederick Etchells (London, 1927), p. 14-15.

Ibid., p. 8.
' John Allan, BertholdLubetkin: Architecture and the Tradition of Progress (London, 1992), p. 129.

See chapter 2.
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with the objectivity of science, and a rational approach to solving the problems of society.

As such, modernism belonged within the framework of the ideology of the new

professional classes. However, it also had its beginnings partly in the rivalry between

different elements of those classes, in particular, between the traditional art-based

profession of architecture and the growing science-based profession of civil engineering.

In the 1930s, IC! Dyestuffs Group commissioned Erich Mendelsohn and Serge

Chermayeff one of the leading modernist architectural partnerships operating in Britain,

to design a laboratory in Manchester. This was followed by a commission for Chermayeff

alone, the partnership having meanwhile been dissolved, for an office block in

Huddersfield. The laboratory was completed and was a success. On the other hand, the

office project was postponed, to be completed a few years later to a more conservative

design by a different architect. This episode illustrates the consequences of inter-

professional rivalry and shows that the relationship between the new professionals and

modernism in this period was not at all straightforward.

The rise of IC! Dyestuffs Group

It was during 1936 that the partnership of Mendelsohn and Chermayeff was

commissioned to design a new chemical research laboratory for ICI Dyestuffs Group. It is

unclear how much if at all Mendelsohn contributed to the design. 6 What is clear is that

Chermayeff subsequently claimed the building as his own and it became the building of

which in later life he was most proud. To quote Alan Powers:

The Blackley Laboratories were the building Chermayeff liked to claim as his best.
They exemplified the scientific aspirations that he and many other architects
shared, which in Chermayeffs mind were inseparable from his aesthetic aims.7

In the 193 Os ICI had by far the largest research organisation of any company in

Britain, and the Dyestuffs Group had become the main focus of its research. 8 When ICI

had been formed in 1926, Dyestuffs Group had been the Cinderella of the new company.9

6 Alan Powers has reviewed the evidence and could come to no firm conclusion. Serge Chermayeffi
Designer, Architect, Teacher (London, 2001), p. 91.
7 lbid.,p. 115.
8 D.E.H. Edgerton and S.M Horrocks, 'British Industrial Research and Development before 1945', Economic
History Review, 47, 2 (May 1994), 213.

W.J. Reader, Imperial Chemical Industries: A History (London, 1970), I, chapter 19, for the formation of
IC'.
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The dynamic heart of the company had been the Alkali Group, largely the old Brunner,

Mond Company, with its research laboratory at Winnington, in Cheshire, and the

Explosives Group, the old Nobel Industries. Alfred Mond had seen the future as being in

high-pressure chemistry, in the Billingham plant on Teesside. This plant would make

nitrates for explosives and for a new style of industrialised agriculture based on the tractor

and on the intensive application of fertilisers and pesticides. But Alfred Mond's real

dream had been oil-from-coal using high-pressure chemistry, to make the British Empire

self-sufficient in oil, the fuel of the future, by using Britain's large coal stocks. A new

state-of-the art laboratory had been built at Billingham to pursue this dream.

The Dyestuffs Group, on the other hand, had emerged from the British Dyestuffs

Corporation, a government owned company, which had been created during the war by the

Ministry of Munitions to ensure the supply of organic chemicals such as toluene, an

ingredient of TNT, for the production of explosives. Organic chemistry, the chemistry of

the complex compounds of carbon, was in the first instance the chemistry of the

derivatives of coal-tar, in particular the so-called aromatic compounds, whose main

building block is an enclosed ring of carbon atoms, the benzene ring. In 1856, the British

chemist, W.H. Perkin, synthesised mauve from aniline. This was followed by other dyes.

From these discoveries a new dyestuffs industry was born. The German chemical industry

took up the new discoveries with enthusiasm and soon came to dominate the market. The*

British textile industry, itself an ailing industry, preferred to buy from Germany, where

there was a better and cheaper product. The formation of the British Dyestuffs

Corporation in 1919 was an attempt to rescue the British industry and to reduce the

dependence on Germany. This was, in part at least, a question of military strategy. The

two main component companies were Levenstein's of Manchester and Read, Holliday and

Sons of Huddersfleld. Levenstein's had the bigger research laboratory, consisting of

scientists recruited mainly from Manchester University. It was these scientists who were

rather looked down on as old fashioned by the high-flying and very modern Oxford

graduates of	 10

By the mid-1930s the situation had changed radically. The Depression, which had

hit agriculture even harder than industry, postponed the industrialisation of agriculture

'°'Here [...] were such solecisms as butterfly collars and high tea in the canteen. Men who had known each
other for thirty years would say, "May I trouble you for the salt, Dr. Brown?"'. Ibid., Il, p.7 1. See also
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until after the Second World War, when successive governments pursued a nationally

subsidised drive for self-sufficiency in basic foods. The Depression also, together with the

increasing success of the geologists engaged in oil exploration, kept the price of oil down

to levels which made oil-from-coal quite uneconomic. The main player in dyestuffs was

the German company, IG Farben. ICI, from 1928 onwards, had made a successful legal

attack on IG Farben's British patents, getting most of them cancelled. This had, together

with the Depression, forced IG Farben into negotiations. A cartel agreement was struck in

1932 which guaranteed a market for ICI dyestuffs and ended price competition. The rise

of Hitler in 1933, and the distant possibility of war, reinforced in the mind of government

the need for a strong independent British dyestuffs industry. In addition, the newly

expanding electricity and aviation industries were leading a demand for the new

lightweight materials, plastics, and the automobile industry was creating a demand for new

kinds of paint. Organic chemistry, and in particular polymer chemistry, the chemistry of

long carbon-based molecules, both in the Dyestuffs Group 's area of expertise, took centre

stage.'1

Blackley Laboratories

ICI's approach to the growing demand for plastics was at first enthusiastic. In

1929 an internal committee had called for

a strategy of 'control of the plastics

•. industry within the empire'. By 1932,

after the Wall Street Cras the Chairman

of the Dyestuffs Group, Francis Walker, a

:	 • rn	 cautious man, defined ICI's objective as

merely to 'aim to really establish

_______.	 ourselves in the industry [...] on a

Figure 8.1 - The Blackley Laboratory 	 comparatively modest scale , [...] to size

up the position and decide whether [...}

[to undertake] a considerable investment.' 12 This cautious policy included, however, an

chapter 4.
"A joint project between Winnington and Blackley discovered polythene at the end of 1935. Ibid., II, p.
340.
12 Ibid., II, p. 349.
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expansion of the research department and the

construction of a new laboratory at Blackley,

ILevenstein's old research establishment

According to Alan Powers, the commission

Jfor the laboratory was given to Mendelsohn

and Chermayeff by Cecil Cronshaw,

Managing Director of the Dyestuffs Group,

-'	 probably through the recommendation of a

mutual friend of Cronshaw and Chermayeff,
Figure 8.2 - Early Period	 Percy Crosland.i3

The partners were asked to design a

single laboratory block with adjacent

administrative offices. They produced first a

plan for the redevelopment of the whole site,

for which the new block could be seen as the

first stage. The final design was a long three-

storey block faced in brick and glass, with the

offices in the same style perpendicularly

disposed at one end. The style, plainly derived

from German and Dutch modernism, became a

pattern for many buildings, laboratories and

schools, built in Britain after the Second

World War. The plan was rather like an

elongated L. It was a concrete-framed

building and the structural engineer was F.

Samuely, who had worked for Mendelsohn

and Chermayeff on the De La Warr Pavilion.
Figure 8.4 - Late Period 	 .

Within the block, there were on each floor a

series of seven identical laboratories, each designed for use by four chemists, and each

disposed on one side of a corridor stretching the length of the building. Thus the corridor

was on one face of the building, rather than centrally disposed with laboratories on either

' Alan Powers, p. 113.
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side. In the design considerable care was given to providing good lighting conditions,

using both natural and artificial light and the building was air-conditioned throughout, a

concern with the internal environment of a building which became a hall-mark of the

Chermayeff approach to design.

The building was given a grand opening on 11 January 1938. This included an

open day for the press and public in which a set of exhibitions of the' research work of the

Dyestuffs Group was on show. Among these was a tableau illustrating an analogy

between the respective histories of chemistry and architecture.'4 At first in the rEarly

Period', according to the tableau, chemistry dealt with small molecules, which were block

shaped in form. The architectural analogy was the Romanesque, the crenellations of

medieval castles and simple Roman arches. This was followed by a Middle Period' based

on the benzene ring, whose ring form could be related to the Baroque dome. Finally, the

'Late Period' was characterised by the polymer, whose long repetitive shape resembled the

skyscraper. This rather crude metaphor said little about the history either of chemistry or

architecture, but was meant to place the Id Dyestuffs Group firmly in the vanguard of

chemical research by associating it with images of modernity. ' It is likely that it was this

same motive that had led Id Dyestuffs Group to choose Mendelsohn and Chermayeff as

their architects.

Erich Mendelsohn

Erich Mendelsohn had been one •of the leading exponents of the modernist style in

Germany in the 1920s. He had made his reputation firstly with a scientific building, the

astrophysics department at Potsdam University, known as the Einstein Tower (1920-21).

His prolific output then included industrial buildings, offices, department stores,

apartments and cinemas. He believed that architecture was a product of reason and could

change the world. In a lecture in 1923 he addressed his fellow architects:

It is our task to respond to turmoil with prudence, to exaggeration with simplicity,
to insecurity with clear rules, to rediscover the elements of energy in destruction
and to form out of them a new whole. Seize, construct and convert the earth!
Form the world that is waiting for you!'6

14	 a programme for the Open Day found in the Dyestuffs Group archive.
' 5 Note that the image of modernity in architecture was the Manhattan skyline, not European modernism.
' 6 di James, Erich Mendelsohn and the Architecture of German Modernism (Cambridge, 1997), p. 56.
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In 1924 he visited America and was greatly impressed by the energy of New York.

According to Kathleen James:

Pro-American liberals in Germany [like MendelsohnJ saw American technology,
coupled with the high wages paid automobile workers by Henry Ford, as a
blueprint for a new social order in which a general improvement in living
conditions would decrease class tensions. For almost every German the United
States seemed the prototype of modern civilisation.'7

Mendelsohn believed that good design should not only reflect the tenor of modern life but

could also make its tensions more acceptable. Of his office building, the Mossehaus

(1922-23), he wrote:

An attempt has been made to express the fact that the building is not an indifferent
spectator of the careening motorcars and the tides of traffic in the streets. [...] It
strives to be a living co-operating factor of the movement. Just as it visibly
expresses the swift tempo of the streets [...] so at the same time it subdues the
nervousness of the street and of the passers-by by the balance of its power.'8

With the accession of Hitler to power in Germany in 1933, Mendelsohn, a modernist and a

Jew, saw that he had no future in Germany. He decided to leave the country. He came

initially to England, where he formed a partnership with a young designer and architect,

Serge Chermayeff.

Serge Chermayeff

Chermayeff was born Sergius Ivan Sergeyev Issakovitch, in 1900 on a cattle farm

near Grozny.' 9 His father was a Sephardic Jew whose forebears had emigrated from Spain

during the Napoleonic Wars. Shortly after Serge's birth a British oil exploration team

found a large oil field under the farm. With his new wealth, Serge's father sent him to a

preparatory school in Hampstead and then to Harrow, where he showed a talent for

drawing. The Russian Revolution in 1917 caused the family's wealth to vanish as quickly

as it had arrived. Instead of going on to Trinity College Cambridge, Serge had to find a

job. He worked first for an illustrator for a publisher in London, then as a cowboy in

Argentina, and then as a professional jazz and ballroom dancer in London. He won the

17 Ibid., p. 57.
18 Ibid., p. 94.
19 Desi and the Public Good has a short biographical introduction by Richard Pluntz.
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International Tango Competition at the London Palladium in 1927.20 In 1928 he married

Barbara May, daughter of a director of Holland, Hannen and Cubitts, a large construction

company based in London. 2' Through Barbara's connections he became Director of the

Modern Art Studio and Department at Waring and Gillow's, a company providing high-

class fi.irniture and interior design.

Chermayeff was a man of great self-confidence, and a tall and impressive physical

presence. He dressed well, was a good talker in many different languages, and a man of

considerable charm when the occasion required. 22 But he also had the prickly

temperament common among those uncertain of their standing in the eyes of others. He

also knew the value of the useful contact. He had a taste for the modern and was a

competent, if not extravagantly original designer. He was also willing to borrow ideas if

they suited whatever purpose was at hand. He quickly became well known among the

ranks of the modern artist, architect and designer, not just in Britain but throughout

Europe. He was a founder member of the Twentieth Century Group in 1931, became a

fellow of the RIBA in 1933 and a member of the Modern Architecture Research Group

(MARS) in 1934. In 1932 he had also become involved in the plans, which came to

nothing, to form the Academie Européene Mediterranée on the south coast of France.

One of the leaders of this project was Erich Mendelsohn. Mendelsohn and

Chermayeff became friends and when Mendelsohn left Germany in 1933, he moved to

London and they formed an architectural partnership. Mendelsohn needed a British

partner in order to be able to practice in Britain. The partnership very soon won a

competition, the assessor for which was Thomas Tait, for the design of a leisure pavilion

at Bexhill. 23 The mayor of Bexhill, and very much the instigator of the project, was the

Labour peer, Lord Dc La Warr. The De La Warr pavilion as it became known,, completed

in 1935, is now seen as one of the finest examples of 193 Os English modernism. The

partnership, however, did not last. Strains were evident by early 1935. Mendelsohn had

started working in Palestine on his own account, rather than as part of the partnership,

which annoyed Chermayeff. While Mendelsohn was away, Chermayeff made changes to

the Bexhill designs, which annoyed Mendelsohn. They agreed to end the partnership and

20 He had by then changed his name to Chermayeff, after an uncle who lived in London, according to Alan
Powers, so as not to attract anti-Semitism. Alan Powers, p. 8.
21 They were the main contractors for Unilever House.

He was often known, not always affectionately, as 'Chann-ayefi'.
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this was done at the end of 1936, shortly after receiving the ICI commission. Mendelsohn

moved to Palestine. It was through his partnership with Mendelsohn, as well as his other

contacts in Europe that Chermayeff absorbed the main tenets of German modernism.

The beginnings of German modernism: Peter Behrens

I shall argue that the development of modernism in Germany was profoundly

affected by two important influences: the growth of the large-scale industrial corporation

and the effect of new building technology on the social relations among the participants in

architectural projects. A key event was the hiring of Peter Behrens as its adviser on style

by the German electrical appliance company AEG. 24 AEG was the epitome of the Second

Industrial Revolution; a large corporation making products based initially on the use of the

patents of Thomas Edison under licence. It introduced into its factories the full panoply of

mass-production and the management methods of Taylor. Behrens, an architect and

designer, was given the task that we would now recognise as that of creating a coherent

company image. He started by redesigning the company magazine, moving on to the

design of letter headings, and then to products and buildings. The main objective from the

company's point of view was to use design to promote the view that mass-produced

products could be something better than shoddy versions of handcrafted goods. They

could thereby sell to middle and upper-class customers and charge a suitable premium.

According to Buddenseig:

A sales-intensive business producing consumer durables could not [...] survive the
criticism that it was making second-class goods. It was essential to find a formal
language that would articulate the technical quality (p. 43).

For Behrens there was much more at stake. He described it as a question of

starting the process of healing a rift which had taken place in modern culture. In a lecture

entitled Art and Technology which he delivered on 26 May 1910, Behrens said:

The most impressive manifestations of our ability are the products of modern
technology. The progress of technology has created a more highly developed
civilization than has ever been achieved before. But only a civilization has been
created, not a culture. [...] The two spheres of technology and art do not come into
contact with each other [...] especially [...] where they should join most, namely

The assessor for the competition was Thomas Tait. Ibid., p. 72.
24 Tilmann Buddenseig et al., Indusfriekultur: Peter Behrens and the AEG, 1907-1914, trans. by lain Boyd
White (Cambridge MA London, 1984).
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in architecture and in industrial production.25

But Behrens did not believe that beauty would arrive naturally from meeting the needs of

'utilitarian function and technology' as some were asserting. He criticised this 'modem

school of aesthetic thought' as a 'misconception':

Just as there are physical laws, so there are artistic laws. [...] They are real, and
demand equal rights beside the demands of technology. [...] Just as it seems false
[...] to clad daring steel constructions with stone to turn them into knight's castle's
[...] [it is] equally wrong not to recognise the need to subordinate constructional
questions to the natural laws of art.

The problem lay in the complexity of modem life:

In the time of Leonardo the encyclopaedia of knowledge was comprehensible to
one man; today it is specialization that creates our enormous productive power.
[...] Engineering calls for total dedication. But artistic creation [...} [is] also a
full-time occupation.

Behrens was quite clear from his own experience how this rift could be healed:

Industry has the power to create culture by bringing together art and technology.

When it came to designing buildings for industry:

The question arises: Who should design such buildings? It is unlikely that a
special profession, which one could call engineering-architecture, will develop.
Rather [...] close collaboration of engineer and architect [...] neither [...]
subservient to the other.

From the late Renaissance onwards artists and architects had sought successfully to

separate themselves from their artisan beginnings and to establish their professions as one

fit for gentlemen and be paid accordingly. Architects were trained to understand the

nature and limitations of building techniques, even if they did not develop the skills to

implement them. Within the framework of a traditional architectural project the architect

was the leader, while the builder took a subordinate role. It was the architect who dealt

directly with the client, and gave orders to the builder. It was the architect who certified

the work of the builder, recommending to the client when and how much the builder

should be paid. What Behrens realised was that the new building technologies for the

large buildings required by industry, like the steel frame and reinforced concrete, and the

1bid., pp. 212-1 9.
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complex requirements of industry required the collaboration of a new kind of person, the

civil engineer. The engineer was also a professional with knowledge that was increasingly

out of the reach of the artistically trained architect. The engineer also might have a closer

rapport with the engineers who worked within the industrial corporation. There was a

danger that the architect might end up in a subordinate role, the artisan role of the

draughtsman. Behrens's solution was to suggest a partnership between architect and

engineer, 'neither subservient to the other'.

However, the reality of Behrens relationship with his engineering colleagues at

AEG was probably rather different from this proposed equality of partnership. In their

eagerness to achieve an overall unity of image, AEG gave Behrens the final say on all

matters of design. For example, the hail of AEG's turbine factory in Berlin, (1910), was

the result of a collaboration between Behrens and the engineer Karl Bernhard. Writing in

1920, Behrens recalled:

Engineer Bernhard [...] executed the technical drawings and the necessary
calculation with the greatest possible understanding of all the artistic
considerations involved, and solved every problem with a truly remarkable
inventiveness.26

The tone of this is rather of damning with faint praise.

Bernhard saw it rather differently. Writing in 1911, he claimed overall ownership

of the hail design, while dissociating himself from one aspect of it:

The new hall [...] was designed by the author [Bernhard] following the basic
architectonic concept of Professor Peter Behrens. [...] Whereas steel and glass
predominate [...] concrete has been used unjustifiably as a filling material [...} [on
the] gable wall facing the Huttenstrasse. [...] This is a reversion to the practice of
concealing the structure of large engineering works behind an artistic cladding.
[...] Although it has attracted much comment in the world of art, the author
condemns the use of a reinforced concrete casing on the gable ends for reasons of
artistic truth.27

There had therefore been at least one serious dispute about the design between the

collaborators which had been resolved not by the use of reason and partnership but by

Bebrens pulling rank, and by 'the need to subordinate constructional questions to the

natural laws of art'.

26 Ibid., p. 209.
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The Bauhaus

What Behrens had also seen as a result of his experience with AEG was that the

world was changing and that artists would need to look elsewhere for sources of

patronage. In a speech at the opening of a new office building for AEG in Düsseldorf in

1912 he said:

The development of monumental art has always been the expressi'on of the current
nexus of power, [...] the Church in the Middle Ages, [...J kings in the Baroque era,
and of bourgeois art around 1800. [...] Our richly flourishing industry today
constitutes a centre of power that cannot remain without influence on our culture.28

Of all European countries Germany was perhaps best placed to provide this new source of

patronage, since it had been the first to adopt the American form of business corporation.

But artists who wished to attract such patronage had first to develop the attitude and style

of the professional.

It was one of Behrens's pupils at the time of his work for AEG, Walter Gropius,

who, after the First World War, was to create an organisation dedicated to pursuing

Behrens's notion. The Bauhaus, however, started life in Weimar as a kind of Bohemian

commune. Gropius's first manifesto in 1919 called for a new unity between art and

craftsmanship, a Morrisonian ideal. Gropius wrote: 'Architects, painters, sculptors, we

must all return to the crafts. [...] The artist is an exalted craftsman'. 29 Gropius recruited

the artist Johannes Itten to run the introductory course for new students. Itten was a

charismatic figure who, however, was a member of a strange cult called the Mazdaznan.

Itten and his disciples were unorthodox in their appearance, as well as in their
achievements. The men shaved their heads (hair, according to Mazdaznan
doctrine, being associated with sin) and they wore special clothes - monk-like
garments for the masters, and baggy shirts and trousers (ex-Russian prisoner of
war stock) djed in various colours for the students. The girls had short hair and
short skirts.3

Itten was removed in October 1922, but it was too late to save the Weimar

Bauhaus. The local Thuringian government cut its grant and in 1924, Gropius moved the

school to Dessau. Here the Bohemians were purged and the Bauhaus was quickly

transformed 'in accordance with Gropius's opinion that the artist of today should wear

27 Ibid., p. 248.
Ibid., p. 220.
Quoted in Gillian Naylor, The Bauhaus Reassessed: Sources and Design Theory (London, 1985), p. 53.

30 Ibid., p. 79.
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conventional clothes'. 3 ' Gropius changed the school's slogan from 'Art and Craft: a New

Unity' to 'Art and Technology: a New Unity'. 32 The organisation recruited or absorbed

influences from the Constructivist Movement of the Soviet Union and designers from

Holland and Scandinavia, and sought to forge close links with industry in Dessau. A

Bauhaus style emerged and it was soon able to offer training for industrial designers, and

design services to industry. It also adopted an approach to urban planning and working-

class housing design which aligned it with professional industrial managers and the Social

Democratic Party of Germany. In a lecture given to the Royal Institute of British

Architects in 1934, Gropius drew parallels between the Bauhaus and scientific institutions:

The Bauhaus accepted the machine as the essentially modern vehicle of form and
sought to come to terms with it. Its workshops were really laboratories in which
practical designs for 1,resent-day goods were conscientiously worked out as models
for mass-production.

Thus Gropius sought to associate the Bauhaus with the prestige which attached to the

scientific laboratory.

However, the Bauhaus was short-lived. When Hitler came to power, it was seen as

un-German and left-wing and was disbanded. Gropius and others left Germany and

eventually settled in America, where the style was renamed the 'International Style' and

came to have a significant influence on architecture and design after the Second World

War, and where its appeal to the managerial professional was decisive. 34 However, ihe

style did have its critics in America, particularly among engineers. Buckminster Fuller, a

designer who had scientific and engineeringtraining, wrote:

The 'International Style' brought to America by the Bauhaus innovators,
demonstrated fashion-inoculation without the necessity of knowledge of the
scientific fundamentals of structural mechanics and chemistry. The 'International
Style' [...] was but superficial. It pulled off yesterday's exterior embellishment
and put on instead formalised novelties of quasi-simplicity [...] as does a trick man
gain the attention of children.35

Fuller saw Gropius as a successful propagandist for an empty modernist style, a style

which he believed had no engineering justification.

31 Rayner Banhain, Theory and Design in the First Machine Age, edn. (Oxford, 1972), p. 285.
32 Mage Droste, Bauhaus 1919-1933, hans. by Karen Williams (Berlin, 1998), p. 58.
33 'The Formal and Technical Problems of Modem Architecture and Planning', RIBAJ, 41,13, (19 May
1934), 679-94.
34 Hemy Russell Hitchcock and Philip Johnson, The International Style (New York; London, 1932).

Quoted by Rayner Banham, p. 326.
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Le Corbusier

Another of Behrens's pupils during his time with AEG became perhaps the most

influential modernist in Britain between the wars. This was the French architect and

designer Le Corbusier. His book, Vers une Architecture, was published in English, as

Towards a New Architecture, (note the interpolation of the word 'new'), in 1927.36 This

was a very opportune time. There was a new and aggressive spirit among young artists.

We have already discussed this in the world of sculpture. 37 The art magazine Studio

undertook a major change of format and content in 1928. Its editor, Geoffrey Holme,

redesignated himself as C.G. Holme, no doubt feeling that this made him sound more

professional, and wrote a pair of editorials entitled 'Art in the Machine Age'. In these he

expounded a vision derived in part from Behrens:

'The Studio', desirous as it has always been of helping to make all forms of art an
integral part of our life, hopes to show from America, England, France and
Germany, all the countries of the world, an increasing number of works of beauty
and interest that properly belong to the twentieth century - and to link the work of
the architect and the engineer, of painter and designer, of handworker and
industrialist into that harmonious whole which they should ideally form.38

In the September 1928 edition, there was an editorial entitled 'What is "Modern"?',

followed by an article by Frederick Etchells, Le Corbusier's translator, entitled, 'Le

Corbusier: A Pioneer of Modern European Architecture'.39

This was a brief period of great optimism among young British professionals. The

trauma of the Great War was passing, and it was being seen not as a glorious victory but

as a disaster the repetition of which must be avoided by the use of reason and

reconciliation. The rising prosperity and optimism of America was widely admired and

seemed at last to be spreading to Europe. The rationalisation movement in industry was

beginning. The General Strike of 1926 had petered out to be replaced by the Mond-Turner

talks, and a new spirit of class unity. It seemed that the old class antagonisms could at last

be replaced by a rational way of tackling Europe's problems. There were movements in all

political parties towards the idea of planning the future. The future seemed to belong to

36 Trans. by Frederick Etchells (London, 1927).
' In chapter 5.

38 The Studio 96, 425 (August 1928), 80.
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the new professional class.

Le Corbusier's book caught this mood precisely:

It is a question of building which is at the root of the social unrest of today:
architecture or revolution (p. 8).

Yet it was a strange book. It was a book about architecture addressed to a professional

audience, yet there was no presentation of technique. It was a work of poetry, intended

purely as an inspiration. It was full of photographs of inspirational design, not from

modern architecture, but from the classical world, Paestum, the Acropolis, and from the

work of modem engineers, motor-cars, aeroplanes, ocean liners and grain silos. His

message was that architecture was important and could change the world, but, like

Behrens before him, he believed that architects needed to grasp the opportunities offered

by the modem world or architecture would disappear as a profession:

Our engineers are healthy and virile, active and useful, balanced and happy in their
work. Our architects are disillusioned and unemployed, boastful or peevish. This
is because there will soon be nothing for them to do (p. 14).

Like Behrens, his message was that the future lay in a partnership between engineers and

architects:

The Engineer, inspired by the law of Economy and governed by mathematical
calculation, puts us in accord with universal law. He achieves harmony.
The Architect, by his arrangement of forms, realizes an order which is a pure
creation of the spirit; by forms and shapes he affects our senses to an acute degree
and provokes plastic emotions; by the relationships which he creates he wakes
profound echoes in us, he gives us the measure of an order which we feel to be in
accordance with that of our world, he determines the various movements of our
heart and our understanding; it is then that we experience the sense of beauty (p.
1).

This may have been inspirational but showed little understanding of the nature of

engineering necessity.

In his book Le Corbusier may not only have been expressing the general feeling of

unease among architects in a modern world dominated by science and engineering. He

had also a sense of personal unease, inspired by his own particular circumstances.

According to Judi Loach:

39The Studio, 96, 426 (September 1928), 155 and 156-63.
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Regardless of his international status [... Le Corbusier's feelings of insecurity and
doubts as to his success would haunt him to the end of his life. [...] He lacked any
formal academic or indeed architectural qualifications, having trained in the
decorative arts at a provincial Swiss art school. Thus he had always sought to
capitalize on any accreditation of his work by recognised academics, and
especially by scientists.4°

He devised, or perhaps copied, a number of mathematical systems to underpin his

approach to 'the natural laws of art', from the traces régulateurs to 'The Modulor'.4' He

went to great trouble to get endorsement for the Modulor from a working mathematician.42

Judi Loach concluded that:

Le Corbusier's relationship with, and approach towards, mathematics was thus one
of a respectful believer, and devotee; for him mathematics was primarily conceived
as a constituent part of philosophy, even of metaphysics.43

Such an approach to mathematics would have caused a mixture of surprise and amusement

among scientists and engineers. I shall suggest that Chermayeff may have become the

victim of a similar set of feelings among the scientists and engineers of ICI.

The Huddersfield office project

Chermayeff was to get another opportunity to apply modernism to the needs of

ICI. While work had been proceeding on the construction of the Blackley laboratory two

of the ICI directors, Todhunter and Coates, had visited the other main DyestufTs Gi:oup

site at Huddersfield. They reported on 23 November 1936 that the 'buildings used as

general offices and canteen at the Dyestuffs Group Huddersfield factory are

unsatisfactory.' What was called a 'preliminary scheme' for between £85,000 and

£100,000 was put to ICI's General Purposes Committee (GPC), chaired by Harry

McGowan, Chairman of ICI, on 2 December. Authority was given to prepare 'complete

drawings and estimates'. J. McKillop, of the Dyestufl's Group, who had acted as project

engineer for the Blackley laboratories, was given the same role for this project.

Chermayeff was again selected to provide a design. A costed design, with an estimate of

4° 'Le Corbusier and the Creative Use of Mathematics', British Journal for the History ofScience, 31 (June
1998), 185-215 (213).
41 Ibid., 187-88 and 200-09. Le Corbusier published LeModulor: Essai sur un mesure harmonique a.
l'échelle humaine applicable a l'architecture eta la mécanique (Boulogne-sur-Seine, 1950).
42 Ibid., 209-10.

Ibid., 214.
The correspondence referred to here are in the Id Archive, file ICHOICFD/5066.
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£132,700 was completed on a so-called Form A by mid-August 1937 and considered at a

meeting of the Central Administration Committee (CAC) on 30 August, while Francis

Walker, Chairman of the Dyestuffs Group, was away on holiday. It was deferred because

of concerns over the cost, £32,700 more than the upper limit on the 'preliminary scheme'.

A memo dated 31 August noted that Mr. Walker had only just returned from holiday and

wished to re-examine [it]', and noting that the 'revised estimate was considerably higher'.

Walker wrote to McKillop seeking clarification as to why the project was now so

much more expensive. In all their subsequent correspondence it needs to be remembered

that Walker was based at Imperial Chemical House in London, while McKillop was at

Blackley. McKillop provided a list of the costs associated with changes made to the

scheme from that seen by Todhunter and Coates during their visit:

Original
Increasing height
Price inflation
No furniture in original
Contingency for increased costs
Architect's fee at 6%
Demolition and clearing site

80,000
16,000
9,600
9,000
11,000
6,936

200
132,736

He also provided comparisons of the cost per cubic foot with other schemes. The cost of

the Huddersfleld office was one shilling and eleven pence and three farthings per cubic
	 A

foot, compared with an office built at Widnes for one shilling and five pence per cubic

foot. In addition he provided a comparison of cost with an office block with rooms on

either side of a corridor. This, he wrote, would cost £7,000 less:

The proposed layout [...] a corridor on one side and offices on the other provides
maximum southern aspect for working rooms: this is considered a definite
advantage.

He was later also to claim that this arrangement provided a noise barrier between the

offices and the traffic on the main road outside. This feature provides an indication that

the design of the Huddersfield offices was related to the Blackley design, where there was

also only a single line of rooms and the corridor was on the outside of the building.

Walker was not impressed. He returned the revised Form A to Cronshaw, the

It is not very clear how this is 6%, even if the £11,000 contingency is removed.
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Managing Director of the Dyestuffs Group and McKillop's manager with a short note:

I think the members of the Dyestuffs Group Board should be perfectly clear in
their own minds why they are advocating the expenditure of £24,000 [...] more
than Widnes.

It would seem that Walker had scarcely been consulted, even before he went on holiday.

A month later on 18 October, McKillop returned a revised Form A, with a total cost of

£132,500, and further explanations. On the question of ceiling height:

The original plan provided for a ceiling height of eight foot six inches; this was
increased on the suggestion of Mr C.P. Holland, Office Organisation Section,
London, to ten feet and later by the architect to eleven feet to fit in with the
proposed type of building construction.

He also pointed out that the size of the building had been increased by 15% to allow for

extra staff. He supplied yet another comparison with the earlier scheme:

Original estimate
Increase in cubic content
Increase in floor area
Increase in building costs - offices
Increase in costs - canteen and gate house
Architect's fees

88,000
12,557
8,379
9,635
6,705
7,544

132,819

These are astonishingly different figures from the first set he had supplied. A few days

later McKillop wrote to Walker again correcting some earlier assertions; on the ceiling

height, 'the increase was from ten feet six inches to eleven feet. The six inches was to

enable the architect to use standard metal windows and partitions'; on the central corridor,

'I have made a thorough examination. [...] The actual cost difference is £1,800', not

£7,000 as he had earlier suggested. There is a hint here of direct input from Chermayeffs

office. Walker was even more irritated by all this vacillation. He returned the Form A

with a sharp note. 'You should make up your mind which figure you want to name:

£132,500, £132,819 or £132,700.'

One month later on 20 December 1937 a revised Form A was submitted to the

CAC. Walker himself was not present. His deputy, Mr E.N. Wise, wrote a note

explaining the disappointing outcome. The scheme had to be withdrawn and plans had to

be submitted to Mr James of the Estates Department, and Mr C.P. Holland of the Office

Organisation Section had tQ be consulted. Anyone with experience of decision making in
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bureaucratic organisations will recognise what happened next. The hunting pack circled

the wounded animal waiting for the kill. James delegated his task to his colleague, Fred

Whittaker. Whittaker started to receive submissions and comments from different parts of

the organisation. Mr W.A. Morris of ICI Estates, Northwich, wrote:

The schemes we prepared for the Huddersfield offices were on a far less ambitious
scale than that at resent under consideration and the need for economy was
impressed upon us. We would welcome the opportunity of preparing a further
scheme, comparable in scope with that put forward by an outside architect.

Morris wrote again later when he had seen the plans, querying various features, the non-

standard layout of the clocking station, the use of certain materials when there were

adequate ICI alternatives, the extravagance of the copper pipefittings. He asked

plaintively, 'whether similar latitude can be allowed in our future work'. He also raised the

sensitive question of professional fees, noting that in addition to the architect's fee there

were fees to a structural engineer and a quantity surveyor. McKillop admitted to James

that the total of professional fees would be £12,730. He stoutly defended this figure to

Walker. He pointed out that the fees were all in line with the recommendations of the

various professional institutions. They had no quantity surveyor at Blackley and the

project needed a specialist in reinforced concrete construction. He also suggested that

using in-house staff; taking into account the number of drawings and other work needed,

would also be expensive. 'While [...] £12,730 may appear high as a single item, I am of

the opinion [...} it is not.'

Mr McIntyre, assistant to the Controller of Purchases, wrote a masterpiece of a

bureaucratic slap on the wrist:

In all cases where expenditure on such jobs exceeds £500, it is necessary for the
Group or Company concerned to submit to the Controller of Purchases a copy of
the enquiry issued to contractors for consideration of the reciprocal trading
position and for any recommendation which the Controller of Purchases wishes to
make regarding the placing of the proposed contract, etc. etc.

To make matters worse Mr Donald Hope of Henry Hope and Sons Ltd, Birmingham,

(who, as Walker reminded McKillop, 'you will no doubt recollect [...] was at one time a

director of Nobel Industries', and would therefore have known Harry McGowan

Morris was probably mfeiring to the original scheme seen by Todhunter and Coates. In that case, Morris
and his colleagues would have done a draft design which had been turned down by the Dyestuffs Group in
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personally) had written to the senior ICI director, Mr Mitchell. He complained that

Chermayeff had not selected his company to supply the heating and the metal windows

and doors, as he had appeared to expect. Mitchell replied to Hope:

[The request for] authorisation is not yet before our GPC. When it does you may
take it [...] the order for heating will be [...] Hope's Heating and Lighting.

McKillop complained to Walker that Hope's quote for metal windows, at7,5O4, had been

more than twice that of the competition.

On 11 February 1938, Whittaker summarised his findings in a memo to James, for

presentation to the CAC. It started, 'The plans [...] are substantially in accord with the

requirements of the Office Organization Department'. It then listed the series of problems

that had been raised, concluding:

It is considered that closer collaboration between the Groups and the various ICI
departments interested is desirable in the early stages of drafting such schemes.

Walker saw that if this were placed before the CAC it would kill the project. He asked

James to withhold the memo until McKillop had time to sort out the problems with

Whittaker. 'I am not going to put forward these Huddersfleld offices again unless I am

sure of them passing.' McKillop wrote to James asking for a meeting and this was

arranged for the afternoon of Thursday, 24 February 1938 in Imperial Chemical House,

just six weeks after the triumphant opening of the new Blackley Laboratory.

The meeting in Imperial Chemical House

It is hard to imagine what Chermayeff would have felt as he approached the

meeting, walking under Jagger's Agriculture and the heads of Mond and McGowan,

through the doors containing Fagan's bronze panels. He would have known that the future

of the project hung on this meeting but he would probably have been quite confident of his

ability to charm his protagonists and carry the day. He must have thought that the

apparent success of the Blackley laboratory would count for something. He would have

been escorted from the reception desk up to the third floor and Conference Room 300. As

would be usual for any meeting involving an outsider, the others would have gathered

already and be engaged in office gossip, their pipes and cigarettes already pouring out

favour of the one by Chermayefi'.
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smoke. 47 Looking round, the only face he would have recognised would have been that of

McKillop, who would no doubt have got up to greet him and introduce him to the others.

There were six others present, among them Whittaker, Morris the disappointed in-house

architect, and McIntyre from the Purchasing Department.48

Whittaker chaired the meeting:

He explained that the meeting had been arranged for a frank discussion on various
points arising from the proposal, as mentioned in his memo of 1 1th February to
I.C.I. Secretary.

No doubt everyone present had a copy of this memo in front of them. Whittaker started

with a conciliatory tone:

It was agreed that the plans of the office were substantially as approved by the
Office Organization Dep't, but detailed Drawings of the Clocking arrangements
were required for further consideration.

This was an easy one to start with. Chermayeff and McKillop were of one voice:

The Architect stated that such details were in course of preparation, and Mr.
McKillop stated that they would be submitted for approval.

Chermayeff would have been starting to feel confident. The discussion turned to

furniture, which was, after all, Chermayeffs particular area of expertise. He may have

been certain he could persuade them, with McKillop's assistance, that it was important to

select furniture which would create the right working environment, and would match the

modern design of the building.

In discussing the large sum of money included for furnishing, the Architect took
the view that these items should be in keeping with the general design, but Mr.
McKillop assured the meeting that I.C.I. standards would be adopted.

So McKillop did not support him and his building was destined to be filled with

second-rate furniture from the IC! office catalogue. For almost the entire remainder of the

meeting he sank into silence and left it to McKillop. And McKillop gave way on all the

other points with regard to internals, the partition blocks, the paints, the copper tubing, the

electrical fittings, the shades. 'Complete satisfaction was assured on all these points.' But

There would have been plenty to gossip about. There had just been a failed attempt by some of the Board
of Directors to unseat the ICI Chairman, Harry McGowan, because of alleged irregular share dealing. W.J.
Reader, II, chapter 13, for the story of these events.
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McKillop stoutly defended the layout of the building, with its single row of offices on a

corridor. He also defended the particular cost of the canteen, pointing out its potential

secondary uses as a recreational and social centre. There was no dissenting voice on either

of these. They all seemed satisfied by the concessions on internal details. McKillop

promised that:

During the progress of the work every item of expenditure would receive careful
scrutiny, and it was anticipated that considerable savings would be effected.

In the end Chermayeff was quite humble:

The Architect promised to prepare and submit a basic analysis of costs covering
the whole scheme, and Mr. McKillop, who stated that he was most anxious to
collaborate with all Departments concerned, would also submit a comprehensive
statement for further consideration before the amended Form A was presented.

Of course, Chermayeff may have just given a monosyllabic reply to a leading question.

There is a clear sense that Chermayeff was out of his depth. He was dealing with

professionals who were used to working together and most of whom would have had a

scientific or engineering training. Chermayeff like Le Corbusier, never had any formal

architectural training, and may have shared his sense of insecurity when faced with fellow

professionals. And, of course, at least one of them, Morris, wanted to design the offices

himself. But Chermayeffs simple insistence that the furnishings should be 'in keeping

with the general design', regardless of cost, would have struck them all as thoroughly

unprofessional. In the foreword to the collection of Chermayeff's writings, Design and the

Public Good, Martin Meyerson, with reference to Chermayeff, quoted Ruskin

approvingly: 'The test of the true professional is to die rather than be delinquent'. Others,

perhaps all but Chermayeff in Committee Room 300 that day, might think that the test of

the true professional is to survive, to do the best job possible in the circumstances, and

always to seek to meet the needs of the client. It would be hard to see, for example,

Thomas Tait, whatever his reservations might be, dying unnecessarily in such a ditch.

The aftermath of the meeting

McKillop felt very pleased with the outcome. He felt he had salvaged a difficult

situation by giving way on detail, while retaining the essence of the design. He reported

The full minutes of the meeting are in Appendix 5.



Brentwood, Essex.
2. Drawings of the reinforced concrete

239
as such to Walker on the 1 March:

He [Whittaker] had no major objection to raise on the scheme as a whole, and we
cleared up a few minor points which were mentioned by the people at the
discussion.

McKillop added:

I am personally making a thorough examination of the bill of quantities to ensure
that there are no 'frills'. [...] [This should] take about two to three weeks.

On 22 April 1938, Walker wrote to McKillop to ask, 'What is the position today in relation

to the Huddersfield offices?' McKillop replied on 25 April:

I have delayed presenting the project in the hope that I would be able to effect
some reduction in cost, as there has been a decided fall in the building industry
since the quotation was received. I do not think that anything will be lost by
holding up this project for a month or so. Will you please let me know if you are
in agreement with this.

Walker wrote back to say that he was 'quite agreeable'. But clearly Chermayeff was not.

McKillop was wrong. Something was lost by the delay. Chermayeff withdrew from the

project.

The next entry in the archive is a note from McIntyre to Whittaker, dated the 8

January 1940, to say that he had heard a rumour that the 'new offices at Huddersfield' had

been revived. Whittaker confirmed that they were indeed 'again under consideration by

the Directorate'. The final entry is a letter dated 25 June 1940 to Whittaker from a Mr

D.R. McKay, no doubt McKillop's successor as project officer, setting out the details:

1. Architect Mr. A.B. Llewelyn Roberts, London House, Shenfield Rd.,

framing by the Frame Reinforced
Concrete Co., 165, Plymouth
Grove, Manchester 13.

3. Estimated cost of buildings and
furnishings is £118,000.

4. Form A has been prepared and
will be submitted to Dyestuffs
Group Delegate Board for formal
approval on 27th June before it is
sent to London.

5. The clearing of the site for new
buildings is in progress.
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This time the project went ahead.

We can only speculate about what happened in the few months after the meeting in

London. It is possible that Chermayeff was so irritated by the compromises made that he

decided to walk away from the project. McKillop's letter to Walker of the 25 April

suggests that he was seeking even more cost-cutting compromises, and as Alan Powers put

it, 'Chermayeffs office had always been run with an ideal of perfection rather than a

discipline of cost control'. 49 He would have had every right to be annoyed with

McKillop's apparent bungling of the application for approval, although he would probably

have been unaware of the details. His practice was in financial difficulties, but bankruptcy

was not filed until June 1939, over a year later. 5° He may have believed that he could get

other work, or that getting a job in America, an idea which in this period was beginning to

form in his mind as an option, would be easy.

McKillop's handling of the application was a little mysterious. His problem was to

get approval for a capital expenditure that exceeded the first estimate by about 30%. Yet

he tried to get it through the CAC while Francis Walker, the Chairman of the Dyestuffs

Group was on holiday. And from Walker's reaction on his return, McKillop had clearly

not kept Walker informed of the increased cost. Perhaps McKillop thought that Walker

would be more of an obstacle than the CAC itself. Then following the mishap of the

initial deferment, he was not ready with a consistent follow-up story, getting into a terrible

tangle over the causes of the extra costs. He could not openly admit the real cause, the

decision to use Chermayeff rather than the in-house building department or a less

ambitious external architect. Finally, he decided to postpone after the apparent recovery

of the project at the London meeting. It is possible that Chermayeff refused to do any

more, but it is also possible that McKillop decided that the project was just too damaged to

ever get approval in its current form. Perhaps he thought that the only course was to start

again with a different architect after the passage of a suitable period of time.

ICI must have been pleased with Chermayefi's work on the Blackley laboratory,

both from the functionality of the building and the kudos from favourable reviews in the

architectural press. 5 ' Some time later in 1939, the question of an extension to the Blackley

49 Alan Powers, p. 143.
° Ibid., note 1, p. 184.
' R.A. Cordingley, 'Building for Industiy: The Role of the Architect', Architectural Review, 83 (March

1938), 117-26.
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site as well as the revival of the Huddersfield project was under consideration by the

Dyestuffs Group. There was sufficient concern about how Chermayeff might react that

the RIBA was contacted for advice about architectural copyright. The RIBA replied by

sending a report that they had commissioned from K.E. Shelley K.C. in 1938, presumably

for some other request. This, together with a short gloss by McKillop and one other

person, was circulated to the members of the Dyestuffs Group Executive Committee,

which was chaired by Cronshaw, on 13 March 1940.52 With regard to a Blackley

extension the gloss said:

Mr. Chermayeff, architect, London, prepared a block plan of the whole of the
Bottomley Side area [as the Blackley site was known] in 1936, [...] His
suggestions regarding the utilisation of the whole site apart from the Research
building were entirely voluntary, except for his statement that in order to treat
properly the siting of the Research block it was necessary to examine the
potentialities of the whole site. He prepared a model, showing the arrangement of
the buildings on the whole site. This model was sent by the architect to the
Librarian, R.I.B.A., Portland Place, London.

Having discussed the legal opinion, it concluded:

According to this view of the law the permission of Mr. Chermayeff will have to
be obtained before any extension to the existing buildings can be carried out on the
same design.

Such an extension of the site was made a few years later. A report by J.D.- Rose

entitled 'Research in the Dyestuffs Group' and dated November 1943, was a preliminary to

this. 53 Rose's main criticisms were of the environment of Blackley site.

Its first disadvantage is the district in which it is. This is so far from a healthy
residential district, that members of the staff travel unreasonable distances, or live
in one of the less attractive neighbourhoods of South Lancashire. [...] Men with
high enough qualifications to pick and choose their employer, will, other things
being equal, choose a more attractive district for their life's work.

On the other hand:

Suitable staff (clerks, typists etc.) in the numbers we require would probably be
difficult to find on a rural site.

521 found this note in the Dyestuffs Group archive, in what remained of the Blackley laboratory before it
was demolished in 2000. The text is in Appendix 6. Chermayeff had already left the country, sailing to the
USA in January/February.
53 This is in file ICHO/CFD/5078 in the ICI archive.
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The most cogent argument in its favour is that the
buildings at present on the site [there was more than just
the Chermayeff building] might cost, at 1943 prices,
£750,000 to rebuild elsewhere assuming such building
could be carried out.

Rose expressed some criticism of Chermayefi's

design:

On account of certain deficiencies of design, however, the
laboratories are inadequate in some respects. More room
is required for writing and for special purposes. For
example, a room should be set aside for calculating
machines where experimental results could be worked out
with appropriate mechanical aids. More room is required
for the storage of apparatus, for conference rooms and
cloakrooms, and although these deficiencies can only be
remedied in the present building by sacrifice of laboratory
space, improvements should be made in any new
laboratories which are erected.

These criticisms, betraying some quite fundamental flaws in the design and made only five

years after the building came into use, contrast sharply with Chermayefl's view that the

design was an example of perfect collaboration between architect and chemist. An

extension in partial fulfilment of Chermayeffs overall plan was embarked upon, with

additional blocks using Chermayeffs design as a basis. A further storey was added,

however, presumably to meet Rose's request for additional space. This indicated that, in

spite of the flaws, there was a reasonably high degree of satisfaction with Chermayefis

design both among the Dyestuffs Group management and among the working scientists.

McKillop's gloss on the note from the RIBA also referred to the Huddersfleld

project.

Mr. Chermayeff prepared plans and specifications up to the complete bill of
quantities stage and issued enquiries to contractors for tenders for the offices and
canteen buildings; the erection of the buildings after receipt of tenders was not
started and the architect was paid two-thirds fees on the R.I.B.A. scale.

Since the new architect for the Huddersfield office was not using Chermayeffs design, the

Dyestuffs Group was in no danger of being sued under copyright laws. ICI had therefore

taken full responsibility for Chermayeffs withdrawal, paying him without demur. The
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fact that Chermayeff was paid handsomely also suggests that the failure of the

Huddersfield project was not a significant contributory cause of his bankruptcy. After all,

Chermayeff was also saved the costs associated with a decision to build, and should

therefore have made a profit on the aborted project.

Conclusion

I have argued that one of the formative influences of European modernism was the

relationship between artists and designers and the large-scale industrial corporations of

Germany. Before the First World War Peter Behrens had realised that the corporations

could be a significant source of patronage to artists and designers. However he saw that

artists needed to reconcile their ideas of style with the needs of engineering and mass-

production, and to establish the primacy of the artist in the design process. This notion

was developed further by the Bauhaus and by Le Corbusier.

Le Corbusier's book, Towards a New Architecture, was translated into English in

1927, at an opportune time to influence British art and design. Its impact was reinforced

in the early 193 Os by German modernist designers emigrating to Britain to escape the

Nazis. One of these, Erich Mendelsohn, formed an architectural partnership with a young

British designer, Serge Chermayeff. Following their success with the De La Warr

Pavilion, ICI Dyestuffs Group commissioned them to design a laboratory for Manchester

and an office block for Huddersfield. Most of the work was done by Chermayeff after the

partnership had been dissolved and Mendelsohn had moved on to Palestine.

Chermayeff s design for the laboratory was a significant success. But the office

building at Huddersfleld, which would probably have been a landmark design, was a

victim of infighting among the professionals within the company. The design was

disapproved of because it was perceived to be more expensive than necessary, and because

Chermayeff had specified internal fittings which did not conform to ICI's in-house

standards. It did not in other words meet ICI's own professional standards. Chermayeff

had followed the modernist aesthetic. It was not enough for a building to be functional.

The design also had to obey what Behrens called the 'natural laws of art'. Chermayeff may

have been prepared 'to die rather than be delinquent'; or at least to let the project die. 4 On

the other hand it is possible that he was simply dismissed by Id. It is likely that,
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whatever his reputation, he was seen as unprofessional because of an inadequate regard for

cost control.

In 1939, following the failure of the Huddersfield project and the bankruptcy of his

architectural practice, Chermayeff, undeterred, wrote some advice to architectural students

as to how they might develop architecture after the now inevitable war:

The survivors among the architects must start again, but not confused by an
academic education on the one side and a world of practical problems on the other,
but as intelligent political beings in the forefront of the fight for an active and
fruitful existence.

Faced with the present situation, to voice a 'design preference' for either
classic façades for commercial exuberance or the bare bones of functionalism for
an ARP shelter, one may justly come to the conclusion that both alternatives are
equally futile for the purpose of determining an architectural attitude. {. ..] I
suggest that we must first equip ourselves technically and politically for a fight
which will ensure that some day architects may practice an apçropriate architecture
in a new society which they themselves have helped to create.

In the foreword to Design and the Public Good.
The Architect's Place and Purpose in Modem Society', Northern Architectural StudentsAssociation

Journal (February 1939). Reprinted in Design and the Public Good, p. 124.
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CHAPTER 9

CONCLUSION: THE BUILDING OF TILE MODERN CORPORATION

A distinct change in the quality of those who were promoting the movement for the
Modern State became very evident even before the War Cycle of the Forties. [...]
Now a multitude of engineers, architects, skilled foremen and industrial organizers,
technicians of all sorts, business men and captains of industry, were also beginning
to 'talk Modern State' and put in an increasing proportion 'of their time and
attention to its advocacy. (H. G. Wells).'

The modern corporation, the large-scale industrial company, was invented in the

USA around the turn of the century. It soon became the dominant organisational form for

manufacturing under capitalism. The introduction of the institution into Britain, after the

First World War, coincided with the beginnings of the decline of Britain as a world power.

Indeed the introduction of the corporate form into Britain represented a deliberate attempt

to halt that decline. The sheer size of the companies meant that large and well co-

ordinated bureaucracies, comprising thousands of people, were needed to monitor and

control performance, and these people needed to be housed in a new kind of company

headquarters.

These new companies required a new kind of manager, quite different from the

owner-manager on which Britain's prosperity had been built. These managers were part of

a new professional class, no longer dependent, like the older professionals, on the

individual patronage of the rich, but operating alongside their peers within the

organisation. This new class was developing a world-view based upon the notion of

progress through the application of science and technology, the so-called 'American

Ideology'. For many in Britain this ideology represented a kind of Trojan Horse, opening

the gates which defended timeless moral and aesthetic values to the corruption of

commercialism and popular culture.

Artists are a part of the professional class. The changing ideology of the

professional class in the interwar period was refracted through the artistic community to

become an aesthetic of modernism as applied to architecture and design. This aesthetic

was, however, still in its infancy in Britain. Its moment was yet to come.

'The Shape of Things to Come (London, 1933). Pp. 255-56 in the Everyman edition (London, 1993).
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The function and form of the headquarters building

The primary function of the headquarters building, as shown in the analysis of

Unilever House, was to provide the space within which operated the mechanisms for

monitoring and controlling the world-wide business of buying raw materials, and of

manufacturing and selling goods, operated. This was achieved by the army of many

thousands of clerks, many of them women, which ran the mechanised accountancy

system. The methods of accountancy were expanded from the mere calculation of profit

and loss to an elaborate system of budgeting and forecasting. These new methods allowed

senior managers to identify the strengths and weaknesses of the organisation. The

effectiveness of the more junior managers out in the many different parts of the world

could thus be judged. The building was a kind of Panopticon, allowing the oversight of

the larger work of the company. The methods also allowed fact-based plans to be made

for the future of the company. Increasingly, the most senior managers were divorced from

the day-to-day running of the company, to be concerned almost entirely with its long-term

future.

But the buildings could not just be barns holding an army of clerks. The senior

managers needed to use the buildings to meet and entertain important visitors. The

buildings needed also to be impressive and symbolic. Britannic House had a baroque

marble staircase leading up to the management suite. Britannic House and Imperial

Chemical House had senior manager's offices like rooms in some aristocratic mansion.

Unilever House, by contrast, sought to impress by modernity, using rapid lifts and sparsely

furnished but neat meeting rooms, the business-like world of the new professional. The

most important visitors were likely to be from the world of finance, the City of London, or

from government, Westminster. All had to be within central London so that the

companies could participate fully in this nexus of industry, finance and government. But

Britannic House and Unilever House were on the edge of the City, while Imperial

Chemical House was at Westminster, the different locations reflecting the different

priorities of the companies.. From the outside the buildings also needed to be impressive.

The interwar years were difficult times economically. Amid change and uncertainty, the

buildings needed to express solidity, certainty, and continuity. The neo-classical façades,

a reference to a glorious past, and the use of Portland stone, the stone of Inigo Jones and

Wren, met this need.
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The buildings also needed to impress the company's own employees. All three

companies studied were the result of a process of merger. APOC had taken over BPC, the

German oil product marketing subsidiary. ICI incorporated four different chemical

companies. Unilever included Lever Brothers and Margarine Unie, both of which were

themselves the result of mergers and take-overs of many smaller companies. Mergers,

what Alfred Mond dubbed 'rationalisation', always create tensions. There were inevitable

clashes of cultures, as between APOC and BPC, as well as of redundancy. The buildings

needed to provide a unifying structure, within which the managers from the merging

organisations could find a common purpose under a single roof. The look of the building,

as in the colonnade of Unilever House, provided an icon which became part of the

unifying image of the new company. Potential employees also needed to be impressed.

The companies were recruiting university graduates who for the first time in history were

looking towards industry for a professional career. They needed to be convinced that

working within such an organisation was a life fit for a gentleman. As John Lloyd put it,

such people 'at our old universities and old public schools' were already familiar with 'fine

buildings'.2

The influence of America

The form of the large-scale industrial corporation was invented in America.. Each

of the companies studied eventually followed American precedents. Cadman's

recommendations for the reorganisation of APOC following the financial crisis of 1921/2,

were based closely on what he had learned of Standard Oil's organisation. ICI followed

the organisational forms of one of its founder companies, Nobel Industries, which were in

turn based on a study of the American chemical company, Du Pont. Unilever were one of

the first companies in Britain to use American mechanised accounting and budgeting

methods. But the American influence was not just organisational. The building

technology of the steel frame had been in use in factory buildings in Britain and, for

example, in the Crystal Palace. But its use in office buildings was pioneered in the USA.

Neo-classicism was also largely an American import. The steel frame made it

straightforward to have a neo-classical façade. The stone was simply hung on the frame as

a decorative cladding, and thus the problems of the structural integrity of a large stone

2 B 34 (20 November 1926), 42-48. Quoted in chapter 2.
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building were by-passed. American influence was also present in Unilever's advertising

practice.

The question of American influence was one of great sensitivity in interwar

Britain. British intellectuals like Aldous Huxley and F.R. Leavis attacked Alfred Mond

for his espousal of what was seen as an American viewpoint. The fear was of a debasing

of intellectual and artistic standards by commercialism, and of the growth of a hedonistic

and regimented society, alien to the Victorian heritage of self-control and individual

freedom. Huxley's novel Brave New World was a vision of Americanism taken to

extremes. But in the 1920s America was also admired. Charles Reilly, Edwin Lutyens,

John Burnet, Thomas Tait and Erich Mendelsohn all admired American professionalism in

architecture, and the city of New York with its vitality and its townscape of skyscrapers.

The rise of the new professional

The first heads of all three companies, Greenway, Mond and Leverhulme,

recognisably belonged to the nineteenth-century style of plutocratic business leader. They

all had ambitions to be absorbed into the English aristocracy, buying country estates and

gaining seats in the House of Lords. Greenway enjoyed country sports, riding and fishing

as well as the more middle-class sport of golf. Mond and Leverhulme were both

collectors and patrons of art. All, of course, were nouveaux riches, and would not have

been filly accepted into the aristocracy. Mond was more of a transitional figure than the

other two having, by the time he became Chairman of ICI, adopted the ideology of the

new professional managers. By the 193 Os all three companies were in the hands of men

who were quite unambiguously of the new professional class, Cadman, McGowan and

D'Arcy Cooper.

The new professional class was the product of bureaucracy. The old senior

managers of manufacturing industry had significant ownership rights. The companies

they ran were smaller and could comfortably be run by one man. The owner-manager

would know every worker .and would operate sometimes largely by instinct. The new

companies were too large for that and had to be run by professional managers, who

worked co-operatively, making decisions by reasoned argument within committees. A

new management science was being developed and promulgated through training and

professional organisations. This way of life was quite different from that of the old
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professionals. The old professionals, in the church, the law or in medicine, usually

operated on their own or in small partnerships, depending for their livelihood on retaining

good relations with their wealthy customers. They thus tended to identify with their

customers in their world-view, and preserved their status behind an aura of magic and

mystery. The new professionals dealt mainly with each other, within a hierarchy, but

mainly on terms of equality. Their world-view was more independent and autonomous.

The key characteristic of the new professional world-view was the supremacy of reason

and the belief that the best fi.iture for humanity lay in the pursuit of science and

technology. The iconography of the doors of Imperial Chemical House set out this world-

view, however problematically.

Artists as professionals

Ever since the Renaissance artists have sought to attain, and in most cases to

achieve, the status of the professional class. They came to operate like the old

professionals, firstly working directly for rich patrons, but increasingly by producing high

value commodities for an art market. In the interwar years this was still largely the

situation. Some however, like William Fagan, operated on the margins of the artisan

class. Others, like Frank Baines, developed their professionalism within a bureaucratic

structure. We have also seen that in Unilever there were artists who, in a sense, had

become new professionals by working within the organisation, providing artwork for the

company. But many of these had the ambition to 'escape', to become 'real' artists

operating as old style professionals. Yet artists, even if they still operated as old

professionals, were members of the professional class as a whole. So would be the group

of people, dealers, critics, historians, and gallery curators, whose lives belonged to the

world of art. Many patrons or customers would be professionals, either on their own

account or as representatives of some organisation purchasing art. Artists, particularly

perhaps sculptors and architects, who would have greater dependence on corporate

patronage, would be sensitive to changes in the attitudes of the professional class to which

they belonged, simply as a consequence of day-to-day contacts.

This sensitivity manifested itself firstly in the style of working practices, such as

were adopted in the office of Burnet, Tait and Lorne. But there were also changes in

attitude. As the professional class as a whole moved towards the ideology of progress
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through science and technology, artists moved both to embrace the ideology and to react

against it. The notions of modernism which developed in the interwar period displayed

both of these characteristics. Le Corbusier's writings illustrated this, showing his

admiration of science, of the products of engineering and the importance he attached to the

analysis of function. On the other hand, he stressed that engineering was not enough. The

artist had something unique to offer to the design process. He, like Behrens before him,

believed that artists needed to carve out their unique niche within the world of the new

professionals, and that the 'natural laws of art', like the laws of science, were needed to

help create a better world.

The transition to the post-war world

Yet this process of change was only just beginning in the interwar period. The

ways of the new professionals were hard for artists to adjust to. Most artists, whose

training stressed intuition and personal expression, would feel uncomfortable, perhaps

even a trifle intimidated, in the world of reason and consensus. Chermayeff would have

found the meeting in Imperial Chemical House very irksome, and the attitudes revealed

among his fellow professionals exceedingly petty. It required a Second World War to

create a new synthesis.

Many professionals felt a sense of frustration through the 193 Os. There was the

economic failure of the Depression, political extremism in Europe and a somnolent

conservatism in Britain. H.G. Wells in his novel The Shape of Things to Come created a

coherent dream of a technocratic world when the professional class had finally taken

charge after long periods of continuing war and economic stagnation. 3 We have heard in

John Summerson's recollections of the MARS group in the 1930s how this sense of

frustration was combined with a belief that things would become better. 4 We have heard

how Chermayeff called on architectural students to prepare to create a better world after

the war.5

It became increasingly clear through the period that the War had not been an end of

wars, and that a further war in Europe and a further period of drastic change was

See the quote at the head of the chapter.
' 'lie MARS Group and the Thirties', in English Architecture - Public and Private: Essaysfor Kerry
Downes ed. by John Bold and Edward Chancy (London, 1993), pp. 303-09 (p. 303). Quoted in chapter 1.

'lie Architect's Place and Purpose in Modem Society', Northern Architectural StudentsAssociation
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;: 

The cover of Progress for

•••• celebrated the hot summer of that year and

the golden summers of Britain's past It

showed two modem sunbathers gazing

j;	 dreamily at the phantoms of an Edwardian

beach and its bathing machines For most of

' the recipients of that edition both of these

worlds would already have disappeared

forever to the accompanying sound of the air-

raid siren

In the post-war penod modernism

was embraced to a much greater degree, in

-----•----- the Festival of Britain, and in public
Figure 9.1 - The Final Summer of Peace 	 architecture projects for low-cost housing and

for schools. APOC changed its name to BP

and, as part of a concerted change of corporate image, moved out of Lutyens's building

over the other side of Moorgate into a modernist tower block, Britannic Tower. It was in

this period that the myth of the natural progress of modernism through the interwar period

to its triumph in the post-war world was born. As we have seen art and architecture in the

interwar period was more complex than the modernist model presumed. It is possible that

a closer examination of the post-war period would also reveal a greater degree of

pluralism than allowed in the modernist myth.

Conclusion

The approach adopted in this thesis has uncovered something of the complexity of

British art in the interwar period. Artists like Edwin Lutyens and William Reid Dick were

comfortable and successful using older forms in a modern context. There were artists like

Charles Sargeant Jagger and Thomas Tait, who saw themselves as modem and radical, but

who were left behind by the avant-garde. There were artists like William Fagan and

Frank Baines who operated in something close to professional isolation. And there were

Journal (Februaiy 1939). Reprinted in Design and the Public Good, p. 124. Quoted in chapter 8.
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modernists like Serge Chermayeff who had difficulty in finding a place in the modern

world.

The examination of the world of the patrons in interwar Britain, the companies and

those who controlled them, the older figures, Greenway, Mond and Leverhulme, and the

new professionals, Cadman, McGowan and D'Arcy Cooper, revealed the changes taking

place in the composition and world-view of the British elite. The consequences of the

First World War and the decline in Britain's wealth and industrial power created many

tensions, a desire for change as well as nostalgia for pre-war values. But, above all, the

appearance of new forms of organisation like the large-scale industrial corporation was

creating a new professional class with ambitions to change the world.



253
APPENDIX 1

THE 'FRIENDLY' BATTLE FOR THE MOND BEQUEST

The Mond Bequest was one of the largest bequests of paintings ever made to the

National Gallery in London. It consisted of forty-three Old Masters, mainly Italian

Renaissance, bequeathed in 1910. The donor was the multi-millionaire industrial chemist,

Ludwig Mond. However the terms of the will were such as to leave some room for

interpretation. This ambiguity resulted in a long dispute between the trustees of the will,

led by Sir Alfred Mond, one of Ludwig's sons, and the trustees of the National Gallery, led

by Lord Curzon, which almost came to court, but which ended in a 'friendly' agreement.

At the start of the dispute, both Mond and Curzon, who had served together in Lloyd

George's wartime government and had crossed swords on other occasions, saw

themselves, with good reason, as possible Prime Ministers. By the time negotiations had

been completed, events off-stage had dashed both mens' ambitions. As part of the

agreement, Mond paid for an extension to the Gallery, called the Mond Room, which

initially held the whole of the Bequest.

Few items of the Bequest are still normally on show, but these include some of the

gems of the National Gallery collection. There is, for example, Raphael's The Crucy'Ied

Christ with Virgin Mary, Saints and Angels, a large painting from his early Umbrian

period; a beautiful, small Virgin and Child by Titian, a late work; Mantegna's The Holy

Family with St. John; Giovanni Bellini's The Dead Christ Supported by Angels; The Virgin

and Child by Ghirlandaio; and Cranach's mysterious painting usually entitled The Close of

the Silver Age.

The origins of the Mond collection

Ludwig Mond was born of Jewish parents in Cassel in Germany in 1840.1 His

father was a cloth merchant with trading connections throughout Europe, including with

Manchester. Ludwig trained in chemistry, at what was the beginning of the golden age of

German chemistry. When he completed his training he was advised, wisely as it turned

out, that England was a country with a large need for chemicals but a shortage of trained

'JM Cohen, Life ofLudwig Mond (London, 1956). Jean Goodman, The Mond Legacy: a Family Saga
(London, 1982).
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chemists, a country where he should be able to make a comfortable living. He did

more than that. He made a large fortune as joint founder of a chemical company called

Brunner, Mond and Co., one of the forerunners of Imperial Chemical Industries (Id).

Early on in his stay in England, once he was sure that he could make his way, he

went back to Germany and married a cousin, Frida. Frida found England very daunting.

She spoke little English and found English social life difficult. She gave birth to two sons,

Robert and then Alfred, and before long, in spite of the fact that they lived quite close to

the Jewish community in Manchester, she became very lonely. Ludwig, of course, was

working long hours in his efforts to make the business successful. The solution they found

was to invite Frida's oldest friend from Germany, Henrietta Hertz, over for a visit. She

stayed with the Mond family, as companion to Frida, for most of the rest of her life.

Henrietta was, as we shall see, the real source of the Mond Bequest.

When the business was thriving and Mond had become rich, the family, with

Henrietta, moved to London. Ludwig bought a large house, the Poplars, in Avenue Road,

which lies between Regents Park and Primrose Hill, where he set up a private laboratory

in his garden to continue his researches. He continued to invent, to take out patents, to

start new companies, and to make more money. Frida and Henrietta, on the other hand,

both interested themselves in art. Henrietta heard about a course of lectures in art history

given by an eminent visiting German professor, J.P. Richter. She enrolled onto the cburse

and before long she invited Richter back to the Poplars to meet Frida and Ludwig.

Ludwig was easily persuaded that a collection of paintings would not only decorate the

walls of his new and rambling house, and give pleasure to his wife, but would also be a

sound investment. He gave Richter almost carte blanche to buy on his behalf. 2 His only

stipulation was that the paintings must all be of a quality that would befit the best public

galleries. He may already have been thinking of giving something back to the country

where he had found such hospitality and made his fortune.

To add to thç family's pleasure in the acquisition of the paintings, he also bought a

house in Rome, the Palazzo Zuccari, just above the Spanish Steps. The family stayed

there for a large portion of each year. Ludwig could consult closely with Richter as he

considered his purchases, and Frida, Henrietta, Robert and Alfred, and other members of

2 J. P. Richter, The Mond Collection: An Appreciation, 3 vols. (London, 1910). Richters introduction
described his meeting with Ludwig Mond and the nature of his commission.
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the extended Mond family, could enjoy the art and life of Italy. Here, Henrietta started

a large collection of books on art. Ludwig, on his death, left the Palazzo and the paintings

in it to Henrietta. She in turn left it to the Gennan Government. The Palazzo became the

Biblioteka Hertziana, now run by the Max Planck Institute as a centre for art historical

study in Rome.

The terms of Ludwig Mond's will

The terms of the Mond Bequest are contained in a codicil, Codocil 1, to Ludwig

Mond's will.3 In essence he left the paintings in trust to Frida for the rest of her life, after

which the National Gallery in London would be allowed to select three-quarters of them to

add to their collection. However, there was a very imprecise definition of what the

collection comprised, and this proved to be the first source of difficulty. There was a list,

entitled Pictures for the National Gallery', attached to the codicil. 4 However the will also

referred to other paintings, 'my remaining works of art', which he might have acquired

between the time of the codicil and his death, from which the Gallery could also select if it

wished, but these were never defined.5 The Trustees of the will were instructed to make a

list of these remaining works after his death, but this appears never to have been done.

There were additional complications. Frida was empowered to give away up to'

twelve of the paintings to whomever she pleased. However, this was not to be any of the

pictures selected by the National Gallery. Nonetheless this clause led to confusion,

perhaps because the family forgot about the rider giving priority to the National Gallery.

An additional requirement of the will, which the National Gallery from the start refused to

accept as written, was for the Mond Bequest to 'for ever remain substantially united'. The

will envisaged a room or rooms to house the collection, and authorised the Trustees of the

will to pay for such a room. Such a room was built as an extension to the Gallery and still

3 Ludwig's will is in a set of box ifies containing the correspondence relating to the Mond Bequest stored in
the National Gallery archive. All the correspondence referred to in this paper is in those files.

an example of the carelessness of Ludwig Mond's lawyers, the list itself is faulty. It consists of fifty-six
items. However, items 10 and 46 are identical. They are both S Jerome by Sodoma.

'Whereas I am possessed of the works of art (in which expression in this Codocil I include pictures)
mentioned in the list headed "Pictures for the National Gallery" and hereinafter called "the said list" which
has this day been signed by me for the purpose of identification (all the works of art in the said list being
pictures) and am also possessed of other works of art (hereinafter included in the expression "my remaining
works of art")'. Then later in the codocil: 'If the Trustees of the National Gallery select any of the pictures
mentioned in the said list they shall select at least three-fourths in number thereof PROVIDED however that
they may in their discretion make up such three-fourths by selecting any pictures from my remaining works
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exists as the Mond Room, but none of the Bequest is now in it, and the Bequest is no

longer 'substantially united'.

Following the death of Frida Mond

Ludwig Mond died in 1910, not long after making the codicil. His wife survived

until 1923. On 16 May 1923, A.E. Davies, the private secretary of Sir Alfred Mond,

Ludwig's younger son, wrote to C.H. Collins Baker, keeper and secretary of the National

Gallery, informing him of Frida's death. With the letter he enclosed a copy of Ludwig

Mond's will and asked that Sir Alfred might meet Sir Charles Holmes, Director of the

Gallery.

There would have been much excitement at the Gallery. The general terms of the

will were already known, as was the extent of the Mond collection. Professor Richter had

published three volumes setting out the collection with lavish illustrations. 6 In the latter

stages of the war, in a time of fear of Zeppelin bombing, Frida had moved out of the

Poplars, and the paintings had been moved into the safekeeping of the National Gallery.7

At the end of the war they were moved back, but the Gallery staff would have had ample

opportunity to examine the collection and make a preliminary selection.

A meeting duly took place between Sir Charles Holmes and Sir Alfred Mond at

noon on 25 May 1923. Before the meeting A.E. Davies had sent a copy of a list from the

trustees of the will, for the National Gallery to make their selection from. It was simply

the list from the codicil, with no mention of the 'remaining works of art'. Accompanying

this was a detailed valuation made by Richter, presumably in or around 1910, putting the

value of the paintings on the list at £104,740. On the grounds of simple RPI inflation, this

corresponds to around £5 million in today's money. However the Raphael alone would

probably be valued at more than this. At the meeting Holmes and Mond seem to have

discussed the discrepancies between the list from the will's trustees and Richter's

catalogue. Mond made four points which Holmes duly noted. He said that, among the

paintings in Richter's catalogue were: firstly, paintings which really belonged to Miss

Hertz; secondly, twelve paintings which Ludwig Mond had given to his two sons before

his death, including the Mantegna Holy Family; thirdly, paintings which belonged to Frida

of art.'
6 The Mond Collection: An Appreciation.
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Mond, including a moonlit landscape by Rubens; and, fmally, twelve paintings which

Frida Mond had bequeathed to Sir Alfred and Sir Robert as she was entitled to under the

terms of the codicil. 8 Mond had agreed that their claim to these last twelve paintings was

'open to discussion'.

Holmes seems at this stage to have hidden his greatest ace from Sir Alfred. He had

in his possession another list, a Treasury document, listing all the paintings left by Ludwig

Mond for which exemption from duty had been granted 'on the ground of national

interest'. This list included those from the codicil plus others which, along with Richter's

catalogue, the National Gallery was later to use as a definition of 'the remaining works'.

On the following day, a Saturday, Holmes sent Mond a short letter expressing his 'grave

disappointment'. On the following Wednesday, 30 May, the Board of the National Gallery

met, together with the Treasury Solicitor. 9 War had been declared.

Robert and Alfred Mond

A little needs to be said about Ludwig Mond's two sons. The elder, Robert, had

become a scientist, working firstly with his father. But after the death of his father and of

his own first wife, he gave up laboratory science in favour of archaeology, famously

excavating at Thebes. He became a Fellow of the Royal Society and was later knighted.

He was, however, the unworldly of the two brothers.

Alfred, much to his father's and his own dismay, failed his science degree at St.

John's, Cambridge, preferring to play poker with his medical student friends. 10 He then

took a law degree at Edinburgh and became a barrister. More importantly, he went into

politics as a Liberal MP and it was Alfred who took charge of Ludwig Mond's companies

and became a director in Brunner, Mond and Co. He was a very able and practical man,

with great presence, but he had two distinct disadvantages for a political life. Firstly,

having been brought up by Frida and Henrietta to speak German as a small child, he never

7 The correspondence relating to this is also in the National Gallery files of the Mond Bequest.
8 Frida bequeathed to Robert two Cima's, S Sebastian and S Maric, Peruzzi Portrait ofAlberto Plo;
Beltrafflo Male Portrait; Palma Vecchio La Flora; and Torbido Portrait ofFracastoro. To Alfred she
bequeathed Dosso Adoration of the Kings; Pordenone Portrait ofIsabella Gonzaga with the Young
Francesco II; Tintoretto Gunboats of the Venetian Navy; Antonio Canale Piazza San Marco, West Side;
Lanzani Holy Family; Giovanni Bellini Pietà.

Minute Books are also kept in the National Gallery archive and frequent reference is made to them
throughout this appendix.
'°Hector Bolitho, Alfred Mond: First Lord Melchett (London, 1933).
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lost his strong Gennan accent. This merely emphasised his German background at a

time when Germany was the main enemy of the British Empire. Secondly, he was Jewish.

However, he persevered, to become a leading member of the Liberal Party. He served in

Lloyd George's wartime and post-war Coalition Governments, first in the relatively minor

role of Commissioner for Works responsible for Government buildings, and then as

Minister for Health.

In 1922, the Conservatives, following the famous meeting in the Canton Club,

withdrew their support from Lloyd George's Coalition. The Government fell, to be

replaced by a Conservative administration under Bonar Law. In 1923, at the time we are

concerned with, Mond was engaged in trying to revive the fortunes of the Liberal Party.

The party was at this time split between factions supporting Lloyd George, on the one

hand, and Asquith, on the other. Asquith had been Prime Minister in the early stages of

the war. Perceived failures in the conduct of the war, particularly the battle of the Somme,

had resulted in Asquith being voted out of office by a combination of dissatisfied Liberals,

led by Lloyd George and including Mond, and the Conservative Party. As a consequence

Asquith and Lloyd George found it difficult to collaborate. It was this collaboration which

Mond was seeking in 1923. Indeed, he was instrumental in patching up a pact between the

two sides before the General Election late in 1923. Mond was seen by many as a possible

compromise candidate for the leadership of the Party, and therefore, as a possible Prime

Minister should the Liberals win the 1923 election, an outcome he dearly wished for.

The Board of the National Gallery

The Board of the National Gallery was responsible for the administration and

policy of the Gallery. They were appointed by some typically British mysterious

procedure. It consisted of the Director and the Secretary, the only employees of the

Gallery on the Board, and between six and eight members of the great and the good.

The Director was a key figure. Charles John Holmes had been born the son of a

clergyman in 186g . He was educated at Eton and Oxford, and then went into publishing.

He was largely self-taught as a painter, becoming an accomplished landscape artist. He

also became an art critic and historian, co-editing the Burlington Magazine, writing books

on Constable, and in 1904 becoming Slade Professor of Fine Art at Oxford. In 1909 he

became the director of the National Portrait Gallery and then in 1916, director of the



259
National Gallery. He was director when the Mond collection was housed temporarily

by the Gallery during the war. He was a straightforward man from an unremarkable

English professional background, energetic and determined.

The Chairman at that Board meeting of 30 May 1923 was Henry Charles Keith

Petty-Fitzmaurice, 5th Marquess of Lansdowne. Lansdowne was a major landowner, with

estates at Bowood in Wiltshire, and in Scotland and Ireland. Now aged 78 and in poor

health, he had had an active political career, first as a Liberal under Gladstone, then as a

Conservative peer." He was soon to retire from the Chairmanship in favour of another

member present that day, Lord Curzon.'2

George Nathaniel Curzon, Marquess of Kedleston, was born in 1859, the son of the

4th Baron Scarsdale, a rather impoverished aristocrat who was rector of Kedleston.' 3 He

was a dazzling scholar at Eton and Oxford, but, to his shame, failed to get a first. 14 To

supplement his allowance he took up writing and journalism, travelling widely in the near

and far east. He also played a minor role in Conservative politics. His life was

transformed when in 1895 he married Mary Victoria Leiter, the daughter of the Chicago

millionaire, Levi Zeigler Leiter. It was a love match with the added advantage of making

him a very rich man. In 1898 he was made Viceroy of India, a post to which for seven

years he brought flamboyance and much energy.' 5 After a period of opposition in the

Lords, he joined Lloyd George's War Cabinet in 1916. After the war he served as Foreign

Secretary, first under Lloyd George and then in Bonar Law's Conservative government.

Just two weeks before the Board meeting, Curzon had been staying at Montacute,

his rented mansion in Somerset, when he received a message from the King's private

secretary, Lord Stamfordham, that Bonar Law was about to resign for reasons of health.

After Eton, where AJ Balfour had been his fag, and Oxford, he had, as the member of a traditional Whig
family, served firstly under Gladstone, as a junior minister and then as governor-general of Canada and
Viceroy of India. After falling out over Home Rule, he switched to the Conservatives, under Lord Salisbury.
He was Secretary of War, presiding over the disastrous first phase of the Boer War, and then Foreign
Secretary, negotiating the Entente Cordiale. As leader of the opposition to Asquith in the House of Lords,
he clashed over the famous Lloyd George budget, a clash which led to the downgrading of the Lords in the
Parliament Act. He was minister without portfolio in Asquith's Coalition War Cabinet, but left politics in
disgrace after advocating a negotiated peace. Dictionary ofNational Biography (DNB).
12	 other members of the Board were JP Heseltine, RH Benson, Robert Witt, Lord Crawford, Sir Philip
Sassoon, and Sir Herbert Cook.
'3DNB.

is reported to have said, 'Now I shall devote the rest of my life to showing the examiners that they have
made a mistake.' DNB.

was in the end quite unpopular both with the English and Indian communities. In 1905 he resigned
after clashing with his new military commander-in-chief, Lord Kitchener. DNB.



260
Curzon was urged to come to London immediately. He assumed, of course, that he

was about to be made Prime Minister. He arrived at Paddington Station after the long

journey from Somerset, to be met by Stamfordham. According to a probably apocryphal

story, he was told that the King had grown tired of waiting and had made Stanley Baldwin

Prime Minister instead. At the beginning of our negotiations therefore, Curzon was a very

disappointed man. He was a man of great intellect, ambition and energy, but a man who

failed to achieve his ambitions, or the recognition which he believed that he deserved.'6

Sir Alfred Mond and Lord Curzon

Mond and Curzon were political opponents, as Liberal and Conservative

respectively. They had clashed, in particular, over the role and powers of the House of

Lords, Mond being a leading proponent of the abolition of the Lords. They also disagreed

over Women's Suffrage, Mond being the supporter of Votes for Women. But they had

both supported the hardest possible prosecution of the war and had helped in the downfall

of Asquith. Both had served in Lloyd George's Coalition Government. Here they had

clashed also on matters artistic. At the end of the war, Mond as Commissioner for Works,

was responsible for War Memorials and the work of the war artists. He advocated the

construction of a special War Museum in Hyde Park, and got his Chief Architect, Sir

Frank Baines, to do an outline design and costing. In Cabinet, Mond's proposal was

strongly opposed by Curzon. It was rejected.'7

When Curzon took over as Foreign Secretary, he was horrified to find that a set of

murals had just been painted by a certain Sigismund Goetze, at the artist's own expense,

on the Grand Staircase of the Foreign Office. Curzon thought that they were impossibly

vulgar and immediately looked for ways to have them removed. Goetze, however, was

the brother of Mond's wife. Mond persuaded Lloyd George to overrule Curzon and as a

result the murals survived.' 8 Thus Mond and Curzon knew each other very well, as both

colleagues and opponents.

16 He was also a chronic invalid, suffering a pennanent back condition, which brought him great pain, and
required him always to wear a steel corset. DNB.
'7 lmperial War Museum Archive file 480/11.
lB Caroline Dakers, 'Sigismund Goetze and the decoration of the Foreign Office staircase: 'Melodrama,
pathos and high camp', The Decorative Arts Society Journal, 21 (1997), 54-66. The dispute revived anti-
German and anti-Jewish feelings against Mond and Goetze. Mond was first generation English. Goetze's
family had been English for almost two hundred years and he was not Jewish. There is no evidence that
Curzon was anti-Semitic. After all, 1 his first wife was Jewish.
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The dispute begins

The starting point of the dispute was therefore as follows. Mond believed that the

National Gallery could choose three-quarters of the fifty-six paintings listed in the codocil,

except for the twelve paintings bequeathed by his mother to his brother and himself, i.e. a

selection of forty-two paintings out of forty-four. He was also prepared to consider a

contribution to the cost of a room to house the collection. The National Gallery, on the

other hand, believed that they could select any forty-two out of the Treasury list of eighty-

four paintings and that the Monds would of necessity pay for a room. They noted also that

there were paintings in the catalogue made by Richter that were not even in the Treasury

list and were seeking information about those.

Following the Board meeting of 30 May 1923, a formal letter was sent to Mond

asking him to clarify the meaning of 'the remaining works of art'. It pointed out that the

codicil gave precedence to the gallery in any subsequent bequest by Frida Mond and asked

for a contribution to the cost of a room to house the collection. There was then an

exchange of letters between Holmes and Mond, Mond being quite conciliatory, Holmes

being quite sharp.' 9 On 14 June the Board met again and started the process of making a

selection of paintings. On 15 June the Treasury list was at last sent to Mond. Mond,

possibly a trifle shocked, immediately sought a meeting with the Board which was refused

until he responded to the Treasury list.

On 28 June, Mond wrote to Holmes. In this letter he for the first time described

the gift made by Ludwig Mond on 27 January 1908, when the codicil was being drafted,

of six paintings each to Robert and Alfred. These paintings which were still included on

the Treasury list but not in the codicil, included to Robert, Signorelli's, Corialanus with

Volumnia and Ventura, and Luini's, St Catherine. To Alfred were given Mantegna's, The

Holy Family, a drawing by da Vinci, Head of St Anne, and paintings by Bellini,

Ghirlandaio, Tintoretto and Murillo. Mond wrote, 'the Mantegna [...] was specially

selected, at my father's request, by my wife as it was her favourite picture.' Mond was

quite clear that 'it was never the intention that these pictures should be included under the

' 9 0n 6 June, Mond: 'I have [...) no doubt that from a practical point of view your Board and myself; as
representing my brother and myself; will be able to come to a satisfactory arrangement without having to go
into the legal problems involved.' On 8 June, Holmes: 'Your letter of June 7th does not quite give my Board
the assistance and information for which they had looked.'
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expression [...] "his remaining works of art". He also regretted that 'the Treasury list

unfortunately included pictures which were the property of my mother [...] and were

certified so to be in a document signed by Dr Richter.' These included a Rubens

landscape, 'which had always been in her own room and which she herself had expressed a

wish should come to me on her death.' Mond concluded by saying that 'documentary

evidence exists and can be produced if required'.

The Board of 5 July, approved a selection of pictures and considered a reply to

Mond. Holmes wrote asking to see the documents Mond had referred to, suggesting a

meeting on 10 July. On 10 July a Mr Nathan of Messrs Herbert Oppenheimer, Nathan and

Vandyck, now acting as solicitors to the trustees for Ludwig Mond's will, visited Holmes.

Nathan exhibited an unsigned list dated 28 November 1913, after Ludwig Mond's death:

Said to be a copy of the list signed in 1908, [which list] had, apparently been lost
in the office of Messrs Coward and Hawkesley, [Ludwig Mond's solicitors at the
time of the will] who were only able to produce a document stating that at some
time they had received such a list.

Also 'Mr Nathan [...] put in a list of pictures certified by Dr Richter to be the property of

Mrs Mond.'

Holmes was unimpressed. On 12 July, he wrote to Mond, listing the paintings

chosen by the Board and asking for 'delivery [...] within the next few days', and sent a

reminder the following day. Mond replied, agreeing to send 'pictures not subject to

controversy'. Meanwhile he sought a private meeting with Lansdowne. They met on 16

July, when Lansdowne told Mond that the legal advice supported the Board's position.

Mond offered his first compromise. He suggested that the Mantegna should revert to the

National Gallery alter his wife's death and that the Luiiii should go to the Gallery. But he

still insisted that the other ten pictures should remain with the Mond family.

The Treasury Solicitor's advice to the Board had been uncompromising. 2° He

dismissed Mond's claims as not supportable. The Board on 19 July asked him to take

Counsel's Opinion and draft a letter to Mond. Counsel agreed with the Solicitor. 2' A

20 'The gift from Ludwig to his Sons is unlikely to be supportable. [...] Those claimed as belonging to Mrs
Mond might be supported. [...] The gift from Mrs Mond to the sons cannot affect the right of selection of
the Board. [...] Suggest they proceed even on the question of those "owned" by Mrs Mond as if they can
select from the whole.'
21 'In my opinion the Trustees are bound to contest the views put forward by Sir Alfred Mond and Mr Robert
Mond.'
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letter was sent on 1 August.

The Trustees of the National Gallery much regret to be obliged to press any matter
which is in conflict with the views of Sir Alfred Mond or his brother, Mr Robert
Mond. They are however advised as Trustees they are bound to exercise whatever
choice is vested in them under Dr Mond's will to the best advantage of the National
Gallery and of the public, and that in this connexion they are not at liberty to waive
any right of importance which they may possess. [...] They are advised that no
information or material has so far been placed before them which in the
circumstances can be regarded as establishing that these pictures ao not pass under
the Will and are not subject to the Bequest in favour of the National Gallery.22

The long sentences and mass of double negatives were perhaps meant to hide their

embarrassment at accusing Mond of lying.

Mond was outraged. He replied:

The Trustees [of the Gallery] also have a moral obligation to the late Dr Mond and
the late Mrs Mond. [...] Testators would indeed hesitate in the future to make
generous gifts to public galleries if they were to be accepted in this spirit.

He appealed to the Gallery Trustees 'to deal with the matter as gentlemen among

gentlemen and not as lawyers among lawyers'. But he also wrote that the Trustees of the

wills would now be taking legal advice and 'will probably require the decision of the

Courts'. The threat was clear: to make the dispute public and thus to frighten off anyone

considering making any gifts to the Gallery in the future.

At the same time Mond wrote to Lansdowne a letter marked Private and

Confidential'. He appealed to gentlemanly solidarity, presumably against Holmes, a

professional rather than an aristocrat.

Very candidly, I must confess that I am astonished that the Trustees [of the
Gallery], with most of whom I am personally acquainted, should think it right to
permit such a letter to be written to me.

In fact, Lansdowne had not seen a draft of the letter to Mond before it had been sent. At

the next Board meeting, he reprimanded Holmes. Mond then appealed to family

sentiment, referring to 'the wishes of my late father and mother':

I am amazed that apparently no regard whatsoever appears to have been paid to
consideration which would appear to all men as almost a sacred matter.

The letter also agreed to the terms with regard to the siting of the pictures, a position which was later
backed away from.
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This was followed by the iron fist:

It surely will make a very unpleasant impression on the public mind.

And then a return to sentiment:

For my brother and myself to have a few memorials of a great collection with
which we have lived all our lives, and which we know my father wanted us to
have, as he frequently told us, is a matter of deep filial sentiment, which I should
have thought would receive that deep respect from the Trustees common to all
men.

Lansdowne, no doubt feeling rather old and ill, and possibly sympathising with Mond,

wrote a short non-committal note back on 7 August: 'I doubt whether for the moment a

continuation of our personal correspondence could much advance matters'. He took no

further very active part in the dispute, which now appeared to be in stalemate and destined

for the courts.

The negotiations

After the summer break, there was a further Board meeting on 9 October. Lord

Curzon now moved to centre stage, no doubt by now having recovered from his

disappointment at not being made Prime Minister. 23 The minutes read:

After discussion and consideration of suggestions made by Lord Curzon, he [the
Treasury Solicitor was invited to draft a letter to Sir Alfred Mond based on these
suggestions.

The Gallery Trustees were pulling back from the brink. A letter was sent to Mond on 1

November. It was much more conciliatory while maintaining the legal position. 24 But it

also made an offer, to extend Mond's earlier suggestion about the Mantegna to the Ruben's

landscape: that the Mantegna and the Rubens:

Be left in your possession for the joint lives of Lady Mond and yourself on the
condition that the right of the Trustees to their possession, which they are not at
liberty to surrender, is not exercised until the end of that period.

Curzon may have had some sympathy with Mond because he was at this time in dispute with one of his
daughters over the terms of his first wife's will. Anne de Courcy, The Viceroy's Daughters: The Lives of the
Curzon Sisters (London, 2000), PP. 59-72 of the paperback edition.
24 'The Trustees regret that you should appear to consider that they have paid insufficient attention to the
moral and domestic aspects of the case to which you attach so much importance. I am able to assure you
that the Trustees are well aware of the great obligation under which, as representing the nation at large, they
rest to your late distinguished father.'
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Negotiations were now under way.

Mond's response on 10 November started with a hard line.

It would seem to be assumed that the legal position in this matter is quite clear and
in favour of the Trustees of the National Gallery. The advice given by Sir John
Simon to the Trustees of Dr Mond is not to this effect.

Simon was a leading lawyer and Liberal politician. Mond noted that his offer with respect

to the Mantegna had been accepted, but he would not extend this to the Rubens. He

enclosed a further signed statement by Ludwig Mond's secretary, Mr Ceresoli, 'not yet

submitted [...] which was made by Mr Ceresoli during his last visit to London'.25

However, Mond also was in favour of negotiation.

[I] suggest that, without prejudice to the legal points at issue, an interview should
be arranged between myself and your Board, or such members as they may
delegate to discuss in a friendly spirit what are the pictures they would like to
select.

The Board meeting of 13 November, selected a sub-committee, including Curzon

and Holmes, to meet Mond, and Holmes wrote to Mond on 15 November suggesting a

meeting. On 17 November, Mond wrote saying that, 'I am so occupied with preparations

for the forthcoming election' and asking for a postponement, which was agreed. Baldwin

had surprised everyone and gone to the country. Mond was now trying, successfully as it

turned out, to get the Asquith and Lloyd George factions to agree to a joint election

programme. He also had his own seat in Swansea to defend. The election was a disaster

for the Conservatives, who lost their majority. But it was a worse disaster for the Liberals,

who lost many seats, including Mond's. The outcome was the first Labour Government, a

minority government supported by Liberal votes. Curzon was out of office and Mond was

out of the House. Mond's hopes of becoming Prime Minister were finally dashed.

The meeting between Mond and the sub-committee took place on 13 December.

According to the minutes, Curzon opened the meeting:

[He] outlined the lasi stages of the correspondence between the Trustees and Sir
Alfred Mond, and reminded the meeting that they had come together not to discuss

Ceresoli was now living in his native Italy. Mond must have brought him back to England. The statement
was dated 23 July 1923. 'There is not the least doubt that when Dr Mond wrote the list in question and
discussed it with both his sons, that he considered the matter absolutely settled in the form of a donation to
them'. The statement also affirmed Mrs Mond's ownership of the Rubens.
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the legal bearings of the case but in a spirit of courtesy and compromise to
endeavour to find a settlement agreeable to both sides.

Mond started by proposing that, instead of being allowed the Mantegna for his and his

wife's lifetimes, he take the Bellini Pietà, without conditions.26 'He frankly explained that

he would regard the Bellini as a desirable saleable commodity'. After some further

discussion the meeting agreed a set of recommendations for the Board:

1. The Board to have a clear right of selection over the whole of the pictures [...]
subject to,

2. The 'Moonlight Landscape' by Rubens and the Canale 'Piazza of San Marco'
should be ceded to Sir Alfred Mond.

3. That the two panels by Cima representing 'S Sebastian and S Mark' should be
ceded to Mr Robert Mond, for his life - but should revert to the Gallery after
his death.

4. That as an alternative to the cession of the Mantegna 'Jmperatur Mundi', for the
joint lives only of Sir Alfred and Lady Mond, the Pietà' of Giovanni Bellini
could be ceded to Sir Alfred absolutely with a friendly understanding that it
should return to the gallery if circumstances permitted.

5. The Board should give its friendly support to the necessaiy legal measures for
ratifying this settlement.

At the Board meeting of 14 December, Curzon, 'in recommending this settlement stated

that he thought that if the Bellini were ceded there was a fair prospect of Sir Alfred Mond

eventually bequeathing it to the National Gallery'. Holmes said that the Mantegna was

more important than the Bellini, 'fine and rare' though the latter was. The Board accepted

the deal, only 'requiring an assurance' that Mond would 'favourably consider' bequeathing

the Bellini. The Board had got most of what it wanted, and no doubt breathed a collective

sigh of relief. The issue would be resolved without going to court.

Mond must have been disappointed at the extent of the concessions he had had to

make, but, presumably, although we have no evidence, Sir John Simon's view of the legal

position may not have been as clear-cut as Mond had reported. What Robert Mond

thought, we do not know. But Violet Mond, Sir Alfred's wife, must have been unhappy.

On 18 December, Mond wrote, rather sheepishly, withdrawing 'the suggestion regarding

the Bellini' to revert to the Mantegna, a move which was of advantage to the Gallery, since

they could be sure of getting it eventually.

Personally, both Lady Mond and myself prefer to have the Mantegna, under the

26 The Pietà is now called The Deqd Christ Supported by Angels.
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conditions stated, as the subject is a much more pleasant one than that of the
'Pietà'. I hope that you will look on this matter now as settled.

He revealed that he would be taking 'a prolonged holiday to India' and that Mr Nathan

would take care of the details.

He must have felt very weary and disappointed. He had lost a set of paintings

which as a connoisseur and collector himself he was no doubt looking forward to owning.

He was no longer an MP, after over 20 years in the House, and his ambition to be leader of

the Liberal Party and Prime Minister had vanished. The Liberals were a diminished force

in the House, and were once again breaking up into factions. His old friend Lord Samuel

who was now Viceroy of India, could offer hospitality, a sympathetic ear and the

distractions of the sub-continent.

The da Vinci drawing

But the matter was not settled. Firstly, Nathan reported that the painting

Conversation by Pontormo that the National Gallery had selected had not belonged to

Ludwig Mond, but to Miss Hertz. There were similar doubts about del Ponte's, The

Decapitation of a Female Saint. Neither of these paintings had appeared in either the

Codocil list or the Treasury list. They were however in Richter's catalogue and had been

selected as belonging to the 'remaining works of art'. 27 Nathan reported that both paintings

appeared to be missing. On 15 January, Nathan was able to confirm that both paintings

had been found. But he had also received a cable from Sir Alfred saying that he did not

regard the da Vinci drawing as part of the collection from which the Gallery could select.

Nathan arranged for all the other paintings to be delivered to the Gallery, but the fate of

these three had to wait until Mond returned to England.

A basis for a possible deal was discussed at the Board Meeting of 6 May 1924.

It was resolved that [...] if the Trustees were to cede any or all of the works in
dispute, Sir Alfred Mond would make a substantial contribution towards the
erection of a separate room for the Mond Collection.

Armed with this, Curzon's sub-committee met Mond on 4 June. And so it was agreed.

The Board waived its right to the da Vinci and the Canaletto, Piazza S Marco. Mond

27 The Mond Collection: An Appreciation, p. 448 for the Pontormo and p. 395 for the del Ponte.
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agreed to waive his claim to the Pontormo and the del Ponte, and to bear one-half of

the cost of a room (not to exceed £6,000, nearly a quarter of a million in today's money).

Mond would be consulted about the details of the room.

The building of the room

There were still a few minor problems. On 18 June the Commissioner of Works

wrote to Holmes to say that he could not see how the other half of the cost of the room

could be found. This must have been resolved. On 28 June Holmes wrote to Nathan to

say that the Fra Bartolommeo delivered to the Gallery had been The Adoration of the

Child, instead of the Holy Family. This also must have been resolved. 28 In the same

letter, Holmes stated the decision of the Board of 26 June:

They cannot [...] commit for all time their successors who might conceivably
desire in a remote future to exhibit the Schools in some other local order.

This obscurely worded but important rejection of one of the clauses of the codicil, to keep

the collection together, passed unchallenged.

Work started on the new room. Sir Frank Baines, Chief Architect in the

Department of Works, was at work by February 1925, commissioning a report from the

National Physical Laboratory on the effects of natural lighting. By the end of February

there was a model for the Board to inspect. For Mond and Baines it was the renewal of an.

old acquaintance. Mond had been Commissioner of Works during the war, and Baines

had become something of a protégé. It had been Mond who had seen Baines promoted to

the post of Chief Architect. In October 1926, Mond's company, Brunner, Mond and Co.

combined with Nobel Industries to form Imperial Chemical Industries (ICI). Tn November

1926, while still at the Department of Works, Baines started work on the design of

Imperial Chemical House, ICrs new headquarters on Milibank. We can speculate that

Baines got that commission as a result of being brought back to Mond's attention by his

work on the Mond Room.

On 24 May 1927, the chairman of the Board, now Lord Crawford (Curzon had

died in 1926) and Holmes, met Sir Alfred and Lady Mond for an informal inspection of

the nearly completed room. Surely Baines would have been present to point out the subtle

28	 Fra Bartolommeo listed currently in the Mond Bequest is entitled The Virgin Adoring the Child with S
Joseph.
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use of natural lighting. On 26 May, a Mr Morrison MP asked in the House why the

Chief Architect of the Department of Works was being allowed to take on private

architectural work, i.e. Imperial Chemical House. Within days Baines resigned from the

Civil Service to concentrate on Imperial Chemical House. He seems, however, to have

continued to work on the Mond Room. In June and again in August he was writing to

Holmes about the hangings to be used in the room.

A grand opening party was scheduled for 12 January 1928. Mond wrote to

Holmes on 19 December 1927, asking for invitations to be sent to members of the Mond

family, including Robert Mond and Sigismund Goetze and their wives, and to Baines,

Nathan (designated Major HL Nathan) and Mond's ICI colleagues, Harry McGowan and

Josiah Stamp. On 30 December, Robert Mond wrote to Holmes, 'as Senior Executor of

the Estate of the late Dr Ludwig Mond FRS' complaining that he had not yet received an

invitation.29 He asked for invitations also for Sir Israel and Lady Gollancz, Dr and Mrs

J.P. Richter, and Mr A.E. Davies, whose letter to Collins-Baker started this story. Also

present at the party were the Archbishop of Canterbury, Winston Churchill, Stanley

Baldwin, Ramsay Macdonald, Samuel Courtauld, Frank Dicksee, Edmund Gosse and

Mortimer Wheeler. Notable by their absence were Asquith, Lloyd George and Sir John

Simon. By this time Mond had given up all political ambition, had left the Liberal Party

and become a Conservative peer, the first Lord Melchett.	 -

Conclusion

The history of one of the greatest bequests to the National Gallery in London was

by no means straightforward. In spite of the obvious good intentions and generosity of

Ludwig Mond and the Mond family, there was a bitter dispute with the National Gallery

Board which only just failed to end in court. However, the dispute was resolved, in

'friendly' fashion, and a fine collection of paintings became public property for everyone to

enjoy. The lesson for anyone considering bequeathing works of art to any national

collection and to any Gallery Trustees and management receiving such bequests is quite

clear. Employ good and, above all, careful lawyers and make sure that the definition of

the works of art is as precise as possible. It is perhaps worth noting, although likely to be

This claim must have amused Holmes, given Robert Mond's invisibility during the negotiations.
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mere coincidence, that the National Gallery never again received a major bequest.3°

List from the codicil to Ludwig Mond's wilL
1. Egyptian Greek portrait with wreath of laurels.
2. Egyptian Greek female portrait.
3. Madonna and Child enthroned - Gentile Bellini.
4. Madonna and Child with John - Caroto.
5. Effect of Jealousy - Kranach.
6. Holy Family with Elizabeth and John - Lauzani.
7. Portrait of Alberto Pio - Peru.zzi.
8. Portrait bust of a Woman - Pollajuolo.
9. Crucifixion - Raphael.
10. St. Jerome - Sodoma.
11. Portrait of Fracastro - Torbido.
12. S. Paul - Francesco Sacchi.
13. Large Holy Family - Fra Bartolommeo.
14. Pieta - Giovanni Beilini.
15. Madonna and Child and Two Saints - Bissolo.
16. Female Portrait - Boccaccino.
17. S. Mark - Michele Gian Bono.
18. Miracles of S. Zenobius - Botticelli.
19. Baptism of S. Zenobius - Botticelli.
20. S. Mark's Place, Venice - Antonio Canale.
21. Piazza in Venice - Carlevaris.
22. S. Sebastian - Cima.
23. S. Mark-Cima.
24. Portrait Group of Man and Boy - Cittadini.
25. Heads of Two Angels - Correggio.
26. Head of an Angel - Correggio.
27. The Apostles Peter and Paul - Crivelli.
28. Rest on the Flight to Egypt - Dizian.
29. The Adoration of the Three Kings - Dosso.
30. The Archangel Michael - Farinato.
31. John the Baptist - Farinato.
32. Portrait of Antonio Coraro - Lazzarini.
33. The Adoration of the Infant Christ - Girolamo dai Libri.
34. Female Portrait Bust - P. Longhi.
35. Holy Virgin and Child with John in a Landscape - Luini.
36. Resting Venus - Luini.

30 Selby Whittingham, 'Breach of Trust over Gifts of Collections, InternationalJ. of Cultural Property, 4
(1995), 269-271. This paper used the Mond Bequest as one example. It referred to the fact that the will
stipulated that the works be kept 'substantially together'. The collection is now widely dispersed, with much
not on display. The author noted that 'the National Gallery report for 1958-9 complained that it had had no
major bequests since Mond's and blamed this on high taxation. [...] But one may wonder whether it might
not have received more in the three-quarters of a century after Mond's death, when other collections went to
institutions such as the Courtauld Institute of Art, if donors had been given more grounds for confidence that
their wishes would prevail'.
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37. Christ with the Tribute Money - Mozzolini.
38. Salvator Mundi - Marco d'Oggionno.
39. Flora - Palma Vecchio.
40. Portrait of Isabella Gonzaga - Pordonone (?).
41. Male Portrait - Penni.
42. Portrait of Five Artists - Francesco Salviati.
43. Portrait of Baldassare Castiglione - Savoldo.
44. The Betrothal of S. Catherine - Scarsellino.
45. Predella Picture - Signorelli.
46. S. Jerome - Sodoma.
47. War Vessels of the Venetian Marine - Tintoretto.
48. Madonna and Child - Tizian.
49. Madonna and Child (with gold background) - Alvise Vivarini.
50. A Bishop - Alvise Vivarini.
51. Allegory of Justice - Zelotti (?).
52. Herodius - Giovanni Pedrini.
53. S. Andrew - Gaudenzio Ferrari.
54. Male Portrait - Beltraffio.
55. Portrait of Pietro Aretino - Titian.
56. Six Scenes from 'The Loggia' - after Raphael.
[Note that number 10 and number 46 are given the same description.]

The List in Treasury Paper 340 dated 6 Januar y 1911

[These are the paintings for which exemption from duty was claimed 'in the national

interest'. The first number is a serial number for this list. The second is Richter's

valuation in pounds. The third is the number within the codocil list. For those paintings

not in the codicil there is a description.]

1. 800. 1.
2. 1000. Egyptian Hellenistic portrait with curly hair.
3. 1000. Egyptian Hellenistic portrait, fair complexion.
4. 600. 2.
5. 5000. 13.
6. 40. Musical Instruments - Bartolomeo Bellera.
7. 4000. 3.
8. 4000. 14.
9. 3000. Virgin and Child - Giovanni Bellini.
10. 2000. 54.
11. 600. 15.
12. 60. 16.
13. 100. 17.
14. 5000. 19.
15. 5000. 18.
16. 800. 20.
17. 150. Piazzella in Venice - Canaletto.
18. 10. Vedute with Ruins - Canaletto.
19. 10. Vedute of an ancient doorway (?) - Canaletto.
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20. 150. 21.
21. 300. 4.
22. 600. 22.
23. 600. 23.
24. 150. 24.
25. 200. 25.
26. 200. 26.
27. 500. 27.
28. 200. 28.
29. 1000. 29.
30. 150. 30.
31. 150. 31.
32. 800. Virgin and Child with an Angel - Francesco Francia.
33. 1500. The Sacrifice of Ceres - Garofalo.
34. 300. Coriolanus with Volumnia and Veturia - Genga (Signoreffi).
35. 1500. Virgin and Child - Ghirlandajo.
36. 200. 5.
37. 600. 6.
38. 200. 32.
39. 800. 33.
40. 300. 34.
41. 2500. 35.
42. 2500. S. Catherine - Luini.
43. 700. 36.
44. 10,000. Holy Family - Mantegna.
45. 350. 37.
46. 500. S. John the Baptist - Murillo.
47. 50. 38.
48. 8,000. 39.
49. 600. 7.
50. 1500. 8.
51. 1500. Portrait of a Lady - Puligo.
52. 40,000. 9.
53. 250. The Rape of Briseis - Sebastiano Ricci.
54. 800. Landscape with Moonlight - Rubens.
55. 250. 42.
56. 300. 40.
57. 100. 43.
58. 200. 44.
59. 80. Portrait of a Lady - Scarsellino.
60. 100. Finding of Moses - Schiavone.
61. 600. 45.
62. 1000. 46 and 10.
63. 50. Ecce Homo - Sodoma.
64. 400. 47.
65. 150. Male Portrait Bust - Tintoretto.
66. 150. Portrait of Giovanni Gritti - Tintoretto.
67. 10,000. 48.



273
68. 100. 55.
69. 600. 49.
70. 50. Portrait bust of a Venetian Gentleman - Francesco Vecellio.
71. 50. Portrait bust of a Venetian Gentleman - Francesco Vecellio.
72. 80. 50.
73. 100. Cleopatra - Zelotto.
74. 350. 51.
75. 50. Portrait of Castracane - Sienese School.
76. 350. 56. [but now described as seven scenes].
77. 500. 52.
78. 600. 11.
79. 100. Lucrezia - Parrtrasius.
80. 200. 41.
81. 600. 12.
82. 600. 53.
83. 400. Infant Christ and Infant S. John - Marco d'Oggionno.
84. 500. Head of S. Anne (drawing) - Leonardo da Vinci.

[The total valuation was £129,950.]

The Mond Collection as currently described.

[A number following C refers to the Codocil list, following T refers to the Treasury list,

following R refers to the page number of the Richter catalogue, and following NG refers

to the National Gallery catalogue. An asterisk marks those paintings on display in the

Main Gallery in the Summer 2001. The current attributions and titles have been used.]

*NG 3914 Fra Bartolommeo The Virgin Adoring the Child with St Joseph. C13.
NG 3911 Gentile Bellini The Virgin and Child Enthroned. C3.
*NG 3912 Giovanni Bellini The Dead Christ supported by Angels. C14.
NG 3913 Giovanni Bellini The Virgin and Child. T9.
NG 3915 Francesco Bissolo The Virgin and Child with St Paul and a Female Martyr.
C15.
NG 3916 Giovanni A Boltrafflo A Man in Profile. C54.
*NG 3918 Sandro Boticelli Four Scenes from the Early Lfe of St Zenobius. C19.
*NG 3919 Sandro Boticelli Three Miracles of St Zenobius. C18.
NG 3941 Mirabello Cavaleri A Discussion. R448.
NG 4945 G B Cima St Mark (?). C23.
NG 4946 G B Cima Saint Sebastian. C22.
NG 3920 Coneggio Head of an Angel. C26.
NG 3921 Correggio Heads of Two Angels. C25.
*NG 3922 Lucas Cranach The Close of the Silver Age (?). CS.
NG 3923 Carlo Crivelli Saints Peter and Paul. C27.
*NG 3924 IDosso Dossi The Adoration of the Kings. C29.
*NG 3927 Francesco Francia The Virgin and Child with an Angel. T32.
NG3928 Garofolo APaganSacrflce. T33.
NG 1465 Gaudenzio Ferrari Christ Rising from the Tomb. C38 (?).
NG 3925 Gaudenzio Ferrari St Andrew (?). T32.
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*NG 3937 Ghirlandaio The Virgin and Child. T35.
*NG 3930 Giampetrino Salome. C53.
NG 3917 Giambono A Saint with a Book. C17.
NG 3931 Greco-Roman A Young Woman. C2.
NG 3932 Greco-Roman A Man with a Wreath. Cl.
NG 3945 North Italian Portrait of a Man in a Large Black Hat. C43.
NG 3933 Lazzarini Portrait ofAntonio (?) Correr. C32.
NG 3934 Longhi Catherina Penza. C34.
NG 3940 Loscbi Portrait ofAlberto Pio. C7.
NG 3935 Luini The Virgin and Child with St John. C35.
NG 3936 Luini St Catherine. T42.
*NG 5641 Mantegna The Holy Family with St John. T44
NG 3938 Murillo St John the Baptist in the Wilderness. T46.
*NG 3939 Palma Vecchio A Blonde Woman. C39.
*NG 3943 Raphael The Crucjfied Christ with the Virgin Mary, Saints and Angels. C9.
NG 3944 Sacchi St Paul Writing. C12.
NG 3942 Salviati Justice. C51.
*NG 3947 Sodoma St Jerome in Penitence. C46.
*NG 3948 Titian Virgin and Child. C48.
NG 3949 Titian (after) Portrait of a Man. C55.
*NG 3929 Signorelli Corialanus persuaded by his Family to spare Rome. T34.
NG 3946 Signorelli Esther before Ahasuerus and Three Episodes from the life of St

Jerome. C45 (?).
*NG 3926 Stamina The Beheading of a Female Saint. R395.
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APPENDIX 2

INVENTORY OF FURNITURE IN IMPERIAL CHEMICAL HOUSE

[This inventory is taken from Imperial Chemical House 1926-1956 by CW James,

an unpublished manuscript description of the house, which is undated but probably dates

from 1956. The document is in the ICI Archive. The inventory is Appendix IX to the

document. What is of interest here is the style and cost of the furnishings and the

information it gives about the relative status of different members of the management

team. Note also the fact that Henry Mond chose a different style from his father, Adam as

opposed to William and Mary and Queen Anne.]

Special (Antique and Reproduction) Furniture and Furnishings
Installed in Imperial Chemical House when it was First Occupied

A full list of items under the above heading is in the files of I.C.I. Secretary's
Department, but many of them are of little present interest since they are incompletely
described and cannot, therefore, be identified today.

The list which follows includes the more important pieces particulars of which
were provided (in 1956) by Mr A.E. Chapman, who was closely concerned with their
selection and purchase in the first case. They are shown against the numbers of the rooms
in which they were originally placed, but many of them have been moved to other rooms
and some may have disappeared since 1929. The values in brackets represent original
purchase prices. [Purely on the change in RPI these figures can be multiplied by 30 to
give current values]

Room No.1
Fine Agra Carpet	 (200)
Centre Table, drum top, Sheraton 	 (E55)
Visitors' Book, specially made (with I.C.I.
Crest) from antique book covers

Room No. 10
Book Case. An 80 year old reproduction of
a Sheraton style	 (43)

Room No. 17
Book Case, antique Hepplewhite

Share Registry
26 pedestal tables, specially made, reproduction
Sheraton

(50)
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Museum
Centre carpet with runner. Specially made copy
of Adam carpet in Syon House

Room No. 100 (Conference Room)
Conference Table, reproduction, Sheraton
Gilt sun-ray clock case, reproduction 1 8th
Century

Room No. 181 (Mr. R. L., now Sir Richard, Lloyd-Roberts)
Pedestal writing table, antique Hepplewhite
2 elbow chairs, antique Sheraton square backed
Several reproductions of these chairs were made
for use elsewhere in the building
Telephone table, antique, Pembroke
Dwarf cupboard, antique, 1 8th century

Room No. 200 (Conference Room)
Room occupied by Mond Nickel Co. Ltd. All furniture
removed when they went to Thames House

Room No. 215
Room occupied by the Finance Co. of Great Britain
and America. All furniture removed to Thames
House when accommodation was vacated

Room No. 286 (Mr. Conway Davies)
Pedestal writing table, Hepplewhite, drop frieze
2 arch back chairs in damask, Hepplewhite
Now in Medical Section with 4 reproductions
Book case, antique
Book blotter, made from old book leather box,
reproduction, Georgian.

Room No. 300 (Mr. Wadsworth)
Writing table, antique, Chippendale style
Clock case, reproduction, Georgian

Room No. 302 (Mr. Dickens)
Pedestal writing table, antique
Dwarf cupboard, antique

Room No. 319 (Dr., later Sir Wm., Coates)
Pedestal writing table, antique
Settee in rose damask (as curtains) antique
Hepplewhite
Dwarf cupboard, antique

(f85)

(80)
(flO the pair)

(6. 15s. Od.)
(E23. lOs. Od.)

(112)	 -
(f65 the pair)

(7O)

(85)
(17. lOs. Od.)

(C85)

(C35)
(C23. lOs. Od.)
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Room No. 307 (Mr. W. Morris)

Pedestal writing table, banded drawers and top,
antique, Sheraton
6 elbow chairs in blue hide, reproduction
Hepplewhite
Side table, antique, Sheraton style, fluted edge

Room No. 400 (Sir F. Keeble)
Writing table, antique, Chippendale style
9 Knurling elbow chairs in damask reproduction
Hepplewhite
Dwarf cupboard, antique

Room No. 425 (Mr. H. A. Humphrey)
Pedestal writing table, antique, late 18th century

Room No. 600 (Sir Frank Spickemell)
Carpet, modem reproduction of William and Mary
design
Pedestal writing table, reproduction William
and Mary
2 easy chairs in needle work tapestry, reproduction
William and Mary
3 elbow chairs in tapestry, reproduction
Queen Anne
High-back small chair in tapestry reproduction
Queen Anne
Clock case, reproduction, Georgian

Room No. 601 (Chairman's Room)
Carpet, superfine, Kerman
Curtains and pelmets (3 pairs) in "Genoa" velvet,
copied in France from hangings in Holkham Hall.
This material was also used in furnishings
Rooms 604 and 606.
Pedestal writing table, copy of table believed to
have been used by Samuel Pepys in the Admiralty.
The drawers of this table were specially fitted
with electrically operated locks.
Writing chair, the so-called "Pepys" chair,
antique Chippendale
2 easy wing chairs in "Genoa" velvet (see above)
reproduction Queen Anne
Settee in red silk, braided, velvet with two
Cushions, antique William and Mary but increased
in length. At the time of writing this item
is in Flat D, 3 Buckingham Gate.

(100)

(48. lOs. Od.)

(85)

(1 7)

(75)

(f.105)

(450)

(k105)

(35 the pair)

(21)



7 Eagle armchairs in red silk velvet.
Reproductions of the "Sir George Donaldson"
chair in the Victoria and Albert Museum
Telephone table, antique, Queen Anne
Silver inkstand, reproduction
Conference Table, antique, Queen Anne
Bracket clock, antique double basket, with repoussé
mounts, William and Mary, dated 1686. Movement
taken out and clock connected to office
Synchronome system. Original movement lost.
Bracket for clock, antique, authentic Grinling
Gibbons carving (the only piece in I.C.H.)
with shelf (modem)
2 side tables reproductions of Italian Renaissance
table in Ham House Collection
Barometer, copy of William and Mary Tompion
barometer in Hampton Court Palace

Room No. 602 (Mr. Henry Mond, later second Lord Melchett)
Carpet, English 18th century
Pedestal Writing table, old reproduction Adam
Circular writing table, drum top, Adam style
Side table, antique, Adam, mahogany
2 easy chairs in green morocco
6 covered elbow chairs in green morocco
All 8 items above, reproduction, Hepplewhite
Telephone table, antique, Adam style
Writing chair in morocco, copy of original chair
in Room No. 601

Room No. 604 (Sir Harry, now Lord, McGowan)
Carpet Agra
3 pairs curtains and pelmets in "Genoa" velvet
(see under Room 601)
Pedestal writing table, antique, Chippendale
Writing chair in morocco, copy of chair in Room 601
2 side tables, William Kent design
6 Lion mask small chairs in morocco, copies of
chairs designed by William Kent, for Admiralty
Board Room (see also I.C.H., Room 606)
Conference table, reproduction, late 1 8th century
style
Telephone table, antique, Georgian
Clock, antique, Hepplewhite, works removed and
replaced by Synchronome movement
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(315 the set)
(f.30)

(200)

(90)

(2 1)

(E360 the pair)

(100)

(350)
(E86)
(57)
(1O0)

(193 for 8 pieces)
(E17. lOs. Od.)

(250)

(E165)

(130thepair)

(238 for all six)

(E65)
(E1 15)

(C17. lOs. Od.)

Room No. 606 (Board Room)
Carpet, superfine Tabriz, over 80 years old when
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(E1 000)

(360)

(325 the pair)

(1,078 the set)

(55)

(137 the pair)

(100 the pair)
(55 the set)

(207)
(175)

(25)

(fL125)
., (E114)

(68)
(25)
(28. lOs. Od.)

(79)
(9)

(325)
(145)

purchased
3 pairs curtains and pelmets in reproduction of
"Genoa" velvet (see under Room 601)
Board table in 3 parts, copy of William Kent table
in Board Room of Admiralty
2 finely carved "Masters" chairs, copies of Master's
Chair in Cutlers' Company but with crest re-
placed by eagle design
18 Lion mask elbow chairs in black morocco, copies
of the "Kent chair" in the South Kensington
Museum
Antique clock, works removed and replaced by
Synchronome movement
2 Eagle tables, one antique and one reproduction
but with genuine Chippendale brackets

Rooms Nos. 606A and B
2 Settees in silk damask, antique Queen Anne,
partly restored
4 small chairs, antique, Queen Anne

Room No. 607 (Mr. B.E. Todhunter)
Carpet, Agra
Pedestal writing table, antique, Sheraton style
6 elbow chairs in damask, reproduction Sheraton,
copies of original in Room No. 181
1 easy chair in damask, reproduction Chippendale
Clock case, reproduction Georgian

Room No. 608 (Mr. J.G. Nicholson)
Carpet Agra
Pedestal writing table, antique, late 18th century
Writing chair in morocco, copy of writing chair in
Room 601
Side table, antique, Sheraton
Dwarf cupboard, antique
Easy chair in damask, reproduction Chippendale
Clock case, reproduction, Georgian

Room No. 612 (Mr. Martin)
Pedestal writing table, antique
Wardrobe, antique, short low Chippendale style
Clock case, reproduction, Georgian

Room No. 613 (The first Lord Reading)
Carpet, Agra
Pedestal writing table, antique
Writing chair in morocco, copy of chair in



Room No. 601
Library table antique Sheraton, circular drum top
Bookcase with silk curtains, antique, Sheraton style
2 chairs in silk moire, reproduction of the "Hudson"
Chippendale chair
2 easy chairs in silk moire, reproduction
Chippendale
1 easy chair in silk moire reproduction Chippendale
Dwarf cupboard, antique
Clock case, reproduction, Georgian

Room No. 615 (Col. G.P. Pollitt)
Carpet Axminster
Pedestal writing table, antique
Writing chair, copy of original in Room 601
Flap writing table, antique
Circular library table, drum top
4 elbow chairs in damask, reproduction, Sheraton
Commode, Adam style reconstructed
Dwarf cupboard, Adam reconstructed
Minor, Adam
Clock case, reproduction, Georgian

Room No. 617 (Mr. John Rogers)
Carpet, Agra
Writing desk in morocco, antique
6 elbow chairs in Green Jaspe, reproductions
Side table, antique, Georgian
Wardrobe, antique, Sheraton

Room No. 618 (Mr. Francis Walker)
Pedestal writing table, antique

Room No. 619
Pedestal writing table, antique

Chairman's Waiting Room
2 elbow chairs in velvet, antique, Adam
Telephone table, antique
Centre table, drum top

6th Floor Main Corridor
Carpet, reproduction of one in Syon House
7 window seats in morocco
Small chair in silk velvet, stuffed back, re-
production Queen Anne
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(55)
(42)

(78 the pair)

(78 the pair)
(24)
(E1 7)

(75)

(C48. 15s. Od.)
(5)
(E41 the set)
(35)
(E23. lOs. Od.)
(12)

(175)
(135)

(E68)
(102)

(E65)

(60)

(E151 the pair)
(1 3)
(E55)

(41 6)
(E82 the set)

(E1 0)
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Lobby outside Board Room
2 elbow chairs in silk velvet, reproduction
Whitehead

6th Floor Splay Hall
Carpet, reproduction of one in Syon House

6th Floor Directors' Staircase and Landing
Side table, reproduction
Mirror, antique, Kent
2 hall chairs, antique Sheraton
Window seat in black morocco, antique

(45 the pair)

(C65)
(85)
(f65)
(55)

8th Floor Directors' Landing
Side table, white and gold, reproduction, Adam
Side table, mahogany, antique
2 hall chairs, antique, Sheraton
Convex mirror, antique

Chairman's Private Dining Room
Dining table, extending, antique
Side table, reproduction
10 elbow chairs in silk, reproduction
Sideboard, bow front, antique, Sheraton
Waiter's tray, antique, Sheraton

President's Private Dining Room
Extending table, reproduction
Console table, antique
Console table, copy
Commode, antique
Sideboard, antique
Telephone table, antique
2 Girondole minors, antique

Room No. 801
Directors' Dining Room

Sideboard, mahogany, antique
Extending dining table, reproduction Sheraton
Circular table

Main Halls
Ground Floor

Hall Porter's chair, hooded, reproduction
Directors'

Hall Porter's chair, hooded, antique
Splay

Hall Porter's chair, open top, antique

(C29)
(51)
(8 the pair)
(28)

(42. lOs. Od.)
(fl8. lOs. Od.)

(E90)
(C12. lOs. Od.)

(C8. lOs. 0d.
(9)
(E52. lOs. Od.)
(E1 35)
(17. lOs. Od.)
(E15 the pair)

(63)
(85)
(C5)

(25)

(E34)

(E27. 1 Os.Od.)
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6th Floor

2 carved pedestals, antique, Adam style 	 (f65 the pair)
2 alabaster vases with fixings 	 (18 the pair)
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APPENDIX 3
FRANK BAINES'S DESCRIPTION OF THE DOORS

[From a memorandum from Frank Baines to P.C. Dickens dated 10 October 1929, in file

ICHO/CFD/0068(ii) in the ICI archive.]

South Leaf
This panel illustrates primitive man as hunter engaged with the primitive

implements and methods involved in pre-history in subduing wild animals for purposes of
food, hunting shown as a tribal affair, with the mastodon thrown down by "dead fall" or
pit trap, caught by grass-woven ropes, and subdued by flint-headed arrows and flint
spears. The panel is full of movement and vigorous modelling. On rising ground in the
middle and full distance is shewn indigenous woodland and in the foreground a rocky cave
dwelling, into which hunters are hunying their women and children.

North Leaf
Modem hunting would not be rightly portrayed as a method of food-getting. In

this panel therefore, man is shewn controlling vast herds of domesticated animals such as
sheep. In the far distance is shewn cattle under modem conditions of control, and in the
middle distance herds of sheep are being driven into pens for shearing etc. The shearing is
being executed by electrically-driven clippers, the wool being bagged and carried away
with every modem efficiency.

South
This panel portrays primitive man evolving as constructor. builder and tool-maker,

shewing his evolution by the increase of brain capacity and the development of his power
over Nature, by his utilisation of instruments and tools of all kinds. Here he is seen using
flint and wood instruments, and constructing a primitive stone monument (such as
Stonehenge) shewn in the far distance. A "pointer" monolith is shewn in a mound in the
right-hand corner. In the middle distance is modelled a crossing of a gorge by means of a
twisted fibre rope bridge. In the foreground parties are building dwellings of reeds,
"wattle and daub" etc.

North
This panel is one illustrating man as a great instrument and tool maker, creator of

the great Wilson telescope etc. A distant view of the City of Westminster, shewing certain
distinctive buildings including Imperial Chemical House, is given. In the foreground is
modelled one of the largest telescopes in an observatory, with astronomers at work, while
at the desk on the right hand side is seated a scientific worker using a modem
spectroscope.

South
This panel portrays primitive methods of transport, such as pre-history traverses,

the dug-out etc. In the far distance are shewn men in dug-out canoes paddling across a
lake. In the middle distance men are packing loads on their heads, while reindeer draw a
sleigh made of boughs. In the foreground is a strongly modelled team transporting upon
rollers, by means of levers and ,rope haulage, a huge log.
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North
Here the counterpart modelling attempts to shew the great modem methods of

transport. In the foreground is modelled a great modem railway express travelling at
speed over a long viaduct. In the distance is shewn an oil-driven ship, together with a
modem giant airship and autogiro.

South
This panel is devoted to scenes of primitive agriculture illustrating the beginnings

of settled society, involving the tillage of the ground. The foreground is occupied by a
vigorously modelled group of men ploughing with a built-up harness plough, the plough
point being a flint or sharpened stake, and the tail being held and being controlled by a
massive middle-aged man. In the distance is seen a portion of the "rough" cleared from
the ground being tilled, with distant scenes of country.

North
The companion panel here shews modem agriculture. In the middle distance is

shewn a great multiple Reaper Thresher Machine, motor driven, which cuts, threshes and
bags the grain. In the foreground is shewn the bagged grain being loaded and carried
away by transport.'

South
This panel is intended to show primitive man developing in settled communities.

Groups are modelled illustrating potting, primitive weaving, the suppling of skins by the
teeth, with various other operations of a settled community.

North
The companion panel shews modem activities exemplified by a great cotton mill,

with its aggregation of vast numbers of spindles. The information to work out this panel
has been supplied by the Musgrave Spinning Co. Ltd. And an attempt has been made to
shew with reasonable accuracy the complicated machinery involved in a modem textile
factory.

South
This portrays pre-historv attempts in science, the early methods of recording the

longest and the shortest day by a shadow mark; the early quadrant method of taking the
altitude of the sun; the primitive water wheel for irrigation such as is even followed today
by the fellaheen of Egypt; the ceremony of the Summer Solstice round a stone age
monument; primitive sky gazing through rock crystal and volcanic glass etc.2

North
The companion panel here is a representation of a lecture by Faraday at the Royal

Institution. Faraday embodied more than anyone else the achievement of modem science,

t The foreground in the fmal panel is the saddled horse and the man with the petrol cans. There is no bagged
grain.
4 Baines refers to a water wheel. The device portrayed is a shaduf a lever based machine.
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and their strict application to industrial processes of today. In discussion with Sir
William Bragg it was gathered how immensely Faraday's work had affected the processes
followed in the various Imperial Chemical Industries. Opportunity has been taken in the
modelling of this very difficult panel to bring forward actual portrait figures of
contemporary savants in the scientific world. Included among these are Tyndal, Huxley,
Brewster, Kelvin, Crooks, Darwin, Wheatstone, Frankland and many others. The vessels
shewn are taken from the drawings by Faraday himself to illustrate his notes for the
lecture.
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APPENDIX 4

ARTISTS WHO WORKED FOR LINTAS (UNILEVER)

[This information, including the dates, is quoted from Beyond the Horizon - A Collection

of Paintings from Artists Who Worked at the Lintas Advertising Agency 1930-1950

(London, 1988). This is the catalogue of an exhibition and was published by Thomas

Agnew & Son. I have updated dates, where appropriate, in brackets, from Buckman's

dictionary. 1]

Bill Berry (1900-1971)
With Lever House Advertising Service in the mid-1920s; returned to Lintas 1933-c.1965.
Trained under Fred Spencer at Camden, Bolt Court and St Martin's; Art editor Draper's
Organiser 1921; Studio manager Canton Art studio, Lever 1925; Canton Publicity 1928-
1933, handling Rinso and Hudson's; Lintas as an art director from 1933.

Edward Bishop (b.1902). [1902-1997].
Lintas 1929-1936.
Central School of Arts under lithographers AS Hartrick, G Spencer Pryse and Noel Rooke.

Ivor Cooper (1 899-1987).
Levers 1925-1964.
Studied architecture in England and America.

Francis Gower (b. 1905), known as Harry. [1905-1995].
Studied at St Martins under the watercolourist Stafford Leake; scholarship to the Royal
College of Art under Sir William Rothenstein, Randolph Schwabe, Gilbert Spencer and
Barnett Freedman.
Short period in interior design; Ford Times agency; the Bateman studio in Fleet St.

Roy Hobdell (1911-1961).
Lintas 1932-1961.
Camberwell school of arts under Stanley Thorogood, Bruce Agrave
Commercial Art Studio 1927-32.

Reg Jenkins (1904-1983).
Lintas early 1930s to mid 1950s.
St Martin's 192 1-24 under Stafford Leake.
RJ Wilson ad agency.
He gave up painting for photography. His two sons, often used as models in ads., went on
to become photographers.

'elix Kelly (b.1916). [1916-1994].
Lintas 1935-39.

'David Buckman, Dictionary ofArtists since 1945 (Bristol, 1998).
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Born in Auckland, New Zealand.

AnneNess,(b. 1910).
Lintas 1940-45.
Edinburgh College of Art in the late 20s under Gerald Moira.

Arthur Clement Pariy.
Levers 1912 to 1939.

Cyril Parry (1900-1979)
Lever House Ad. service 1920 to 1962, chiefly a figurative and illustrative artist working
in pen and ink or poster colour.
Liverpool art school.

Noel Parry (b. 1906).
Joined Lintas 1929.
Trained with father and brother.

John Passmore (1904-1984).
Lintas 1933-1940, 1947-1951.
From Sydney; Smith & Julius ad. agency; Levers Sydney; London 1933.
Art School night classes 1918-1933; evenings Westminster School of Art under Mark
Gertler and Bernard Meninsky; studied fashion magazines; admired Cezanne; travelled in
Germany, France and Italy.

AubreyRix(b. 1915)
Lintas 1933.
Liverpool School of Art.
Lintas for one year; Darland and C.D. Notley; then freelance. Stylish figure work for
fashion pages.

Leonard and Ronald Sears (1919-1941), identical twins.
Lintas 1934-1939.
Leyton School of Art, and Southwest Essex College of Art.
In 1934 at age of 15 won an advertisement competition by National Electricity Board, and
joined Lintas.

Keith Vaughan (19 12-1977).
Lintas 1931-1939.
Friend of Passmore.

Geoffrey Wadlow (b. 1912)..
Lintas 1936-1973.
Camberwell School of Arts and Crafts under Eric Fraser.
Layout man and cartoonist.

Richard Wilson (b. 1915).
Lintas 1934-1939.
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Evening classes at Richmond Art School; 1933 full-time at Heatherley's Art School;
evening classes with Passmore at Westminster.
In 1939 joined Editorial Dept; 1949 Magazines Section; 1972 reorganized photographic
archive at Unilever House.
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APPENDIX 5
CHERMAYEFF'S MEETING AT IMPERIAL CHEMICAL HOUSE

[These minutes are in file ICHO/CFD/5 066 in the ICI Archive.]

DYESTUFFS GROUP

PROPOSED OFFICES, CANTEEN AND CLOCKiNG SHELTERS,
HUDDERSFIELD

Minutes on Meeting held in Room 300, Imperial Chemical House, Milibank, Thursday,
24th February 1938.

PR$ENT:
Mr. J. McKillop	 Mr. F. Whittaker	 Mr. G. McIntyre

	

S. Chermayeff " W.A. Morris 	 " G. Tindall
H. Dodd	 " A.H. Douglas

Mr. Whittaker expressed regret that I.C.I. Secretary was unable to be present,
owing to absence on the Continent.

He explained that the meeting had been arranged for a frank discussion on various
points arising on the proposal, as mentioned in his memo of 1 1th February to I.C.I.
Secretary.

It was agreed that the plans of the Offices were substantially as approved b the
Office Organisations Dep't, but detail Drawings of the Clocking arrangements were
required for further consideration.

The Architect stated that such details were in course of preparation, and Mr.
McKillop stated that they would be submitted for approval.

In discussing the large sum of money included for furnishings, the Architect took
the view that these items should be in keeping with the general design, but Mr. McKillop
assured the meeting that I.C.I. standards would be adopted.

Mr. McIntyre, Assistant Controller of Purchases, welcomed the opportunity of
discussing such matters as the use of I.C.I. products, questions of reciprocal trading &c.

With regard to the P.C. items included in the Bills of Quantities, full particulars of
these items would be required before detailed consideration could be given; certain
matters however were discussed, the substitution of I.C.I. Partition Blocks for "Gypstele",
.nd the omission of one of the Lifts.

The question of paints &c. were also discussed in detail with Mr. Tindall, and it
was agreed that N.C.F. paints &c. would be used to the fullest extent throughout the
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contract.

Similar arrangements would also be made in respect of copper tubing, electrical
fittings, shades &c., and complete satisfaction was assured on all these points.

Mr. McKillop asked to be furnished with the points of contact relating to the
various Company products, and Mr. McIntyre undertook to supply this information.

The apparently high cost per cube foot of the proposed premises in comparison
with other schemes provided within the Company, was fully discussed.

Mr. McKillop explained that the Lay-out had been formulated in order to take the
fullest advantage of the environment of the proposed site, which is adjacent to the railway
and main road, and offers the maximum advertising value to I.C.I.

During the progress of the work every item of expenditure would receive careful
scrutiny, and it was anticipated that considerable savings would be effected.

With reference to the Canteen, it was pointed out that Huddersfleld Works did not
possess any recreational and social facilities as provided in other Groups, and the proposed
Canteen would serve as a centre for these activities.

The Architect promised to prepare and submit a basic analysis of costs covering
the whole scheme, and Mr. McKillop, who stated that he was most anxious to collaborate
with all Departments concerned, would also submit a comprehensive statement for further
consideration before the amended Form A. was presented.

Fred Whittaker.
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APPENDIX 6

ARCHITECTURAL COPYRIGHT IN 1940

[These notes were found in a file in the Blackley Laboratory shortly before the building

was demolished. The author possesses a copy. The fate of the original is not known.J

DYESTUFFS GROUP

EXECUTIVE COMMITTEE

Subject: ARCHITECTURAL COPYRIGHT
EXTENSIONS TO RESEARCH LABORATORIES
BLACKLEY, AND ERECTION OF OFFICES
AND CANTEENS, HUDDERSFLELD WORKS.

For discussion at the meeting to be held 20th March, 1940.

Date of Circulation: 13th March, 1940.

C.J.T. Cronshaw - Chairman

R.S. Horsfall
T.M. Wilcox
J. Baddiley
M. Barrowciff
H. Hepworth
D.R. Mackay
J. McKillop
J.M. Weir

D.R. Mackay Junr. - Committee Secretary

ARCHITECTURAL COPYRIGHT

EXTENSIONS TO RESEARCH LABORATORIES. BLACKLEY.

AND

ERECTION OF OFFICES AND CANTEENS. HLJDDERSFIELD
WORKS

In connection with the proposed extensions to the Research laboratories at
Blackley, by the completion of the second wing and the connecting of the first and second
wings by a front section to accommodate the Library, also the erection of offices and
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canteen buildings at Huddersfield Works, an enquiry was sent to the Secretary of the
Royal Institute of British Architects for particulars of the law of copyright as applicable to
architecture, in order that the position regarding this matter should be known on these
building schemes. The Secretary of the R.I.B.A. has supplied the following information:-

"In 1938, the Council authorised the Practice Committee to obtain an authoritative
and up-to-date Opinion on the question of architectural copyright from Mr. K.E. Shelley,
K.C. With the assistance of the Institute Solicitor a case was formulated for submission to
Mr. Shelley, who has now submitted his Opinion. On the recommendation of the Practice
Committee the Opinion is published below for information of members:-

The copyright Act provides that:-

1. Copyright subsists in, among other things, every original literary and artistic
work. "Literary work" is defined so as to include maps, charts, plans, tables
and compilations. "Artistic work" is defined so as to include "any building or
structure having an artistic character or design, in respect of such character or
design, or any model for such building or structure, provided that protection
afforded by this Act shall be confined to the artistic character and design and
shall not extend to processes or methods of construction."

2. The owner of the copyright is the author, i.e. in the case of architectural works,
the architect, unless he is in the employment of some other person under a
contract of service and the work is made in the course of his employment. In
that case, unless there is an agreement to the contrary, the employer is the
owner of the copyright.

3. Copyright is infringed if the work or any substantial part of it is produced or
reproduced in any material form whatsoever, without the consent of the owner
of the copyright.

"Original" means merely that the work must be the product of the brain of the author and
not a mere copy of some already existing work. In order to secure protection the work
need not be novel in actual fact. In this respect the Law of Copyright differs from the Law
of Registered Designs, for a Registered Design is rendered invalid if it can be shown that
the design is old, even if this fact is entirely unknown to the author.

The above three propositions of law, if properly understood, are sufficient to
decide practically every conundrum that arises with architectural copyright. To take a few
concrete cases:-

A. Ownership of Copyright.

The R.I.B.A. conditions expressly provide that the copyright shall remain in the
architect. This is in accordance with the general law which would apply if there was no
express agreement about copyright. Accordingly an architect who is employed in the
ordinary way for a particular building is the first owner of the copyright, whether the
contract mentions copyright or not. It is possible (though unusual) for an employer to
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insist on a special clause in the agreement, whereby the architect is compelled to assign
the copyright to the employer. Apart from such a special arrangement the copyright
remains with the architect. If, however, he is a salaried servant, the position is reversed.
In that case the copyright automatically vests wholly in the employer, subject to any
special agreement that may have been made about it.

B. Indorsement of the word "Copyright".

As a matter of law it is irrelevant whether an architect endorses plans prepared by him
with the word "copyright" but by doing so he may prevent their being copied by someone
who might otherwise do so in ignorance of the law.

C. Routine work - absence of novelty of artistic quality.

If an architect is told to design, e.g. a garage, and is given particulars of the site, the
accommodation required, the workshop facilities necessary and all other details and is
further told that the building must be made as simple and as cheap as possible, it is
probable that there is little scope for any originality or display of artistic ability, since
practically every detail is fixed by commercial and utilitarian requirements. Nevertheless
there would be full copyright in the plans and if these were copied, or if a building was
made from them, without the consent of the owner of the copyright, that would constitute
an infringement. If a building is constructed substantially in accordance with previously
prepared plans, there is no separate copyright in the building itsell for it is not an original
work, but a mere embodiment of the plans. Since there is copyright in the plans, even if
they are wholly devoid of artistic merit, the fact that the building erected from them has no
artistic merit is quite irrelevant to the question of copyright. The copying of a building
can be restrained because it would be an infringement of the copyright in the plan. But if
a building or structure is put up without plans, it has copyright only if it has an "artistic
character or design". Thus an ordinary hoarding would be a structure, but would not be
the subject-matter of copyright. But a decorative hoarding designed and erected without
the use of a plan would be the subject of copyright in so far as its decorative features were
concerned. Of course, no mechanical principle or system of construction can be the
subject of copyright but must be protected by patents.

In the recent case of Chabot v. Davies a design for a shop front was held to be
infringed by the erection of a shop front made from a tracing of the design. This case is a
straightforward application of the above general principles and is certainly rightly decided.

Anyone seeing a design for a shop front before it is erected in a public place and
sketching it without permission would be infringing the copyright in the original design.
After the shop front ha been erected in a public place it is not an infringement to make or
publish sketches or photographs of it unless these are in the nature of architectural
drawings or plans. But the making without permission of another shop front copied or
derived from the first would be an infringement in either case.

D. Repetition.

If an owner of land has had erected on part of it a cottage designed by an architect
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under a contract either in the R.I.B.A. form, or making no reference to the copyright, he
cannot build further cottages on the same plan without the permission of architect, even if
the plans are in his possession and belong to him as documents. If a factory owner builds
half his factory with the help of an architect, and then employs another architect, whom he
instructs to complete the factory by following the plans of his predecessor, both the
factory owner and the second architect would infringe the first architect's copyright if this
were done without the first architect's consent. In this respect the law is extremely
favourable to the author. Thus if the first architect knew that he was only employed for
one wing of a factory, which alone was to be built originally, but also knew that it was the
factory owner's intention to complete the other wing at an early date, provided he did not
expressly or impliedly give permission for the work to be copied, he could, as a matter of
law, insist on the factory owner either paying any sum he chose to name for permission to
repeat his design, or changing the design altogether for the other wing. There is no means
by which a copyright owner can be compelled to give his consent to the use of his work if
he does not wish to do so.

E. Incompleted work, Dismissal or Death.

Three periods have to be considered:-

(i) The period between the receipt of the first instructions and the time when
detailed plans, sufficient to obtain tenders, are completed, at which point the
architect becomes entitled under R.LB.A. Scale to two-thirds of the full fee.

(ii) The period from this point to the signing of the contract with the builders.
(iii) The period after the building contract is signed.

In period (i), if the employment ceases at the wish of the employer, the architect is
entitled only to a quantum meruit fee which need not necessarily bear any relation to the
ordinary scale fee for the completed work. Accordingly, there is no reason to imply any
licence by the architect to the employer to use his copyright. Therefore the employer
would not be entitled to utilise the preliminary sketches or plans for the purpose of
erecting any building, although the sketches and plans, as physical documents, might
belong to the employers as pointed out hereafter.

If the employer engages another architect, who subsequently prepares plans which
without permission reproduce to a substantial extent the plans submitted by the first, both
the new plans and any building erected therefrom are infringements. In such a case it
would be most unwise for the second architect even to look at the first architect's plans,
for, if he did, any similarity would almost certainly be attributed to copying. But if the
second architect prepares his plans without ever seeing the first plans, the fact that there
may be a large measure of similarity is immaterial, for this must then necessarily be due to
his having independently arrived at a similar solution.

If the employer desires the employment of the architect, the latter would not be
entitled capriciously to refuse and thereby deprive the employer of the right to use the
plans for the building or scheme actually contemplated. There would be an implied
licence to the employer to use all plans so far made, so long as the employer was prepared
to continue to employ the architect. If it is the architect who is unwilling or unable to act
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the employer would be entitled to employ another architect to complete the plans and
the erection, and the first architect could not successfully claim damages for infringement
of copyright in respect of that particular building or scheme.

In period (iii), there is an implied licence to the employer to continue to use the
plans even though the employment of the architect comes to an end, whatever may be the
reason for such determination. Accordingly in no circumstances can either he or his
executors prevent the completion of the building or the use of the plans for that purpose.

The position as to copyright in period (ii) is more difficult. When the two-thirds
fee becomes payable, an implied licence comes into being. If the employer of the architect
thereafter determines the employment by reasonable notice under the provisions contained
in the R.I.B.A. conditions, or similar provisions, the implied licence continues. If the
project is postponed from time to time and ultimately dies in a somewhat indefinite
manner, the presumption from the inactivity of both employer and architect is that notice
to terminate the engagement has been given and accepted. In such a case the licence
continues and the plans may be used by the employer at any time thereafter for the
building originally contemplated.

But if employer and architect definitely agree either that the plans shall not be
used, or, nothing being said about the use of the plans, that the project shall be finally
abandoned for all time, the implied licence is revoked and the employer is no longer
entitled to use the plans.

The distinction may seem artificial, but it is not really so. In the former case,
although the architect cannot withdraw the implied licence, he may say that the notice
given is not reasonable and claim damages for wrongful dismissal. In the second case no
question of reasonable notice arises. The architect accepts a cancellation of all futuie
work there and then, and in consideration of this he withdraws (expressly of impliedly) the
implied licence.

F. Consultants.

If a consultant architect is employed, e.g. to make suggestions with regard to an
awkward site, and prepares rough sketches, these cannot be used as the basis of detailed
plans without the consent of the consultant, who could restrain the preparation of plans
embodying the substance of his rough sketches and the erection of any building in
accordance therewith. Of course, if the consultant were informed at the time when his fee
was being arranged that it was the desire of the employer to utilise any suggestions that the
consultant might be able to make, it would be presumed that the consultant took this into
account when agreeing a fee and that therefore he impliedly gave his consent to the use of
any sketch he might submit. But if all that the consultant was asked to da was to make
suggestions, nothing being said about using them, there would be no suchJinlication of
consent, because the employer might be approaching more than one consultant, with no
fixed intention of using, or paying for the right to use, the ideas of any of them until he
had seen them all.
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Infringement.

In practically every case infringement is proved by showing such a similarity
between the original work and the alleged infringement as cannot be explained by any
coincidence. But the alleged infringer may attempt to prove that he has independently
produced his work, and, if he is believed, no infringement is established, notwithstanding
any degree of similarity. In every case it is a question of fact, for a Court or Arbitrator to
decide, whether there was copying or not. As pointed out above, similarity may be due to
a particular problem receiving the same solution from two minds genuinely working
independently upon the same data, or it may be due to borrowing from the same original
sources.

It is no infringement of copyright, to make or publish paintings, drawings,
engravings, or photographs, of any buildings or structure, unless these are in the nature of
architectural drawings or plans.

Remedies for Infringement. An injunction can be obtained to restrain any
infringement that has not yet taken place, but once a building or other structure has been
commenced, no injunction or order for demolition relating to that building can be
obtained.

Damages for infringement are theoretically such as will compensate the copyright
owner for the diminution in value of his copyright. In ordinary cases they would be
assessed on the footing that the copyright owner had been employed instead of the
infringer, upon the usual terms, in respect of the infringing part. Thus, suppose the
infringement consists of copying the staircase design of a house, the remainder being
admittedly independent work. If the total architect's fees for the house were £100, and if it
was estimated that the staircase design was worth one-tenth of the whole, the damages
would probably be assessed at £10. There would be no diminution by reason of the fact
that the copyright owner had not supervised the work, as he would have had to do if he
had been employed because he would not have been given the opportunity to do so.

Except in the case of a building or structure, the Copyright Act, 1911, provides a
further remedy, viz, the "conversion" of infringing copies. All infringing copies, e.g. of a
book, are deemed to belong to the owner of the copyright and he can recover not only the
damages for infringement but also the actual value (i.e. the price to the public) of all
copies of the book that have been sold. The latter claim can be enforced even against a
person entirely ignorant of any infringement of the copyright, e.g. an innocent bookseller,
who is not liable for damages for infringement.

In the case of an actual building or structure, there is no such remedy by way of
"conversion" of infringing copies. But if plans are wrongly multiplied there may be
substantial damages under this head. For instance, if a journal publishes a set of plans
without the author's consent, every copy of these is an infringing copy and is deemed to
belong to the copyright owner, and he can recover damages from the publishers. If the
selling price of the journal is 1/- per copy, and the pians are estimated to be worth one-
twelfth of the issue in which they appeared, the copyright owner would recover damages
on the basis of id. per copy.
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An action for infringement must be commenced within three years from the

date of the infringement. In practice this means three years from the date of the
completion of the building that constitutes the infringement.

4 Brick Court,
Temple,

3.6.38.
K.E. Shelley.

COMMENTS.

EXTENSION TO RESEARCH LABORATORIES. BLACKLEY.

Mr. Chermayeff, architect, London prepared a block plan of the whole of the
Bottomley Side area in 1936 showing how this site could be utilised for the erection of
Administrative, Research and Services buildings, when the question of erecting the new
Research Laboratories was under consideration.

His suggestions regarding the utilisation of the whole site as apart from the
Research building were entirely voluntary, except for his statement that in order to treat
properly the siting of the Research block it was necessary to examine the potentialities of
the whole site. He prepared a model, showing the arrangement of buildings on the whole
site. This model was sent by the architect to the Librarian, R.I.B.A., Portland Place,
London.

Counsel's opinion on this aspect of infringement is given in F. Consultants.

As regards the extension of the existing laboratories, the position regarding
infringement is quite clearly defined under D - Repetition, viz. "If a factory owner builds
half his factory with the help of an architect, and then employs another architect, whom he
instructs to complete the factory by following the plans of his predecessor, both the
factory owner and the second architect would infringe the first architect's copyright if this
were done without the first architect's consent".

According to this view of the law the permission of Mr. Chermayeff will have to
be obtained before any extension to the existing buildings can be carried out on the same
design.

HUDDERSFIELD OFFICES AND CANTEEN.

Mr. Chermayeff prepared plans and specifications up to the complete bill of
quantities stage and issued enquiries to contractors for tenders for the offices and canteen
buildings; the erection of the buildings after receipt of tenders was not started and the
architect was paid two-thirds fees on the R.I.B.A. scale.

Another architect has been asked to submit designs and estimates. He was not
shown any drawings prepared by Mr. Chermayeff nor were any suggestions contained in
Mr. Chermayeff s design passed to the second architect to assist him in the preparation of
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his scheme, as can readily be seen from a comparison of the two designs. There has
been no reproduction, therefore, to any extent whatever of the original plans and the
position at Huddersfield appears to be covered under E - Incompleted Work, Dismissal or
Death - "But if the second architect prepares his plans without ever seeing the first plans,
the fact that there may be a large measure of similarity is immaterial, for this must then
necessarily be due to his having independently arrived at a similar decision".'

JMcK/FP
13.3.40

This is a slight misquotation. Shelley actually wrote, 'arrived at a similar solution'. The misquotation is not
piaterial.
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APPENDIX 7

INTERWAR BRITISH ARTISTS WHOSE WORK IS FEATURED

Percy Adams (1866-1930), architect; design for the Board of Trade building.

Eric Aumonier, sculptor; a contributor to Four Winds, sculpture on the London Transport

Headquarters.

Frank Baines (1 878-1933), architect; Imperial Chemical House, Thames House for Id.

Darcy Braddell, architect; Woodfalls, country home of Hemy Mond.

Broadbent, sculptor; keystones on Britannic House for APOC..

L.H. Bucknell (1887-1963), architect; Billingham offices for ICI.

John Burnet (1857-1938), architect; Adelaide House.

Serge Chermayeff (1900-1996), architect; Blackley Laboratory, design for Dalton Works

offices, Huddersfield, for ICI.

Alfred Cox, d.1944, architect; Imperial Chemical House.

Peter de Laszlo (1869-1937), painter, Portrait ofLord Leverhulme.

William Reid Dick (1879-196 1), sculptor, Maternity, a private commisssion, and

Leverhulme Memorial, Controlled Energy for Unilever.

Jacob Epstein (1880-1959), sculptor, Night and Day, on the London Transport

Headquarters.

William Fagan (1860-1948), sculptor, the panels on the Main Entrance Door, the portrait

busts of scientists and lime-wood carving for Imperial Chemical House, for ICI.

Walter Gilbert (1871-1946); metal worker, entrance gates and bronze lamps for Unilever

House for Unilever.

Eric Gill (1882-1940); sculptor; lead sculptor for the Four Winds on the London Transport

Headquarters.

Sigismund Goetze (1866-1939), painter; murals on the main staircase of the Foreign

Office.

George Harcourt (1868-1947), painter; Portrait ofFrancis D'Arcy Cooper.

Adrian Hill (1895-1977), painter; watercolours of Port Sunlight for Unilever.

Charles Holden (1875-1960), architect; design for the Board of Trade building, and the

London Transport Headquarters.

Richard Jack (1 866-1952), painter; Portrait of Charles Greenway.

Charles Sargeant Jagger (1885-1934), sculptor; The Royal Artillery Memorial, Fauns for
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the garden of Meichet court for Alfred Mond, Scandal, a relief in Mulberry House for

Gwen and Henry Mond, the allegorical statues of Industry on Imperial Chemical House

for ICI.

Augustus John (1878-196 1), painter; Portrait ofEdwin Lutyens.

Andrew Johnson, painter; Portrait of Miss Sunlight for Unilever.

Gilbert Ledward (1888-1960), sculptor; Caryatid Figure Group, a private commission,

and Mermaid and Merman on Unilever House, for Unilever.

Francis Lome (1889-1963), architect; Unilever House for Unilever.

Edwin Lutyens (1869-1944), architect; Viceroy's Palace, New Dethi, Munstead for

Gertrude Jekyll, Heathcote, the Cenotaph and Britannic House for APOC.

Henry Moore (1898-1986), sculptor; a contributor to the Four Winds on the London

Transport Headquarters.

Stanley Morison (1889-1967), graphic designer; designer of the Garamond script.

Lionel Pearson, architect; The Royal Artillery Memorial.

Glyn Philpot (1884-1937), painter; two Portraits of Gwen Mond, and Leda and the Swan

and Oedipus and the Sphinx in Mulbery House for Gwen and Henry Mond.

A.Llewellyn Roberts, architect; offices for the Dalton Works, Huddersfield, for ICI.

J. Lomax Simpson (1882-1967), architect; housing in Port Sunlight, a Palladian arch in

Port Sunlight, Unilever House, all for Unilever.

Thomas Tait (1882-1954), architect; Adelaide House, Unilever House for Unilever, and

the Tait Tower at the Glasgow Empire Exhibition.

A.J. Thomas, architect; Britannic House for APOC.

Francis Derwent Wood (1871-1926), sculptor; The Machine Gunners' Memorial, and

sculpture on Britannic House for APOC.
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SOURCES FOR THE ILLUSTRATIONS
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'Imperial Chemical House', ArchitecturaiReview (May 1929), figures 4.8, 4.9.

'Board of Trade Building', Building News, 108, 3136 (12 February 1915), figure 4.12.

Reader W.J., Imperial Chemical Industries: A History, 2 vols (Oxford, 1975), figure 4.13.
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Read, Benedict, and Peyton Skipworth, Sculpture in Britain between the Wars (London,

1986), figure 5.23.
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Granville Fell, H., Sir William Reid Dick, KC. V.0., R.A. (London, 1945), figure 6.5.
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'Architectural Sculpture: The Sculptures of Unilever House, Blackfriars', Building (May
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Cordingley, R.A., 'Building for Industry: The Role of the Architect', ArchitecturaiReview,
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