
















that 'it was entirely against their constitution, but they were doing it for the sake
of the country'.

However, Pick was not able to sustain his confidence in the ideals of the DIA.
The creation of the London Transport Passenger Board in 1933 increased the
range of his responsibilities, but also put him into a larger organisation in which
his word held less sway. He did become chair of the newly established Council for
Art and Industry in 1934. but his private life was apparently unhappy, and the
disturbing images of the Surrealist Exhibition in London in 1936 helped to destroy
his belief that modern art could be a useful element in the creation of a rational
and harmonious society. His views became more pessimistic, and he sometimes
retreated inw a 'Little England' mentality: he chose Oliver Hill as the architect for
the British pavilion at the Paris International Exhibition of 1937, and encouraged
him to work on timidly traditional lines - though one muSt find some sympathy
for his claim that, contrasted with the German, Italian and Soviet buildings. the
British pavilion did nor sound 'a false, grandiloquent note of aggressive pride'.
Pick's health and confidence declined, and the outbreak of war put an end to the
CAI. He died, disillusioned, in 1941, and 'medieval modernism', Saler argues,
rapidly declined, with a renewed emphasis on the separation of 3rt from industry
becoming predominant. An interdepartmental report in 1943 apparently asserted
that .Morris·s ideal of 'Man the .Maker' was no longer relevant, and that more
consumer goods would in future be the 'compensation for the (alleged) fun of
being a medieval hand worker'. Robin Darwin became Principal of the RCA in
1959 and - reversing rhe policy for which Rorhenstein had srood - encouraged
greater specialisation. In 1950 Darwin wrOte: 'William Morris's ideas were all
confused with the "dignity of labour" and so on ... I rhink this whole attitude is
muddle and bunk'.

Thus the enterprise to which Pick and others had given their energy and
idealism came to its apparent close. Bur Saler is well aware that history does not
offer liS tidy boundaries. He concludes by telling us that Pick wrote to Holden in
1940 after the bombing of Coventry Cathedral, arguing against the building of a
replica and in favour of a new building which would express truthfully 'the design
and craftsmanship of our own days'. Sir Basil Spence was to try to do this with
the incorporation of Piper's stained glass and Sutherland's tapestry into his
modern building. The point of view that asserts the social utility and value of art,
as it derived from Ruskin and Morris and was shared and developed by Pick and
others of his generation, remains important for liS today, and we are greatly
indebted to Michael Saler for having drawn attention to such an important and
neglected aspect of our recent cultural history in this excellent and thought­
provoking book.

Peter Faulkl1er
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