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Tape 1 Side A [Part 1]
Cathy Courtney recording Sir Nicholas Goodison at the TSB on October the 28th
1997.

I’m just going to.....

[break in recording]

We are actually recording on a day when the Evening Standard placards outside are
recording a lot of drama in share prices, and I wondered if I could have your
summing up of the last few days and what you think the implications are.

Well there may be no implications. I say that because I don’t think the economic
fundamentals in most of the development countries are the same as they were in 1987
or on earlier occasions when stock markets have fallen very heavily. In America and
in the United Kingdom and in most European countries, governments are now
pursuing policies – anti-inflation – anti-inflation policies, more fiscally responsible
policies than they were in those years. And so there’s no basic reason why those
economies should be upset by a fall in the stock market. I think the reason for the
falls has been two-fold. First there has been a calamity or two in the Far East –
Thailand, the Philippines, Indonesia, Malaysia all over-extended their infrastructure
projects, their government spending. They were growing too fast frankly. Hong
Kong was also growing too fast, but has managed so far to keep its dollar pegged to
the US dollar. And those markets had a big set-back because the authorities had to
take action to get their fiscal problems back into balance, and that sent Far Eastern
markets down. And that then, and this is the second point, did something to
undermine the confidence of investors all over the world. We have to remember that
all the main markets, the US market and the UK market particularly, have had huge
rises, so there’s a level of expectancy built into the market that is rather difficult to
justify in terms of corporate earnings.

So this really probably is a corrective?
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I think it’s a correction, yes. Yes.

And this is the first time the system has come into action that froze trading in New
York. Have you got anything to say about that?

Well I don’t think it’s a good idea. I’ve always been against trading halts. I believe
trading halts undermine confidence. People think, my goodness, they’ve stopped
trading, there must be a good reason, and so they lose a little bit of self-confidence.
So I’m against them. I was very much pressurised to bring in trading halts when we
did the reforms in 1986 in London, and I was very much against it; because the new
London system also has a break point where they can have a trading halt if – I’m not
familiar with the details but I think it’s if it’s down ten per cent or something of that
order – in any one stock. I’m afraid it’s something that people bring in because of the
limitations of the machinery. I always think markets should not be driven by the
technology, it should be the other way round.

And was the circumstances that have been happening in the Far East totally
foreseeable, or not?

Well, hindsight is perfect vision, and there are plenty of people around now who are
saying, yes of course they saw it coming, but they didn’t, did they? Or if they had
seen it coming, they would have taken action earlier. And it’s only a year or less
since people were saying, ‘You must invest in these tiger economies because their
growth rates were so amazingly attractive, and you must have an interest in the Pacific
Rim, and this is where the real growth is going to take place.’ And they were growing
at a phenomenal rate, and some of those economies were achieving growth rates of
eight per cent, nine per cent, twelve per cent, in GDP, which is a very high growth
rate, unlike the Continent of Europe or indeed the States. I’m afraid when you get
growth rates of that order you can’t expect them to be consistent; you are going to
have hiccups, you’re going to have bubbles, you’re going to have moments when
confidence is excessive and the bubble is pricked, and that’s what’s happened in many
of those economies.

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 3
C409/133/01 Side A [Part 1]

And when I was last doing a lot of recordings in the City, it was exactly as you are
describing, everybody saying the Pacific Rim is the great new thing. And on the one
hand it was a place to make money in from here, but on the other hand it was also a
fairly long-term threat as to whether that part of the world would become the
dominant financial centre. Has that been reassessed by this at all?

I believe there’s still a fundamental belief that growth rates in the long run will be
higher in the East than they are in the more developed economies in the West. The
populations are substantial; there is a strong emphasis on education; there’s a lot of
people in Eastern economies who are business-oriented, incidentally in China very
much so; and there’s huge development potential. I don’t think any of that is dented.
But what has happened is speculative bubble. To give you an illustration, a lot of
properties have been put up in Shanghai and other towns on the seaboard of China,
and there’s been a lot of property development in Hong Kong and Taiwan and other
countries, and some of it has run ahead of demand. And some of those economies,
particularly Hong Kong of course, are very much dependent on the value of property
and the ability to fill those properties with rent-paying tenants. If there’s a hiccup the
basis of credit is undermined, and so people lose confidence.

And one of the pieces in the paper I was reading was talking about whether the
Eastern European countries are going to be much affected and whether that could
actually catapult us into a much worse catastrophe.

There has been a withdrawal of investment funds from what are called emerging
markets in the last week or two, in emerging markets, practically every market except
for the developed economies, and certainly the Central and Eastern European
countries would be classified as that. I don’t believe the fundamentals in Eastern and
Central Europe are the same as they are in the Far East. I don’t believe you’ve seen
the level of speculative development, especially in real estate, that you’ve seen in the
Far East, and nor have you seen the growth rates. So, if there is to be an effect I think
it’s more of a spill-over effect in terms of confidence in emerging markets generally.

And, returning to technology, in your first interview there’s quite a lot about the
problems that there had been with Taurus and what might replace it, and I just
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wondered what you felt about the technological changes that have been happening on
the Stock Exchange subsequently.

Taurus as you know went wrong, and I think in our first interview we did discuss that,
and I did say that the idea of the Taurus development went back to the early 1980s
and it was being worked on in concept for many many years and was then put off in
order to introduce the technology for the Big Bang. It was taken up again after the
Big Bang, and the Stock Exchange Council under my successor decided to press
ahead with the development, and I’m afraid it was too large. I’m afraid the
development was trying to take in the requirements of all colours, of all the suppliers
in the stock market and of all the consumers, the investors. It was too elaborate a
system. And as often happens in an extremely complicated system, the systems
planners were trying to build into the system the requirements of everybody and the
technology couldn’t cope. I believe that was the problem. And as you know they
aborted the development. Subsequent to that, the Bank of England moved in and
agreed to chair the development of Crest, which was a much more limited settlement
system, which I was extremely keen they should do, because it needed stability, a
period of stable management, and the more limited objective. And that was brought
in successfully, and the more complex plans of Taurus which would have taken in all
private investors were shelved. Now clearly a central settlement system is a good
thing, and so I hope Crest will succeed and be cemented and later perhaps be
developed into a more general settlement system.

And so far it’s worked well?

Yes. There were critics of Crest. Whenever you get a new technological
development as I know only too well, there are people who shout and say, this isn’t
what I expected, or it’s not quite doing what I hoped, but I think it was essential that
Crest should be limited. I think I recall saying in an earlier interview that I didn’t
personally think the Stock Exchange should indulge in another major technological
development on its own without the support of the whole investment industry,
because these developments are enormous and very complex. Crest had the
advantage of being much more limited in scope and therefore being a manageable
proposition.
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And one of the things you said in your last interview with Paul was that you felt sad
that the Stock Exchange had lost its regulatory authority, and that what it should be
was a market authority. And I just wondered whether that...and also that the big
advantage we had was the Time Zone, and I just wonder whether any of those things
are still true.

Yes. There was a stark choice in my view for the Exchange, and I may have been
wrong last time, I don’t know, but history will tell. I think the Exchange had to
choose whether or not to keep its regulatory role, or...sorry, the alternative was to
develop as a more commercial organisation and simply sell the services of the market.
Now it’s opted for the latter. The Financial Services Act did remove quite a lot of the
Stock Exchange’s regulatory role because it removed all the surveillance of
membership and the ensuring of standards and the regulations governing the
relationship of the practitioner to the customer. It hasn’t yet taken away the Stock
Exchange’s role as a listing authority, and of course the Stock Exchange still has the
role of regulating its own market under the terms of the Act. But what has happened
is that the Exchange has decided to become a seller of services and to bring in new
systems that simply facilitate the buying and selling of shares, and I suspect it’s
modelling itself more on the model of the Swedish Stock Exchange now than on the
model of a regulatory authority. I suspect that in the long run it will lose more of its
regulatory role, because it is a provider of services first and foremost. That isn’t the
choice that I would have pressed for, had I still been there.

Mm. But things like, just the very concept of a place which is an authority, or even
the aspect of the fact that we overlap the Americans’ time and the Far East time,
presumably really what’s going to happen is, everything through technology is going
to become more and more abstract and more and more twenty-four hours; we’re not
going to have any of those...

Well the whole concept of an exchange is in doubt because of that. I mean
technology makes it possible for people to arrange ways of buying and selling things
without any particular entity in the centre. That was something the Stock Exchange
found it very difficult to respond to because it found that some of its own members
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were setting up share trading systems to match buyers and sellers which were in
essence mini-stock exchanges – Kleinwort Benson, BZW and so on – and the
Exchange had to grapple with that problem, because it wanted to remain the central
market. So far it’s achieved that by of course introducing systems which people
appear to want to use, which is a good thing. Anyway I believe it has made the
decision to be a more commercial organisation, providing the services of a central
market, and I believe therefore it will be increasingly under pressure to relinquish
more of its regulatory role.

And, I mean this is an impossible question I know, but what do you think its role will
be in five years or ten years? When will it stop having a role, I suppose is what I am
asking.

That’s an extremely difficult question. It may simply be a series of computer systems
with a professional management. It may have lost its role as the listing authority to
the new SIB, which is receiving a new name today I am told. It may have even lost
more of its regulation of the market and how it operates to an outside authority, and it
may simply be, as I say, an owner of some computer systems.

And given that, do you think that the whole idea of the Square Mile or a business city
community in London is really almost vanishing?

No I don’t think that at all. No, I think that the community remains. It looks
different, but the mass of skills and capital now invested in London will I think stay
invested in London, because London is not just a very congenial place to be, it’s also
a hub of international communication. So everything I said about the time zone in our
previous interviews remains true. London remains a place where you can actively do
business with counterparties while Tokyo is asleep and while New York is asleep, and
I don’t think technology will wholly replace that.

I suppose what I am wondering is, if there isn’t going to be simply 24-hour trading all
the time, in all the countries.
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Well to be trading for twenty-four hours assumes that everybody who wants to trade
is awake for twenty-four hours, and that simply won’t happen. You will continue to
pass the book maybe from London to New York and on to Tokyo, but that’s not the
way life really works for a hundred per cent of the market. That’s only the way it
works for a few professionals in the market.

Well the other thing...

And if you look at the formation of the investment decisions taken by institutional
fund managers or by private investors, they are made by people who are actually
awake, not by people who are asleep. And those decisions are arrived at often not just
as the result of thinking, they’re arrived at as the result of conversation, conversing
with your analyst or with your broker or your banker or in the pub or wherever you
have these conversations, you then come to a decision and you want to either buy or
sell something. You don’t do any of that while you’re asleep. So, I think the
advantages of London as being the market in this time zone will remain. Not only
that, I believe London will remain the most international of all the markets in the
world because it is awake for a bit of the time that Tokyo is awake and awake for a bit
of the time that New York’s awake, and because of the sheer strength of the
international tradition in London, and the strength of the practitioners who are
established in London.

Mm. So the idea of these kind of decisions being made on a shift system is quite
impossible?

Well I don’t think people live in shifts.

They don’t yet.

[laughs]

I mean I’m delighted if they don’t do so, but, I just wondered.

Yes.
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And the other, related to this, the thing I don’t understand is, I gather there is still the
possibility that the LIFFE market will have a new headquarters at, near to Liverpool
Street Station, on the assumption that they will continue to have a base and open
outcry and that system. I mean how can they be planning that?

Yes, I don’t understand that, because I think you can automate the dealing system in
the futures markets just as you can in the equity markets and the bond markets, and of
course some futures markets have already gone down that road. So my suspicion is
that LIFFE will in due course do more of its trade over computer systems, just as has
happened in the equity market.

So, I suppose then it’s still some sort of sentiment operating?

Yes, I seem to recall in an earlier interview saying that right up to the day of Big Bang
I had excess demand from people who wanted to be on the floor of the Stock
Exchange. The Friday night before the Monday morning I had an American firm
saying, ‘Please find us space on the trading floor of the Stock Exchange’.

But at least that was the first of any such move in London, whereas for LIFFE it...

It wasn’t the first actually, no, because Toronto had automated.

But in London it was a major step wasn’t it?

It was the first in London, yes.

Whereas... But that’s why I find the discussions over LIFFE quite extraordinary.

Yes, it is extraordinary, and so I don’t understand it. I also incidentally don’t
understand why the New York floor has survived as long as it has survived. I thought
that would have been automated by now.

Mm, it’s very peculiar. I’m just going to.....
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[break in recording]

And, I was going to talk to you about regulation later on, but since it’s cropped up...

Yes.

What I was interested in was your views about regulation in the City in the run-up to
the last Election, and subsequently, and those changes that have been made.

Yes. Well, the Financial Services Act was an incomplete reform, and it was
somewhat botched because of the speed at which it was brought in before the 1987
Election, but there were several loose ends that were not satisfactorily tied up and
there were several misguided aspects of the legislation. Then when it was
implemented it was implemented in a very bureaucratic manner – for example the
polarisation as it was called that forced people either to sell their own products or only
to sell other people’s products, they weren’t allowed to have the option of doing one
or the other; the doctrine of equivalence whereby the subsidiary bodies, the so-called
self-regulatory bodies, had to have rules that were exactly equivalent to the overall
provisions of the details of the Act. These very doctrinaire means of implementation
meant that there was regulatory overload. In any regulatory system you want to make
sure that regulations don’t stifle business and don’t add an unnecessary cost to
business. There has to be a compromise. Then when David Walker became
Chairman he did his best to undo some of that bureaucratic complication, but didn’t
I’m afraid finish the job.

Who was Chairman of the SIB.

He was Chairman of the SIB, that’s correct. And then he was succeeded by Andrew
Large who continued the process, but Andrew found it quite frustrating, because not
only did he have to face this very over-complicated system, he also had the problem
that the unevenness of the legislation meant that the SIB itself had no sanctions that it
could impose on – I’m simplifying I’m afraid – could impose on practitioners, and the
disciplines existed in the self-regulatory organisations over which he ultimately had
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control of course, but he didn’t have detailed control. Similarly he could ask a
subsidiary self-regulatory organisation to add to its rules, but he couldn’t actually tell
them to subtract from their rules, to de-complicate the system. And he and I had a lot
of discussion as time went by, and I don’t claim to have been particularly influential,
but I certainly came to the view quite early on that the system had to be reformed
again, and couldn’t be allowed to continue in the shape in which it was.

How much of this is Kenneth Berrill’s fault?

Well Kenneth was the first Chairman and therefore he is the man who I think was
guilty of excessive bureaucratisation. He was doing his job as he saw it.

What sort of a man is he?

What’s his...?

What sort of a man is he?

Kenneth was... I didn’t know him very well. He was a very distinguished academic
and civil servant. I don’t think he was a practitioner, so I don’t think that he saw that
the needs of the market were important. I think he, he was more inclined to do what
I’m afraid many regulators do, to tie reef-knots to make sure that you are safe.
Regulators have a very bad life, because they’re always blamed for anything that goes
wrong and never get the praise for things that go right, so there is a temptation to play
safe, and I think he fell into that camp. I may be misjudging him, but that is my view.
So, reform was clearly necessary, and since the so-called self-regulatory organisations
were not self-regulatory, they were very much doing what they had to do under statue.
There didn’t seem to me to be much point in perpetuating the myth that they were
self-regulating. And so, I began to talk in public about reforming the system on much
simpler lines, of having one body, presumably the Bank of England, to look after the
systemic risk in the banking system, but bringing into that surveillance the houses like
the big securities houses who represent some systemic risk, even though they are not
taking deposits from customers; and having a second body which dealt with all the
conduct of business, presumably built on the Securities and Investment Board, but
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taking in all the work of the self-regulatory organisations. And it didn’t really worry
me at that stage whether those self-regulatory bodies remained in some way as
subsidiary bodies of the SIB or were literally subsumed into it and became
departments of it. Either of those could work, providing the SIB had the total
authority at the top and not the half-baked authority that the Financial Services Act
gave it. Well now what’s happened of course is that after the Election the Labour
Government has decided to amalgamate those two ideas and to have only one body,
which I welcome. It’s actually more radical than anything I was suggesting, because I
was quite keen to keep the Bank of England involved in the systemic risk
surveillance, simply because there is a very close nexus between systemic risk and the
need to ensure the integrity of the financial system, which is the Bank’s other role.
But, I should mention here that the Government also has given the Bank of England a
greater degree of independence in the operation of monetary policy, and since I regard
that as the most important thing and the most important reform, and enormously
welcome it, I am quite prepared to see the Bank lose its surveillance role if that is the
price of receiving a degree of independence in the operation of monetary policy.

Were you surprised that it was given that independence?

I’m not surprised it was given it; I was surprised at the speed at which it was given it.
I wasn’t expecting the Labour Government to make that one of its first, first
achievements.

And were your talks with Andrew Large informal, or were you on some committee
with him?

Well he and I kept very closely in touch informally over the years.

Why, how did your relationship begin?

Well I’d always been involved in regulatory matters. I first met Andrew when he
came on the Stock Exchange Council after the reforms of 1986/87, so I got to know
him there. Just as I knew David Walker extremely well of course as a result of the
negotiations leading up to the Big Bang. So I remained very close both to David and
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to Andrew, and I suppose I’d had a twenty-years experience of the regulatory field,
and was fairly central to regulation over a long period, and I did have views on the
operation of the regulatory system and how it might be reformed, and so we always
kept in close touch.

And tell me a little about the personalities of each of those men.

David Walker first. Ex-Treasury, very enthusiastic, very thorough. A man of
imagination, energy, delightful company, civilised. If David ever had a fault it was
that he tended to think that the solution he had just come up with was going to work,
willy-nilly, and like a good ex-Treasury man wanted you to believe it. But he was
knockable and was quite prepared to shift his position when it proved not to be so.
Always open to discussion and willing to listen, and I think a good colleague. I
enjoyed working with David very much.

[End of Part 1]
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.....about David, and enjoying him. I don’t know if you wanted to say more about
David.

Did we catch the good colleague?

Oh yes. No, everything’s on there.

We caught that. We got ‘very much’ did we at the end?

Yes.

He was immensely helpful to me during the Stock Exchange reforms, and he has now
found a new career in Morgan Stanley which I think he is very enthusiastic about,
although it does involve a great deal of hard work and travel of a sort that I shouldn’t
think he had really catered for. Andrew Large...

And are you still close to him, do you still see each other a lot?

Oh yes, I still see David, yes, yes. No we are close to each other.

And would you be likely to see other during the working day, or do you spend leisure
time together?

Well mainly working day, because that’s been our relationship, but equally we have
done things together out of hours with our wives, and gone to this or that
entertainment, and...

By design rather than finding that you’re at the same thing?

No, by design, oh yes, yes, yes. And when we see each other at lunch or some other
time, we don’t confine our conversation to business matters. Andrew Large, a very
incisive and trained mind, a very careful thinker, much less extrovert than David,
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 14
C409/133/01 Side B [Part 2]

more of a, more of a thinker I think on his own, although again he, he much enjoys
gaining thoughts from conversation; and again is very good and has been very good at
seeing people at the right time, and keeping people in touch, and bothering to go and
find out what they think, when he is deliberating some change or reform. I think he
was a very good chairman of the SIB He was a longstanding practitioner in the Euro
debt markets, and brought that experience of having been a practitioner to the job,
which was very important, because the previous two, Kenneth Berrill and David, had
not been practitioners when they took on the job.

The little time I’ve spent with him, he seems somebody slightly apart.

Andrew?

Mm.

Well that’s I think a natural diffidence. As I say, he’s much less extrovert, as I said
just now, and I think people do find that, I think they find he’s, they think he is less
approachable. I’m not sure that’s so; I’ve never found him less approachable.

I haven’t found him unapproachable, but I suppose he’s somebody who almost, you
can almost see him being absolutely impartial, I would have thought, which must be
exactly what was needed for that job, wasn’t it?

Well I think if you are doing any regulatory job you must be impartial, and the more
you are seen to be impartial the better. So I think that’s a plus for him.

Mm, though he seemed almost to breathe it, it was so...it was so much physically part
of him in some strange way.

Yes, I don’t know whether that indicates anything or not. I’m not sure it does; I think
it’s a plus. I always say that people have another impression perhaps about him, and
that is, they might think he was quite diffident, and therefore possibly quite undecided
at times on what he really wants to do, but, I’m sure on occasions he is, we all are. I
can think of many occasions when faced with the most difficult decisions, one has, I
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don’t think dithered is quite the right word, but wavered, between one possible course
of action and another possible course of action, because they’ve both had things to be
said for them and things to be said against them. In the end of course if you are in the
chair and you are the leader, you’ve got to choose between those two courses of
action, and what you’ve got to do is to have the largest possible number of
conversations and get the largest possible number of opinions from other people
before you take that decision. And I think Andrew is in that mould, I think he
undoubtedly would have intellectually seen the case for and the case against any
course of action. It’s often a sadness to be born so intelligent because you do see, you
do tend to see the case for and the case against too clearly. Less intelligent people
take quicker decisions.

Mm. And what about his successor?

I’ve a lot of time for Howard Davies. I first met him when he was at the Audit
Commission, when curiously enough he was on the wrong side of the argument in the
business of local authority swaps, where a number of bankers lost a great deal of
money owing to the activities of the Hammersmith & Fulham local authority and one
or two other local authorities.

When you say he was on the wrong side...?

Well he was at the Audit Commission and he was pressing the point, if my memory
doesn’t escape me, that since the business was ultra vires the local authorities were
not liable for the losses, and therefore the losses fell on the banks. The banks’
argument at the time was of course that they had received instructions, they had
carried out those instructions under contract, and that the ruling that the local
authorities were acting ultra vires was a breaking of the contract. The banks lost that
argument in the courts and the...I think it went to the House of Lords, but my memory
may be wrong. And so that was where I first came across Howard, because he was on
the other side when I was at the British Bankers’ Association arguing the case for the
banks. So I formed an opinion of him then that said, well, I thought he was wrong,
but I did think he was very able. He then went to the CBI, as you know, where I think
he did a very good job. He is much younger than he looks, he is very articulate, he’s
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got a very fine sense of humour, but more important than that, he has got a good
antennae, he can sense the direction of an argument very quickly, and he’s very
intelligent. So when he emerged as the Deputy Governor of the Bank of England, I
welcomed him enormously. I thought he was a great asset to the Bank of England; I
thought he would bring into the Bank not only his verve and his ability to see the nub
of a question, but also some managerial ability, which of course the Deputy Governor
does need. And in some ways it’s sad that his tenure of office was a bit short at the
Bank; in other ways, I can’t think of a stronger candidate for the sorting out of the
new SIB than Howard. We all scratched our heads to try to think of candidates for
this job, and the head-hunters were getting quite concerned that they were finding it
difficult to unearth a suitable candidate, but I think Howard has the makeup that’s
necessary to make a success of it. He has a lot to learn on the matter of regulation,
because he hasn’t got a lot of experience of it.

It’s a rather thankless job isn’t it? Is his prize going to be that he becomes the
Governor?

Well I come back to what I said earlier, that the regulator never gets praised for when
things go right, because people don’t know about it. He only gets brickbats when
things go wrong. So it is a thankless task. Personally it’s more rewarding than that,
because you do feel if you’ve done a good job, and if you’ve made sure that a market
is stable, that you’ve done something that’s satisfactory, but nobody’s going to
actually notice, and nobody’s going to thank you for doing it.

And did he really have an option? I mean could he have said, ‘No thank you, I don’t
want that job’?

I think he could have said, ‘No thank you, I don’t want that,’ yes.

And will he be a Governor of the Bank of England, do you think?

I have no idea. I mean he, he’s clearly a candidate in the future, because he’s of an
age which makes him a candidate, but, who knows who’s going to be the next
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Governor of the Bank of England? It’s a matter for choice when the time comes. I
hope Eddie will go on being Governor for a while yet.

And, if he had said no, do you know who the candidate would have been next, for the
SIB?

No, I don’t, no. No.

And when I was talking to Charlie McVeigh shortly after the Labour Government got
it, he said that some Labour representatives had come to Salomon in the run-up to the
Election to ask what people there felt about the Financial Services Act.

Yes.

And that Charlie’s attitude at that point had been that there was a lot wrong with it,
but he assumed that’s how life had to be, and that it was in some way immutable. And
how impressive it was that they had come to ask in the first place, and then had
actually listened. Did comparable things happen here?

Yes. Yes, I had long conversations with Alistair Darling, who was in charge of
thinking through that particular aspect of Labour Party policy, and he was impressive,
he did bother to ask questions, he did listen to the views. I gave you my views earlier
about, thought there should be these two bodies, and Alistair will have had all that
from me. And he will have gone round a lot of people asking the same questions.
And I think it was impressive; I think the trouble that some of those people in the
Labour Party took to try and learn about policy was a breath of fresh air. You have to
remember that when the Financial Services Act came in, I found myself being told
either on the day after or at very best the night before some crucial amendment came
in to the Act, with no consultation whatever. It was a badly handled Act. And the
trouble that the Labour Party people have taken is in stark contrast.

Did you vote for them?

Would I vote for the Labour Party?
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Did you?

Well, I can easily answer that, because my Member of Parliament is my oldest friend,
who happens to be Peter Brooke, who is a Conservative, and he’s a very very good
Member of Parliament, so I vote for my Member of Parliament.

If you lived somewhere else, how would you have voted?

It would have been a difficult decision this time, because I think the Conservative
Party is taking the wrong stance on Europe, and I think that’s very serious. And I
would have wanted to quiz my MP, whoever he was trying to be, whoever it was
trying to be the MP, I must get the English right, on that particular aspect. But the
Labour Party has astonishingly adopted a number of policies which I’ve always
regarded as very important policies, not least the independence of the Bank of
England, and a more positive attitude to Europe and the single currency.

Are you happy with what’s been said so far, that it won’t be in the life of this
Government, but the implication is, it might be in the next?

Look, I’m waiting for, I’m waiting of course for Gordon Brown’s tax policy, which
will be an interesting judge, interesting touchstone of how far they’ve gone. But I was
musing about politics the other day, and it’s nothing original, but I think John Major,
who is criticised far more than he should be, I believe his major achievement was
winning the ’92 Election, because it staved off an unsatisfactory Labour Party for
another five years, and it forced the Labour Party into rethinking its policies. And had
they won in 1992 I don’t believe the then Labour Party, although Neil Kinnock was
trying to reform it, would have said, ‘We will continue the policies of fiscal
responsibility and low inflation that the Conservative Government was then pursuing
before this last Election’; I don’t think the Labour Government would have
denationalised the industries that have been denationalised in the last five years,
which I think has been to the benefit of the U.K. economy.

Including the railways?
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I don’t think they would have carried out the reform of the Bank of England. I think
they would have put taxes up: John Smith said they would, I think it’s why he lost the
Election. So, I think John Major did us all a great service in staving all that off for
another five years, because this is a trading economy and we’re not going to succeed
unless we trade successfully, and we must pursue policies that are fiscally responsible,
low inflation, policies that will encourage trade and the formation of wealth.

Was privatisation of the railways a good thing?

Yes it was, yes, certainly, yes.

But do you think...

He State shouldn’t run industries. The State is inefficient by its very nature. It gets
into the hands of monopoly trade unions, it doesn’t attract really good top managers,
and it feels all the time that the taxpayer will in the end bail it out. And you can look
at industry after industry and see how badly the State ran those industries, and I’m all
for maximum denationalisation.

And over joining the European currency, would you rather it did happen in this
current Parliament?

Yes, I mean, Gordon Brown’s Statement yesterday is very close to my views and
what I would like to see, except that he didn’t actually name a future date. I think it
was disappointing that he really ruled it out until after the next Election. But the more
positive stance that he made, and the fact that he said, ‘We have supported the
concept,’ was something new from a government leader. I’ve always been in favour
of the single currency, providing it is stable and providing it’s well run, which is
really what he was saying yesterday. I’ve never been in favour of rushing it. I’ve
always thought that January ’99 was rushing it, because there are several aspects of
disequilibrium in Europe that need to be dealt with, not least in the labour market, and
I do think there are the seeds of instability in rushing it. I would really have liked the
whole of Europe to have named a slightly more distant date in the Maastricht Treaty
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than 1999, but there we are, they haven’t. What will now happen I believe is that a
core group of countries will go ahead and that we will be sucked in at a later date.

And do you know Gordon Brown?

I don’t know Gordon Brown, no. No, I’ve never met.

And what about Tony Blair?

I’ve never met... Well, I’ve met Tony Blair once, yes, many years ago when he was
very new and a very junior Minister, a junior shadow Minister. And I seem to recall
then that he was much more left wing than he is today.

And are you in general optimistic about this Government, or not?

Well, it’s early times in my view. They’ve been making a lot of the right noises,
they’ve been not rushing major decisions, they haven’t felt macho in the sense that
they’ve felt they have to bring in this or that legislation too quickly in many areas of
policy, and a number of the things that they stand for are very much things that I stand
for too. So, so far I’m pleased with what they’ve done. They’ll clearly face a few
heffalump traps, not least on devolution, because I believe they’ve gone the wrong
way about that; I think they should have had the referendum after publishing the
details rather than before, whereas now they’ve got not overwhelming support frankly
for the devolution proposals, and they have to set to and work out the details and they
may find there are some problems in doing that.

Were you in favour of devolution?

I think the strength of feeling in Scotland is so strong today that it’s impossible not to
have some form of devolution. It has grown in the last ten years, because I’ve been
involved I suppose in Scottish affairs since the Scottish Stock Exchange was part of
the Exchange, and it’s noticeably grown among thinking people and commercial
people.
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In a way that you feel is authentic, or do you feel it’s slightly being manufactured?

Well it’s partly fear, partly fear, because people know there’s a growing feeling;
people know that the Scottish Nationalists want to go too far, so they feel that
throwing a sop to Cerberus is quite a good plan. But I do think there’s also quite a
strong feeling that, you know, we the Scots are different, and we’re a bit fed up with
being mucked around by people in Westminster.

Mm. And, before we actually start talking about what’s happened at the TSB, you
said that there were two other areas that you wanted to add from the previous
recording, one relating to the amount of travel that was part of life, and two, to do
with public speaking and those sorts of engagements.

Well I was only asking myself the question, when I was re-reading what we had
discussed before, does this recording really bring out the sheer pressure of the job? I
don’t think it did. I think my thirteen years at the Stock Exchange were extremely
pressurised. Maybe when the first recording was done I hadn’t noticed it, because I
was in the thick of it. But having had a more orderly existence since I realise now
how pressurised it was, and thank goodness I took it on when I was very young,
because I think if I had taken it on in my late fifties it would have been more difficult
to stand the pressure.

And in retrospect...

And it wasn’t just the pressure of the day-to-day administration, the day-to-day
dealing with the policy evolution; it was also a lot of travel, both inside and outside
the United Kingdom, to go and meet people, attend conferences, speak to assembled
groups of people, but it was also, taking up that last point, a huge number of public
appearances on platforms, some planned, some unplanned, and the planned ones of
course taking a great deal of preparation time. So the pressures of the job were
enormous.

And what do you feel about that in retrospect? Do you think that was fair enough, or
do you rather resent it?
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Well it was fair enough, because I was willing to do it. Somebody else, and I think
today particularly, might take a different view, because it wasn’t a paid job, it was
unpaid, and I think I should have been certified frankly for taking it on. But I enjoyed
it, and I wanted to do it, but frankly I wouldn’t have missed it for the world, because it
had enormous advantages.

Which were?

Well, feeling that you are at the centre of affairs, that you are going to have, if you
play your cards right, some influence on change, feeling that you have a chance to
manage that change. Meeting interesting people, getting to know people not just in
government, by which I mean Westminster and Whitehall, but also across industry
and commerce, was fascinating, and if I had only remained as a stockbroker I would
never have met such a huge range of people. So I think there were big advantages in
doing the job. It was also intellectually very stimulating, there was never a dull
moment. I talked earlier about the problems of choosing this course of action or that
course of action; well I find that an extremely interesting intellectual process.

So are you implying that there are some dull moments now?

No I’m not implying that. I think I’m implying that since leaving the Exchange I’ve
moved into a more structured environment, but more important probably, I’m no
longer Chairman, and so, since I am no longer Chairman I have a little more time to
do other things.

And you still do quite a lot of public speaking. It’s something you enjoy presumably?

Well I enjoy it and I don’t enjoy it. I enjoy the reaction of an audience; I enjoy the
composition of parts of what I’m going to say; but I won’t pretend that I am entirely
nerveless. I usually.. Nobody is entirely nerveless. And sometimes I take on a
speaking engagement which I greatly regret the nearer it gets. But I think it’s the job,
I think you, certainly at the Exchange I felt very strongly that I should carry out the
function fully, and that if there was a good-sized audience to whom one could get
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across the views of the capital markets, the views of savers, the need for reform, the
need for financial reform, economic reform, tax reform, you name it, then I felt I
ought to appear. So I tended to accept, whenever there was a reasonable audience that
could hear those messages. And I think the same is true today, although thankfully I
am invited rather less today than I used to be.

Have you ever had any training in public speaking?

No. No.

And did you ever do any acting?

Well I was thinking when you asked me, did I have any training. The answer is, no I
had no formal training, but I was put through it at school.

What did you play?

Well the first test was reading the lessons in the Marlborough College chapel, which
was a cavernous building, a very long thin building, and the boys, because there
weren’t any girls in those days, sat facing each other like the House of Commons, and
at the far end there was a gallery in which the very junior boys sat, and the reader of
the lesson was up by the altar and had to project his voice so that it reached the back
end of the gallery. And there were no microphones. And so you learnt a lot about
articulation and voice projection in an acoustic of that sort. And then I didn’t act, but
I did perform in cabaret, because I used to write the school’s end-of-term concert and
perform in it; I didn’t write it all, but wrote substantial parts of it, and performed in it,
and...

Can you remember any of it?

The first time I did that I recall the English master standing at the back of the
Memorial Hall at Marlborough where the acoustic was very difficult, it’s a much
smaller building, but there was something very curious about the acoustic, and was
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shouting at me that he couldn’t hear. And so, you have to change your articulation.
And I’ve never had a problem since those days...

Just tell me a little about these cabarets.

...in judging the acoustic of a room or a building, because I have subsequently read
lessons in King’s College Chapel in Cambridge, which is a totally different acoustic
from other buildings that I’ve had to read in. So I think I can judge the acoustic of a
room rather successfully as a result of that early training.

Tell me a little bit about one of the cabarets.

Oh it’s not even worth dwelling on. It was the usual knockabout sketches at end-ofterm concerts.

To do with the school, or wider politics, or what would it be?

Oh, anything, anything. It could be linked with the school. I adopted an idea of my
elder brothers of adapting the tune and rhythm of Much Binding in the Marsh, which
you may remember as an old radio programme, and I always used to, I used to wind
up the end-of-term concert with themes of criticising members of the common room,
the masters and staff, using that, those lyrics, and writing our own lyrics to those, to
that music. But the other sketches would have been anything; they would have been
cribbed from the radio or whatever.

[End of Part 2]
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And then the other aspect was a group that used to sing Negro spirituals and other
songs out of the Yale University Songbook, at the same concerts. And of course my
whole singing career was I think important in the training on articulation and
projection of the voice.

And, when I came in I was asking you how you had been, because I knew you hadn’t
been very well, and you said that uncharacteristically for you, you had actually spent
a couple of days in bed, and that also uncharacteristically you had realised it was
quite a pleasurable way to be. How seriously should I take this?

Well I think I was pulling your leg a bit.

Right.

I get... My wife would tell you, I get extremely frustrated lying in bed, or if I’m doing
nothing at all.

So you’re not really planning to slow down at all?

No, I think I plan to change rather than slow down. I think, as one gets older one
inevitably does slow down, because you notice that the legs aren’t working quite as
well as they used to, and the wrists are extremely annoying because I’ve now got
rheumatoid arthritis in the wrists, and so it’s not possible to write in quite the fluent
way that one used to write. But you cope with those physical disadvantages. I don’t
notice any slowing down of the thinking process, and I certainly would like to
continue writing, researching the arts and the decorative arts and so on that I’m keen
on. I’m still supposed to be writing Matthew Boulton’s biography, which I haven’t
got round to since we last spoke. So there’s plenty to do, and I’m not short of jobs at
the moment, so those writing projects are not going to get done in the near future. So,
most of my writing has been rather short pieces in the last two or three years.

Right. And you will stay here until when, or is that unclear?
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Yes, my contract here goes through to May 1999. Whether the board will want me to
extend that I don’t know, but that is the date which they have to think about, and that I
have to think about, and I don’t have a view at the moment on whether I shall stay or
leave.

Right. And in the previous recording, there’s some very general remarks about the
first five years here, and how you had honed down the personnel and looked at what
the priorities were, and I still actually, from reading that, I didn’t have a very clear
picture of what it was like to be Nicholas Goodison at that point on a daily basis, how
pressurised that was, who you were really seeing within the organisation all the time.
Can you think back to that first five years, before we move on to what happened next?

Yes, well I found assuming the chair at TSP a very interesting experience. I was
extremely glad that I had had thirteen years’ experience of chairing the Stock
Exchange, because that had taught me a tremendous amount about the chairing of
meetings, the planning of agendas, the formation of policy and strategy and the need
to consult as widely as you possibly can before you come to a decision, or try to lead a
decision in the board. And so I didn’t, I didn’t have a huge learning curve on all those
matters. Equally I found that there was a tremendous amount to be done. Now I can’t
pretend that, nor did I pretend this of course when I assumed the chair of the Stock
Exchange, I can’t pretend that I had a very clear one hundred per cent worked out
agenda in 1989, I certainly didn’t, and I had to spend a great deal of time learning
about the organisation and coming to a view on what needed to be done. That took
many months, and it took many months not just of reading, learning about the
business, but of meeting people, which was crucial, and that’s not just people in the
head office, it’s people out there in the field actually doing the job. And I certainly
didn’t feel qualified to have a view on what needed to be done until I had done all
that. There were some things that were obvious, and that didn’t need a great deal of
research. For example the managers, who were excellent people, but were too limited
to carry TSP on to the further developments of the future; they were the right people
no doubt to have developed TSP up to that point, but I think they all, they knew in
their bones that they were not the right people for the future. The board was far too
big, there were far too many subsidiary companies; there wasn’t a company called
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TSP Bank believe it or not, there were a whole series of subsidiary banks but no one
bank to co-ordinate them all. There were non-executive directors of all the subsidiary
companies. I think those things were not difficult to analyse and.....

[break in recording]

Would you been analysing these on your own? I mean how were you...?

Oh you never do anything on your own; you have to in the end form your opinion on
your own, but in the forming of that opinion and in the process of discovery you need
to go through this process of talking to people and listening to people.

I understand about going and talking to the various people, but was there someone
who you were developing your ideas with in a constant way at all?

Well there were people on the board of directors, and I had two deputy chairmen, Ian
Fraser of Lazard’s and Bob Clark of Hill Samuel, who I used to use as touchstones on
these matters, we used to meet regularly once a month to survey progress and survey
how thoughts were evolving, and they were helpful in implementing some of the early
reforms. And then of course there were the executives, Philip Charlton the then Chief
Executive for example, who again I would have discussed a lot with; Peter Rowland
who alas has died, the Company Secretary, a superb company secretary. I’ve always
regarded the company secretary as the conscience of the company, so, and he was a
man of longstanding in TSB, again a very valuable confidant. So, you must converse
and consult. And then of course you have to come to the moment of decision. Well,
the first obvious decision was that the board had to be reduced in number, and the
advisory boards all over the country had to be abolished and the structure of the
company had to be changed so that there was one central TSB Bank with all the other
banks as its subsidiary, and the subsidiary companies on which all these nonexecutive directors sat could then be turned into executive companies and the nonexecutives could depart from those boards. And all that was done in the first six
months or so. You’ve then got to identify your top management and make sure that
you’ve got the right people in the right places, and that took time. And then, after that
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you hope the top management will form their views on the future shape of the
business. So, it was a hectic first year, learning and taking the early decisions.

And would you be awake at night mentally working on it, or are you quite good at...?

No, no I’m good at sleeping. Yes, no I can, I can lay off. That’s one of the strengths I
think of, one of the great advantages I think of having strong outside interests.

And would you have talked to your wife about what you were planning at the bank?

Sometimes, yes about people. But I wouldn’t bother her with many details of the
business because she leads her own life and has her things to think about, and worry
about, and I don’t think it’s her job to sort out my business affairs. It’s not my job
either to sort out her chairmanship of the Godolphin and Latymer school, you know.
But every now and then if you want to share a particular thorny problem of a
personality or something, you might say, ‘Well, what would you do in the
circumstances that face me?’ But we don’t do that too often, just occasionally. I
think by not abusing that right too often you get better value. So anyway, in the first
six months or so, but the dates are all documented, we did reduce the size of the
board, we did ask something approaching a hundred directors to leave their posts,
either advisory boards or non-executive posts, and we began the process of
reorganising the management. And as you know the crucial appointment was
bringing Peter Ellwood in to run the retail bank, the bank I’ve just talked about, TSB
Bank, in the autumn of 1989. And he came from Barclaycard, which he had been
running, and it was Peter’s importation into the company that really enabled us to get
TSB onto the platform of success that we wanted.

And you knew him well?

No, I’d never met him. No, he was head-hunted.

By whom?
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By Russell Reynolds. He was head-hunted by them under the direction of Don
McCrickard who was the then Chief Executive of Banking in TSB, and Don showed
me the two candidates who got through to the final, that both he and I were convinced
that Peter Ellwood was the right man to put into the retail bank. He had a retail
banking background, he was very impressive in interview, and...

When you say that, what do you actually mean, what was impressive about him?

Well he had thought about the job very deeply; he had views on what he thought
needed to be done. He was very articulate; he knew his banking, he was a banker; he
knew what was meant by risk; he appeared to be a man who would inspire other
people, which was very important. And he was different. He quite clearly was not
the sort of culture of the old savings bank. He was a retailer, and it was very
important to bring in a retailer, somebody who really would think customer customer
customer, service service service, you know, how can we attract and keep customers
by providing them with the products and services that they want, how can we delight
the customer, how can we use the strengths of this wonderful franchise to enhance the
standing and profitability of TSB? He had thought through all those things. And he
was a very good choice, because he proceeded to build a good team of people around
him, mainly imported from outside. And when the time came to change the group
chief executive Peter was the obvious choice to take on because by then he was honed
and had experience of TSB and had done a very good job in stabilising the income.
That is a very important point, because I didn’t realise it when I took the job on, but I
found out about it afterwards, and that is that so much of TSB’s pre-tax profit relied
on these very low interest, high margin deposit accounts going back into history, and
they clearly were not sustainable, because as time went by the depositors would
realise they were not getting a very good deal, and would move their money to Abbey
National or Halifax or somewhere else. And Peter set about, at some risk, reducing
TSB’s dependence on those accounts by persuading customers to switch into lower
margin, higher interest accounts, and by developing the other sources of income, like
insurance and so on, and within four years or so had converted the quality of the
income of the TSB Bank to such a degree that we were able to say, we now have a
very solid income base, which we didn’t have.
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So the impression you are giving is that you supported him while he led. Is that the
right balance?

That’s the job of a chairman. And the job of a chairman is to represent the board, to
run the agenda of the board, to ensure that the board has everything it needs to form
strategy and policy and monitor the business, and to help and advise the chief
executive in every sense of the word. It’s very much a one-over-one relationship, and
if the chief executive is in some ways not doing a good job, the chairman should tell
him so, and should have it out with him, and you have to have a very special
relationship.

So on a daily basis, how much time did you spend together, how did it actually work
in practice?

Oh, assuming we were in the office, we would have seen each other every day. We
had a regular weekly session to discuss whatever had to be discussed, and in addition
to that we would have had the more formal sessions planning the board agendas and
that sort of thing. And then of course the board meetings and any other incidental
meetings where you had to meet each other in order to deal with, I don’t know, the
annual report or deal with a particular evolution of policy, or, the most important of
all, the meetings on strategy.

And was it a very stable relationship, or were there ups and downs?

Peter and I?

Mm.

I think a very good relationship. We’re very different people. I mean I’m more of the
intellectual, less of a businessman, more of a public person; Peter is a very hands-on
manager, trained as a manager, a team-builder, a team leader, articulate but up-todate, this will change I hope, less seen in public, and a very practical businessman.
And I think we, we both bring strengths to the party, both did bring strengths to the
party, which were complementary, and filled in gaps that the other one didn’t have.
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And we had a very close relationship, I mean, I never felt remotely abashed if I was
saying to Peter, ‘I don’t think you’re doing this quite right,’ or ‘I think in making your
presentation to the board you might concentrate more on this or that aspect of your
delivery,’ or whatever, I think quite personal things, and I don’t think he ever felt
abashed in suggesting that I might do things differently too, if he felt it. I certainly
would encourage it.

Can you think of any instances?

Well, I suppose the main instance is the guidance of Peter in his development of his
relationships, both with managers and with the board. Because this was a big job, a
big change from his previous job. Barclaycard was fairly big, but it wasn’t the same
size as running a, you know, the fortieth biggest listed company in the country, and so
he needed quite a lot of help and advice on how to present things. Peter’s a bit
messianic, he was apt to stand up on the podium and preach the rosiest of futures, and
so on, and sometimes, you know, that needed to be toned down. And certainly in the
board, that sort of thing doesn’t go down very well, so, he needed some advice on
that, and I think, I think that was one example of advice. He’s the best chief executive
I ever worked with, beyond any shadow of doubt.

And again, would you have been seeing each other out of work as well, or was it
predominantly...?

No, no, hardly at all, except at functions which we do together for the bank. But we
get on very well together, and there’s a shared interest in music as well which is,
which is happy.

And do you have a similar sense of humour?

Peter? Oh yes, he has a sense of humour, yes. Yes. He needs sometimes to be
cajoled not to bring it out, but it’s there.

And so, how did things then develop?
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Well we had, we went through two or three really difficult years, because, and I have
a regret and I’ll come to it in a minute, because we ran into the problems of the
recession of 1990 and 1991. Now the first blow that hit me was the loss of some
eighty-plus million pounds in the swaps market, which we mentioned briefly earlier.
Well the background to that was that TSB in its attempts to establish itself as a real
proper bank wanted to do all sorts of things that were beyond the training and ability
of the people in the bank, and one of these was having a sophisticated treasury, and
dealing in derivatives and so on. And TSB had a very strong connection with local
authorities, and so it found itself dealing in these very sophisticated derivatives, not
really knowing what the risks were. And then, calamity of course struck, and the
ruling came that the contracts which Hammersmith & Fulham and other local
authorities had entered into were ultra vires and TSB had to stand the loss, because it
was on the other side of the contract. Now that came as a bolt out of the blue, I mean
I had no idea that was in the woodwork. That was followed by the recession of 1990
when it became obvious that a number of the loans that had been made through Hill
Samuel, some going back many years made by Hill Samuel who specialised in the
property market, and others made since the acquisition of Hill Samuel by TSB’s
throwing capital at Hill Samuel saying, yes, enlarge the corporate book throughout
1988 and part of 1989, many of those loans going wrong, and some of them turning
out to be loans to property companies that should never have had money lent to them.
And the losses were very bad, and they affected the profit and loss account of the
overall group in a very serious manner in 1990 and 1991, to such an extent that we got
down more or less to break even in the second year. And that of course was despite
the retail bank, the TSB Bank, still doing pretty well. So it was a very difficult two
years, and bear in mind that throughout that period we were also changing the
management, changing the structure of the group, and the public perception was one
of, I suppose failure, one of not doing at all well, although we did maintain the
dividend, and we did make remarks about the health of the retail bank, but the public
perception looks at the bottom line, the profit and loss account, and says, oh, what a
cock-up. They also noticed that we closed down the Target Group which TSB had
also bought in 1987 I think for £220 million and was worth precisely nothing. And I
think the total loss there was probably about £350 million, a lot of money. And of
course the press and the analysts are very often out of phase. They see the current
figures that result from all these provisions and providing for the past losses, and they
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don’t look at the future recovery that’s built in by what you are doing. And so it was
a difficult time.

And when you’re under those sorts of pressures, do you get depressed, do you stay
detached?

No, because...

How do you deal with it?

Well, no, I didn’t get depressed. I knew it was going to come right, because I knew
that the new management were getting a grip on these problems, and when Peter
became Group Chief Executive in 1992 a further very thorough review of all the bad
debts was undertaken by Mike Fairey under his direction, and we knew by the end of
’92 that we had bottomed the problem. And so we knew the extent of the losses, we
knew we had provided for them, the economy was beginning to recover, we knew that
the health of the retail bank would become the obvious feature of TSB within a year,
and so it did. And so, in ‘93/94 you saw profits recovering very steeply. But by the
time we merged with Lloyds we were running at a pre-tax profit of £500 million,
which was far higher than when I even became Chairman, when, I told you, those
profits were actually phoney, to the extent that they relied so heavily on these low
interest accounts. We were running at a profit of £500 million, it would have been
£600 million post-merger incidentally, so we were very much on the up, with a very
much higher quality of income, so it was a great achievement in my view.

But a lot of the problems that came to the surface absolutely pre-dated you. It must
be rather...

No they didn’t totally predate me, because, that’s what I’m going to admit to my
regret.

Ah.
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And my regret is this. That when I took on the chair, I identified the main task of
sorting out the retail bank, because the retail bank was, I don’t know what figure but
shall we say eighty per cent of the business. And quite clearly it was in the wrong
shape, had the wrong mix of income, and needed very substantial reform, and a huge
amount of time devoted to it to get it right. And I didn’t devote enough time I’m
afraid to the corporate bank, which was still lending during the first year or so of my
chairmanship. And I was being told at the time, and it’s no excuse, but I was being
told that these were the real professionals, they knew about corporate banking, and it
was the TSB people who didn’t know about corporate banking, but these were the real
professionals and it was all all right, and we had assurance after assurance that that
loan book was in good shape. And it wasn’t. So my regret was not right at the
beginning pulling in some outside expertise, new management, and saying, ‘Look, I
don’t know if there’s a problem here or not, but I just want this run superbly; if we’re
trying to be corporate bankers, let’s run it superbly.’ That’s a regret.

And so in other words if you were suddenly to become chairman of another
organisation, you would probably do it as a safeguard even if there wasn’t a warning
bell going?

Yes, experience is a name everyone gives to his mistakes; I would undoubtedly, I
would...even before I took the chair I think I would want a very very thorough
examination of every aspect of the business. And it’s very difficult to achieve,
because there will be things lurking that are never found by the most thorough
examination. But we’ll have to go back to the ethos of the time too, because in 1989
we were still in a raging bull market. Nobody, absolutely nobody forecast the
recession. They were talking about a soft landing. The Treasury went on talking
about a soft landing throughout 1990 I seem to remember. And so, I can excuse
myself to that extent, I really was deceived by the mood of the times, that lending
appeared to be all right.

But nevertheless, even taking that into account, you still were really suffering from a
lot of decisions made many years before you took on the job.

Yes, that is true.
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It must be very disquieting to be seen as the figurehead of this organisation, because
nobody actually says, oh well of course he’s dealing with things that predated him.
You are seen as the focus of this organisation of...

Yes, there is an unfairness about that.

Mm. How do you deal with that?

Well you have to live with it.

But do you find it difficult?

It is difficult that, because headlines and press commentary written by young people
who don’t know the background, they say, ‘Oh what a cock-up, this chap ought to go,
he’s obviously no good, you know, he’s too intellectual, he’s not experienced enough
in banking, what’s he doing there?’ You get those brickbats, but you just have to
know that what you’re doing is right, you have to know in your bones that the results
of what you are doing will be seen in due course and live through to it. You can’t
stand up on a platform and say, ‘Oh run away you twerps, I know what I’m doing is
right,’ because that’s arrogant, and will sound conceited, and that’s not an image you
want to give. What you’ve got to get across is an image of hard-working integrity,
and as long as you can cross your heart and say that everything I’m doing is done with
integrity, and done with the right intent, you will live through it.

Even though your experience was in a very different kind of organisation?

Well I’d been through it all before. That I think gave me a lot of strength, because I
had been through periods of the Stock Exchange when I was being criticised, publicly,
in my view unjustifiably at the time, while knowing at the time that – well, not
knowing, but anyway having a good guess – that what I was doing was going to be
seen to be the right thing in due course. And that started of course very early days
with the Talisman system for settlement in the Stock Exchange, that was the first
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experience I had of that. Immense criticism. But I felt it was the right thing to do,
and was prepared to back it and prepared to fall if it fell and it all went wrong.

[End of Part 3]
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Tape 2 Side B [Part 4]

And you must be prepared to fall if what you’ve backed goes wrong, that’s part of the
risk. In fact it’s the most substantial risk in the game of being at the top.

And have you ever in any of your positions thought of resigning, have you ever really
thought that you were so up against it there was...?

I’ve never been faced by an ethical decision, I’ve never been faced by a resigning
decision where I felt that I must because I’ve lost the confidence of my immediate
board or council or executive. And I’ve never had a point of principle on which I felt
that I ought to resign. I think the only occasion I ever came near to even
contemplating it was when I felt, at one point during my Stock Exchange career, well,
am I getting too tired, too exhausted, can I really see through the next three, four
years? And I came through that.

How long did that last?

It lasted about two months. A lot of soul-searching.

By yourself? I mean how do you, Nicholas Goodison, soul-search?

I retire into my shell and try and sort it out. I suppose sometimes my immediate
helpers and supporters know something’s going on, and it comes out in conversation
perhaps. But it wasn’t a crisis, it wasn’t a point that...I didn’t get to the point where I
threw up my hands and said, ‘Look, I don’t know how to sort myself out on this’.

Do you ever cry?

And I wasn’t sleeping very well at the time, going back to your earlier question,
which I’m sure was part of the cause.

Do you ever cry?
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Only at times of extreme, what’s the word, extreme emotion caused by music or
drama, or something of that sort.

In other words...

There are moments in opera, moments in books, which I find extremely melting.

Can you think of any?

Well there are quite a lot. I mean there are moments in the denouement in certain
Jane Austen novels, and the silly thing is that you think you’ve recovered the first
time, you don’t think it will happen the second time, and it does. There are moments
of sheer beauty in certain operas by Janacek or Puccini where there’s a denouement in
the drama. It’s usually a denouement in the drama, or some, some change in the, in
the attitude of a character that alters the whole sense of the drama.

So it’s a moment of release of some sort?

Yes. Aristotle had it very well I thought, that drama is about catharsis, it’s about pity
and fear, and that the whole purpose of drama is cathartic, and that if you, if your
emotions are released in immersing yourself, I call it drama, but let’s also extend that
to music or poetry, then that particular emotion is released in those moments.

Do you ever lose your temper?

No. I’ve never seen the point. My father used to. And I used to say to myself, no,
I’m not going to. So, on the very few occasions in my life I’ve felt it might be
appropriate to do so, I’ve always managed to rein back and not do so.

Do you ever get the giggles?

Used to. By giggles I mean, does one just laugh so much that you can’t stop, is that
what you mean?
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Or inappropriate circumstances.

In a what?

Or getting them in inappropriate circumstances, being overwhelmed by them.

No. No I...no that wouldn’t happen, no, no. I sometimes have moments of great
amusement in a meeting or something when somebody is making such an ass of
himself and doesn’t really know he is making an ass of himself, because it’s a manner,
or he’s used some completely inappropriate language, which could be satirised, it
almost becomes a satire in itself.

And when you were going through this period at the Stock Exchange where you
weren’t sure whether you would keep going or not, I mean did it occur to you to go
and be analysed or anything like that?

No. No, I wouldn’t have done that, no.

And would you have been talking to your wife about it, or not?

Well, clearly she would be the closest confidante on such occasions, but, I don’t think
she would have taken me seriously if I had said I was thinking of leaving. I think she
would have realised that I knew in my bones the job wasn’t finished, and that even if I
used the words, ‘was there any point in carrying on with this?’ I wouldn’t deep down
have meant it. She’s a great strength. So, I don’t think it would have come out that
way; I think we would have discussed the job, we would have discussed the problems,
at moments like that, but we wouldn’t have got to the point of my saying to her, ‘Look
darling I’m thinking of resigning’. I think I knew in my bones I wouldn’t have
course.

So you were almost having a little game with yourself.
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So it was a private thought, that if this sort of feeling that it wasn’t going to work
persisted, would I have to ask myself the question? I think that’s probably closer to
the truth.

Mm.

But that’s the only occasion I can remember.

Right. So going back to the TSB story.

Yes.

I mean, you’ve mentioned it in passing, I think there may be some things to say in
between, but how did the Lloyds merger happen? How...when did it...?

Well that’s a very interesting question. We knew by the end of 1992 that we had
sorted out the basic problems of the company, and we knew that the profits would
recover, we knew that we had produced a new TSB with high quality income, high
quality assets, which incidentally should always be the prime aim of any banker. We
knew that we still had an unsatisfactory set-up in Hill Samuel, a merchant bank of
good reputation going back many many years but not frankly big enough, and not a
company in which we would want to invest a lot of capital for the future. We didn’t
want to get into investment banking in a big way, didn’t want to get into equities
trading – too risky, too many problems inherent in different salary structures, paid to
investment bankers and retail bankers. So we knew the agenda wasn’t finished. We
also knew as a result of a great deal of analysis that we had carried out since 1990, a
little earlier actually, because I’m very keen on developing strategic options, that the
company wasn’t big enough. We knew that it was the fifth or sixth biggest bank, and
you don’t want to be the fifth or sixth biggest bank in a developed market, and the UK
banking market has too many competitors in it, it’s too commoditised. To be the fifth
and sixth biggest bank in that sort of market is not going to give your shareholders a
long-term prosperous future in the sense of growing profits. We could see a plateau
three years out. We reckoned we could increase the profits in ’ninety...I must get my
years right, ’93, ’94, ’95, ’96, probably ’97, and then there was a plateau. And then
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 41
C409/133/02 Side B [Part 4]

that might be eroded because the competition would reduce the profit margins on
various products that we were entrenched in, like customers’ deposits, general
insurance, life assurance, mortgage lending and so on. So we knew we had to merge
or take over or be taken over within the industries in which we operated in the retail
market, that’s banking and insurance. We did a lot of work on the candidates, and as
early as 1990 we identified Lloyds Bank retail as if not the prime candidate, as a
prime candidate for the potential merger with TSB’s retail bank.

Why?

Because Lloyds had an excellent franchise across the country, concentrated on the
Midlands to the south, south-east, south-west, in a more A B type of customer, and
TSB had an excellent franchise in the Midlands going north, north-east, north-west
and Scotland, with a more C D type of customer. Lloyds had also followed TSB into
becoming a bancassurer, had developed a lot of assurance business on the back of its
banking, although it wasn’t as integrated as TSB. So it was a prime candidate in
terms of business mix, and roughly the same size, the retail bank, roughly the same
size. What Lloyds of course had in addition to that was a big commercial bank,
corporate bank, and some overseas interests in South America and New Zealand. But
back in 1990 I did have an informal discussion with Jeremy Morse, who I knew very
well, who was Chairman of Lloyds, and it was clear then that Lloyds were not
interested in developing their retail bank, they were thinking more in terms of
developing as an all-service bank, and as you know they subsequently tried to buy the
Midland Bank, and then they tried to buy Standard & Chartered – other way round I
think – to develop their commercial business as well as their retail business.
However, towards the end of 1995 they were approached by Cheltenham &
Gloucester Building Society, who wanted to find a new home, preferably in one of the
big banks, and Lloyds agreed to buy the Cheltenham & Gloucester Building Society,
and that completely altered the slant of Lloyds’ business towards retail. And we got
fairly excited about this, and by the middle of nineteen ninety – I’ve got the years
wrong, haven’t I? Where are we now? – the middle of ’95 they bought the
Cheltenham & Gloucester - at the end of ’94 I think, Lloyds started thinking about us,
but unbeknownst to us. And we were very much thinking about Lloyds but neither of
us wanted to approach the other.
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Because?

Well I didn’t want to approach Lloyds because TSB by then was getting into the
process as a take-over candidate, and I didn’t want to destabilise TSB, because
rumours are very bad for you, and if it had got into the press that we were talking to
Lloyds, that would have been judged by the market to be a take-over by Lloyds, and
that would have destabilised TSB, would have put us into play, to use the market
terminology; it would have been an admission that we needed a merger, which in the
long term we did, but in the short term we didn’t. And of course destabilisation is not
a good thing because your senior people start thinking, oh well there’s no great future
here, if we’re going to be taken over I might as well go and get a job somewhere else.

And really...

And Robin Ibbs and Brian Pitman didn’t want to approach us, because they had tried
and failed on Standard & Chartered and the Midland and didn’t want a third failure, in
public terms.

So what you’re also saying it is, that it is quite impossible for the two sides to meet
utterly informally and confidentially without something getting out?

Well you can, but then you’ve got to think, if that goes well, you’ve got to enlarge it,
and the more you enlarge it the more the risk of a leak. Well, as luck would have it,
Terry Eccles of JP Morgan were acting for, I think for Cheltenham & Gloucester, in
the take-over by Lloyds, and Terry Eccles of JP Morgan was also advising us on
aspects of our strategy, because we were not only looking at Lloyds since 1990, we
were looking at a whole series of building societies, and other options, and Terry had
been involved in a certain amount of that work. And one day Terry said, ‘Well, I
think Lloyds would be interested.’ And we used him as the honest broker, because it
was a better way to approach each other, using an intermediary of that sort, than to do
to it direct. And to cut a long story short, I then met Robin Ibbs during the summer
and again in the autumn and then...
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Formally?

Informally.

In your offices, or where?

And then, we had covered enough ground in, when we...the second time we met,
which was in...

Sorry, are you meeting in your offices?

No, at my home.

At weekends, or what?

No, of an evening. And then... Actually in the summer I didn’t get the impression
from Robin that Lloyds were interested, but in the autumn a further meeting took
place, when there was interest. And then we decided (having gone over a few
principles, because you need to get a few principles straight like, this is a merger,
because the two retail banks being roughly the same size) that, I made it plain right
from the beginning that neither Peter Ellwood nor I would insist on having one of the
top slots, because if you make a condition of that sort, you are not going to get
anywhere. Once we’d ironed out a few principles we then were able to put Peter
Ellwood and Brian Pitman together who sorted out more principles, and at that point
we were able to say, yes there really is a merger here, and there was less of a risk in
the leak, because we were by then at the top, committed to the idea of pushing it
through, and weren’t terribly frightened of a leak at that point. There was a leak,
and...

Do you know where it came from?

It appeared, it was a leak that mentioned Lloyds buying somebody, it didn’t mention
TSB. It appeared in a Sunday newspaper. I was in Washington, having just arrived
for the IMF meeting. My wife had flown in the night before. Brian Pitman was also
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in Washington for the IMF meeting. And we all flew back on the Sunday and
announced on the Monday morning, because you don’t want a full leak. It’s much
better to take the market by surprise than to be surprised by the market. So we flew
back over the Sunday night. My wife found herself on the aeroplane being greeted by
the same crew that had flown her out, saying to her, ‘My goodness, that was a very
short visit.’ And we announced on the Monday morning, and the rest is history,
because it’s been an extremely successful merger, and has more than proved the logic
of what we were trying to do. And what we were trying to do is very simple. I don’t
believe in size for size’s sake, but I do believe in size in your chosen markets, and this
merger, by putting the fifth and the sixth biggest retail banks together, has put us in
the top three in virtually every product that we supply in the retail market, top three,
well we’re in the top three in mortgages, personal loans, credit cards and so on, and
that’s given us a market position which is very strong. It’s enabled us to save a lot of
cost in head offices, in processing across the networks and so on by putting the
companies together, and has turned us into the number one retail bank in this country.

And how has it changed your role, what is Nicholas Goodison’s role compared to
before?

Well I am still Chairman of TSB Bank, but that, although it carries weighty
responsibilities in a regulatory sense, is not a time-consuming task in the structure by
which we run it, because we treat the whole group as an integrated group, and Lloyds
Bank and TSB Bank, although they’re the trading entities, are not the management
entities. The management entity is the group, because we’ve integrated the retail
banks, so far down to the area level; we haven’t integrated the branches yet because
we need an Act of Parliament next year to allow us to amalgamate the customer base,
and that won’t be through until the spring or the summer. But my role has been very
much involved with helping to cement the merger, helping not just in the field
wherever the executives have wanted me to, but much more crucially at the board
level, because we’ve needed to change the manner in which the boards operate,
because...

In what way?
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...that’s bound to happen in a merged entity.

In what way, can you...?

Well we’ve needed to think about the construction of the board, the membership of
the board, what skills, all the things I did in TSB. What skills do we particularly need
in this new entity, have we got the right people, should we be seeking other people?
We’ve had to look at the entire agenda of the board to...because the Lloyds Bank
agendas were frankly not attuned to the modern age, they were going back to a more
traditional clearing bank type of arrangement.

So did you have a lot of very bitter people and a lot of frightened people wondering
what...?

No. Well we’ve had a very, a very happy experience in that sense, because the
conviction that this merger was going to work was so strong that people were willing
to give ground where necessary in order to carry out the achievement. There were
clearly strains, a lot of people worried about losing their jobs, that had to be sorted
out. Now in the case of the wholesale bank, that process was very quick, because that
was a take-over; Lloyds were dominant, and all the TSB commercial and wholesale
business went into Lloyds and people were interviewed for jobs and if they got them
they got them, if they didn’t they didn’t, and that process was quick. The principle
incidentally was always, choose the best people for the job; don’t choose them
because they’re Lloyds or because they’re TSB, choose the best person for that
particular job. So some people, even in their jobs, lost them.

And did the balance work out roughly equal, or don’t you know?

Not in the wholesale, no, Lloyds remained dominant in the wholesale. In the retail,
yes. That was a very careful process, going all the way down the layers with people
interviewed by somebody from each bank with a third person from personnel present,
so nobody could say they weren’t fairly interviewed. And if they then lost their job,
they were allowed to apply for the next one down, or something totally different
elsewhere in the organisation. And clearly the first six months was difficult, because
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in any merger those things are difficult, but it all sorted through, and nobody at any
time questioned the logic of the merger; everybody saw that what we had done was
strategically right for the shareholders and for the staff in the company, because career
prospects improved as well, and particularly for the customers, on whom we all
depend. So it’s never been questioned. So it’s been a superb merger from that point
of view. I’ve seen many mergers go wrong; I’ve never seen one go as right as this.

And how has it actually affected who you work with in the day-to-day?

Well my, my biggest change is not being in the chair.

And was that difficult at all?

Well I found it quite difficult to begin with. Robin Ibbs was very good about it, he
said to me one day that I must have found it extremely difficult, because I was a
professional chairman, and he said I must have found it difficult watching him being
chairman when I wasn’t a chairman, and he’s right about it frankly, I did find it
difficult, and we had...

In what way? Just out of a kind of...

Style. I would have done things in a different way.

How would your two styles have been different?

Well I think I’m more relaxed. I think I chair meetings in a much more relaxed way.
I don’t like microphones, I don’t like formality; I like people to relax and say what
they think, intervene, interrupt. As long as they know that I can stop them if I think
they should be stopped, and they’re off the point, as long as they respect the chair, I
prefer a more informal way of conducting business. Robin’s very formal. I like to
keep very closely in touch with individual directors, see them often. Again I don’t
think that was Robin’s style. So, those two aspects I...

Somewhere, a sort of little boy thinking, that’s my position?
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No, I never felt that, because I had made the agreement that I wouldn’t be chairman.
And once you’ve made an agreement you don’t...you don’t then go on thinking, oh
dear, I made a mistake, I should...I should be there.

And hypothetically, might it have gone the other way, might you...?

I’d like to make another point. That if I had wanted to take the chair, taken the chair,
I don’t think we would have ended up with Peter Ellwood as Chief Executive.

So it was a trade-off?

And so there’s a trade-off. To me, the really important thing was to see Peter Ellwood
as Chief Executive in this group, and that mattered more than anything else.

And looking at it from...

And I’ve had a good innings anyway. I really enjoyed, despite the difficulties, I
enjoyed the two chairmanships I did, and I’ve been lucky here because I’ve not been
excluded, I mean I’ve been very central to reforming the way in which the board is
running itself, and I’ve been very central to preparing the agenda of the board in
discussing policy. I chair the board’s meetings on strategy; we don’t hold those in
normal board meetings, we hold them on the Thursday afternoons before the board
meetings, and I chair those. So I’m still chairing part of the board. And of course I’m
still involved in representing the company, and many of the other things I’ve always
been involved in.

And hypothetically, had it been the other way round, would Robin have been prepared
not to be chairman?

No, I think he wanted to stay chairman. I think he felt that Lloyds was the senior
partner in this merger, which it was, it was sixty per cent to forty per cent, and I think
he felt that he had a duty to see through the initial implementation of the merger, and
to supervise the selection of the next chief executive, and I respect that.
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What would have stopped it being...

I volunteered incidentally, I don’t have any... I actually said to Robin, the very first
thing I said was, I thought he ought to be the chairman.

And what would have made it into a take-over rather than a merger, what would have
been different?

It wouldn’t have happened if there had been a take-over, unless there had been a much
higher price. And I don’t think Lloyds would have paid a much higher price.

But if that had happened, it would have meant none of you would have had a say at
all?

Well it would have been entirely Lloyds management taking all the decisions, and I
can’t conceive of that happening, because they would have lost a lost a lot of really
able managers, and that wouldn’t have been the point.

So can you just give me...

I mean, to have run the risk of losing what had been built up in TSB, which was a
really top rate management team, would have been folly.

[break in recording]

Can you just tell me then really what the developments have been subsequently?

Well the first thing was to deal with the overall corporate governance, which is the
structure of the board, who were going to be the management of the combined entity.
Then we had to sort out where the head office was going to be; we decided it was
going to be in this building, closing the TSB head office. We had to set about making
the savings in the head office, because we decided that we would make one and one
add up to one-and-a-quarter, not two, which we achieved. We then had to set about
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deciding the retail bank and where its headquarters were going to be, Birmingham or
Bristol; we decided to close Birmingham and choose Bristol.

Why?

It was a marginal decision, it could have been either. And in the end we decided that
we were well entrenched in both, but that Bristol had marginal advantages in terms of
location and space, expandable space and so on. And we already had 3,000 other
people in Birmingham anyway so the effect on Birmingham was actually less than it
would have been in Bristol. And a host of other reasons. And then of course the
executive had to start implementing the strategies for the future across every aspect of
the business, combining businesses where they could obviously be combined, like the
two leasing companies, the two asset management companies, the corporate banking
activities, they were all combined pretty quickly, the treasury, were combined pretty
quickly. On the retail side, deciding, coming to major decisions on the future
platform for information technology, on where the centres were going to be, moving
telephone banks into each other, and so on and so forth. So a tremendous amount of
activity in this first year.

[End of Part 4]
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Tape 3 Side A [Part 5]

Are we alive?

Yup.

We are committed to saving £400 million of expenses by 1999, and we’re on course
for achieving that. And we will continue to improve service and cut costs. Next year
we will have, we hope, received the Royal Assent to the Parliamentary Bill that
enables us to have one legal entity, which will be Lloyds Bank for the contractual
relationship with all the customers, and we will have taken a decision on whether to
continue with separate brands or to combine the brands; we haven’t yet taken that
decision. Thereafter of course we will be able to combine branches, amalgamate
branches across the country to achieve a further measure of cost saving. But if I were
to list all the projects for you that have been carried through in this first year, I’m
afraid we’d been sitting here for the next three hours.

And so, broadly speaking, it’s been fairly easy making these decisions, there haven’t
been great splits or anything [inaudible]?

I don’t think I would say that, no, I think many of them have been very difficult
decisions. The decision on closing Birmingham, where we had a lot of people, was
very difficult. Again fortunately people knew it had to be either Bristol or
Birmingham and there was a lot of goodwill in coming to that decision. And there
have been many decisions like that, because again people have lost their jobs, and
nobody likes decisions which result in people losing their jobs. But I come back to
what I said earlier, that nobody has questioned at any time the logic of the merger,
which means that everybody realised they might at some point have their job at risk.
The other point I would like to make is that we do put a lot of effort of course into
out-placement and helping people find new jobs when they lose their jobs, and a large
number, in fact the majority of the senior people who have left the organisation, have
found good jobs elsewhere.
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And what is the sort of pressure on your working day now? What time do you start?
What did you do yesterday for example?

I’ve changed it a bit. I come in a whole quarter of an hour later.

Meaning?

I’m usually here by about a quarter to nine and sometimes nine.

Do you drive to work? How do you get here?

I am driven. And then I still leave at about six, 6.15. Stock Exchange days I used to
be there by 8.15 and I used to leave at about seven-something, and then of course
usually I had a working evening. He big change is, I’ve got fewer working evenings.

Because you’ve decided against it, or because...?

I’ve decided against weekend working, and too many evenings out. I think they’re
not good for the health.

Have you actually had some health problems?

No, no. Well I’ve got rheumatoid arthritis, but that’s not caused by, at least I’m told
it’s not caused by over-working.

Mm. And what for example did you do yesterday?

That’s a long time ago Cathy.

But you have very good long-term memory.

I think I’d rather go back, because I’ve actually been ill the last few days, so...

Oh right, OK.
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I think I’d rather go back to a typical, let’s take a Thursday. Now on Thursday we
have what’s called the Chairman’s Committee, which is Brian Pitman, myself, John
Davies, the other Deputy Chairman, Peter Ellwood and Alan Moore, who is the
Deputy Chief Executive, and that is the body charged with taking any decisions in
between board meetings that need to be taken, and it helps the Chairman prepare the
board agenda and thinks through policy discussions which might or might not come to
the board soon, it might be coming much later. And so that occupies sometimes most
of Thursday morning, and sometimes it will be quite quick because there’s not a great
deal on the agenda. But it’s a forum in which we can also have unscripted discussions
on the markets, for example the fact that the Far Eastern markets have fallen out of
bed in the last two weeks was a subject of discussion at last Thursday’s meeting. And
there might or might not be internal meetings, I can’t predict them. Today for
example I’ve had quite a long discussion with our lady who is in charge of equal
opportunities in the group, because she knows I take a particular interest in that. I’ve
had a discussion meeting, with the charitable foundations people because I’m giving a
speech to the Charities Aid Foundation on Thursday, a keynote speech on corporate
giving to charities.

I hope you’ll mention the National Life Story Collection.

What?

I hope you’ll mention the National Life Story Collection.

Yes, yes, today I’ve had a meeting with the National Life Story Collection, yes, with
this charming person called Cathy Courtney who quizzes me. And there might be a
business lunch, because I do chair a number of lunches where we have in a
government Minister or a, the head of Ofsted or some organisation which we are
particularly interested in meeting. Or I might attend one of the Chairman’s lunches
for a corporate customer. And thereafter I will be reading board papers, thinking
through strategic choices, learning about strategic choices that we should be
discussing. I have regular sessions with Peter Ellwood once a month so that he keeps
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me in touch and I can keep him in touch. I’m particularly involved with the
company’s charitable work, I am doing...

Can you say a little bit about that?

I am the link here with our charitable foundations.

And what is the policy on that?

It’s very difficult to predict you know what I’m going to be doing in any given day,
other than what’s in the diary.

So it’s full but not overloaded.

The door is open, people come through.

So it’s full but not overloaded, would that be reasonable?

It’s filled with...?

Full, but not overloaded.

Filled but not overloaded, yes, yes.

And is there any part of it you don’t enjoy?

I imagine, I think I’m probably putting in something of the order of three days a week,
if you really analyse the diary. And then of course I spend about an average of getting
on for a day a week on British Steel, although it isn’t a day a week, it’s two days one
week and nothing another week. And then...

Is there anything you want to update on that?
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...the other day I’m probably involved in all the various charities that I’m enmeshed
with.

Is there anything you want to update on the British Steel front?

I don’t think there’s anything particular. It’s a fascinating company, a very well run
company, a very different company from this one, being at the very heavy end of
industry. Its preoccupation is with making extremely expensive investments in fixed
assets to produce a decent return for shareholders, in what is basically a cyclical
market, so it’s a very different management problem. In banking there is a fairly
regular stream of income, as in any consumer market like retailing; in steel it’s highly
cyclical, and so the strategic problems are different. I find the two work very well off
each other, I find that the, in the long run the strategic problems are somewhat similar,
you are trying to produce a better return for shareholders out of products that are
increasingly commoditised, where the competition is extremely intense. How do you
produce a stable level of income, rising income, for your shareholders? I’m very
involved with strategy at British Steel, I am very involved in remuneration, because I
chair the Remuneration Committee and I chair the Audit Committee. I have a weekly
session with the Chairman, because he was, he is also the Chief Executive, so I have a
particular role in corporate governance. I think we discussed this on an earlier tape
actually.

Yes, we did talk before, yes.

And that continues. But he and I also have a particular interest in keeping each other
up to date on strategic thinking. More particularly him keeping me up to date of
course, because he’s the expert, and I’m the contributor. And it’s a happy
relationship, and again we, I think we’re good foils to each other because he’s a,
although he’s actually a chartered accountant by training, Brian Moffat is through and
through a steel man, he’s managed steel plants, he’s a real industrialist. I’m not, I’m a
commercial man, I was trained much more on selling than on industrial processes, and
I’m more of a, I’m a strategic thinker, not a, not a do-it-today, produce-it-today
person.
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Can I take you completely off on another tack now, because I don’t want to...

Yes. Can I just pay a quick visit?

Yes.

[break in recording]

I believe there’s a bit more we need to say about the TSB-Lloyds merger.

Yes, I think there’s an important cultural issue which we haven’t covered. Mergers
are not easy, and the cultures of the two organisations were very different. Lloyds
Bank was a clearing bank of very considerable standing, wonderful franchise, going
back a long long time, and the management fairly old-fashioned in that sense, most of
the senior managers had been in Lloyds for twenty-plus years, many of them 30-plus
years, never seen a radical change in their way of life. TSB, totally different. Not a
commercial bank, wholly retail-oriented, retail customers, and the top managers were
all more nomadic, they had all come in from elsewhere, they were much more of a
get-up-and-go culture – we must do this, do it – and went out and did it, no
prevarication. Now the marriage of those two cultures wasn’t easy, and each found
the other one I think quite a shock to begin with, because they didn’t realise how
different the two cultures were. But the interesting thing is that they in fact marry
very well, and the TSB people felt after a bit that they had gained enormously from
the longstanding Lloyds status, they were no longer number five bank in the high
street, they were number one bank, they were bushy-tailed and happy and got a new
status. And the Lloyds people felt, goodness, there’s change, it’s exciting. Because
when you get change on this degree it is exciting, and there was a huge release of
energy across the organisation. And so the two cultures, although they were different,
have in fact I think enormously strengthened each other.

And you of course come from a third culture really. Where do you see yourself now?

Well I came from outside, as all the other TSB people came from outside, but I am
basically very retail-orientated in temperament and always have been since my early
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career. And although I’ve never been nomadic, because I’ve been in the same
discipline all my life before coming to the TSB, I had changed my job about once
every five years, so I’ve felt fairly nomadic, so I think I belonged more to the TSB
culture than the Lloyds culture, although I have to admit that I’m third generation
City, so maybe, maybe I’m a bit of both.

Yes. Now I am going to radically change the subject, because I’m determined to get
on tape what you told me about once before, which was about your Road to
Damascus experience to do with having really only had an interest in figurative art up
until a certain point.

Well the thing that struck me most forcibly in the world of the arts when reading the
script of the previous interview was my statement that I wasn’t much into abstract act,
and that’s changed, and I think will have surprised myself of a few years ago. It
happened quite simply really, I went to Bath one weekend to visit the art exhibition as
part of the Bath Festival, because, as I said earlier, I am very interested indeed in 20th
century British art, and it was mainly figurative art. And I walked into the Beaux Arts
Gallery in York Street in Bath and looked at what they had, and they had a mixture,
and on the end wall there was this fairly startling picture by Peter Lanyon, who is a St
Ives abstract landscape artist. I can’t describe it to you except that it had a very strong
block of red paint, very thinly applied, an extremely strong block of yellow paint,
some wisps of white which represented clouds but they weren’t where clouds would
normally be, and some dribbles of brown paint which had dripped down across the
yellow, and some deep blue, which clearly represented sky or sea, I’m not quite sure
which, but was in, not only in block on part of the canvas but also painted across part
of the red. And this canvas took me aback. I looked at it, and I thought, but I don’t
like abstract art, but there was something about this canvas that I found extremely
compelling. And I kept on coming back to it; I was looking round the gallery at other
things and I thought, well no, what I really want to look at is this painting by Peter
Lanyon.

How big was it?
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It measures about forty-eight inches by about thirty-six inches. It’s four foot by three
foot. It’s quite large. Maybe it was hung well, maybe it was lit well, but I don’t think
that was the point; I think the point was that there was something in that painting that
touched a nerve.

Any idea what that nerve was?

Well I’ll come back to that. But I asked the price, and it was very high indeed, and
naturally I asked Reg Sing, the owner of gallery, was there any flexibility in the price,
and he said, well yes, there was a bit of flexibility, he could offer it for slightly less. I
said, well I’d like to think about it, because that’s all one can do isn’t it, at that stage,
you have to go out for a walk. And I went out for a walk and I went and visited the
art show down by the old station, and I found myself keeping thinking about this
painting. Whatever I saw at the art show, I kept on coming back to this painting.
Then I went back and I bought it. And then I thought, well what have I done? Well
why? It’s a combination of colour, it’s a juxtaposition of colour, it was joyful, no
doubt about that. It said something about the sheer joy of looking at landscape.
Difficult to see it was landscape at first incidentally. Peter Lanyon was a St. Ives
artist, who was very much in the St. Ives tradition of colour and...and St. Ives as you
probably know does have the most wonderful colours in the sea and the sand and so
on. Then he took to gliding, and he began to see landscape as an amalgam of colour
and sensation. So those wisps of white were presumably cloud but they didn’t look
like cloud, they were a white line there and a line across there, but they were his
sensation of looking through cloud at some part of the earth, and I presume the red is
some part of the earth which is either coloured in poppies or it’s ploughed earth or
something of that sort, and the deep blue is either the deep blue sea or it’s the ether
above, and the yellow is another part of the earth. But if you look at it for a long time
you can begin to see that it’s an abstraction of the colour of landscape, the mood of
landscape, the mood of the sky, the sensation of floating above the sea and the sky
and looking down at the earth, and I think ultimately you know, it was the sheer joy of
the juxtaposition of the colour that grabbed me. Anyway since then I’ve gone on to
look at more and more abstract painting. I do think the English abstract artists, maybe
because they cling a little bit too much in a funny way to the landscape tradition,
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they’re not as highly rated as American abstract artists, but I think they’re every bit as
good.

Can we just quickly talk about the pictures in this room?

Yes.

What about the one behind you, could you describe it for the tape?

Well the large picture behind me is a landscape, heavily abstracted, by Barbara Rae,
who is in her fifties, she’s a Scottish artist, she paints in Edinburgh and Glasgow. She
taught at the Academy of Art in Glasgow. That’s a painting of a hillside, and it may
not look like it, but again what she has done I think is abstracted colours from
vegetation and from the hills. She’s...it’s a collage, it’s not all paint, it’s all sorts of
bits and pieces stuck onto this enormous canvas. It is very large indeed, it’s 7 foot by
6. And I think she has abstracted not only colours from the vegetation but also from
the sky, and there may be some sense of river as well, I’m not sure. And I think
there’s a lot of mood in it. And I think she’s probably saying, or she may not even
know she’s saying it, but she’s probably saying that this hillside may seem rather dark
and dour, as many Scottish hillsides do, but if you look at it a little longer, there’s
really a tremendous amount of colour in it. And again there’s some joy in it that you
may not have noticed when you first looked at it.

And where did you discover this painting?

I bought that in Cork Street. She had a particular gallery representing her at the time,
and I bought that some years ago for TSB. I’ve built up quite a large collection for
TSB in order to make the offices look better, because when I arrived at TSB the
offices looked like a third-rate station waiting-room, and really you couldn’t have
Dennis Weatherstone from J P Morgan or Dick Fisher from Morgan Stanley or the
Governor of the Bank of England into the office without them going away thinking,
my goodness, that’s a third-rate bank. So I set about changing the foyer and the
reception floors and so on by importing some nice things to look at.
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That you chose yourself?

Yes.

Which is quite rare actually isn’t it?

Yes, yes. So it’s entirely British, British collections.

Can we go...

The painting behind you is another abstract, very much in the Lanyon tradition, a
young man called Jones, Nicholas Jones. Again I...it’s called Seaspray and I think he
is trying with this basic ground of fairly thinly-painted canvas in reds and blues and
yellows and whites fused into each other, to convey an impression of land with a great
deal of spray hurled on from a distance with the paint brush I guess, because it’s
spattered all over it, and I think he’s a young man who will develop further. I love
some of the texture of that painting, it’s actually very like some of Peter Lanyon’s
textures where an early brushwork is overlaid with a later, different use of the brush
and then scraped away again, and you end up with a very fascinating texture.

Where did you find this one?

I bought that, that’s my own. I bought that at Crane Kalman in the Brompton Road.
Crane Kalman sold a lot of pictures to Hill Samuel. Lord Bearsted had a collection of
nineteenth and eighteenth century topographical pictures, and Peter Samuel who
became Lord Bearsted, the fifth Lord Bearsted, added to the Hill Samuel collection,
and all the other four oil paintings in this room come from the Hill Samuel collection,
bought by Peter Samuel some years ago. Paul Nash... Incidentally he bought these
when these artists were still very small amounts of money; they’re now rather large
amounts of money. Paul Nash over in the corner, very...

It’s a beautiful one isn’t it.
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Sublime, restful picture, interior. And although it’s predominantly whites and yellows
and light blues and greys, there’s much more colour in it than there seems to be. It’s a
very very restful picture, that, while actually being quite challenging in its
perspective. Paul Nash being as you know a Surrealist painter, that’s less Surrealist
than some of his paintings, but you can see that the perspective is verging on the
Surrealist. Bomberg, again another English landscape painter with a strong use of
colour and shape. That’s one of his more traditional later landscapes, very, very
bravura in the use of the, of the brush. Painted unfortunately on plywood so in rather
a bad condition. Then behind me here is Ivon Hitchens’ flower piece painted quite
early in his career, before he went more abstract. He’s a wonderful abstract landscape
painter, painted far too much, so there are a lot of rather bad Ivon Hitchens paintings
around, but at his best in the 1940s and ’50s he really was a very fine painter. This is
earlier, again a very reposeful picture, with its vase and its lilies, and what I take to be
hydrangeas, I’m not quite sure. But it’s very peaceful in its colour tones, nothing very
exaggerated.

It’s quite an interesting hanging, next to the Fiona [Barbara] Rae.

It is. And then on the other side, Anne Redpath, a much more traditional flower
piece. Anne Redpath, hundredth anniversary of her birth, but of course she died some
years ago, another Hill Samuel picture.

So you chose what you wanted from the Hill Samuel collection and added your own?

Well I’m hanging these here because we haven’t yet decided what to do with all the
paintings in this building, we’re waiting to convert this building, and then I will
probably move the rest of the collections into this building and I may change the ones
in this room. But I’m really hanging them in this room, a) because I like them, b)
because I think visitors like them, and c) because I want other people in the building
to appreciate what good paintings look like in an office.

And what’s that little one?
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Ah, we’ve left till last the Peter Lanyon, which I thought, I like, and that’s a TSB
picture, I bought that many years ago, in the trade. It’s a little gem of a water-colour,
and it illustrates his landscape technique, because it’s difficult to recognise precisely
what the painting is. It quite obviously is landscape. What that, those black lines in
the middle are, I don’t know, they’re some sort of construction I presume.

I’m very interested that you obviously are responding to the colours and the shapes,
but you have a need to say, it is a landscape or it is a this, or is a that.

But I think that’s where the painting starts, that’s why. I think the artist starts
thinking, I am painting this landscape, or I am painting this factory, or something. It
then, it then becomes abstracted, that he notices that the shadow under the gable of the
shed is actually green, because it’s reflecting the grass. So he doesn’t actually paint
the shadow under the gable, he puts a great green line across the canvas, because he’s
abstracted the colour. And that’s what he sees in the landscape. And I think he starts
with that landscape. And my guess is, that’s how Lanyon started painting that picture.
So I find myself on the reverse process, I start by seeing those yellows, and then I see
that he has put a strong splash of red across the left-hand yellow and it goes across the
upright black beams, if they are beams, and then there’s that great streak of green
across the, what might or might not be the sky of a grey-blue colour.

And before we finish...

But I think he started with objects in front of him.

Before we finish, the other thing I’m determined to get on tape, which we talked about
off tape, is Carel Weight, and the painting of his you had.

Yes.

Could we record that?

Carel Weight, yes well of course he’s not abstract, and I...I don’t know if I’m unusual
or not but I actually like both, I like abstract art and I like figurative art. And it’s very
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much the same in music, because people find it difficult to understand why one can be
passionate about Wagner and Bach, although I think Bach is the greatest of all. But I
do like both, and I like some modern music. I’m very keen on Messiaen. And
curiously enough, there are parallels between Messiaen and Bach, because Messiaen
is highly disciplined and Bach is highly disciplined, they’re just writing in a different
milieu. And I think the same is true in painting. I think Carel Weight’s a highly
disciplined painter; I think Peter Lanyon was a highly disciplined painter. It’s very
difficult for some people to understand that an abstract painter can be highly
disciplined, they look at it and they say, goodness he’s just splashed it on, but that’s
not so. He’s not splashed it on. I think that was where my Pauline conversion took
place, because I came to realise that the abstract painter can be a highly disciplined
painter. It’s not to say that they all are, because young people I’m afraid have never
learnt to draw, they’ve simply learnt to splash paint, and they don’t do it very well.
Now they’re bad abstract painters, but people like Lanyon are good abstract painters,
because they did know how to draw and they learnt the disciplines of their trade
before they turned to abstraction.

And you own a Carel Weight don’t you. A personal one or one for the bank?

Yes, I own a number of Lanyons and I own a number of Carel Weights, and Carel was
a dear man and, as you know because you wrote his obituary and met him many
times. And he came to our house twice, and he was adorable, he... The young loved
him, he was such, such a tutor, he was so good at talking about the arts, and about
people he taught, like John Minton, and about his own work, but when it came to his
own work he was appallingly bad at describing what was in the picture. I mean he
was wonderful at describing the technique, but when you actually asked him what was
the point of that picture, he would scratch his head and say, ‘Oh, oh I’ve forgotten.’
Or, ‘Oh yes, well, she was a very interesting model, and she was having rather a bad
time.’ But he couldn’t then actually tell you why he had put her in the picture. She
just sort of grew into the picture, and he explained how he would paint the scene and
then the figures appeared later, as if they were sort of ghosts haunting the scene, and
they began to relate to the scene simply because he had put them there. And we have
a number of his paintings, and one particular painting which I’m glad to say he
described as his favourite painting, which is of East Putney Station, and it’s called
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Going Home, and it’s a very sinister picture, it is a picture of a forecourt of the station
with a milk float going across and a fruit stall, and there’s a blood red sky because it’s
sunset, and the top of the station is silhouetted against the sky. And then there are
various figures in the painting, there’s the milk float driving from right to left, there’s
a little girl on a bicycle, and there’s a very sinister man in a [inaudible] looking at her,
and there are things going on in that painting that disturb you, but Carel isn’t quite
sure what they are. And, I bought it in Sotheby’s when the Inner London Education
Authority sold it, much to Carel’s displeasure.

[End of Part 5]
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I’ll start again.

Please.

Much to Carel’s displeasure, because he either painted paintings for people for
nothing or liked to sell them fairly cheaply and didn’t like it when they resold them.
And then it gave me great pleasure...

But where did you buy it?

In Sotheby’s.

But why?

I liked it.

Why? Because it sounds such a...

Well, I think a painting should have a mystery about it, and a great painting to me has
a mystery, it isn’t simple. And in this case there was a mystery, because I didn’t
know what was going on and there were clearly ugly things going on that would leave
me puzzling I think for... I still puzzle over it, and that’s good. I like to go on
puzzling about a picture. I think once you can explain absolutely everything in a
picture, it’s probably time to get rid of it.

But most of your pictures are not sinister.

They don’t have to be sinister. I said puzzling.

But I’m surprised that this one is, I’m surprised because you...
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Well it may not be sinister. I think it’s sinister. Curiously enough other people don’t
find it sinister, because I’ve talked to people about it and I’ve said that I’ve found,
there’s a mystery here that I find somewhat sinister, and they’ve said, ‘Oh, what...?’
they can see it. So, I think, again, every painting causes different reactions in
different people, which is why there’s an art market I suppose.

And there’s a little bit more to the story about that.

Well yes, the end of the story is Carel Weight’s obituary in The Times, because I
opened it and there was my picture Going Home serving as the background to his
photograph, which I thought was a very happy, very happy denouement in the sense
that he had told me it was his favourite painting. And somebody must have known
that.

And last question, why are there two toys in this room and what’s the background to
that? Can you explain it? Three toys.

Ah, because I collect toys, that’s why.

Why these three particularly here, and what are they, for the tape?

They’re duplicates.

Ah.

And, they’re fun really.

Can you just tell the tape what they are?

Well this is a Russian doll, which starts on the outside with Gorbachev and then goes
right through to Lenin on the inside, through the various Russian emperors I should
call them, but I think they were called something different weren’t they. On your
right is a toy made by Robert Race, who is one of the greatest English toy-makers
alive today, who specialises in making wooden automata, usually out of driftwood, or
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bits and pieces of wood that he’s picked up somewhere, but this particular toy which
is of a cat looking at you and you press a button and then the smiling face of the cat is
covered up with another face that comes up with his arms, which is a scowling face
and a frightening tiger sort of face, so... Then he has a rather nice tail behind made
out of a pipe-cleaner. So that little toy is a commentary on the changing nature of
people, not just cats.

Did you buy both of these?

Yes, yes I bought those. I buy toys regularly. I buy toys that do things, they have to
do something, like the cat which does something when you press that button, or the
Russian doll which you can take to pieces.

How often do you take it to pieces?

I don’t take it to pieces very often. Other people take it to pieces when they...

How often do you press the cat button?

I press him quite often, because he reminds me of human nature, that you can’t...you
can’t always believe the smile or the scowl; you have to look behind it.

And the other little fellow?

And the other little fellow is a traditional toy, I think probably nineteenth century
origin, but I never buy old toys, I only buy brand new toys, and that’s a copy made in
Sri Lanka of a nineteenth century idea. It’s of a figure highly painted, who balances
on this pole, he balances because the bottom of his body is shaped in the form of a
cone so it’s a very fine point which balances on the top of the pillar, and he’s held in
place by these two weights that extend from his arms, the weights of course making
sure that he is stable. And so, whichever way you rock him, he’ll never fall off the
pillar because the weights are balanced in such a way that they hold him down.

So he’s not fixed, you could lift him off?
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He’s not fixed, no. No.

Oh right.

He rocks. And he, I call him the Chairman, because he is demonstrating how a
chairman stays in position providing he is weighted down by things like integrity and
loyalty and support, and he won’t fall off the pillar.

And the sword in the corner is for dire emergencies?

No no, no that was an invitation to the launching of a scheme we’re running for
children learning drama.

Right.

And it’s come in the form of a sword, to depict some scene in Henry V or some
suitable Shakespearean play.

We are out of time.

Yes, I think we probably have.

[break in recording]
Interview with Nicholas Goodison on the 20th of February 1998 at TSB Lloyds.

[break in recording]

But it’s very preliminary at this stage. At the moment we’re grappling with a severe
lack of information.

[break in recording]
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Just saying what you did yesterday, relates to care for the elderly, and I wondered if
you could talk a little bit about it.

Well it’s early days, but I’m a member of the Royal Commission for the Care for the
Elderly which was appointed following the Government’s commitment in its
manifesto that it would indeed appoint such a commission. It’s the first Royal
Commission for a very long time; governments have steered clear of Royal
Commissions which in the past have tended to take a very long time indeed to report,
and have then produced reports which governments haven’t paid much attention to.
On this occasion I believe the Government does intend to pay attention, and it’s asked
the Royal Commission under the chairmanship of Stewart Sutherland, who is the
Principal of Edinburgh University, to report within a year, and that’s a pretty hard
task. At present we’re grappling with two major problems; one is the major lack of
statistical information, reliable statistical information, there’s a great deal of anecdotal
information, and the second is the difficulty that arises from the fact that some of the
care for old age is financed by the National Health Service and some by the
Department for Social Security; the two don’t seen to meet very closely. And so a lot
of old people are frankly confused, they have to fill in these horrendous forms to
apply for attendance care or whatever, and the bureaucracy I think is not very good
for them. My particular task on the Royal Commission, apart from attending the
commission meetings and taking part in the regular debate and learning whatever I
can wherever I can, is to chair the financial sub-group which will be puzzling over the
means of paying for care for the elderly. It’s a substantial task.

And did you have any doubts about taking it on? Because you have already got quite
a lot on your shoulders.

Yes, well my principle social activity in this Group is in the field of education, so I
was somewhat surprised to be invited to take part in the Royal Commission for Care
of the Elderly, but I think there were two, well two or three reasons why I was asked.
First, through our charities, the Lloyds TBS Foundations, we do a great deal of work
in this field, and I am the main Group’s link with those charities; I’m not actually a
trustee of the charities but I’m kept in regular touch with their work by both the
Chairman and the Director-General and I do attend trustees’ meetings every now and
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then. So I am familiar with the work of our charities which aim to help disadvantaged
and disabled people in the community. So it’s not a mile apart from the group’s
interest. Second of course, the group is itself a major producer of financial products
and savings products and so on, so I think it must be presumed that through our
commercial activities we know something about the elderly. And a third, Stewart
Sutherland, the Chairman, is an old colleague of mine from London University. He
was the Vice-Chancellor of London when I was Chairman of the Courtauld Institute,
so we got to know each other then. So even though I was surprised to be invited, I
could see the logic, I think Stewart’s a very excellent chairman, and I thought frankly
out of a sense of public duty, quite apart from a sense of great interest, I should do it.

And has the Commission been set up with a sense of crisis, or of impending crisis, or
neither?

No I think crisis is the wrong word. I think that there is a financial problem. Looking
out in the next fifty years the whole social programme, the National Health Service,
the National Insurance, the state pensions, care for the elderly, there is likely to be a
financial problem if you continue to fund everything out of general taxation or the
National Insurance levy. The demographic figures are against us. There are going to
be more people over the age of 85 in 30 or 40 years’ time than there are today.

Were these problems not ones that could have foreseen in the times of relative
prosperity at the end of the Fifties and the Sixties? Was it to do with the resources not
being put into things they should have been put into?

Well I don’t think politicians like drawing attention to ugly facts. It’s only the last
Government and this Government have done so really. The last Government did start
the work under Peter Lilley to try and balance the books at some future date, and this
Government has taken that work on. I think there’s a much greater sense of honesty
about the future around in today’s political talk. There’s something wrong isn’t there
with the political cycle that, if you’re elected every five years you don’t think too
much about the long-term future, and the last two Governments have I think given
more thought to the long-term future and have gained bonus points with the electorate
for being more honest about the state of the country’s finances.
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And, does the Lloyds TSB group have an almoner? I mean what happens to elderly
people who are long-term employees? You presumably are in touch with pensioners.

Well we have two very well funded pension funds. There’s a TSB pension fund and a
Lloyds pension fund, and they’re both I’m happy to say nursing good surpluses on
their funds, and so, I think our pension schemes are well funded and solid, and they’re
inflation-proofed, and I believe they give pensioners a good deal.

And is there any contact with the pensioners?

Oh yes.

Do you have pensioners’ dinners and things like that?

Well, no, that would be impossible.

Too many.

There are too many. Huge numbers of pensioners. But the pensioners do receive the
annual report of the pension funds every year, so they can comment. And they are
kept in touch by the pensions administration office, which is now consolidated in our
office in Bristol, and I believe we have a good system. The tendency now is of course
to invite people to go in for new forms of pensions, transferable pensions, and get
away from the old funded pension schemes, because they did have disadvantages if
you changed your job, and nowadays people are changing their jobs more often, and
it’s only right that when they change their job they should be able to take the value of
their pension contributions with them.

And you feel optimistic that the problem that’s going to hit us with many people who
are elderly and living longer can be solved in financial terms?

No, no I don’t feel optimistic at all. I actually don’t know the answer at present.
Come and ask me in a year’s time when I probably still won’t know the answer but at
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least I shall try and understand it better. I think there are very grave difficulties,
because, well two things, because of two things. First, I think governments are going
to find it increasingly difficult to levy the cost of social needs out of general taxation.
Taxation has become an internationally competitive issue now, not just a domestic
issue. And anyway, investors...sorry, anyway, citizens are not too keen on
governments grabbing too much, they don’t think governments are very efficient at
spending their money. So I think that’s a major problem. And second, there is a
propensity among a lot of citizens to spend rather than save. In the old days people
did put money aside for a rainy day because the State didn’t produce automatic
protection, and saving was considered to be a good thing to do, and that ethos still
survives of course in large sections of the population but not in all. So how do you
produce an equitable scheme that pays for the old age of people who have saved and
people who have not saved, without people feeling bitter that a spendthrift is being
supported, for example. Now, we really have to look at all these social points as well
as the demographics and the availability of money.

But surely part of the problem is also people who are in the middle to lower incomes
who would never be able to save enough even if they were saving as religiously as
they could, to make any kind of real contribution to their pensions.

I think you have to have a safety net, to deal with poverty and deal with
unemployment and all those social problems, and ideally you want to produce a
scheme whereby people are helped if they are at the lower end of the social scale in
economic terms, and unable to earn through disability or whatever, or who...

I mean somebody like a nurse is probably not on that level, but probably doesn’t,
particularly a nurse with children, is probably not to do with being spendthrift that
they can’t put any substantial sum away.

It’s well recognised though by the social security system that people that people at the
lower end of the economic scale do get, in theory, more financial help than people at
the upper end. I mean, there’s quite a bit of means-testing already, especially in care
for the elderly; the pension’s not means-tested but care is means-tested. I don’t find
that principle objectionable at all. And I think there’s an increasing understanding of
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means-testing even in the Government. I mean a Labour Government ten years ago
would not have tolerated it, I don’t believe, but today I think there’s a greater realism
around.

And what do you feel about, since we’re on this subject, about Blair’s attitude to the
single mothers and disability? I mean, it’s been rather badly handled apart from
anything else.

Well I suspect that’s part of a much larger subject that we’ve been talking about. I
think people’s expectations have been raised by past Governments, not including
incidentally the immediately past Government, because that began to point out the
realities, and when people’s expectations are raised they are bound to be disappointed
when the money runs out, and the fact is that this country can’t afford all the social
expenditure that’s been indicated. So I think what he’s done there is simply a part of
that larger scene.

And before we go back into what we really want to talk about, do you have any
feelings about the way Blair has very much aligned himself with Bill Clinton recently?

With...?

Bill Clinton.

[laughs] I don’t think that’s relevant to what we’re talking about at all. I mean he’s
clearly aped the American Democratic Party’s means of gaining popularity and
winning elections, and he’s done it very effectively. And I imagine his second motive
is to impress on people that there’s a new form of youth at the helm. I think he’s done
that very effectively. I think it’s too early to judge from results. At the moment the
Government is launched on a whole series of reviews; every time you ask a Minister
anything he says, ‘That’s under review’. Now I don’t object to that at all, I think a
new administration comes in, it quite rightly wants to review everything, left right and
centre. What I would like to see is the conclusion of some of these reviews and then I
would like to see the pattern they fit into. The Royal Commission falls very much
into that. It isn’t only our review, everything in the social spectrum is being reviewed.
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And of course quite a few of the other reviews affect our work, which makes it even
more complicated. It will be a fascinating study I think, but it must be seen in the
context of a review of the totality of social expenditure.

And just briefly, are you glad about Eddie George’s extension of...[term of office]?

Yes, I wrote to him yesterday, since it was only announced formally yesterday
although it was well trailed. I think he has done a marvellous job in the last five
years. He’s a professional to his boots. He feels passionately about monetary
stability, which is the thing this country needed above all else, after very damaging
decades of inflation, and he has implemented it in a very sane and sensible and
measured way. And he has had the privilege of being the first Governor for a very
long time who has been able to preside over a period when in the world generally
monetary stability is more favourably looked upon, and he’s been able to implement
policies that he wanted to pursue. He’s also been there at a very fortunate time when
the incoming government gave the Bank of England greater independence in the
operation of monetary policy, so that’s marvellous for him and marvellous for the
country. I think he’s far and away the best man to carry on the Bank of England’s
role in the operation of monetary policy for the next five years. So, I’m very pleased.

And, what we were going to focus on in this recording was very much your work with
the arts, and particularly with the National Art Collections Fund, but I know you’ve
been involved in a very broad spectrum of things, so, and the Crafts Council you were
going to talk about.

I’m not sure where we start.

Well, I think probably, because it’s so essential to cover it well, let’s start with the
National Art Collections Fund if I may.

Yes. Yes.

And then I would like to sort of draw in quite a lot of the other material.
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I think we dealt with a certain amount of the origin of my interest in previous
recordings, but I’m afraid I’ve not checked. But I think you did quiz me on how I
ever became involved in these things.

I don’t think we’ve got that on tape I’m afraid.

Have you not?

I think you and I when we were talking about possibly doing some recordings relating
to it.

If you have it on tape, it will be interesting to compare the two versions.

Well there’s always that. But perhaps just as introductory piece you could just say a
little bit about the organisation itself, how it ever existed, and how you first became
aware of it.

The National Art Collections Fund was founded in 1903. It grew out of an
organisation which was originally the Friends of the British Museum, and it was
established because a number of leading people, connoisseurs, museum directors and
critics were getting increasingly worried about the export of major works of art from
this country to particularly the United States of America. You have to remember that
in the great days of Britain when it ruled the world in the eighteenth and nineteenth
centuries, Britain was a net importer of great works of art, particularly because the
English My Lords went to Italy in the eighteenth century and bought huge collections,
and then the French Revolution which led to a flood of great works of art from
France into England, and then of course the general prosperity of the nineteenth
century which enabled further purchases. And that was reversed towards the end of
the nineteenth century when the United States began to become the economic engine,
and Germany too became very prosperous. And so, a number of landed people began
to feel the pinch in the agricultural depression and works of art began to leak across
the Atlantic and to Berlin. And so this group formed the National Art Collections
Fund with the idea of buying some of these works of art and keeping them in galleries
in Great Britain, and incidentally at that time the Commonwealth, the Empire, so that
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it did include some of the then imperial galleries as well in other countries. It started
with no money. When a work of art was purchased there was an invitation to the then
members to put up a guinea or five guineas or a hundred guineas or whatever, some of
the earliest subscription lists are extremely interesting, to help buy these works of art.
People were also encouraged to give works of art through the Fund to museums. The
first really public event was the saving of Velàzquez’s wonderful... [I’m sorry, could
you switch this off? I must get the...] Velàzquez’s wonderful Rokeby Venus as it’s
known for the National Gallery, which the Fund incidentally gave to the National
Gallery as a result of raising money. And I suppose the second most remarkable,
early purchase was Holbein’s Duchess of Milan, which you will also see in the
National Gallery, which the Fund played the central role in rescuing, and again gave
to the National Gallery. So, those early successes which, in money terms in those
days were massive, put the Fund very much on the map, and acquired Edward VII as
a royal patron, and the tradition of royal patronage continues to this day. The Queen
is currently is our patron.

And does she take an interest?

Yes, she came to lunch last year, and we had a very happy lunch in our headquarters
in Kensington. It was the first time our patron had ever been to lunch with the Fund,
because we didn’t have our own offices till 1991, so we had nowhere to invite our
patron, so, I thought now we had our own offices we ought to do so, and it was a very
happy occasion. The Fund remained more or less around the nine to ten thousand
membership mark, from about 1910 right through to the 1970s; it dipped a bit in the
wars and came up again. It remained a well connected fund. It remained a fund
which helped museums all over the country, buying the most remarkable works of art.
If you look at the list, it’s quite incredible what museums now hold as a result of the
Fund’s efforts, and if you go the current exhibition of treasures from provincial
galleries, provincial regional galleries at the Royal Academy, you will find about 40
Fund-assisted works there, many of them very well known.

Once they’re given to the galleries, is there any relationship with them after that?
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Absolute ownership goes to the galleries, whether it’s bought with money from the
Fund or whether it’s a bequest through the Fund or a gift through the Fund. But we
do lay certain conditions. We say that they must never be sold; we say that if they
meet some mishap and are destroyed we would like the right to have some of our
money back please; we insist on our name being on the display placard and so on and
so forth. Museums and galleries also give our members free entry, if museums
charge, because we are helping them with major money. Since foundation the Fund
has helped over 100,000 works of art into museums and galleries, and as I say many
of those include some of the best known images in the country.

And how did you become involved, how did you become first aware of it?

Well I was always, I’ve always been aware of it, and I’ve been a member for a very
long time, I must have joined in my twenties, because I have always been interested in
works of art and in the great museums and galleries.

And by joining, you pay a subscription which goes to...?

You pay a subscription.

And would you also have donated, on top of that, or...?

Oh you can do so, yes.

Would you have done?

You can... No, I became a life member, so, I took out life membership. I’ve given
money since, because I felt life membership was too cheap. But, in my initial years I
wasn’t at all well off and so I did not make any extra donations in the early years. So
I knew about it, and I used to read the annual report of the Fund, and I felt proud, like
many other members, that this fund was helping these lovely things go to museums
and galleries.

[End of Part 6]
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But I wasn’t an active member, I didn’t go to meetings and I didn’t take part in any of
the voluntary committees, because I had other commitments at the time. And then, as
a result of my writing in the field of the history of furniture... – this is rather a long
story, is that all right? – and my initial membership of the Furniture History Society, I
got to know the Burlington Magazine.

Under whose editorship?

Under Ben Nicolson’s editorship. And the Burlington asked me through Ben’s
assistant, a man called Keith Roberts, to edit an edition of the Burlington on the
subject of English furniture, which I did.

Which year are we in roughly?

Oh, I simply can’t remember, some time in the Sixties. It was an innovation for the
Burlington, because decorative arts were not a traditional Burlington Magazine field,
and indeed I can recall attending the opening of the Fitzwilliam Museum’s new
lighting system, and I was on side of the room, and Michael Jaffé, who looked like the
Lion of Judah, the wonderful imposing presence, came across the room to me, and he
said, ‘Nicholas, I can understand you filling the Connoisseur with your bric-a-brac,
but the Burlington!’ So that gave you a measure of how the fine art historians look
down upon the decorative art historians.

How did you react?

Oh with laughter and amusement, because Michael was a great character, and he
didn’t mind equal criticism back, so, I had a good relationship with him. I was
Honorary Keeper of the Fitzwilliam Museum of Furniture, at his invitation, so we
knew each other quite well. That’s a bit of a side track, but the point is that the
Burlington Magazine edition on English furniture was an important moment, because
Ben Nicholson was on the Committee of the National Art Collections Fund, and
therefore noticed me.
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What sort of a man was he?

Ben was a very shy, retiring, perceptive, highly intelligent man, very gentle, very
good company. A very wry sense of humour. And of course a superb scholar, and his
books on La Tour and Wright of Derby will stand the test of time. And, anyway he
and I met, and he then introduced me to Brinsley Ford, who was also on the
Committee for the National Art Collections Fund, and he introduced me to Brinsley
Ford at dinner at the Beefsteak Club, which is a communal table, you don’t sit at
individual tables at the Beefsteak Club, you take pot luck as to who you are going to
be sitting next to, and have a general conversation. But in the evenings it was never
well attended in those days, and so, the three of us were probably three out of about
five, so it was a good opportunity to meet. And Brinsley is the most remarkable man,
a true eighteenth century figure, still living in the twentieth century.

Can you say quite a bit about him, because although you and I have spoken, we
haven’t really ever talked about him on tape.

No. Well it’s always embarrassing to talk about one’s friends, but here goes. He... I
didn’t meet him you see until, until he was quite elderly. I’m afraid I even can’t
remember the precise age he would have been at that time. We’re talking now about
the middle 1970s. And, he’s a very imposing figure, I remember thinking, goodness –
and I knew of him, but I’d never met him – what an imposing figure he is, and with
what authority doth he speak? He has a voice that he himself describes as a sergeantmajor’s voice, and he thought the only appropriate rank for himself in the army would
have been sergeant-major, and, I’m not sure he wasn’t one actually; I can’t remember
his army career, initially. But he, he...he not only spoke with authority, but with great
humour and, you couldn’t but enjoy his conversation, which is full of reminiscence.
He had had a life centred on the arts, with great passion, and he bought his first great
drawing that he bought when I think he was still an undergraduate, or had just ceased
to be an undergraduate.

Do you know what it was?
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Well it was his, he... I’m not sure we should talk about his works of art on...this is a
confidential tape isn’t it?

However.

Yes, well I think this bit should be confidential. But that was his Michelangelo
drawing, which is one of the very few Michelangelo drawings left in private
collections in this country.

And what is it? Have you seen it?

Well it’s... Yes of course I’ve seen it. And it’s the most beautiful figure, drawing,
and has all Michelangelo’s sense of movement. And, is one of a very large number of
drawings that Brinsley has collected over the years of Italian origin and other
Continental artists, and added of course to the pictures that he inherited from his
family. Richard Ford, his ancestor, was a great connoisseur and collector, and
travelled with the artist J F Lewis in Spain, and wrote the first guide book to Spain in
English, and Brinsley therefore inherited quite a number of pictures by Richard
Wilson and other artists, and has continued the tradition. Now Brinsley says, you
know, he’s never had a job, apart from his army service in the Second World War, but
he has been an active encourager of people in the world of the arts. He’s been a major
researcher. His work on the Grand Tour, the visitors to Rome and Venice and other
cities of Italy and elsewhere in the eighteenth century began to fill up an enormous
number of filing cabinets, because he accumulated a vast amount of research material.
And he has written. He wrote a whole edition of the Apollo Magazine in the early
1980s I think it was, but we can check the date, as a step on the way to a projected
book on the Grand Tour, which alas he never wrote and never will write. That
became, as you probably know, the dictionary of the Grand Tour which John
Ingamells edited and was published last year.

Would he have not written it because he hasn’t had that kind of commitment to life
and that kind of disciplined life, or would it be...?
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Well he’s very modest, Brinsley. Brinsley would claim that it was all too much for
him, and that he wasn’t going to get round to it, and so on, but I don’t think that’s
right. I think he could easily have written it, if he had felt ready to do the completed
work. I think it’s like so many of these projects, you go on researching and you never
feel you are quite ready, because there’s more to research.

Are you thinking of Matthew Boulton?

Indeed I am. The material goes on coming in, and I think that was Brinsley’s
position. He was so helpful to other scholars, and would give them any information
they wanted out of his files, encouraging them to write, and of course he’s thrilled that
John Ingamells took on the project of putting all his material into order and then
publishing this great dictionary, which is incidentally a book you can’t put down if
you pick it up, you go on dipping into it, like the Dictionary of National Biography,
because you find these fascinating characters all through the pages. He is currently
working on an edition of his collection which will be published in the Walpole
Society’s annual journals.

What will become of his collection, do you know?

No I’ve no idea. No I’ve no idea. But we all await with keen interest his own
commentaries and catalogues of these things. I think Brinsley’s great claims to fame
are not just the chairmanship of the National Art Collections Fund, which he chaired
for five years, with great distinction; not just his connoisseurship, which is supreme, I
mean he might, he has his tastes, his tastes are very figurative, and no harm in that,
but he displays great connoisseurship in his taste and has enormous depth of
experience when looking at a work of art, and it’s a thrill to be with him when he is
looking at something. I think above all I would say it’s his encouragement of the
young. He has helped young artists, he has set up little travelling scholarships to send
Royal Academy students to Spain every year so that they can learn what sunlight is
and learn how to paint in a new milieu. Spain of course being his choice because of
his family’s association with Spain.

And he has kept up that association?
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He’s kept that up, yes. And his encouragement of the young through the National
Trust’s scheme for painting; his encouragement of the young through the National Art
Collections Fund; through visits to his collections. He’s been terribly generous in
letting people come and look at his collections, especially young people. And I think
he’s been an inspiration to a very large number of people, not least myself.

And has he had comparable effect in other areas of life, or has this been very much
the full focus of his life?

I believe the arts has been most of the focus, if not all. That I think is the field for
which he will be most remembered. He was a most interesting chairman of the Fund,
because he claimed, like so many amateurs at committee work and so on, not to have
any particular experience or indeed skill in chairing a committee, but he, he did it in a
most wonderful way. He was very encouraging to people, and equally he, he didn’t
feel at all reticent about expressing his own trenchant opinion about something fairly
early on in the discussion, which of course chairmen on the whole don’t do. So he
was tremendous good value.

But if he made it clear at the beginning that he thought a piece of art was absolutely
terrible, was there still a chance for it? People did argue?

Oh yes, oh yes, no, the National Art Collections Fund is, the committee is composed
of robust people who don’t necessarily listen to their fellows and who will argue a
case if they believe it needs to be argued.

So in that sense...

It’s very important they should do that incidentally, because if you have a bunch of
lackeys sitting on a committee you’ll make bad decisions.

So in that sense, the chairmanship isn’t necessarily a key determinant of five years of
policy; they really are there just to control the meeting?

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 82
C409/133/04 Side A [Part 7]

Well the chairmanship of the Fund in my view falls into two distinct parts. The
chairmanship of the Committee, when it meets as the Committee choosing the works
of art, is a very different role from the rest of the chairmanship, and your task in
chairing the Committee when looking at works of art – and they do come to us,
they’re in the room when we’re discussing them – is reaching a consensus on whether
or not you wish to support that particular work of art. And so you’re searching for
this consensus among a group who may differ very widely. Take some contemporary
works of art, you will find opinions ranging from flat against to extremely in favour,
and you have to reach some sort of view and consensus. I recall the most sensational
discussion was when we were deciding whether or not to help Georg Baselitz’s
Figure with a Raised Arm that’s now in the Museum of Modern Art in Edinburgh.
[Can you switch the tape off just a second?]
[break in recording]
.....which came up before us in 1989. It’s a very crude, wooden carved figure with
bright blue and red paint on it, but most of the wood is left bare, made in 1982-4 by
Baselitz, who is one of the great German Expressionist artists as you probably know.
And there it was, standing in the committee room, we then used to meet in the Royal
Academy, and it was a very shocking object. It’s large, it dominated the room, and
the Committee (I was in the chair), the Committee looking at it with some unease
during the meeting before we got to it as an item on the agenda. So when we got to it,
I opened the discussion with some diffidence, expecting there to be extreme views on
this object, and I was right. The more traditionally minded members of the
committee, the ones who were expert in eighteenth century painting and sixteenth
century sculpture and so on, said more or less to a man and woman that they couldn’t
bear the sight of it, and then the modernists, the twentieth century experts, said they
thought it was one of the most remarkable and fine pieces of German Expressionist art
they had ever seen. So I was faced with a committee that was more or less evenly
divided, and it’s very difficult on those occasions to take a positive decision in favour
of a work of art. And then Pat Gibson, Lord Gibson, who used to chair the National
Trust and Pearsons, and a very dear friend, was sitting opposite me, and he said,
‘Look, I hate this object, but it’s caused twenty minutes of the most fascinating
discussion; we must help it.’ And that was the solution, but it had caused a very
interesting discussion among a group of very expert art historians, and if it had done
that, it was going to cause extremely interesting discussion not only among future art
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historians but also among the general public when it was put on show, and it has. It’s
been a popular and a detested object since it was put on show in Edinburgh, and it’s
been borrowed for exhibitions. We borrowed it for our own exhibition last January
when we were showing 150 works from our last fifteen years, a remarkable
exhibition, and there it was, standing in the room at Christie’s, much admired and
much hated.

What did you feel about it?

Well I was in favour of supporting it. I didn’t like it at that time. I like it much more
today, it’s so interesting – that’s ten years ago – and it’s becoming a familiar figure.
But I would have wanted to support it at the time, because it clearly was an interesting
object.

Is a decision linked with whether something’s going to be popular? What is the
attitude?

No. The criteria, criterion is entirely one of quality. So...

But if something’s very good quality and absolutely hideous, you would buy it?

Well it’s unlikely to be great quality if it’s absolutely hideous. I mean taste does
come into it, and we will make mistakes, because we will exercise our taste. I’m sure
we’ve made mistakes in the past, we’ve been going a long time, ninety-four years
now, and it’s most...no, ninety-five, ninety-six years, and it’s most unlikely we won’t
have made some mistakes. And we will have turned some things down that we
probably shouldn’t have turned down and supported some that we probably shouldn’t
have supported, but I think you will find that it’s a small minority of what we’ve
done. But the collective taste of the Committee is very important. But even where
the Committee don’t necessarily like something, they might still recognise its quality.
The Baselitz is a case in point, it’s clearly an extremely interesting object in the
history of German Expressionism, quality in the sense of historically interesting and
challenging. Our biggest problem over the many years has been the second rate, the...
I don’t mean that in a pejorative sense. I mean the topographical water-colour of a
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street in Salisbury or Winchester or somewhere which was not a first-rate work of art
but was terribly important topographically to the local community, and we’ve tended
to support those, even though they’re not first-rate works of art, because of their
importance to the local community. We’ve tried in recent years to raise the quality
there, so we have rejected a number that really weren’t good enough, because we do
feel that one of our roles is to try and support objects that will generally raise the
sense of quality.

But presumably one of the problems, it’s a bit like the criteria that I have to deal with
when we have limited funds and we want to record painters and sculptors, that there
is a great danger of going for the very obvious people in terms of fame and success...

Yes, yes.

...in the 1980s or ’90s or whatever. And actually, you know, there is a sort of group
that’s supported by the Tate or supported by the most vigorous arts organisations or
the most vigorous galleries.

Yes.

You know, the sort of inner elite, and actually it might be more valuable to record
somebody outside that, in the long term assessment that other person might come up
to the fore, and some of the grand names might actually sink a bit.

Yes.

You must have that problem a little don’t you?

Well I think we do fulfil that function to an extent, because we’re not part of the elite
in the modernist world for example. And up in front of us come works of art dating
from, you know, ancient China through to things almost wet off the canvas, so it’s a
huge range, and our criteria are quality and our own taste, collective taste. So, you
know, we were offered the chance to help something by Damien Hirst, to use the most
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flagrant case of modernism today, and we had actually turned it down, we didn’t like
it.

But if you’re...

Now the elite I don’t think were terribly happy that we had turned it down.

But if your wooden figure had not been made by Baselitz but had been made by
somebody unknown, would you still have supported it?

I think if the case had been a good case, and the museum, the receiving museum had
put up, made a very strong case for buying it, yes, I think we would. I think it was the
object that stirred up the discussion, not the name of the artist. And that’s very
important, because we will turn down not very good works of art by good artists. I
mean not everything that Turner painted was brilliant, and there are many examples of
inferior works of art that have come out of very fine artist studios, and we will always
do our best to differentiate.

Would there be any value in not actually knowing who the artist was in your
discussions?

Yes, but a lot of members of the committee will know perfectly well who the artist
was because they are connoisseurs and they will recognise the artist’s work. So I
don’t see much point in doing that. Quite a number of works of art of course,
especially from the twentieth century, the committee have probably never heard of the
artist until they read the application. And we’ve helped for example Cartwright Hall
in Bradford buy a number of works by Pakistani artists because of the ethnic mix of
the population in Bradford; well we’ve never heard of any of those artists, and we’ve
backed the ones we liked and not backed the ones we didn’t like, in the works of art.
It’s the only way we can proceed. And you mentioned limitations on money. Of
course there are limitations on money, we can’t support everything, nor can we give
some things as much as we would like to give them. When I first joined the
committee in 1978, I think I’m right in saying that the income of the Fund was
under...the money we gave away that is to museums, was under £100,000, and the
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capital of the Fund I think was under a million. Well now, we’ve had enormous
success with the help of growing membership and particularly legacies, and the
capital of the Fund is now about £25 million and last year we offered £2.9 million to
museums. So, we’ve been able to help more and more in the last ten years, although
in some cases the price of works of art has rather outpaced us.

And is there any attempt to have a balance between contemporary work and period
work, or...?

No, there’s no attempt to have any balance of any sort. We are entirely reactive, so
we react to museums’ requests for money. I say we’re entirely reactive; there will be
occasions when I or one of my colleagues notices something on the market that is
peculiarly appropriate to a particular museum, and we might ring the museum curator
up and say, ‘Have you seen this? Should you not be thinking of buying it? I can’t
guarantee you any offer of money, because that’s for my committee to decide, I can’t
decide, but why not have a go? Because it’s a remarkable object and you should have
it.’ But for ninety-nine per cent we’re reactive. And so, it’s a matter of good fortune
if we happen to have allocated our money across different parts of the United
Kingdom and across different schools of works of art.

And how quickly, I mean supposing something does come up in an auction, how
quickly can a committee react?

Oh very quickly, very quickly. We do things in between meetings. If the museum
was unaware of the auction coming up and gets an application into us on the Thursday
or Friday, they buy it the next Tuesday, because we, some of us go and look at it at
the weekend, and I have a power to deal with any grant up to £25,000 in between
meetings.

And, you mention that the big Baselitz was brought to you; is that usually the policy
that works [inaudible]?
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It is the policy. The only exceptions to that will be if the object is just too big or too
fragile to travel, in which case some of us try and go and look at it. Or if it’s in a
saleroom and the museum doesn’t want to alert the saleroom to its interest.

And, who pays the cost of bringing that up?

The museum pays the cost of bringing it.

Right, so that could be substantial, couldn’t it?

Yes, they take a risk on that, yes. Yes.

And is the work always within Britain already, or is sometimes something...?

Oh no, no, some things are bought in America or other salerooms abroad, or indeed
by private transaction from foreign connections. The majority will be from British
salerooms or British dealers or British private collectors, but that’s not invariable.
That does give us a problem, if something’s coming up at a sale in New York we
obviously can’t go and look at it.

So what would happen?

So we use expert advisers who happen to be in New York or Boston or somewhere to
go and look at it for us.

Presumably ultimately the Internet would make you able to view things in a way?

Well there’s no substitute for looking at the object. You can have reams written on it
and any number of scholarly opinions, but looking at the object is the only real
answer.

And have you any sense of the National Art Collections Fund having influenced
interest in Britain? I mean, I know it’s a totally different organisation from, say, a
private collector like Saatchi, who has obviously been able to tinker with a balance
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quite considerably whether he intended to or not. I mean have you any sense of an
overall influence that’s come through you?

Oh I think we have quite a lot of influence in the museum world, if only because
when we offer to support something the museum curator can go to other donors and
say the National Art Collections Fund is supporting this object and therefore it must
be good, because my committee are experts, they’re connoisseurs and experts. So I
think we do influence museums’ purchasing policy to that extent. In terms of general
influence, I don’t think we’ve had a lot, but it is increasing. I said to you earlier that
our membership stuck at 10,000 for most of the existence of the Fund, which I think
makes all the more remarkable the record of the Fund’s help for museums over so
many years, but in the last ten to fifteen years the membership has mushroomed and
we’re now 85,000. We started that by introducing a magazine, which I think people
found very attractive, and then word of mouth increased the membership and then we
did a targeting marketing campaign in the last two years, having done some research
on who are likely members, and the membership has boomed. And of course the
bigger the membership, the bigger the influence of the fund. So we have taken a
rather more active political stance in the last few years, for example on the subject of
museum charges, or the closure, or threatened closure of a museum, or museums’
policy generally, and that culminated this year in my lecture to the British Museum on
the future of museums, which I was invited to give in my capacity as Chairman of the
Fund when the British Museum inaugurated this new series of annual lectures named
after their Mr Franks, the great Keeper at the end of the nineteenth century.

So this is the talk that’s in the current magazine?

That’s summarised in the current magazine, but I can give you the complete text for
the file.

[End of Part 7]
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.....thumbnail sketch of what you said in that talk.

Well, in that lecture I – after a lot of thinking inside the Fund, with the executive of
the Fund, we thought about it at great depth – my main thesis was that the current
funding of museums is very unsatisfactory. They are funded from all sorts of
different sources for a start, there are the national museums funded directly by the
Department of Culture, then there are the museums funded by local authorities, who
have no obligation incidentally to fund them in the sense they also, they have
obligations to fund their parks but there’s nothing written into their terms of reference.
And then there are museums funded by universities, Ashmolean, Fitzwilliam,
Courtauld Institute and so on. So there’s a diversity of funding. There’s also a
squeeze on funding, that the Treasury has put a clamp on the Culture Ministry’s
money, and the Culture Ministry then looks round the field and lops off one per cent
or two per cent in money terms from everybody’s grants and pays no attention to the
basic costs. My thesis is very simple, that museums’ core collections should be
funded by the State in one form or another, either the State going through the national
Exchequer or the State going through local authority funds or through university
funds. And by core collections I mean the preservation, maintenance, conservation,
display of the core collections, and educational activities linked to those core
collections, because museums are educational institutions. And if museums want to
do other things, then they can raise money elsewhere to do those other things, but the
State did have this duty. And if you follow the logic of that, the next thing is to
deduce what the costs of those core collections really are, because nobody’s done that.
Nobody actually publishes what the true cost of running the core collections of any
museum as far as I know are, and the first attempt at that publicly was the British
Museum’s commissioning of the Edward’s Committee’s report, which was a very
devastating report but full marks to the BM for commissioning it. And I think other
galleries probably should follow suit. And then there should be, on the basis of what
the true costs are, they might be more, they might be less than it is today, there should
be long-term funding agreements between the State and the museums to cover the cost
of the core collections. Otherwise I see nothing but continuous deterioration. There
will be a continuing squeeze on the money available, and there will be misery all
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 90
C409/133/04 Side B [Part 8]

round. Now that policy that I have just enunciated might lead to mergers between
certain museums. It might lead to sharing of services, even the sharing of collections,
and I see no objection to that, that’s happened in the commercial world, and I don’t
see much point in two museums who are on their uppers in some locality and cannot
scratch together the funds from the local authorities, pooling their resources, it would
make sense. But each case needs to be looked on its own, I’m not saying that, you
know, next week they should all get together and merge, a proper study needs to be
done. So that was the broad thesis. Incidentally I also dwelt quite a long time on the
need for good management, because museums are going to have to manage
themselves better than they’ve been managed in the past, they’re not experienced
managers, museum curators, why should they be? They’re scholars most of them.
It’s rather, there’s a parallel in the schools field where headmasters and
headmistresses suddenly find themselves responsible for budgets and personnel
policies and quality and training when they’ve had no training themselves for running
these very very important institutions in our lives. So I did dwell quite a lot in the
lecture on the need for good management and good training and the skills necessary to
run museums properly. Now that might all seem rather irrelevant to the work of the
National Art Collections Fund, but it’s not, because they’re our clients, we want
museums to prosper, we want them to be, to fulfil their functions in society, to create
the educational resource that’s so important in the visual arts, to create the economic
activity in localities that museums can indeed create.

[break in recording – machine noise]

I think I’ve finished that bit.

Right. Were you involved at all in all the sort of past decade problems at the V&A? I
mean how deeply have you known what’s been going on?

[break in recording – machine noise]

Well the Victoria & Albert Museum is a case in point. It’s funded through the
Department of Culture, so it’s one of the great national museums. Its origins, as you
probably know, were in industrial design, it was founded as an inspiration to young
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designers and industrial manufacturers to improve their standards of design in the 19th
century. And it became, through its acquisition policy and gifts and so on, the prime
museum of decorative arts in this country if not in the world, it’s a most fascinating
collection, and a very important collection. Its buildings grew higgledy-piggledy over
a century, and so it’s not actually a very easy building, it’s a building which has
grown in all sorts of directions, and not easy to manage. And successive directors
have been faced with cuts in real terms in their budgets which have made it very
difficult to cope with the necessary display and conservation and maintenance of the
core collections. And they have a big financial problem, and I don’t see that being
solved in a hurry, unless you can move to a sort of system that I’ve been talking
about, which I strongly advocate, and I believe would improve the V&A’s prospects.
It’s such an important museum.

And do you think that Elizabeth Esteve-Coll’s time there was rather shameful? I
mean I felt she was actually treated rather badly. Did you have any involvement with
her?

We must beware of blaming things that go wrong on individual people I think. I
mean management is not just a matter of leadership; leadership is a very important
part of it, the most important part, but there’s also the way the team works together, a
management team works together, and an ethos. One of the problems of the Victoria
& Albert Museum is the same as the British Museum, there’s always been a strong
culture of scholarship, almost to the neglect of budgetary needs, and you get so many
scholars don’t you who say, ‘Oh I don’t know anything about money, it’s not my job,
you know, my job is the scholarship’. And then there’s the rare scholar who does
actually understand management and money, and that’s the ideal manager; the ideal
museum director is the first-rate manager who is also a scholar, understands the needs
for scholarship, and incidentally if has also got a good eye and knows about display
and knows how awful a gallery can look and how beautiful a gallery can look, so
much the better too. If you measure directors of museums against those criteria, there
aren’t many that fulfil all those criteria. Roy Strong was no manager; he was a man
with a good eye, he was a scholar, but not a manager. Elizabeth I think was a
manager, I think she took a great deal of trouble to try and get management structures
right, and get the right people in the right jobs, but she somehow never gained the
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respect of people outside the museum and lost the respect of quite a lot of the old
scholars in the museum, initially, and I think that damaged her.

Did you know her?

Yes I knew Elizabeth, yes.

And what did you think?

I liked Elizabeth very much, and I had some very sensible discussions with her, I used
to have breakfast with her occasionally, on the management of the museum. I think
she was not a good delegator, would be my assessment, but you must take this with a
pinch of salt because I didn’t work in the V&A, I’m only an observer from outside. I
think she got too involved in perhaps too much detail, and worried a lot. But I have a
lot of respect for her in her thoughts and what she was trying to do, much more than I
had for Roy really; Roy I respect as a raconteur and very good company, and
passionate about gardens and such, but I don’t think I could ever respect his
management ability. And I think probably the seeds of the problem were getting,
were being sewn then.

Did you know Pope-Hennessy?

No, no I never, I only met him once at dinner, I didn’t know him at all. So, it’s not
easy for trustees to find the ideal top man in a museum or top woman, but they must
do so, they must...and they mustn’t be necessarily hidebound and feel they’ve got to
choose somebody from previous museum management.

What did you feel about what Alan Borg did at the Imperial War Museum
[inaudible]?

He did a very good job, he did a very good job. I think he transformed that museum.
The picture galleries, of course there’s a wonderful collection of pictures, which
people often don’t know about, and they’ve improved a lot, and I think the whole
display in the War Museum improved. And he managed to create that balance there
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between interaction and display, which isn’t easy in fine art museums, in fact it’s
almost impossible, but in a war museum or a science museum you can I think do that.
He did it I think reasonably discreetly. And he also of course oversaw a big extension
of the museum.

Mm. But there is all...

But he’s got bigger problems at the Victoria & Albert Museum.

But did he introduce charges to the Imperial War Museum?

Yes he did. Yes I think... I don’t know.

Or were they already there?

He did at the V&A of course.

Yes, which presumably you’re against.

He’s turned the voluntary charge into a compulsory charge, and I’m not in favour of
compulsory charges to the great national collections. I’ve had arguments on this with
people who take a more economic view, and my points are fairly simple. I think
firstly they are the great national collections, they have been bought with taxpayers’
money, or given by donors – a huge amount of our national collections were given by
donors, and by people like ourselves, the National Art Collections Fund. And quite a
part from those two arguments, museums are about education. Education tends not to
be a commodity that people pay for. And charging, finally, deters those visitors who I
think are the most important visitors of all, who just drop in. People say to me
frequently, ‘I love going to the National Gallery every lunchtime, or dropping in twice
a week, or even once a month, regularly, to look at one picture, or two pictures, in and
out, spend half an hour just contemplating something.’ And charges deter that.
Whatever concessions you make, they deter it, because you could say, all right, have a
season ticket, or, all right, you come in on Mondays when it will be free or something,
but it doesn’t work that way, people don’t want to be bound either by the paying or by
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only coming in on Mondays free; they want to come in Thursday this week,
Wednesday next week, Tuesday and Thursday the week after: they want freedom.
And I think you are deterring people from the inspiration and education that great
works of art provide, the contemplation, meditation, all those things that matter so
much in looking at a work of art, if you institute charges.

And do you feel at all optimistic that the State will take on the funding?

No, I don’t. I can’t feel optimistic. All the record is that the State doesn’t really care
very much, and successive governments have seldom had anybody at the Cabinet
table who takes a passionate interest in works of art. And the number of Ministers
you can number who take an interest in works of art is very small indeed. And the
Culture Minister is always up against it, because he’s got no power and he’s arguing
with the Treasury. However, come back to my thesis, I will continue to argue that if
they can get a sensible method of deciding how much funding the great museums
need, and museums in other parts of the country need, the more chance there is of a
sensible funding system, and I’m still arguing that point with Chris Smith
incidentally. I saw him a few weeks ago and continue to argue the point, and he and
his civil servants were receptive to it, they said, ‘Yes, we would like to develop
something on the lines you are suggesting.’ And I also offered to help them on any
scheme they wanted to devise, if they wanted to, you know, flash a draft at me on
whatever proposal they’re going to come up with, because they are reviewing
museum funding at the moment. And that was one thing I would help them to do if
they wanted me to. And the other thing was that, if they wanted me to provide them
with some help on quality assessment, because Lloyds TSB, we’ve devised a means
whereby schools can assess themselves through quality assessment, benchmark
themselves, and that’s now in 250 schools.

What is it?

It’s used as the business excellence model, which is adapted for schools and it
provides schools with materials whereby their management can self-assess the
performance of the school, not just in terms of academic performance but in terms of
managerial performance, which is proving very successful.
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Can you give me an example? I mean...

Well, the materials we provide the school. First of all we would provide them with
the materials, which are a sort of book which has a whole series of questions in it:
have you studied this, have you studied that, and so on. And then we will provide one
of our people who will go to the school and take them through it and tell them how to
do it, in other words, you must sit down in this room, and you must ask yourselves
these questions, are you good enough at this particular performance? Let’s take
personnel management. What is the state of your personnel management? Who is in
charge? How is it done? Have you got assessment forms? Have you got an appraisal
system that works? Why doesn’t it work? What are you going to do about it? Go
through all that in detail. And very often these are questions that schools
managements simply haven’t thought about. They say they have an appraisal system
but they aren’t actually operating it very well, because they’re friends. Now you can
operate an appraisal system even if you are friends, because the point of an appraisal
system is that you sit down and talk to each other, and you are very frank, and you
alert each other to your weaknesses and your strengths. So...

How did Lloyds come to develop this?

Well it’s all part of the old TSB thrust on education. I did say when I was Chairman
of TSB that I wanted our, quite apart from our charitable foundations, I wanted our
major social thrust to be in the field of education, and so we did two things, apart from
a number of other minor things, but the major things were first, encouraging people
throughout the group to become school governors, and then providing them with
materials on how they could be better school governors, and taking them off to
seminars and teaching them how to be school governors, and improving their
performance. And then second, we devised this quality assessment scheme for
schools. So as I say, it’s now in 250 schools and is going very well. And I’ve offered
to Chris Smith that if he would like to look at this and try to apply it to museums, we
would see what we could do. I think it will improve the management performance of
those schools. And I don’t think museums have begun to think about it, and they do
need to improve their management performance, as part of the contribution to cost
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control, and excellence. So it’s a very interesting field. We’ve strayed from the
National Art Collections Fund, but it is vaguely connected.

Indeed. And have you actually been a trustee of any of the museums, or not?

No, because, well I’m an honorary keeper of furniture at the Fitzwilliam Museum, and
I am Chairman of the Courtauld Institute, which happens to also run the Courtauld
Galleries, because that’s very much an integral part of the Institute, Sam Courtauld
having taken the view that the teaching of the history of art is much better done if it’s
got great works of art adjacent to it. So he gave his, much of his collection as you
know. So, in the case of the Courtauld, which is not a big buying gallery but every
now and then it does want to add something that was connected with Sam Courtauld
or connected with Somerset House indeed, if it does apply to the National Art
Collections Fund I would not chair that discussion, I would take no part in it. In the
case of the Fitzwilliam, I’m only honorary keeper, I have no status at the Fitzwilliam;
I am simply occasionally asked my advice, so I do chair the discussions on the
Fitzwilliam’s applications. But otherwise I take the view that as Chairman it’s
difficult for me to serve as a trustee of a major museum. I could do so, there’s
nothing to stop me doing so, and I would simply not be able to chair the discussions
of any work of art that museum applied for.

And before we go on to any of the other subjects, I deflected you, you were sort of
leading me through the development of your involvement with the National Art
Collections Fund. Can we just [inaudible].

We got side-tracked didn’t we.

Yes.

We got side-tracked.

We’ve really gone...

Go right back to the beginning again.
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Started with meeting Brinsley.

Ben introduced me to Brinsley.

Yes.

That’s right. No you’ve side-tracked me. You’re quite right.

It’s my job.

You were too interested in Brinsley and Ben. Well, having met Brinsley, I was then
invited to a drink with him and Bobby Gore, who was then advising the National
Trust on all their picture collections, and who was also a member of the National Art
Collections Fund, and Ben, and Anthony Hornby who was then I think the Chairman,
who I knew anyway because he was senior partner of Cazenove, the stockbrokers, and
he was a collector of French Impressionist paintings. And we had a, we had I suppose
what could be called a grilling. It was very congenial, but it was obvious, I was being
looked at. I’ve left out a step, I’m so sorry. After my first meeting with Brinsley, he
invited me to join the board of the Burlington Magazine, which I was deeply
honoured by, because the Burlington Magazine was one of those pinnacles of art
history, I mean it never occurred to me in my youth I would ever be anything to do
with the Burlington Magazine, and all these great art historical figures who were on
its board and its trustees, I couldn’t conceive that I would ever join this circle. So I
said yes very quickly.

And what were those meetings like?

And enormously enjoyed it. And Brinsley was the Chairman. And it’s such a
wonderful magazine, it’s very high quality scholarship, and again encourages younger
people to develop their art historical expertise, because it publishes work resulting
from the theses of young academics from all over the world, particularly in this
country and the States.
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What would have been the atmosphere of their meetings?

Well the editorial, the editor has of course free rights, an editor, the board doesn’t
dictate editorial policy. But when I first joined the Burlington Magazine it was still a
subsidiary of Thomson newspapers, the Thomson Organisation, because the
Burlington had run out of money and I think a rescue package was put together, I
don’t know the details I’m afraid, but at some point in the history, and it became a
subsidiary title of Thomson, and Thomson therefore dictated its finances. So it was
all very difficult, because the Burlington hardly fitted in with any other Thomson
Organisation title or policy of any sort, and I believe I would be right in saying that it
was only rescued by Thomson because Thomson himself had some interest in the arts.
And it became progressively more difficult, because very few magazines wanted to
pursue its own editorial policy. I was an editorial director incidentally; there were two
classes of director, there were the Thomson-appointed directors and the editorial
directors, and Brinsley was the chairman of the editorial directors. And our job was to
ensure editorial integrity of the magazine. And it became obvious as time went by
that this wasn’t a satisfactory arrangement. And so, we raised money to set up a
charitable trust that could take the Burlington out of the Thomson Organisation, which
we did.

Where did you raise it from?

Oh, donors.

People you knew?

Good people, good people who believe in scholarship and the arts.

But it was effectively...

We’re still raising it incidentally, so if you...

But it was effectively their giving to it, because it’s not a business concern.
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It’s a charity.

Yes.

We now run it under a charity, and the Burlington Magazine Foundation is a charity
which, we’re still appealing for money for that, because we want an endowment fund
to make sure that the Burlington is published in perpetuity. We’ve done very well,
we’ve raised enough money to ensure its independence at present; we’ve even bought
a freehold building near St. Pancras which is the editorial office, which has given us
security for the long term. We continue to seek donations from benefactors.
Anybody who gives more than $50,000 is a benefactor. And we’ve now got a goodly
list of benefactors, and our aim is to find about another £500,000 or so; at that point
we will feel that we have gained security. Meanwhile it’s fairly secure, we’re...we see
no risk of falling on hard times at present, and the magazine is maintaining its world
reputation for excellence, it is the number one magazine in the world for – or perhaps
I should call it a journal, magazine is perhaps rather too popular a term – leading
journal in the world in the history of Western art, and it’s much respected throughout
the academic world. So that’s gone very well. Well then, a year or two later, I
suppose Brinsley having got to know me and I having got to know him, he then
invited me to join the National Art Collections Fund, and I’ll never forget his letter.
Again you must remember that the National Art Collections Fund, the Committee is
composed of these great art experts, Ellis Waterhouse and Ben Nicholson and
Brinsley himself and, I shall remember, if you’ll give me time I’ll remember the other
members of the Committee when I first joined, but instantly I can’t. I never imagined
I would ever join that Committee. I had admired it from afar and thought it was a
most distinguished group of people. And a letter came, written in Brinsley’s
wonderful scrawling handwriting, and the P.S. was, ‘People do not decline this
invitation.’ [laughs] So I didn’t.

Did you think he had thought there was a danger you would then?

He probably might have thought that my job in the City was pretty busy, and that I
might not find the time.
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[End of Part 8]
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And is it possible to just take some little photos of between your joining that
committee and the present time, memories that stick out?

Little memories?

Mm.

Well the most hair-raising memory was fairly early on. We used to meet then,
because we didn’t own our own building, we hadn’t got any money, in the Royal
Academy. I forget the name of the room but it’s the one where they give lunches, it’s
in the old Academy building. And the lighting was appalling, you could hardly see
things in the evening; we used to meet in the evenings always. So, you had a
combination of murky gloom, and then extremely fierce portable light that was
brought in, which of course showed a picture up to be incredibly harsh if you couldn’t
see it properly. So you had to arrive in decent time to get the last fading rays of
daylight. It was all right in the summer but in the winter it was very difficult. And
the most hair-raising meeting for me in the early days, I had only just joined the
committee, and I can frankly say I didn’t know a great deal about pictures in those
days; I had looked a lot at pictures from the age of fourteen onwards, and I suppose
you develop an eye for a picture, but my scholarly knowledge was minute, I was
never a trained art historian, entirely self-taught, and really not very good at it in my
view, I couldn’t have told you very much about the development of the northern
Netherlandish school and the fifteenth century or anything. Anyway.....

[break in recording – interference on tape]

Anyway, for the first meeting or two, having sat in fairly respectful silence, unless
there was an object of furniture, which I did know about, or eighteenth century metal
work or something came up, I found myself at a fairly early meeting in my career
presented by a picture by Bronzino, and there it was on the wall, and I looked at it,
and I didn’t like it. I didn’t like the surface of it, it seemed to me to be very dull and
flat. And we started the meeting, and I was sitting next to Anthony Hornby, I was
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right at the end of the table feeling rather junior. And when Brinsley opened the
discussion on the Bronzino, I whispered to Anthony Hornby that I didn’t like it. You
do that sort of thing if you’re feeling uncertain, you’re trying to test an opinion, you
know. And Anthony said, ‘Say so. Say so. You must say so.’ And then to my
horror, Brinsley decided to go round the table. Normally the discussion, you spoke if
you wanted to speak and you didn’t if you didn’t want to speak, and he had decided to
go round the table. And I was third in line, which was terrifying, because there were
sitting Ellis Waterhouse and Anthony Blunt and Bobby Gore and all these experts
who really know about pictures, and there was me expected to speak third on
something I didn’t really know about. So I took the bull by the horns and took
Anthony’s advice, and said I didn’t like it. And they said, why didn’t I like it?
Because I didn’t like the surface, I thought it looked dull, and I had seen other
Bronzinos and it didn’t look like them. We went on round the table, and one or two
supported it, and it ended up with a general feeling that we needed to get a condition
report, and that it wasn’t going to get past us at first muster without a condition report.
So the picture was sent off to an expert to get a condition report, and the message
came back that it was a nineteenth century copy. At which of course I heaved a huge
sigh of relief, and didn’t feel particularly skilful but I did heave a huge sigh of relief,
and I’m deeply thankful to Anthony Hornby, because if he hadn’t said, ‘Say so,’ I
don’t think I would have done; I would have felt too scared.

Did they give you credit for having recognised it?

Well, I was only third in line, so I wasn’t the only one, as it turned out, who expressed
some reservation, because there were others later in the line who also expressed some
reservation. But it was a very, very difficult and...difficult moment. And of course
the museum concerned, which incidentally happened to be the Fitzwilliam Museum, it
was Michael Jaffé, withdrew the picture before the next meeting. So it was, that was
a very early experience of, well I’m not quite sure what, should you remain silent or
should you speak up? As Chairman I encourage people to speak up, and not to be
afraid of being wrong, because if you don’t speak up, you are not an honest
contributor, and if you are wrong, it doesn’t matter, people shouldn’t mind.

Do people ever flounce out if they’re not getting their way?
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Oh no, no no. No, I mean they sometimes... They’re very nice people, they
sometimes get upset they might have upset somebody else. I had a discussion about
two months ago, and I’m not going to mention the names, but one member of the
committee was extremely keen on something and the other was not at all keen on it,
and they got quite rude to each other, in a, in a very human way, I mean nothing
wrong with it at all, it was perfectly adult and sensible. And one of them came up to
me afterwards and said, ‘Oh dear I do hope I haven’t upset so-and-so.’ I said, ‘Of
course you haven’t, no.’ I mean, if you can’t be rude when discussing something and
you feel very passionately about it, it’s not going to be a discussion.

It wasn’t a male-female argument?

It was actually, yes.

And who was worried about having upset whom?

Yes.

But the man was worried about having upset the woman?

Yes, exactly that, yes, yes.

And, I’ve talked to quite a lot of people about Anthony Blunt for various reasons.

Yes.

And I wondered how you found him.

I only met him two or three times, because his problems with, that later came to light,
were fairly soon after I joined the National Art Collections Fund. I have two
connections, well three connections with him actually. Firstly he was a Marlburian;
secondly he was Director of the Courtauld, although I never met him in that capacity,
because I took over the chairmanship of the Courtauld Institute long after his
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retirement; and then thirdly where I did meet him, he was on the committee of the
National Art Collections Fund, and a very distinguished member of it. He was a
sensitive art historian, very knowledgeable, and a very good eye, and the comments
that he made on pictures and sculpture that came in front of the committee were well
founded and level-headed and sensible, and put forward with great diffidence, he was
a very diffident man on the surface. I’ve no idea what he was like underneath because
I never had cause to work with him, and so I only saw him in the performance of his
duties on that committee. When he was convicted of treason, he resigned from the
Fund, because it was the National Art Collections Fund and the patron was the Queen,
so he quite rightly resigned, and I’m sure if he hadn’t resigned, we would have asked
him to.

And are there other snapshots from the years on the committee?

Well I’ve already told you about the Georg Baselitz incident.

Just going back, this recent argument within the committee, who won, to buy or not to
buy?

Oh we supported the work of art, yes, definitely, yes. With a lower grant than we
might have done, because we didn’t think it was a distinguished, collectively didn’t
think it was a distinguished work by that particular artist. It was competent but not
distinguished. Other snapshots. Cathy there are so many, I mean every month is a
snapshot. And the beauty of the Committee is that people are uninhibited, and...

And is there a convivial side to it as well, people will [inaudible]?

Oh yes, well, personally I’ve always tried to chair things with a certain amount of
humour, I mean you mustn’t, you mustn’t be too serious.

But I mean beyond the actual meeting, is there a dinner or anything of that kind?

Not a lot, no, not a lot. We give... Well we never really covered the other work of the
chairman of the Fund, which, we’ve covered it as far as the political lobbying is
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concerned, but there are quite a lot of things that I do beyond chairing the committee.
I have a full-time director, David Barrie now; in fact I declined to take on the
chairmanship from Brinsley, because there wasn’t a full-time director, and I said there
had to be a full-time director, the load on the chairman was just too great. So Oswald
Normanby took it on, and we appointed a first director under him, and then I took it
on from Oswald Normanby. And my role is, I am at the beck and call of the director
and the staff, if they want me to help with any project I will obviously do so within
the constraints of my diary, so I will chair lunches at the Fund when we’re inviting
Ministers or museum directors or whatever to come and have a discussion. I will
speak at parties we give, or patrons and benefactors and all our volunteers. We have a
large number of volunteers who help us. If we’re putting on an exhibition at Olympia
in connection with the Olympia Fair, to try to and get members, volunteers will man
the stands. Volunteers help us in the office. And so we invite them to come and have
a drink with us once a year, and so I’ll appear at that. We have a council of patrons,
which John Baring chairs actually but clearly I go and talk to them as well, tell them
what the Fund’s doing. So there are quite a lot of functions which I will preside at or
go and speak at for the Fund. And in between meetings I’m constantly in touch of
course with Mary Yule who runs the grants side. Very seldom a day goes by without
a telephone call in connection with the Fund.

And are you always enthusiastic about it, or do you have times when you think...?

No I’m always enthusiastic, yes. And I write the introduction to the quarterly
magazine.

I was going to say, would you like to say a bit more about the magazine? Because
presumably you were very involved [inaudible].

Well it used to be a newsletter, which was rather scrappy and very short, and then it
developed gradually into something more serious, and then a few years ago we
decided to make it a full-blown magazine, because my experience at the English
National Opera when we were trying to build up a friends organisation was that if
you’ve got a good magazine, people will join you to get the magazine. And I think
that’s what’s happened. We’ve no evidence for it, except that the membership started
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to go up once the magazine existed. And I think a lot of members are members to get
free entry to museums and get the publications.

When you said you had a sort of drive to target membership, who were you targeting?

Well David Barrie and his colleagues in the Fund employed an outside agency to
advise us. First of all did some research and discovered that our major appeal is to
something called the urban intelligentsia, people like you and me I suppose that is,
which was useful to know. And so we then targeted membership leaflets through
journals like the Spectator and others that the urban intelligentsia tend to buy, and also
specialist journals. And that began a very strong growth in the membership. We
didn’t go in for a lavish advertising campaign, it was quite clear that wasn’t going to
do anything, although we do advertise in selected places, but it’s not a big
expenditure. And we invested something like, I don’t know the figures I’m afraid in
my head but something like £100,000 in this campaign over a period of two or three
years, and the membership shot up. And it reached 35,000 quite quickly, and then has
boomed, and it’s now about 85,000, which of course makes us more of a political
force in Ministers’ eyes, which is interesting, and does increase our revenues, and
probably most important all, increases the potential catchment for legacies, because
legacies are what have really made us financially sound. The fact that we’ve got this
endowment fund now of about £25 million, which produces income, is very important
to us, and it enabled us to buy our own freehold building (shades of the Burlington
Magazine again), both bought during the property slump in 1991. I always wanted to
find our own building, because once you’ve got your own building you are a
permanent charity, you’ve got a permanent home, and you are not at the beck and call
of some landlord and camping. We used to camp in the basement of the Wallace
Collection and then in the Tate Gallery’s offices. That’s not satisfactory, because you
never know what’s going to happen in the future.

Speaking of the Tate Gallery, did Nancy Balfour come into your life much?

Yes, she did, yes, yes, not much, not much.

I very much regret that we didn’t record her.
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Yes, that is a pity.

Could you say anything about her?

Well I didn’t know her at all well Cathy. She...I came across her because she was
Chairman of the Contemporary Art Society. There is a nexus here I just ought to
mention for the sake of the tape. The Burlington Magazine and the National Art
Collections Fund were both founded in 1903, and have always had quite a close
connection through the two boards, you will find the same people appearing on both,
including myself, although it was never particularly intended, it just happened. And
the Contemporary Art Society was founded in 1910, to help museums and galleries
buy contemporary art. We do that too, but we do it reactively, they do it actively, they
go out and buy contemporary works of art and then give them to the museums. And
like the National Art Collections Fund, it never really took off; it was active, but
didn’t grow a lot, and it’s been a great success over its life, and Nancy became
Chairman of that, and I met her because I was a member of it and I was also Chairman
of the National Art Collections Fund, so we met occasionally. I didn’t know her well
enough to be able to give you much of a thumbnail sketch I’m afraid.

But your impressions.

Well I always found her an immense ball of energy, she was full of enthusiasm and
ideas and, I much enjoyed her company. Because again she was perceptive. I met her
occasionally at the Contemporary Art Society’s fairs of works of art, and it was
always fun.

Were you aware of her as an economist?

Well yes, because The Economist is one of the magazines that I regularly read, so I
was aware of her background and her work.

She was always, for those of us not in that world, very mysterious about that. I mean
what was her place?
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Yes, I wouldn’t like to comment. I don’t think I read enough of her work to be able to
give you a thumbnail sketch of her status as an economist. Such things as I did read
of hers were very readable, analytical, to the point.

Did she have a particular area of expertise?

Well I don’t...no, I don’t...I don’t think I was that, I don’t think I read enough of what
she read to be able to answer that question. I think my links with her were really
entirely the artistic links, so I’m only aware of her background, I’ve not read enough
of her work.

And jumping back...

She was punchy, she was fun to talk with.

Jumping back into the National Art Collections Fund, who is actually your committee
at the moment?

Ah. Do you want me to list it?

Well tell me who comes to mind then, it’s a more interesting way of doing it.

Well there’s me. [laughs] Then there’s, David Barrie is the Director, and he’s a
member of the committee. We found him through a process of advertising, and he ran
the Japan Festival, he was a Foreign Office person before that. He’s really flourished
as Director of the Fund. Rupert Hambro is my Honorary Treasurer, and he became
Treasurer when he gave up being Treasurer of the Boys Clubs, and so I nabbed him,
because I wanted a Treasurer to succeed Charles Farringdon who was the Treasurer.
Then I have in the field of pictures, I’ve got Oliver Millar who used to be the Keeper
of the Queen’s works of art and is a great expert on portraiture; he’s retiring this year.
I’ve Caroline Elam, who is the editor of the Burlington Magazine and a great expert
on Italian works of art. And Judy Egerton who used to work at the Tate Gallery and
now advises the National Gallery, and you may have seen her exhibitions of ‘The
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Fighting Temerare’ last year and the Hogarth exhibition this year. Wonderful
catalogue. Jennifer Montagu, who used to work at the Warburg Institute and is a great
expert on sculpture, and has written a number of tomes of which you will probably be
aware. Bobby Gore, just retired, he used to advise the National Gallery on pictures.
Among the modern school, I’ve got Bill Govett, who is a connoisseur and collector of
contemporary art; Felicity Waley-Cohen who used to be a dealer in contemporary art
and also knows a lot of modern collections; Anthony Snow who used to be associated
with the Corning Glass Museum, although he is actually a professional PR man on the
board of Hill & Knowlton; John Baring, who was the Chairman of Barings and who
had a great collection of water-colours and again bought contemporary art in Barings.
So it’s a good group.

And how are they chosen?

I have a nomination committee, I’ve got, I run it on commercial lines, our nomination
committee looks at the composition of the committee, sees where we might in the next
few years be a little weak if somebody’s retiring and we need to strengthen the
expertise in a particular field.

So who’s the nomination committee?

Myself and Oliver Millar and Caroline Elam at present. Oliver’s retiring shortly so
we’ll appoint a new member on it very soon. And then they make a recommendation
to the committee. So, in the last two years we have brought on David Landau who is
a publisher and a great expert on prints, I mean superb, and is now on the board of the
National Gallery, and David Attenborough, who, apart from his better known
activities on television, talking to wild animals, is one of the world’s great experts on
ethnic art of various sorts throughout the world. And that’s enormously strengthened
our... We’ve, in the last year we’ve had applications for African masks and so on;
well we haven’t had to look further than David, you know, he’s been a great asset in
that area.

And you mentioned buying Pakistani artists in Bradford; are there other relatively
new thrusts that are coming through like that?
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Well museums are very interesting across the country, and different museums
specialise in different things. Sometimes they specialise in things that we don’t know
anything about, coins for example. So just to complete that picture, we don’t have a
coin expert on the committee so we use outside expertise; we actually use Ian Stewart,
who is now Lord Stewartby, a great deal, to give us an expert opinion on a coin. And
icons, we would use somebody else, we don’t have anybody on the Committee who
knows enough about icons. But even if we take that outside opinion, we will still
exercise our own taste or views, and sometimes we’ve gone against the outside
opinion, although that’s happened only on rare occasions. We have an advisory
council incidentally which the nomination committee also deals with, which is
composed of people who certainly cover the areas we feel we don’t cover in the
Committee, and sometimes also covers areas we do have in the Committee. So if a
museum is specialising, we believe we have sufficient expertise to cover it. And
museums do specialise. I’ve given you one instance in Bradford now. There is a very
good Jewish museum which specialises in buying Jewish paraphernalia of one sort or
another, including some very interesting silver work which we’ve helped. A number
of museums specialise in more traditional fields. The... Names escape me. I’ll have
to come back to that, sorry. The museums at Leeds, Birmingham, Southampton
specialise to some extent in buying contemporary works. Wales has a fund for buying
contemporary works. The Shipley Art Gallery in Gateshead buys contemporary
crafts. And so on. Cecil Higgins Museum in Bedford, which is the name I was trying
to remember just now, specialises in prints, and has built up a very good collection of
modern prints. And those museums are a delight, because very often they come back
to us, and you are pretty certain they’re choosing something of real quality, because
they’ve got the expertise and they’ve really made a thing of that particular field. Just
occasionally we’ll say no, if it doesn’t come up to our criteria.

And, looking at life from a different point of view, when I was last here you were
about to give a lecture I think that evening on corporate giving and charitable
donations. I mean, can you remember that? It was in October. What would have
been the nub of your [inaudible]?
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That was to the annual conference of the Charities Aid Foundation. Very good
audience. And the main theme of that was, as you say, corporate giving. And, well I
was saying my usual thing really, that a company should be involved in the
communities from which it derives its business, and take this company, our staff, our
branches, our customers are all in communities, across the country, and we feel very
passionately therefore about helping communities, and we do that mainly through our
charitable foundations, which don’t just give money to the charities for their head
offices, in fact we hardly do that at all; a bit of core funding, but most of the money
goes into the communities in relatively small packages, because if there’s a
community project that only needs £2,500 to help it with some essential project, that’s
what we would like to help. So that was the thrust of what I said at that conference. I
did also mention management, the pet theme of mine, and charities needed to show
that they were well managed, because donors to charities wanted to know that their
donations were going to be well managed, and spent properly. So those I think were
the two main themes that I was developing at that conference.

And could you talk a little...

A very lively audience, I only...I pleased the audience, because they had had
politicians in the morning who not only out-ran their speaking time, but out-ran every
other time as well, and no chance for questions, and I only spoke for about eighteen
minutes and therefore we had about forty minutes of observations and questions from
the floor. And very very lively and interesting people, and a good debate.

Centring on what then? I mean I wouldn’t have thought there was all that...

Well centring mainly on what companies could do and what they should do, and how
do we encourage more companies to give. We give one per cent of our pre-tax
profits, and a lot of companies don’t do that, and they ought to. I think it’s incumbent
on any company that derives business from the community to take it very seriously
indeed.

And could you now tell me about your involvement with the Courtauld?
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Didn’t we cover that in the earlier tapes?

No.

Are you sure?

Not on my interviews, on any tapes we’ve done.

No? Well the Courtauld Institute is another, another example of excellence. It lives
by excellence, it is the number one teaching institute in the history of Western art in
the world. Its students, both undergraduate and graduate, it’s a larger graduate study
course than undergraduate, come from all over the world, and you will find Courtauld
graduates running museums all over the world, and involved in the teaching of history
of art all over the world. So it’s very important indeed in the history and the teaching
of visual arts. Again I have to say that I’m totally astonished that I’m its chairman. I
would never have expected it, and I’ve...I’m not an art historian by training, and my
whole interest in the visual arts, apart from my amateur interest in pictures, which is
passionate but amateur, has been in what Michael Jaffé called bric-a-brac, you know,
I’ve only written on the history of furniture and metal work, with only very occasional
forays into rather lightweight pieces on pictures. So when I was invited to join the
board of the Courtauld Institute I was very surprised. It came from several different
angles, the first appearance was somebody called John Hunt, who was at King’s with
me, at Cambridge, and he came through my door and said, would I consider joining
the board of the Courtauld? He was on it. So I said, well I certainly would; it hadn’t
occurred to me that I would be qualified, but I would.

[End of Part 9]
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Can I keep you a bit longer than 12, or not?

Yes.

Great.

And then, Michael Hirst came through the door, and he was a teacher at the
Courtauld, and said would I consider joining the board of the Courtauld. These
appeared to be unconnected events. And then about a week later Peter Lasko, the
Director of the Courtauld, rang me up, and I didn’t know him, he’s a mediaevalist,
and said, could he come and see me, so I thought, things were getting serious. And he
did come and see me, and said would I become a member of the board, so I agreed.
And I came to my first board meeting at the Institute. It was then in Portman Square,
in that wonderful building, the interior of which was designed by Robert Adam for the
Countess of Home, Home House. Amazing staircase, and beautiful rooms. And we
met in an upper room with, much too crowded, a very badly run board, the meeting
went on for two and a half hours, but didn’t have the substance to justify two and a
half hours. So it was rather a bad experience really, the first meeting, and so was the
second meeting, because again there wasn’t much substance, and it wasn’t at all clear
what the board was meant to do, because the university is actually responsible for the
Courtauld, it’s an Institute of London University, and set up at the instance of
Viscount Lee of Fareham with Samuel Courtauld’s endowment, he persuaded Samuel
Courtauld to give this endowment, as an Institute of the University. And the
management board, so-called, didn’t manage anything, it floated somewhere between
the University and the teachers of the Institute, with no powers, other than appointing
itself, and writing some minutes. I caricature a bit, but that is more or less what it
was. And then I discovered after two or three months that there was a plot to make
me Chairman, which I’m sure existed before I was ever invited to join the board, I am
quite certain that Peter Lasko had it in mind to shift me into the chair pretty quickly,
although he never actually told me so. And it became increasingly obvious that this
was the agenda, and the only question was how to persuade John Witt to retire from
the chair, which they managed to do, but don’t ask me how. Anyway John Witt duly
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turned up and said, would I take on the chair from him, because he wanted to retire.
And so, I agreed to that, because it is an excellent Institute and I felt that I could
contribute something to its development and the furtherance of its aims, not least
because there was a plan then to move from Home House to Somerset House. And I
suppose that attracted me, because I had done lots of work on William Chambers
when I wrote my book on Matthew Boulton. William Chambers has become for me
something of a hero, he was greatly underrated I think by art historians, and his
importance as an architect, a neo-Palladian architect – I draw a distinction between
neo-Palladian and neoclassical – he was very much overshadowed by Robert Adam
the neoclassical architect who was producing all sorts of filigree works in his
decoration while Chambers was harking back to the old Romano-French tradition of
much heavier form of decoration. Somerset House is his masterpiece. He spent most
of his life planning and implementing Somerset House, which is why he didn’t do so
many country houses and municipal buildings that Adam did. And it greatly attracted
me to think that I would be helping to implement the move of the Courtauld into the
north block of Somerset House, which contains William Cambers’ finest rooms. So it
all fitted together.

And did you try to find a different role for the...?

Yes, well I had interesting discussions with the University, and you are back to the
Royal Commission again because Stewart Sutherland was the Vice-Chancellor, and
there are connections. And I’ve tried to find out from the University what the real
role of the Board was, and it...I think we’ve settled it. The Board is not a management
board, it is a supervisory board. The university likes it to exist, because it is one
means of feeling that the Institute is in good hands, it’s got people to guide it, it’s got
people to support it in public, it’s got people who try and raise money for it. It’s got
people who will, under the means that I organise it, will keep an eye on academic
standards, in addition to the Academic Board, which is composed of the academics,
that we will ask questions about performance and excellence, and will be there to
congratulate them when they do well and ask questions when we think they’re not
doing well. And then from the teachers’ point of view, they like the Board to exist
because it’s a form of support for them, were the University ever to let them down, we
can argue the case with the University. If the funding isn’t good enough we can argue
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the case with the University and the Higher Education Funding Council. So we’ve
got those two roles I believe. And the way we run the Board is quite corporate, I have
regular reviews of the various departments, so this meeting, the last meeting, we were
looking at the conservation departments; next meeting it will be the libraries, which of
course are sensational, the Witt Library is the finest photographic library of Western
art in the world. And then another meeting, we’ll look at the galleries, which again
are also sensational, because they have Sam Courtauld’s amazing Impressionist and
post-Impressionist pictures, as well as the Seilern bequest of, we’ve got the largest
collection of Rubens sketches in the country.

And what about the future of the building?

We are entrenched as you know in the north block, which contains William
Chambers’ fine rooms for the Royal Academy, the Royal Society and the Society of
Antiquaries, so we occupy those rooms, and his great exhibition space at the top of the
building, built as temporary exhibition space for the Royal Academy. So we occupy
all the north block for the galleries and for the teaching institute, which has the wings,
and the conservation departments are in the west wing. The teaching institute largely
in the east wing, although some of the west wing as well. There are plans to, at last to
open up the rest of Somerset House, which is the finest classical courtyard in Britain,
if not in the world, and if you stand in that courtyard you might think you were in
Paris, it’s Chambers borrowing from French architectural tradition. And yet it’s
crowded with the Inland Revenue’s cars and cycle racks, and, not that I’m against
disability ramps, they are so ugly and so out of keeping with Chambers’ architecture
that there has to be some improvement. And the thing’s a disaster. So the agreement
now, and thanks to Jacob Rothschild and the Lottery, is to move all the parking out of
the courtyard and to restore it to what it would have been in William Chambers’ day,
with no clutter, when it will become one of the great architectural wonders of this
country. And you know what’s happened to Horseguards, they’ve moved the cars off
Horseguards and you can now see the William Kent buildings, and it’s magic. That
will happen with Somerset House. The Inland Revenue will stay for the moment in
the west and east wings of the courtyard, paying rent to a new Somerset House Trust
Limited which is a charity set up with the help of the Treasury and the Lottery, which
Tim Sainsbury is going to chair. He is Chairman of it, it exists already. And then the
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south block will entirely be taken over by the Somerset House Trust, and the terrace
will be opened up to the public for the first time for 100 years, it used to be open to
the public, and they’ll get to it through the Seamen’s Hall, which is the central hall of
the south block, with access through the courtyard, or from a new door that will open
onto the Embankment, under Chambers’ great Water Gate, or again from Waterloo
Bridge, where they can walk onto the terrace. And there will be cafés and restaurants,
I hope, in the south block, and a shop on the ground floor level. And then the idea is
to, and this is already in train, to convert the vaults under the terrace, which used to be
occupied by the Mint – sorry, by the Inland Revenue, and by the Registrar of Births
Deaths and Marriages, and they’ve moved out – to house Arthur Gilbert’s collection
of silver and gold and micro-mosaics, all funded by the Lottery. And that great gift
made by Arthur Gilbert, who was a Londoner who emigrated to Los Angeles, and
originally put his gift into the Los Angeles Museum but has decided that he doesn’t
like that, and so he’s made this great gift of these extraordinary works of European
silver, including great British silver, people like Paul Storr and De Lamerie and so on,
with a specially endowed gallery in that south block. There may be a possibility of
moving some of the Courtauld’s collections also into the south block, on the upper
floors, because we need more space, but that will depend on whether we can find any
money.

And when will all this happen?

Well the Gilbert collection’s happening now, if you go round there you will find the
builders are in there, and the idea is to complete that by 1999 I believe. There is a
special trust set up to own the Gilbert Collection, and they’ve hired Tim Schroder to
be the first curator. So that’s going to happen. The next stage is more uncertain,
because the Courtauld doesn’t itself have any money to move anything at present; if
we were to do it, and we are interested, we would have to raise the money. So we’re
pondering at present what we would move and what it would cost to move it, and
endow it and house it and, because you need curators, and you need people to actually
be present, you can’t just display things without curators present. And there would be
cost. And then there is the Wernher Collection from Luton Hoo – Luton Hoo is being
sold, and Harold Wernher’s collections are in store, and there is an idea that some of
those might be housed in the south block of Somerset House as well. So there’s a lot
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going on, and it’s very exciting, because Somerset House has been the great unseen
treasure of this great city for a very long time. It was built as you know as an office
block, and it’s lasted rather too long as an office block.

Am I right in thinking you brought David Swaythling in on all this?

David is Chairman of the, what’s called the Heather Trust, which I imagine will
rename itself Gilbert at some point, and that is the vehicle which Arthur Gilbert has
endowed with his collections, and is now busy developing the galleries under the
terrace.

And is there anything else you want to say about the Courtauld before I move you off
it?

No, only that it’s excellent, that it received its five-star rating in the recent research
assessments, so I’m very pleased with it.

I mean you must have a tremendous sense of your place in the history of it as well, I
mean it must be a marvellous thing to [inaudible].

Oh I think my place is...I think my place is frankly minor in the history of the...except
that I did help, I helped it fundamentally in moving to Somerset House, I feel proud of
that. And that was a considerable campaign, because we had to convince people they
wanted to move to Somerset House, we had to take the University along with us, we
had to raise the money, we had to make sure it was a success, so I feel very proud of
that. I feel very proud of the whole Institute, but I think that’s down to the excellent
academic standing and performance of the people who run the Institute, I think Eric
Fernie and his team, and Michael Kauffmann before him, have done a great job. It
just is, it matches up to my wish for excellence, and I don’t like being associated with
things that aren’t excellent.

And moving off now, what about your involvement with the world of craft?

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 118
C409/133/05 Side B [Part 10]

Yes, that’s the other end of the spectrum, and again it’s a very intriguing task. The
Crafts Council grew out of various attempts to encourage the development of crafts in
this country. I am amused there for two reasons, firstly it is the other end of the
spectrum from the high achievement of the Courtauld in terms of fine art, and second,
I am very interested in British craftsmanship, I think the British lead the world today
in fine craftsmanship. So again it’s a feature of excellence. The task of the Crafts
Council is to – and it’s very small incidentally – is to encourage the development of
excellence in the crafts, but, I think it goes further than that. It’s also education, it’s
not just helping superb craftsmen to develop their careers and spotting young
craftsmen and giving them grants to start them off; it’s also about educating people so
that [they], the standards of taste, the standards of choice, the standards of
craftsmanship are raised, schools, further education, higher education. The standard
of the teaching of visual arts in this country is terrible. People leave school with no
sense of the visual arts, no...you can see it, just walking around the streets, and the
way people hurl litter around, and put up with third-rate street signage, and terrible
litter baskets, and badly designed shop fronts. If the standard of teaching of visual
arts in schools was better, you would have more of a public clamour about that. And
it’s very notable how when you design something well, when you do clear the cars off
Horseguards Parade, there’s no litter, people respect the beauty of the surroundings.
And so the Crafts Council has quite a job to do in that broader context, in helping to
raise standards, I think. The main work of it is encouraging young craftsmen by a
system of bursaries, helping them with their first machines, in setting up their
workshops, and they have to pass various standards and tests to justify that. It’s in
encouraging exhibitions and in mounting exhibitions; in publishing Crafts, the
magazine, which is a high quality magazine; in the shops it runs, it has a shop up in
Islington and a shop in the V&A; and in education, crossing the fields I’ve just
mentioned. And it does all that on a government grant of just over £3 million, which
compares with about £170 million for the Arts Council, and it does it very effectively.
Tony Ford, the present Director, is passionate about it, and a good leader, and an
inspiring man, and a good teacher, with a very good young staff round him. So again
I feel that this is a job worth doing. It also has an economic point to it, it does create
jobs, craftsmen, craftsmen’s workshops grow.

How did you come to be involved in it?
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[break in recording]

And how did you come to be involved with it?

I was approached by the Treasurer, who is a man called Tony Doggart of the Crafts
Council, part-time treasurer, and he worked in Flemings, and I’d known him for many
years because I used to do a lot of work for Flemings when I was in my stockbroking
days, and he came to see me one day saying they were looking for a chairman to
succeed Sir Nigel Broackes. It is incidentally one of the jobs of the Chairman of the
Crafts Council, it’s written into his job specification, he has to find his successor.

You might look forever.

And Tony said, would I be interested, because he knew that, he knew of my interest in
the visual arts, and indeed in crafts, because Matthew Boulton after all, his factory
was producing craft work, and I had anyway been quite explicit in my support for the
crafts, particularly through the National Art Collections Fund. So I did say I would
think about it once I knew what it involved and how much time it involved. And I
thought about it, and had another conversation with Tony, and then I had a
conversation with Nigel Broackes, and then I visited it again. I already knew a certain
amount about the work of the Crafts Council, I had been a regular visitor to its shows
and its showrooms, and had come across it quite a lot through the National Art
Collections Fund. And I had a word also with the Department of Culture. And so I
said yes, I would be willing if they wanted me to do it, and providing at the same time
I could give up the National Heritage Memorial Fund, of which I was a trustee,
because I decided I couldn’t possible do both, the time commitment would have been
too great. And so I said to the Department that I would give up trusteeship of the
National Heritage Memorial Fund, and take this on.

Did you do that with regret?

With some regret, but you can’t do everything at once, and I had done nine years.
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Can you talk a bit about that?

And I felt that I had really done my stuff there, to be honest.

And what was your time there?

I became a trustee when it was only the National Heritage Memorial Fund, and that
was somewhat akin to the National Art Collections Fund; it was very valuable
incidentally having someone on both, because works of art came up to the National
Heritage Memorial trustees, and very few of the trustees were there because they
knew anything about works of art. So it was valuable having the input of the private
National Art Collections Fund into the publicly financed National Heritage Memorial
Fund. That was enormously enjoyable, quite similar to the other fund, in that it was
reactive and only different in the sense that the range of projects it supported was so
much wider, not just the arts, it was also buildings, moors, forests, trees, the
postman’s tricycle from Inverness, the Bluebird, the record-breaking car, and you
never knew what was going to come next, and it was so exciting. You know, we
saved the only known home of the greater horseshoe bat, and things of that sort. I
mean...

Any snapshot meetings from that, any anecdotes?

I can’t recall any particularly hair-raising anecdotes from meetings. I mean there
were moments of great excitement when some project came up, like, well like
Bluebird, which was very exciting, and when you actually see that car, you’ve no idea
of its dimensions, and you are amazed at it. And I did very much enjoy that
postman’s tricycle; it’s the sort of thing you just have to help, you know, it’s so
unusual. And then some of the natural history things were fascinating. And I can’t
remember the names I’m afraid, but you have a project that comes up and you’re
asked to help to buy, you know, twenty-five acres of some marsh somewhere, and
then there’s a botanical report, and you...the study of a square yard of that marsh and
what they found in that square yard, and the endless list of amazing Latin plants,
including the only known example of some rare orchid or something. And it was so
exciting there. You learn a lot. And then we used to go on visits too, which is now
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not I’m afraid possible because there are so many projects today. But we had a
wonderful visit in Scotland, and went to look at things we’ve supported round Loch
Lomond, and then we looked at the water testing tank in Glasgow, the only surviving
water testing tank of its age. I mean by water testing, when you’re testing ships’
hulls, in the design of ships’ hulls, and that’s now preserved.

And did that, did the decisions on that committee tend to be unanimous?

Oh no, just, very much, very similar. And under Martin Charteris, who was a robust
chairman, rather like Brinsley in many ways, Martin was a loquacious chairman, he
didn’t restrain his own views, and a great deal of humour, a very inspiring man. And
we had a lot of fun. He and Henry Anglesey went right back to the beginning of it,
and were a most amusing duo at all meetings. Henry of course is a great expert on
military history, so anything to do with medals or battlefields or whatever, a great
authority. Again the trustees of that have to be chosen for particular skills that they
can contribute. So that was, that was very amusing. And then unfortunately along
came the Lottery, and because the trustees of the National Heritage Memorial Fund
had done such a good job in supporting heritage projects, and you’ve only got to look
back at the annual reports to see what a good job it did, the trustees were chosen to
handle the heritage part of the Lottery, and I think that was a mistake. It was done
because it was a good body of people, and we went along with it because we felt we
should, but with hindsight it was an error.

Because?

Well because the Government has now sliced the National Heritage Memorial Fund
from a peak of £12 million to £2 million, on the grounds that the Lottery is there, why
do you need the Fund? Well I think that’s monstrous. It’s a memorial fund, it’s a
memorial fund in honour of people who died for this country in war, and I don’t think
the Government has behaved honestly about it, not just this Government, the previous
Government as well, sliced it to £5 million, and there’s a danger of that memorial
fund being totally swamped by the Lottery, and being forgotten for what it is. And
what can they do on £2 million a year? Not very much. So, here we are again. In
1957 or ’58, I forget when it was, the National Land Fund set up to honour the dead
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by Hugh Dalton on the proceeds of War Office surplus material was pinched by the
Conservative Government in 1958 to balance the budget, because it wasn’t a
dedicated fund, it was lost somewhere in the Treasury’s accounting, and it wasn’t
until the scandal of the Mentmore sale that the Thatcher Government then decided to
re-institute the Memorial Fund with an endowment, I think it was £12 million at the
time, I’ve forgotten the figures, and an annual grant of so many millions, which
reached £12 million and was then cut to 8 and then cut to 5 and now cut to 2. And I
think if the Lottery hadn’t come along that wouldn’t have happened, because I don’t
think the Government would have had the brass neck to do it. But I’m afraid the
Lottery has enabled successive governments to cut spending elsewhere, on the
grounds that there Lottery is there, even though they promised they wouldn’t do that.
And the other thing is that the whole thing has become now more bureaucratic,
because the staff of the Memorial Fund, I forget how many they were, and it wasn’t
very many, it was in, if it wasn’t in single figures it was just in double figures, has
grown to 150, and of course completely changed, and the Lottery being judged to be
more in the nature of public money is subject to all sorts of fierce constraints imposed
on it by the Treasury and by the Department of Culture and so the whole, the whole
system has become more bureaucratic, and less fun. I’m sure new trustees joining it
will think it is fun, because they’ve never seen anything like it before, but those of us
who were there when it was the old Memorial Fund are bound to think it’s less fun.

[break in recording]

It’s still doing of course great things, it’s still supporting very good projects, and I
would say of the Lottery that if we hadn’t had the Lottery we wouldn’t have had this
flowering of museum projects which we so much needed. We’ve seen more spending
on museum refurbishment and museum development in these last ten years, five
years, than we’ve seen since the end of the nineteenth century.

[End of Part 10]
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You were just thinking of one or two instances we wanted to add about the Memorial
Fund.

Yes. The Memorial Fund was always in my view much less controversial than the
National Art Collections Fund. The National Art Collections Fund, you are sitting
there with the object in front of you, and you develop a conversation in committee,
you are likely to get, as I said earlier, some quite severe differences of opinion, or
anyway of taste. And that can be quite stirring and memorable. The Memorial Fund
didn’t in my memory have such severe differences of taste or opinion, and the
discussion would be much more on whether the object or project suited the aims of
the Memorial Fund. There would sometimes be an argument about quality; again it
didn’t want to be associated with things of lesser quality. But take something like the
home of the greater horseshoe bat, which remains secret to this day, there wouldn’t be
any argument about that, it’s so exciting, and providing you can trust the quality of
your special advisers that it really is the only home, you’re going to help it. You must
do. So, the arguments tended to be more about whether that particular project came
up to the definition of outstanding interest to the national heritage, rather more than
about the actual project itself. So mainly my memories of the Memorial Fund are
memories of excitement or disappointment, excitement that the postman’s tricycle
was supported, excitement that the Trincomalee, which was the only, I think it was a
frigate but I’m probably wrong, surviving frigate built in India for the British Navy,
and was found as a, when it was serving as a training hulk in Portsmouth Harbour,
and is now being restored at Hartlepool, tremendous excitement. Incidentally that led
to further excitement for me later, because when I was visiting the TSB branches in
that part of the world, I was talking to, I think he was the area director, he may have
been the branch controller, and I said, ‘Look, I’ve just got to go down and look at the
Trincomalee in Hartlepool Harbour, I’ve only got half an hour and I’ve got to fit it in
to my schedule.’ He said, ‘Oh fine, I’ll take you down there.’ And he did. And we
parked in this bit of wasteland by Hartlepool Harbour and went...and it was closed.
So I walked in, and I said to the woman behind the desk, ‘I’m a trustee of the National
Heritage Memorial Fund.’ ‘Oh,’ she said, ‘yes, now, what would you like to see?’ So
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I said, ‘Well I’d like to go on board the Trincomalee.’ And so we did. And we went
on board, and after we had been on board for about five minutes this colleague of
mine from the TSB Bank said, ‘I’ve been on this ship before.’ And I said, ‘What,
you’ve been to visit it here?’ ‘No,’ he said, ‘no. This was my training ship in
Portsmouth.’ Wasn’t that wonderful. So, that sort of excitement takes place every
now and then. And missed opportunities? Well I suppose the most outstanding
would have been the Chatsworth drawings, because, when they came up, and they
were offered in a package to the British Museum, and the National Heritage Memorial
Fund and the National Art Collections fund both offered money towards their
purchase for the British Museum, again I forget the precise figures but they were
single-figure millions in total, and the British Museum was short of £250,000, and
never told us. And I am quite certain that had the museum come to the National Art
Collections Fund, even if the Memorial Fund couldn’t find any more money, we
would have found that quarter of a million pounds, for the...

Was that negligence on somebody’s part?

For the sake of those outstanding drawings. I’ve no idea. No idea to this day why the
British Museum did not come back and say, can you please bridge the gap? Because
those drawings of course were then sold separately, at auction. They were bought by
dealers who then offered them to various museums, and they were bought at highly
inflated prices by museums across the country. So the only good outcome is that now
a number of different museums have got the drawings rather than only one.

Is Andrew Devonshire someone who’s been in your life?

No, I don’t know Andrew at all. I meet him at dinners with the Dilettante Society,
and I meet him occasionally, but I don’t know him at all well.

And is Jeremy Hutchinson somebody you know?

No. No, I can’t help you there.

You didn’t know his mother, Mary?
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No. No. How disappointing.

And you wanted to add some more about the Crafts Council.

Well I just wanted to enlarge a little bit on what you were asking me before, because
the tape cut me off at that point. And it seems to me that there are one or two things
that we need to develop in the future through the Crafts Council. The first is that the
whole infrastructure of the crafts in this country needs some development. There are
very very few retail shops that stock good crafts. You go to these towns all over the
country and you will find Craft Shop; you go inside, and it’s not good standard,
it’s...the stock is not actually stock made by good craftsmen. Rarely you will find a
good one, like, there’s a good craft shop in Farnham for example, there’s one in Bath,
there’s one in Edinburgh. But they are too few and far between. Now I don’t know
what the solution to that is, because running a shop demands capital and time and risk.
But I come back to education again, because if people’s taste was better, if people
wanted to buy, for not much more money frankly, a really good quality object instead
of a thoroughly third-rate object which they might now buy in a shop, I believe that
there would be a market there. So that’s one thing. The other thing is that
increasingly industrialists are taking an interest in craft design, and we need to
encourage that. A craftsman starts probably alone, designing, making objects. There
comes a point when he or she can no longer make all the objects, and they need to
employ people. Now some do and some don’t ever develop. The ones who do
develop, then maybe ultimately become only designers, and need industrial processes
to make their craft, but I don’t think it ceases to be craft at that point. One definition
of craft is that it has to be an object of risk, that it might change during its
manufacture, but you can apply the same principle to design I think. So I believe that
in the next few years we’re going to see an increasing blurring between craft and
design, and I expect the Crafts Council will take on a bigger role in design, especially
in what I call cultural goods, consumer goods, not of course in heavy engineering or
things like that.

What was the organisation that used to be in the Haymarket, the Design Council?
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That was the Crafts Council. Oh, there was...the Crafts Council used to be Waterloo
Place. Now the Design Council was in the Haymarket, you’re quite right, yes, and
that still exists.

That was the...

That still exists, it’s under the Department of Trade and Industry, so there’s an uneasy
relationship there. The Department of Culture is at present reviewing all the
arrangements, so I don’t know what the future of the Crafts Council is as I sit here
today. I’ve asked them to keep me in touch and consult. It hasn’t yet happened.

And have you had anything to do with the Royal Society of Arts?

No. Well I’m a member of it, and I’ve lectured there, but I’m not involved in its
organisation. But I’ve helped it with money and with sundry appeals and discussion
groups.

And do you think the other area of blurring is between the fine arts and crafts?

Well that’s the other, yes, I wasn’t going to mention that, but now you raise it, yes,
indeed. Now, a number of craftsmen, take Philip Eaglin for example, who is really a
potter, but he’s becoming a sculptor, because the figures he makes are undoubtedly
sculptural, and that can be said of a number of people who are even still producing
vases, because the vases are becoming sculptural. Gordon Baldwin is another case in
point. So that is happening. At the same time sculptors are using ceramics, Phillip
King for example is using ceramics, so there is a blurring of the edges there. And
look at...some painters are developing very sculptural means of producing their works
of art – that’s nothing new. Peter Lanyon produced models.

But there’s still among fine artists a certain disdain for crafts.

Oh definitely. The word ‘craft’ is unfortunate I think. I think it’s a very unfortunate
word.

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 127
C409/133/06 Side A [Part 11]

[inaudible]

And I haven’t thought of another word yet, no. Because decorative arts doesn’t mean
much to a lot of people; applied arts doesn’t mean much. They’re both widely used
terms but not among the buying public.

Speaking of which, do you have an involvement with the Royal College, or not?

Of Art?

Yes.

I’m a Fellow.

Right, can you tell me about that?

But I’m not involved in its day-to-day management. But I keep an eye, because, I like
to visit its graduate shows with several different hats on. I like to keep an eye on
budding craftspeople, and several of the better craftspeople today come out of the
Royal College. I like to keep an eye on industrial design with my various hats on, and
I like to keep an eye on the fine arts as well.

Was Anthony Lousada someone who came into your life?

No. No. I’m obviously not well connected.

And, I’d quite like to talk to you a bit further about the Lottery.

Yes.

We’ve got limited time. Are there other things we should be talking about, things you
are involved with now, that we haven’t...

Cathy, I’ve no idea.
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To do with the arts or whatever. Is there anything that’s really taking up quite a lot of
your time that we haven’t talked about?

No, the other things tick along. The Furniture History Society still thrives, I’m now
President of that, I used to be its Treasurer, and it’s in very robust health, and is
still...that’s the number one group of furniture historians in the world, and it’s doing
very well, and spreading the word. So I’m very pleased with that. I don’t think
there’s anything else.

And have you got a collection of crafts yourself? I know you’ve got a toy collection
[inaudible].

Well I’ve...the toys would be the main thing, and that’s become obsessive.

How big is that? Because we’ve talked about the toys that are in this office.

It’s got to about 930, yes.

And where are they all?

They’re in my dining-room. My wife would like to speak to you about this. [laughs]

Are they in boxes, are they out on the table and on the floor?

The cupboards, there are, there’s a range of bookshelves and they’re in cupboards.
They’re in two display cabinets as well, which cause a great deal of amusement
among visitors. I think they come expecting something quite different.

And how often do you actually spend time with them, the things in the cupboards, do
you get them out?

Well I’ve really got...I’ve got to rearrange things, because some of the cupboards have
become impossible; if you open a door things cascade onto the floor, so, this is not
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satisfactory. So I’m thinking of moving the fiction library, which occupies one end of
the dining-room, and converting it into further display space, in the hopes that I can
display the entire collection in those spaces. I say the entire collection, of course it
would not include some of the larger things which would not go into any known shelf.

Such as?

Well, there are a number of quite large toys which I’ve bought over the years, and one
or two lurk round the house. I’ve just bought the most amazing wooden toy which is
based on a railway sleeper, and on top of the railway sleeper there is a piece of, I think
it’s elm, in a bow shape, and that has got a certain spring in it by virtue of its shape,
and the craftsman has used that spring to tauten and loosen a string, on which are
suspended two dancers, and the dancers are made of waste material cast up on the
seashore, including one of those, in each case one of those cork floats, so they look
like skirts of Aborigines. And you wind the handle of this thing, which relaxes and
tautens the tension on the string, and the bow wood tautens it as the handle loosens it,
and these dancers dance, because they’re suspended on the string.

And where did you find it?

And that’s about four feet high, and very very heavy, and I have no room for it. So at
the moment it’s lurking, waiting to find a place.

And where did you find it?

I bought that at the British Toy Makers’ Guild this January, from Robert Race who is
a great craftsman. I have bought other things of his that are rather large, and one was
so large, it was two skyscrapers with a figure of King Kong going up in between
them, and he goes up because a weight, which incidentally is an old pound weight
from your grandmother’s scales, falls down the outside, and he rises as this weight
falls. And there are two aeroplanes going round on top of these skyscrapers. And
when he gets to the top, the pound weight trips off a little mechanism when it hits the
ground, and King Kong is then the weight, because...and he descends again, and the
aeroplanes reverse and go in the other direction. Now this is most ingenious, and
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crudely made but beautifully made. Robert Race’s things are made out of waste
materials, and they’re just wonderful, very ingenious. This great object weighed a ton
and, not literally a ton but anyway a hundredweight, and was far too large for me to
accommodate, so I’ve given it to the Bethnal Green Museum, where I think it’s used
to teach children. And I’ve given the Bethnal Green Museum two other large toys as
well which I haven’t got room for.

Is this a collection that’s going to lead to a divorce?

Oh no, I don’t think so, because, I think my wife quite enjoys playing with bits of it
on occasion, when I’m not looking. And she certainly, she certainly enjoys showing
them to visitors.

How did it begin?

Well I can tell you exactly when it began, but I can’t tell you when it became
obsessive. It began when I was nineteen years old and I was in the Army, in
Germany, in the Royal Artillery, and I was buying Christmas presents for my family
in Oldenburg, and I met this little clockwork violinist made by Shuco, and I bought it.
And then I got back to my digs in the officers’ mess in Oldenburg and I thought,
that’s very odd, I’ve bought myself a toy. Well why? And I knew straight away why,
because it was very amusing, and the Shuco violinist, I don’t know if you’ve ever
seen one, it’s a pre-war toy, but it was brand new when I bought it, they’re still
making them, and he doesn’t just scrape the violin with his bow, it’s done with a
flourish, and it’s one two three, and then a bigger flourish with the bow. And the idea
that somebody could invent a clockwork mechanism that would create that particular
configuration and a flourish, was to me extraordinary, I thought the man deserved a
medal. And so, thereafter I took to buying occasional toys where I thought the maker
and designer deserved a medal. So the next one was a rather ugly but most endearing
tin and plastic pig who tosses a pancake in a frying-pan, and to get that pancake
turning over each toss deserves a design of clockwork again which is extraordinary. It
does it, infallible, every time the pancake turns over. I bought that in the 1950s.

Is part of the thinking behind this that they nearly all move or come apart?
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Yes, they all move or come apart, yes.

Right.

There are various rules. One, it has to be brand new, I never buy a second-hand or old
toy, so my collection is not valuable, it’s brand new. And second, it has to move or
come apart, you’ve got to do something with it. And then there are certain by-laws. I
rule out electric trains, they’re just boring; I rule out puppets, because if you get into
string puppets you’re there for life, you might as well give up everything else and just
do string puppets, although I have made exceptions of one or two rather elegant
animals that walk across the floor on a puppet mechanism. And then I had a price
upper limit, which I broke through one day, and so that’s disappeared.

Do you know anybody else who is also collecting? Is this something [inaudible]?

No, there must be, there must be many but I don’t know them. Yes, I don’t, I don’t
know at all. There must be several.

And...

It’s given a lot of fun, and, I had great pleasure about two years ago, rescuing Peter
Markey’s great wave machine. He made this extraordinary wave machine that was
put on show at the Festival Hall, it’s about ten feet long and four feet wide, and it’s
made entirely of unpainted wood, and as you wind the handle all these wooden struts
behave as waves. It’s the most astonishing thing. And, he put it away in his cellar
after the exhibition, so I asked what it would cost to take it out again, and he told me,
so I gave it to the National Museum of Wales, and if you go to the National Museum
of Wales you will find it in the foyer there, which I’m thrilled by, because otherwise it
would have festered in Peter’s cellar.

We’ve got two more minutes. I would like to know broadly what you feel about the
National Lottery, linked to what you were saying earlier. I mean, [inaudible]?
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Well it’s been, the National Lottery has been a godsend to a number of worthy
projects. The Charities Board has disbursed National Lottery money across the whole
land in I think a very sensible way, and it’s been a godsend for charities. It’s been a
godsend for the heritage. I said earlier that it’s caused the greatest phase of museum
building and refurbishment since the nineteenth century; it’s also done miracles for
parks in towns throughout the country, places like Sunderland and so on. And it’s
enormously increased the resource put into the built heritage, let alone the natural
heritage as well. So it’s been a godsend. And I think, although I don’t know anything
about it, I would imagine people in sports would say the same. I am less convinced
I’m afraid by the Millennium part of the Lottery, I think the Dome is a terrible
mistake. I think it’s using resources that could have been used much more fruitfully
elsewhere, and I would never have set up the Millennium Commission. It seems to
me that politicians should not have anything to do with it, they should never have set
up a fund which they could themselves handle. It should all have been at arm’s
length. I’m also very sad that governments have been using Lottery money to relieve
them of Treasury expenditure, and of course the latest move to take a fifth of the
Lottery away is I think a bad thing; I think the Lottery should have stayed doing what
it was originally intended to do. So it’s a curate’s egg, some good, some bad.

But overall, more good than bad?

Well overall enormously welcome. It’s increased the take of the Exchequer, they get
a goodly take from it, and it’s increased money going into charities and into heritage.

I gather also that part of the thinking was that it would help small shops.

Small shops?

Yes, because they were the outlets for selling the Lottery, for once.

Oh well, yes, I wasn’t a party to that thinking, but I suppose it has. I suppose they’ve
had a share of selling tickets, yes.

And the last minute, what would you like to say?
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I’d like to say what a splendid interviewer you are.

[break in recording]

I don’t think I have.

Oh right. I wondered what you were going.....

[break in recording]

I don’t think I have got a good memory. You have a good memory for certain things
don’t you.

[End of Part 11]

[Tape 6 Side B is blank]
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Tape 7 Side A [Part 12]

I’ve moved on you see Cathy.

Yes, I’m just going to do the usual sound check. Could you tell me your name and
what today’s date is?

My name is Goodison and I haven’t the slightest idea what the date is.

If I were to suggest it was February the eighteenth?

It could be the eighteenth, yes.

Would you know the year?

The year is two thousand and… two thousand and three. [laughs]

Just talk about the City a little bit, since we’ve last met, apart from anything else,
Fleming’s and Warburg’s names have vanished, or Fleming’s in the sense of the
Fleming’s Bank that it began as and I wondered if you have any feelings about either
of those?

I’m not surprised. I think I said on an earlier tape that the likelihood was that
overseas houses who were much better capitalised than British houses would move in
on the scene because they want to be involved in London. I don’t think either
Fleming or Warburg had sufficient capital to survive against the likes of Goldman
Sachs and Salomon and Morgan Stanley and Deutsche Bank, all of whom had
enormous amounts of capital. I think their managers saw the sense therefore of
getting together with other houses. So I can’t say I’m surprised. I’m a little sad that
some of the old names haven’t survived, but I’ve always thought that the main thing is
to establish London as the leading international centre and not to worry too much
about the individual names.

And do you think it holds that position?
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Yes I do. I mean let’s disregard the present events of the slump in world equity
markets and the current lack of business and the lay-offs that you’re reading about in
the City, I don’t think that’s altered the fundamental point that London is a great
international entrepreneur centre. And when better times come again, London will
still be there, it’s not going to disappear. I said on earlier tapes that London has the
advantage of working in a time zone which crosses the other time zones and it’s a
beautiful place to work and people like being here, it’s culturally good and it’s got
above all a critical mass of people and capital which will go on attracting
practitioners. I don’t think Frankfurt can rival it and I think London is the main centre
in this time zone.

And I was in the City the other day and came home on a bus for the first time for ages
really and it does seem to me there is a different feel, just to the bustle of the City. Do
you think the City is effectively now really Canary Wharf?

No I don’t. I think it’s uneasily split between the old City and the new City, but I
don’t think people have deserted the City in a total way. I mean certainly it’s
changed; if I look back over my life it was full of bustle and people rushing to and fro
delivery scrip and certificates and running messages, but what’s changed that is
communications. Just as the trading floors have disappeared and you’ve lost the
entire bustle there and all the excitement of it. People now are up in their offices
sitting in front of screens, you get the bustle inside their offices, not in the streets. But
I don’t think the City’s going to lose out to Canary Wharf so dramatically that it will
cease to have any offices in the Square Mile.

Do you go to Canary Wharf ever?

I’ve been there several times, it’s not a haunt. I mean I only go there when I’m
invited, I’ve got no particular reason to go there. I did go and look at the architecture
of the tube station deliberately and I went to look at the architecture generally, I did
emerge from the tube station to look round, to see what I thought of the building and
the ambience. But I’ve only been there when invited by someone like David Walker
of Morgan Stanley or someone else has asked me to go and see them.
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And when you have been, what’s been your impression as a working environment?

Well when I first went there I thought it was rather depressing, it was still largely a
building site, there weren’t enough people there, there was no critical mass of people
in the pub round the corner. The buildings were extremely high quality, I was
impressed by that, it reminded me of Hong Kong where they’ve put up tall buildings
of high quality, whereas in the old City of London they put up tall buildings of not
very good quality. I’m glad to say some of them are now being pulled down. When I
went there later, once people like Morgan Stanley had moved in, there was more of a
critical mass of people and it was a sunny day and people were out on the terraces and
clearly enjoying their lunch hour. So I felt maybe it had passed the point of no return.
I still think they’ve got problem letting space there, I think it hasn’t totally won
through yet, but I think it will.

Or is it somebody outside…

[break in recording]

How do you feel that Eddie George has done?

I think Eddie’s appointment was a very good one. He’s a practitioner of great quality.
He was the first practitioner to be appointed Governor. I think we’ve finished with
the days of outside bankers becoming Governor. He’s extremely familiar and
experienced with monetary policy and he’s done a very good job and I think that he
was fortunate with the decision of the incoming Labour Government to ask the Bank
of England to set interest rates. That really played into his hands as an experienced
monetary expert. I really can’t fault him, I think he’s been a very sound man to have
at the helm during some fairly difficult times.

And were you surprised when the interest rates went down the other day?

Well, you know, Cathy I don’t think I’m familiar enough with the economic scene
now to know whether I’m surprised or not. I do believe that the Monetary Policy
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Committee has presented to it extremely thorough work and extensive papers, which
I’m not privy to, so who am I to be surprised. There will have been things in those
papers that argue the case for staying the same or argue the case for going down and
they take a policy decision by majority as you know. So they must have been very
worried, I think, about the current state of manufacturing in this country, which is
very bad and they must have decided that the risk was worth taking, the risk being of
course the continuing inflation of house prices and the over-confidence of consumers
as a result of that. But I think if I was to guess, the likelihood is they’ve already seen
a weakening in the house market anyway, they’ll have thought the risk was worth
taking.

So, the implication is that you feel very well looked after by that Committee and
you’ve got a lot of faith in it.

I think it’s been a great success, I think the Government was completely right to give
it independence. In fact I argued for that long before it happened and it’s been one of
the great successes of this Government to do that.

And what about Eddie George’s successor?

Well I’ve known Mervyn for years. He’s an economist of great distinction. He is
again extremely familiar with monetary policy and knows it backwards, so I think it’s
a good appointment, I’m extremely pleased. I wrote to him saying so.

And Andrew Large joining the Bank of England – was that a surprise?

Yes I was surprised by that because I’d really had no idea who they were going to
appoint. But he’s a very sound man, you’ve got me on tape talking about him on an
earlier interview. He’s intellectually extremely able, he sees the point very quickly
when you’re arguing a particular matter. His task in the Bank I imagine is to deal
with the administration of the Bank as David Clementi’s was, and I think he’ll do a
good job of that, but he’s a team player and the Deputy Governor is always in a
slightly difficult position because he’s not the Governor, but he has to stand in for the
Governor when needed.
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Why then were you surprised that he was appointed?

Oh because I was prepared to be surprised by any appointment. I had no idea who
they were going to appoint and I’ve known Andrew a very long time, it didn’t occur
to me he was in the field.

But why not?

I probably hadn’t thought about it, I hadn’t really drawn up a field and I didn’t know
who they were looking for, what sort of person they were looking for. But of course it
all came rather suddenly.

And what about how David…

I think you’re using the word ‘surprised’ in the sense of astonished, I was not
astonished.

I suppose I’m looking at it only as an outsider that he came over to me as somebody
not hungry for high position and rather diffident.

Well I think that’s Andrew’s manner. I don’t think he does seem to be hungry, but I
think he enjoys high position and I think he enjoys change. He’s been a Deputy
Chairman of Barclays, which must be not the most exciting job in the world, for quite
a long time. He’d been in the centre of City affairs at the Securities Association and I
can see very well why the Deputy Governorship would attract him. He will very
much enjoy the cut and thrust of debate at the top of the Bank, that’s very much what
he does enjoy.

And what about Howard Davies’s progress?

Well Howard Davies I’ve a great admiration for. I think he’s making an extremely
interesting move to the London School of Economics. I couldn’t quite see where his
career would develop once he’d decided to do the SIB job and then the FSA job,
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because where do you go after the Financial Services Authority? I didn’t think that he
would have been the right appointment for the Bank of England, I didn’t feel he had
the real experience of monetary policy and banking that you need in that very
technical job. So I couldn’t quite see where he would go. He could of course have
become chairman of some major company, that would have been a possibility. But
the LSE job seems to me to be a very good option for him as it’s a world class
teaching institution – and I mean world class, it’s one of the things that really is
important to London – it’s a task which needs the organisation of quite difficult
people, which he’ll be good at, because the academic world is full of difficult people
who need to be well organised. It’s a task that will intellectually challenge him
because the LSE is a very high class teaching institution. And it’s an interesting
financial job because LSE is now becoming more and more independent of
government finance, taking on more and more international students. And it’s a freestanding college as you know, in the University of London and while it still needs its
government grants I can see that in the next twenty years it may well become
independent of them. So I think it’s a good job for him and I think it’s a good
appointment for LSE.

And, could you say a little about what’s been happening and what might happen to
Cazenove?

Well I don’t really know what’s going to happen to Cazenove. My knowledge is
entirely confined to what you and I read in the press. But they’ve clearly decided they
want to remain independent over many years and they’ve succeeded. They’ve pulled
their flotation on the market recently because of the appalling state of the stock
market and that must be the right decision, but I guess they’ll come back to the market
when the market revives.

Do you know anything about why it didn’t work out very well with David Verey?

No I don’t know at all. I’m absolutely out of touch there, I don’t know.

Were you surprised by that?
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[laughs] Surprised in the sense that I open the newspaper and I see the news, yes, but
I don’t know the ins and outs of it so I have no idea whether it was a personality clash
or whether David felt unfulfilled or not, I just don’t know.

But Cazenove really is an anomaly now isn’t it, I mean…

Well is it? I’m not sure. Isn’t one of the glories of the commercial world that you can
run a business in any shape or form, you’re totally free, there’s no particular rules that
dictate whether you’re very big, very small or medium size. What matters is skill and
Cazenove have over the years built up a reputation for a particular form of skill and
they’ve been able to maintain their reputation and their business as a result of having
those skills. And I think that’s rather wonderful that they’ve been able to do that
while others felt they couldn’t and had to go in with somebody bigger. There are two
other houses that have also survived. I mean Schroders, although it’s now had to take
the decision to sell its banking activities to Salomon’s, but they survived quite a long
time, and Rothschilds is still there as an independent house. And none of those are
big businesses. Just as Cazenove’s not a big business. You’ve also seen the
emergence of a number of boutiques whose names I can’t even give you because
they’re all new names who have emerged on the scene whose names simply weren’t
there ten years ago and I think that’s a great sign of – what’s it called? Destructive
creation I think it’s called, or is it called creative destruction – creative destruction I
think is the better phrase. Which is the mark of a well organised capitalist system that
new businesses appear as old businesses fade away. And I think it’s to do with
entrepreneurial skill, imagination, energy and all those things that are good about the
human spirit.

And, on our last recording you make a comment about the stability of the economic
situation and the optimism really that you were feeling. I think we were talking in
relation to funding for the arts or something, I forget the context, but obviously we’re
now in completely different economic circumstances. Can you just, for the sake of the
tape which will be listened to in hundreds of years’ time, can you just give a little
thumbnail sketch of what’s gone on in between?
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Well I think, I can’t recall the remarks you’re mentioning, but I think they would have
been in the context of the better understanding of the level of government from the
John Major Government onwards of the need for financial stability in the country’s
affairs and the need to control inflation. Because right up to the end of the Thatcher
years we were still suffering from a pretty high rate of inflation and towards the end
of those years it became transparent that something had to be done about it and the
Major Government made a lot of progress in controlling inflation. And then this Blair
Government, when it first came in, put monetary policy and the setting of interest
rates in the hands of the Bank, which was an enormous step towards stability, and
then adopted the fiscal policies that they’d inherited from the Major Government and
continued to run them and did not indulge immediately in a spending spree. And that
would have caused my earlier comments that we were now in a much more benign
state financially as a country. Now whether that’s still true today, I’m not quite sure.
I mean we have seen the Chancellor of the Exchequer enormously increasing public
expenditure in the next few years and I have a nasty feeling that what he’s done may
prove to be inflationary, for the first time for some ten years. Now, I may be wrong in
that the Government finances have been healthy in the last five years and he may get
through, but I suspect that the Treasury’s forecasts and his forecasts of economic
growth in the next three years are over-optimistic and that we’re going to run into a
problem of, a fiscal problem. But he will either have to reduce expenditure which he
won’t want to do because he’s made promises, or he’ll have to put up taxes again
which won’t be good news for the citizens of the country. So clearly the situation
today is nothing like as healthy as it was four to five years ago. I don’t think that
makes me pessimistic. I think that there is a greater understanding in political circles
today of the need to control inflation, keep it down, create the conditions in which
industry and commerce can flourish. I think that understanding is still there and that
we mustn’t be clouded by the collapse of the Stock Market, which we’ve seen many
times in the last thirty years. We see boom and then we see collapse. Because there
will come a time when something unexpected makes people feel more cheerful again.
So I think I’m still basically optimistic about the broad framework of policy. I’m
worried about the Government’s ability to control the short term.

In particular, what?
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Well what I said just now, that they have gone out on a limb and promised huge
increases in public expenditure and I can’t quite see how they’re going to finance it.

And could you just set what you’ve just said in the international context we’re in now,
because the world has changed in other ways since we last met.

Well, in the international context I think this is what makes me feel slightly more
optimistic than maybe I should sitting here today, that I think the British Government
has come to understand the need to control expenditure, the need to have responsible
fiscal policies, the need to keep inflation down, rather better than some other
Governments have. And I think therefore that Britain as a country is in a more
healthy state economically than some other countries. And you look at a country like
Germany that has enormous social costs and is not controlling them, and has a big
problem looming. And I think there’s greater instability in German economic policy
than there is in Britain, so I think we’re in better shape. Now it’s so difficult talking
about this at a time of maximum gloom in the Stock Markets because everybody is
dejected and nobody can see anything good happening at all. But that changes. I
suspect that once we’re through the current problems with Iraq and the Middle East
and you know, time passes and we will somehow get through those, I don’t know how
but we will, there’ll be an element of greater cheerfulness around and as I say,
something will trigger a general economic recovery. Just as something triggers a
collapse when everything is looking wonderful.

You don’t sound like somebody expecting to be wiped out by a terrorist attack.

Well I worry about that. We must all worry about it, but if I thought I was going to be
wiped out by a terrorist attack I would I think be somewhere up on the west coast of
Scotland.

Have you considered that?

Not very seriously, no, because you have to go on living and if you act as if you’re
panicking in the face of terrorists, then that is the end of society. I don’t think you
should behave like that, I think what you must do is encourage Government and
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Government agencies to be diligent and do all they can to protect society and make
sure these things don’t happen.

What do you…

We’ve lived through central London, all those IRA attacks and they were very
worrying, but at no point did we ever consider that we should move out in the face of
those terrorist attacks.

Did you ever change, for instance, your commuting habits in any way?

Used to vary my journey, but that was on advice. At the worst of the troubles the
police said to me, don’t follow the same route every day, don’t come out of the same
door every morning. That was when I was a very high profile figure. But I’m sure
they felt they had to give that advice and you’d be unwise if you didn’t listen to it.

And did you sort of ever wake up worrying about it or…

No. No, I’ve never been a great worrier.

And how do you feel that Blair is handling the Iraq crisis?

Well I admire him. I have every sympathy with these people who turn out in their
thousands to march in the streets, but I doubt very much if very many of them have
read the United Nations resolution affecting Iraq, I doubt if many of them have
thought through what their actions are likely to lead to. And I’m one of those who
believes that Saddam Hussein is an evil man, I think he’s quite capable of murdering
people with a clear conscience, I believe that the world will be better off without him,
I think he’s a danger and I think if you show disunity in facing him he will take great
encouragement. I don’t think, I’m afraid, that protesting in the streets, although I
understand why people are doing it, is doing anything but strengthen Saddam Hussein
and I think Blair knows that. He’s been flouting the will of the United Nations for
twelve years quite openly; people don’t seem to realise that. It’s time it was called a
halt really.
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Were you in London this weekend?

Yes.

What was it like from here?

Crowded.

[laughs] Did you go outside or…

Yes, yes I was outside and I was outside for the previous war demonstration. But I’ll
tell you the thing that struck me most about the marchers and again I have every
sympathy for those who hate the idea of war, I hate the idea of war myself, it’s a
nasty, bestial thing. I didn’t see a single protester holding a placard worrying about
the population of Iraq.

Well, some would say that that was precisely why they were there.

Well they didn’t say so. All they said was ‘No War’, ‘Not in my Name’. There
wasn’t anybody saying that, not transparently that they thought Saddam Hussein was
a dictator of extremely brutal inclination and being extremely cruel to people in Iraq.

And what do you feel about President Bush?

Well I don’t know President Bush and I only read about him in the press, but he
seems to me to have behaved in a way that’s surprised people, in that he has deferred
to the United Nations. He seems to me to be totally understanding of what I’ve just
been saying, that the only way you can get this monstrous dictator to do something is
to threaten him. I wouldn’t be in his shoes for anything, I would hate to be in a
position where my only course to get something done is to use threatening behaviour
that would not be part of my make-up. I suspect he has the same concerns, he’s a
human being, but I think he realises that he’s not going to get action unless he does
threaten.
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Have you any feelings about what’s happened with NATO during the last week?

No. I’ve no idea because I’ve not been involved of course at all at that plane. Again,
I only rely on the press.

And just briefly, not to go into this in too much detail, but related to the state Europe’s
in, I can’t remember where you stand on the euro.

Well I don’t think I’ve changed my attitude to the euro. I’ve always said to you on
past tapes that I’m broadly in favour of closer integration into Europe and the euro,
but I’ve always then said, but not yet. That is still my position. I argued – I can’t
recall whether it was on a previous tape or not – but I argued publicly in the late,
middle to late nineties that Europe was an extremely important part of Britain’s trade,
that we couldn’t really neglect that and that the long-term logic was to join the euro,
which would make the euro of course a great deal stronger because sterling would be
inside it and sterling would disappear and be part of the euro. And I used to argue all
the logic of that but then I said, but the management of the euro is simply not yet
strong enough to make the case. I still believe that to be true. I actually believe that
they rushed the introduction of the euro for political reasons and they’d have done
much better – and I did say this publicly at the time so I’m not changing my mind –
they’d have done much better to fix a date, I don’t know where, somewhere around
2005, 2006, seven, when they would ensure that the economies converged and bring
in the euro. Instead of which, they rushed it and really they fudged it, the economies
didn’t converge, the Italian deficit was in fact bigger than would strictly have allowed
Italy to come in. And other countries had equal problems; the Irish inflation rate was
quite phoney, and that is why I think you’re seeing some instability now because
Germany’s now running into trouble with its fiscal rules and France is running into
trouble with its fiscal rules and they will go on having that trouble because they are
not converging economically. I mentioned social costs in Germany earlier. The
labour market in Europe is simply not free enough. The Common Agricultural
Policy’s a disaster. And until they sort those things out I don’t think sterling should
go in.
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And presumably the addition of many other countries is…

Well it complicates the issue even more, especially if they keep the Common
Agricultural Policy.

I was going to say, yes.

I mean all those farmers and peasants and people in Poland and Czechoslovakia and
the eastern nations are going to want some benefit. And what they’re going to see is
the French farmers continuing to get enormous benefit and they’re not being cut into
it. So I think there’s a lot of instability to come and I wouldn’t want sterling to go
into the euro until those economic factors are sorted out and the economies truly
converge.

[End of Part 12]
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Tape 7 Side B [Part 13]

Are we on?

I’ve just put it on now. Goodison saying it’s hopeless.

No, well I mean my daughter Rachel sat in on a meeting about three years or two
years ago when they were discussing the imports of citrus fruits from non-EU
countries into EU countries and she said it was hopeless because the EU delegates
weren’t going to allow these fruits to come in. There were also things like cherries
and so on, they weren’t going to allow them to come in without going over tariff
barriers. Well what sort of future common market is that? I think the protectionism
in some of these countries particularly, well particularly France, has got to be
changed. We went through it of course when we got rid of imperial preferences and
no longer imported New Zealand butter and it was very worrying for New Zealand,
but New Zealand have cured themselves, they’ve gone out into markets and sold their
butter and meat elsewhere and you’ve got to allow competition to thrive. There will
be hurt, some farmers in France will be very unhappy, some pig farmers in Germany
will be very unhappy, but in the long run, free trade benefits you. Now we’re in
danger of getting back to the Stock Exchange, I used to preach free trade there and the
abolition of restrictions that protected people, but in an entirely artificial way.

In what capacity was your daughter part of that?

Oh, she worked for London First and I really can’t recall – oh, you’ve asked me
before that, I think she actually worked at Brussels for six months. Yes, I’d forgotten,
yes, she was a – what are they called – an intern or a, they have a system for training
young people.

And what has she gone on to do now?

Well she’s now working in London First, which promotes London and takes an
interest in anything that affects London, such as transport policy or whatever, and
she’s at the moment working on a fascinating programme for providing mentors for
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the Metropolitan Police, which is very interesting. The Metropolitan Police, knowing
they want to improve their management techniques and their personnel policy and all
that sort of thing, the senior police are being matched – by Rachel, I’m happy to say –
with mentors from industry who can spend time with them.

Which fits in very much with the sort of thing you’ve been wanting to happen all
along?

Yes. I’m extremely keen on the improvement of management techniques in public
service and quite a lot’s going on there now, but I came at it from education and
museums particularly. But I think all public service can benefit from the experience
of people in the private sector.

And, just while we’re on these slightly external themes, when we talked before, you
were very optimistic about the Labour Government in general. Are you still?

[laughs] Well I was optimistic for the reasons I’ve just mentioned, that they adopted
the fiscal policies of the previous government and did not do what Labour
governments normally do, which is rush in and spend a great deal more money
without thinking about where it’s going to come from.

But one of the things you said, for instance, was that they were looking at museum
management and you had offered to Chris Smith to look over some proposals. Did
they take you up on that for example?

No, there was never any follow-up, disappointingly. Never any follow-up. I offered
them, I seem to recall I told you before, a service for quality management and I
offered them a series of teach-ins and so on, but they never took me up on it. I was
rather surprised actually, because they seemed quite enthusiastic when I made the
offer. And I think I did tell you that the TSB had introduced the business excellence
model into a lot of schools and that’s been very successful. It was quite a simple idea,
just extend it to museums.
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Before we move off from the City, just tell me how things have been with Lloyds TSB
since we last spoke. You’ve actually, no longer are being recorded in your office for
example.

Let me just add one more sentence to what I was saying earlier. There are signs of
increasing interest in better management in museums now and Vivien Clore and the
Clore Duffield Foundation are working on what is called leadership, and working on a
scheme for providing courses for potential leaders in museums and I think that’s very
encouraging. I would like to see a much larger scheme, I’d like to see some more
government inspired scheme as well, but full marks to Vivien for getting that done.

Were you behind any of that?

No, no, it was their initiative entirely. I sent in my thoughts to them. Lloyds TSB, I
left in May 2000. It remains one of the leading retail providers of banking and
insurance services in the country. It’s suffered from the recent severe declines in the
stock market, which must be quite a headache. But it’s suffered more than other
banks because it bought Scottish Widows, which is one of the leading life assurance
companies, and insurance companies rely very heavily on equity markets for funding
their future liabilities. Scottish Widows is no different. So the recent figures you saw
from Lloyds TSB have shown quite a degree of suffering from the fall in the equity
markets. That doesn’t make me think that it’s not an extremely well run and well
organised and efficient retail organisation.

What did you feel when you left?

I think I, for about a year before I left I told people I regarded retirement as liberation,
‘cos I’d worked forty-two years in the City and I’ve always been one for moving on, I
don’t have any regrets about moving on. And on the first Monday when I woke up I
really felt liberated. Now that doesn’t mean to say I didn’t love my work, I did and I
feel very privileged to have worked in the City of London for forty-two years, but you
mustn’t have any regrets. When you’re liberated you must move on to other things
and that’s what I was determined to do. And I had a real sense of liberation; I thought
how wonderful it is not to have to go to the office, not to have to go in for the routine
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of several meetings a week, especially audit committee meetings, I really don’t enjoy
audit committees. And not to have to indulge in all those routines again because I can
now set up other routines and do other things.

Did you feel any emotion on the day you left?

Did I have any emotion? No, because I had thought about it very deeply and had
attuned myself to the idea of leaving. You must do that, it’s a great mistake not to
think through the implications before something fairly radical happens to you like
that, and I’d been thinking about it for well over a year and I’d trained myself on my
laptop computer because I knew I was not going to have a secretary any more and I
knew I had to learn the technology to keep myself going and I’d trained myself into
what I was going to do. So there was no hiatus, I remained extremely busy, even
though I was no longer in banking or securities.

And have you been back to Lloyds?

Oh yes, I go back, I have tea with the charitable foundations on a fairly regular basis
as I like to keep in touch with what they’re doing and they seem to rather like having
me to tea, which is rather nice, so they’re very welcoming. And I’ve been back to the
head office building, partly to see Wendy Widdop who looked after me for some
years, an extremely efficient personal assistant, and partly because I’ve used the
building for my education group and Lloyds TSB went on financing that after I retired
from the bank.

This is the Goodison Group?

The Goodison Group.

And, have you any role of any kind actually with TSB now?

No, I’m not, I don’t believe in keeping a role. I think you should, when you leave you
should leave and I think that there’s nothing worse than ex-Chairmen or ex-Deputy
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Chairmen continuing to take an interest in an active sense. The management must
feel that that phase has gone, they’re on to something new now.

And do you feel interested in the City any more?

Well I follow the pink paper there, it’s sitting on the table there, the Financial Times.
I take an interest in the aspects that I’m interested in, namely things like corporate
governance so I’ve certainly read Derek Higg’s report and I keep an interest in
corporate governance because I try and transfer it to charities and other parts of the
economy. I take an interest in anything that affects the regulatory part of the City
because I was deeply involved in that. But I can’t say I take an enormous interest in
any one company’s profit and loss account or minutiae of that sort.

And how…

And I find myself less and less interested in daily movements in the stock market.

How often do you see people from the City?

Well, a lot of my friends in the City do also have an interest in the worlds that I’m
also interested in, music and the arts and so on, so I see those that are interested in
those fields still quite regularly. But a number of people who were really only
contacts because they worked in the City, you tend to lose contact with them. That’s
partly one’s own fault, but it’s also they’re very preoccupied in their businesses and
you can no longer be useful to them in their businesses. And I shan’t lose touch, for
example, with Peter Ellwood who was my Chief Executive at TSB. He’s about to
retire, he – I always thought he was a young man, but he’s suddenly got to sixty. I
won’t lose touch with him because he’s very interested in music and so’s his wife and
I hope he’s going to take on a bit of responsibility for the Royal Parks, which of
course I’m very passionate about, and we will keep in touch. Mervyn King, I can’t
conceive of losing touch with Mervyn King, not because he’s becoming Governor,
but I’ve known him a very long time. I knew him when he was at the LSE. We share
a common background; we were both at Kings College Cambridge, although very
different ages. I’ve always admired his work, but most important of all, he’s
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passionate about music so there’s a basis of common friendship outside the business
as well as in the business. I shall remain interested in what happens to the Bank of
England because I always have been. So there’s a commonality of interest between
us. And I’ve never lost touch with Gordon Richardson, who was Governor, or indeed
with Eddie who is a good friend. But there are some purely business contacts which
one will lose touch with and you must be reconciled to that, you just do lose touch
because your circle of friends is different and your interests are different. I don’t
know any of the great golfing fraternity because I don’t play golf and I don’t shoot, so
the shooting fraternity disappear.

Was there ever any pressure on you to do shooting, to do City weekends?

I used to be asked, did I shoot, to which I said no and that was the end of the
conversation.

And with the people you’ve just mentioned who are friends, where do you see them
these days – do you have dinner parties, is it formal or do you just bump into each
other?

Well we were dining with Mervyn the other evening, funnily enough, and we had a
lovely evening. Not in the City. And it was an evening discussing music. There
were six of us there. So I would envisage yes, we’d meet wherever we wanted to
meet really. Eddie and Vanessa came to stay with us in Scotland a year and a half ago
and that’s a marvellous way to keep your friendships in repair.

Are you quite gregarious normally?

Well, I think I’m gregarious. I’m capable of not being gregarious, I’m capable of
working on my own for long periods and I’m very happy with my own company. But
I do like seeing people and I think it refreshes you to do so and conversation is deeply
refreshing because there will always be a new slant on a subject or a new subject
which will stimulate you. And I think being entirely alone all the time is not a good
thing, I think you ruminate too much and you don’t get that refreshment that other
people can bring you.
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And on a typical week now, how many free evenings would you have?

Well what do you call a free evening? Would the Wigmore Hall be a free evening?

Er no, I mean an evening where you’re just at home with nobody here who’s not a
member of the family.

Oh quite a few. We’re probably at home together, oh at least three evenings a week.
But we do go a lot to the Wigmore Hall and we go to English National Opera of
course, and we’re asked out, we go out to see other people. It’s a very satisfactory,
very satisfactory arrangement.

And before you retired, how many free evenings a week might you have?

Well it was easing off of course, Cathy. When I was at the Exchange, I mean I was
incredibly busy as I think I said on earlier tape, then I might be out every night of the
week and that remained true during my five years of Chairmanship of TSB, I was still
very busy because I had a lot of visits to pay and travelling a lot. But it eased off once
we merged with Lloyds Bank because there were fewer calls on my business time,
although I was still pretty busy. And then by the time I came to leave the bank it was
much more satisfactory, because I don’t actually think it’s a good thing to be out
every night. Not good for the health. And the big thing was less travel, although I’m
very happy with less travel. I used to sit in airports getting very dehydrated and very
frustrated too. And I think long distance air travel takes a great deal out of you and
you don’t realise how much it’s taking out of you when you’re doing it, but I certainly
felt much better since not doing so much travel.

Have you had specific health problems, or not?

Yes, yes. The first thing that happened to me – well, I’ve had rheumatoid arthritis for
about ten years now, in the wrists and the leg – and then the first thing that happened
to me after retiring was I was diagnosed with prostate cancer, so that was rather a
blow. You wake up feeling liberated and then you’re told you’ve got prostate cancer.
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 154
C409/133/07 Side B [Part 13]

But it wasn’t very virulent or advanced, thank goodness, and so I spent six weeks after
retirement going along to the Cromwell Hospital for radiotherapy, and that appears to
have cleared it up. And I go back for three-monthly checks. So that’s, I do that for
five years.

And how did you find the hospital treatment?

Well it was a great stroke of luck, Elizabeth Fischl who was my doctor in the City
actually added the PSA count into a blood test she was taking for the arthritis, because
I had to have regular blood tests for the rheumatoid arthritis, and she threw in the PSA
test on her own accord and it registered very high and she telephoned me one day to
say that this had happened and that I really had to go and see somebody urgently. So
full marks to her, it was an example of a doctor really doing the job more than
properly. Because had it been left another two years it might have been rather serious.

What did you feel about the treatment you received?

I can’t speak too highly of it really. It was, they were very friendly, very efficient.
You had to wait sometimes because queues get longer in hospitals because some
people take longer to treat than others and when you’re booked in for ten o’clock, as
like as not it’s not going to be ten o’clock, it’s going to be ten thirty. But you soon
learn that the earlier in the day you go, the better, so I used to go along for nine
o’clock and it was very smoothly done, very charming nurses, largely from abroad
and very consoling because I wouldn’t like to pretend that you’re not very worried
when this sort of thing happens to you. It’s the most worrying thing I’ve ever had
happen in terms of personal health because I’ve always been very healthy and I’ve
never actually had to go to hospital for any particular reason, so I was worried. And
the whole way in which they handled the radiotherapy was just superb and I thanked
them accordingly. But that was six months of, you know, concern but it didn’t stop
me carrying on doing what I wanted to do, which was get writing again and indeed, it
was very important to do some research and writing to take the mind off what was
going on.
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Had you previously just assumed you’d be pretty fit until you suddenly died aged a
hundred and twenty?

Yes, yes, yes. That sort of thing, yes. I’ve constantly extended my life. I used to say
I would last to seventy, you know, then when I got to about fifty-five I realised that
wasn’t long enough, so I used to say seventy-seven was a good sort of figure. But I’m
rather ambitious now, I want to get beyond that.

What do you think death is?

Well death is extinction and the perfectly natural order of things. But you only live on
in my view in people’s memories, you don’t live on in any other way.

And does that matter?

No, it’s nature. It’s something that every living organism has faced since the first
living organism ever appeared on the surface of the planet. But I’m afraid I can’t
bring myself to believe there is an afterlife, I never have been able to believe that.
Although as a boy I was institutionally quite religious, but I never really believed that
you went up on a cloud and played a harp or indeed lived on in any sense, either in
heaven or in hell. So I’ve always believed death was extinction and that it’s the
memory that matters not the, that the soul does not survive.

And does that affect the way you respond to music or to Renaissance art, for
instance?

Well I can’t explain why particular forms of art are deeply moving. There’s clearly
something in the genes or something in the whole ethos of another human being as it’s
grown up over the millennia that causes the human being to be melted by particular
events and particular sounds and particular articulations. I don’t think death has
anything to do with it. Death would come into it when you’re thinking of particular
forms of music in the context of death, but I don’t think death is what causes the
chemical reaction.
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But I think in conversations not on tape we’ve talked about Venice and for instance if
you’re looking at religious art, does that come into it?

Yes. Religious art will depend on the period in which it was painted. So what I like
to try and do, but I’m not very good at it, I try and get myself back into the position of
the artist or the patron at the time the painting was painted. Now in many of the great
fifteenth and sixteenth century works of art – let’s take Venetian art, let’s take Bellini
or Titian – the people who commissioned those paintings believed very deeply in the
afterlife and very, very deeply in the sanctity and divinity of the Virgin Mary and in
the truth of Christ and the resurrection. And when they commissioned a painting they
were trying to depict some event connected with those deep beliefs and the painting
was going to be some form of icon to encourage belief and to enthuse belief and
reflect belief. And in most cases the painter probably believed it himself too, he
might not have done, he might have been simply a hack acting on orders. But the
attitude of the commissioner and the painter to those works of art was totally different
from our attitude today and what we see today is an altarpiece removed from a great
building to the National Gallery out of its context. We see in it a composition; we see
a triangular composition or a circular composition, we see wonderful colours, we see
the depiction of figures, but most of us today do not enter into the same relationship
with that picture as the original painter or the original commissioner of that painting.
And that makes it very difficult I think for museums today to convey what those
paintings really mean. Let’s go back to Venice, when you go to the Friary and you
see that seriously beautiful Madonna and Child in the side chapel, you get a sense of
how moving it must have been to the original commissioners and Bellini himself.
Then go out into the main church and look at Titian’s great Assumption of the, over
the altarpiece. In a funny way it’s lost something, it’s lost something because the
Friary itself has now become a church, a seriously great church of course, which
people pay to come into now and there are milling throngs of Japanese visitors and
somehow it’s become a museum with all the tombs and the sculptures and the
paintings and that great Titian has lost something. And you don’t get it back until you
retreat to the far end of the church and look at it right at the end of the vista and then
you get an idea of its mystery again. But going close up, I’m afraid you’re
surrounded by bus tours – not bus tours, ‘cos there aren’t any buses in Venice – but
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boat tours with guides gabbling away and it’s lost the mystery. So I now only go to
the far end of the Friary to look at the Titian.

Did you have your children christened?

Yes, yes. And we were married in church. And we still go to church on Christmas
Day. And I’ve got a feeling my wife is more inclined to believe the holy mysteries
than I am, I mean I’m certainly not and I think she is inclined to.

D’you know why you had your children christened?

At St James’s, Piccadilly.

But why?

St James’s.

Why?

Oh why. Because it was the convention to do so, first and second because I don’t
think I would have wanted to try to persuade Judith that it was the wrong thing to do.
We have a deep respect for each other and there are certain areas of territory where
we wouldn’t want to get involved in any great deep argument, so the matter of
religion has rather evolved between us rather than been a point of active discussion.

[End of Part 13]
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Very interesting.

But I’ve never, I never insisted on the children being confirmed and wouldn’t have
wanted to, I think that should be their choice. But I can’t even tell you which of them
were confirmed or weren’t confirmed, I don’t know.

What other areas might be these ones where you and Judith respect one another but
don’t have direct debates?

I think there’s nothing else, I think religion is the only area. I can’t think of anything
else where we’re wary of discussing something. And in fact, as we’ve got older, even
religion, we’re no longer wary now because she knows my total lack of belief and I’m
not totally sure about her. I think that when I’m dead I suspect she’ll, she may even
return to church a bit, I don’t know. I suspect that may happen. You must ask her.

And, I’m always very interested that some of the, many of the greatest art historians of
the Renaissance are of course Jewish and that must make a great difference to the
way you look at a crucifixion?

That’s a very interesting point. Yes, you’re quite right. They would approach the
crucifixion with considerable doubts about its veracity, obviously. They wouldn’t
doubt that he was crucified, but they would doubt the divinity of Christ. But then
again, the best art historians would, I believe, do exactly what I’ve just said to you,
they would think themselves back into the conditions of the time, irrespective of their
current beliefs. I mean there are very respectable western art historians who take a
deep interest in Islamic art, they have to think themselves back into the conditions of
belief of the Islamic artist at the time that art was produced.

But that might be something you can do intellectually, but it still must be extremely
different?
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It is very difficult indeed. I find it enormously difficult when I’m looking at Titian’s
Assumption, to put myself back into the feeling that would have been enjoyed by the
people looking at that painting in the sixteenth century. I can’t do it, is the truth. You
can only make a pale attempt at it.

And what about if you go somewhere like the church at Torcello?

Well then you’re going back even earlier and you’re not really changing what I’ve
just said, you’ve still got to get back into the belief in the eternal truths of the
Christian religion. But go back even earlier to a time when Christianity hadn’t really
developed or was only just becoming developed when Constantine the Great declared
it as the official religion. I think at that time there must have been a great muddle
because there were so many different forms of belief and so many sects and so many
schisms and that becomes even more difficult because you don’t know which schism
you’re supposed to be trying to imitate when you’re looking at a work of art. But I’ve
been thinking quite a lot recently about – I’m no mediaevalist and I’m no Byzantinist
- but I’ve been thinking a lot about how it was that we’ve ended up in the world today
with the three great monotheistic religions disliking each other so much, which seems
an extraordinary thing because they all basically preach peace and so on and I’d like
to think that the vast majority of all three great religions, and I’m talking of Islam and
Judaism and Christianity, I’d like to think that the vast bulk of all those three are
actually peace loving people who are perfectly prepared to tolerate the other, and I
believe that to be true. But why is it that the more vociferous members of those three
great religions are at each other’s throats? I find it very hard to understand because
they all have the same common origin.

And again, you obviously don’t become completely despairing as a result of it?

No I don’t because I believe that man as an animal has conquered something really
important. I think man conquered the rude life of the jungle. If you look at David
Attenborough’s last programme in his series on mammals recently and you looked at
those cuddly chimpanzees setting off on the hunt, it was really scary because one of
them leaps up on a tree trunk and yells and batters the tree trunk and it’s a battle call,
it’s a rallying call to go hunting. And then he shows them stalking off through the
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jungle, these are the young males on the hunt, and you don’t realise when they’re
setting off what they’re hunting and it turns out to be monkeys, other monkeys. And
when they climb up in the trees and catch these young monkeys and tear them apart
and eat them, you realise that man’s come quite a long way. The chimpanzee is our
closest relation and at some point in evolution man’s brain grew enough to realise that
there was something called civilisation and the need to be cohesive as a society. And
if you then start looking back into old literature like the Bible, you find laws
beginning to be laid down as to how you should behave to be a member of that
society, and we’ve come such a long way. And the twentieth century had two
perfectly ghastly disastrous wars and all other skirmishes have been contained.
There’s been frightful bestiality in places like Cambodia and Rwanda and so on, but
through all that, civilisation continues and there is a much greater understanding today
of the need for living together in peaceful ways. So I’m not pessimistic about that, I
think that despite the decline of religion, man has made great advances in living a
civilised life and I think that’s perfectly possible without religion.

And if you go to something like the St John Passion, do you feel that your response to
it is entirely to do with the music?

No. It’s a combination of music and myth. I had a great argument with someone the
other day as to whether the St John or St Matthew Passion is the greater work and she
was arguing for the St John Passion and I was arguing for St Matthew, I find the St
Matthew Passion deeply moving. And it isn’t just the music, the music is beyond this
world. I mean there is no greater composer than Bach and there are moments in it
which are totally melting. But it is the combination of music and myth and the great –
I call it the Christian myth because I can’t believe it is, well as I’ve already explained,
I can’t bring myself to believe in the fundamental divinity of Christ or of his mother.
But the myth is very strong and again, a deeply moving myth. I’m sure you went to
Neil MacGregor’s show at the National Gallery, Seeing Salvation and demonstrating
to a largely unbelieving audience the fundamental importance of the Christian myth.
And that again was a moving exhibition and I’m just as moved by the Christian myth
as I am by classical mythology or some other story. Derek [Philip?] Pullman’s new
stories of – I can never remember the name of any book nowadays – have their
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moving moments and he draws tremendously on European myth and Christian myth
and every other form of myth to write those stories.

What are you reading at the moment?

At the moment I’m reading David Attenborough’s memoirs and I’m reading Deborah
Howard’s book on the architecture of Venice. I always have at least two books on the
go.

Let’s go, if we may, to what you were writing when you retired. What was this that
you were going to go to do?

Well, I promised myself when I retired that I would rewrite my book on Matthew
Boulton. I can’t recall I’m afraid whether we talked about Matthew Boulton on
previous tapes.

We have a bit, but we’ve never…

A bit. Well let me repeat that Matthew Boulton is, was sorry, was the greatest
manufacturer of metal objects in Birmingham in the third quarter of the eighteenth
century, so he began life as a button and buckle maker, which he inherited from his
father. He developed a big business in what were then called toys; that’s snuff boxes,
watch chatelaines and other forms of metal goods for the consumer market. He
became the biggest maker of silver plate in the country, his biggest rivals were in
Sheffield. He became a very big manufacturer of silver and he tried his hand at
making ormolu ornaments; that’s ornaments made of brass and then gilt, mercurially
gilt, and they would be vases, candelabra, clock cases, door furniture, furniture
mounts and so on. Then I wrote the book about the ormolu ornaments and it was
published in 1974, as I think we recorded previously, but it’s become progressively
more out of date because it’s now thirty years old. I’ve made a lot of new discoveries,
of new ornaments, new sources, new designs, new documents that turned up and I
very much wanted to rewrite the book, which I’ve now done. It took me two years, I
sat down to it in the summer of 2000 once I’d finished with the cancer treatment and it
was published two weeks ago. So there it is, sitting in front of you, looking I think
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rather beautiful. I’m very pleased with it. It’s now nearly five hundred pages long,
but I do explain to readers that it’s written in a modular system; they can pass their AS
levels by reading the first two chapters and then they can get their A levels by adding
on the later chapters on design or manufacturing techniques or marketing. And then a
great deal of the book is about the ornaments themselves, so the first two chapters
deal with the history of his business. And I’ve written it very much as a businessman,
not just as an art historian, so it’s a mixture of business and elegance, elegance and
business. And the photography’s very beautiful this time round, it’s all in colour and I
think it’s something I’ve wanted to achieve and I’m very pleased I’ve achieved it.

What’s the relationship between the text as it stands now and the previously published
version?

A lot of the old text you will recognise. I’ve changed its order quite a lot, I’ve written
new text, I’ve deleted quite a lot of old text. So it’s about a thirty per cent revision.
But to the person who’s not going to read the book, who’s just going to look at it,
there’s a total transformation of course in the illustrations.

And how…

He was a seriously great entrepreneur. I mean you would never have heard of James
Watt if it hadn’t been for Matthew Boulton who promoted James Watt’s steam
engine. He founded the Birmingham Mint which became the biggest maker of medals
and coins in the country and he was a figure who I greatly admire, he was not averse
to risk, he took enormous risks in running his business and would have – I probably
said earlier – would have gone bust had he not married well, until later the steam
engine and the Mint began to make money.

And how did you go about rewriting it? Rewriting is an incredibly difficult task.

I had accumulated a great deal of information as the years went by, I’m a very
methodical filer of information and so I was prepared to do it, I had all my files up-todate. I had quite a lot more research to do because in a number of cases I hadn’t had
time to follow up research leads. So I first of all did the rest of the research that had
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to be done and I then sat down with the previous text and went completely through it
annotating where I had to make changes. And then at a later stage set to making all
the changes.

Was the previous text on disc or what?

I had it on disc, yes, I wrote the book entirely on disc. That was quite a revolution.
But I got them to supply me the text on disc with the footnotes integrated so if I did
change footnotes, and it’s a highly footnoted book, the numbering of the footnotes
automatically changed. That was a great boon, great boon.

And did your research in any way change your view of Boulton?

It didn’t change my view of Boulton, no. It reinforced my view of Boulton as the
man, a man with great talents and great faults. I shall go on to write his biography in
due course so that’s something that I will be dwelling on. It didn’t change my view of
him, it didn’t change my view of the products he produced, but I did modify views in
a number of cases where further research unearthed different sources of design, so
I’ve rewritten a lot of the design chapter.

And rewriting all those years later, you must be a slightly different person. Did you
have a sense of that, you know, your response to things?

That’s a difficult question to answer because I was, what was I, I was forty when the
book was first published so I wasn’t totally immature. But certainly another thirty
years in business taught me more about risk and entrepreneurial attitudes, but it didn’t
make me fundamentally change the text. I mean I was actually reasonably impressed
when I re-read the text for the first time for about twenty years, reasonably impressed
at what I’d written before. In fact I was slightly amazed I’d managed to write it.
[laughs]

One part I think we don’t really cover in the recordings so far is how you made the
transition from being someone who was interested in this kind of area to actually
writing with authority on it.
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I think that’s something that simply evolves. I was not a trained art historian as you
know, my first book can hardly be described as an exercise in art history, it was on
English barometers. It was written because there wasn’t a book on English
barometers and I had as a result of research discovered that I knew more about
English barometers and so it became a book, but it made no pretensions to art history
at all. I talked about case work and I put the case work in – I mean the barometer case
work, the wooden cases – I put that in the context of evolving furniture design, but
that was very derivative work. It wasn’t really until I met the Boulton archives in
Birmingham that I began to think well maybe I’ve got to learn about neoclassical
tastes, I’ve got to actually teach myself, what was this great movement in the
eighteenth century towards the antique taste, as Boulton called it – he never used the
word neoclassical, it wasn’t invented till the nineteenth century, and so I don’t use it
in the book. But I had to read source books and I had to read contemporary books on
neoclassical taste to teach myself about the design background that Boulton was
working in. That’s the moment at which I suppose I began to become an art historian.
I didn’t really realise it was happening to me. But I do remember, I think I did on a
previous tape, recall how it all happened rather suddenly and it’s amazing how fast
you can become an expert. Not in your own eyes, you’re never an expert in your own
eyes, but in other people’s eyes. And I remember Ben Nicolson at The Burlington
Magazine asking me to review the great neoclassical exhibitions that were on in
London and I thought, why has he asked me, there are plenty of art historians who
know a huge amount about neoclassicism and I know much less than they do. But
being of a venturesome sort of disposition I agreed to do it, which was a very brave
thing to do, and I then had to teach myself a great deal about neoclassicism in a very
short order, in order to write the reviews. And of course I was in my private moments
rather frightened that some of the great neoclassical art historians would say, who is
this chap writing this review, he’s got it all wrong. But luckily I seemed to skate
through that and became an art historian of that particular period, specialising in
metalwork.

But was that partly also because you were very attracted to it or are you saying that
the knowledge led you into the expertise and that…
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Well, I was a classic by training, it came naturally to me because I’d spent my youth
reading classical authors, I’d spent my youth looking at classical architecture and was
not totally unfamiliar with architraves and orders and metopes and all the things to do
with classical architecture and I was not unfamiliar with classical myth. So I do
actually know Venus when I see her and I do recognise Hebe and I do recognise
Belisarius and so on and so forth. So the concept of the neoclassical movement’s not
difficult for me.

But does it delight you?

Oh yes, I love everything classical. I’m steeped in classical thinking and learning and
the fact that Matthew Boulton was cashing in on the revival of the antique taste was
deeply attractive to me. And what I really found exciting about the papers and then
about writing the book on the basis of the papers, was this application of industrial
technique to the production of artefacts that could be described as works of art.
Wedgwood’s the same. The application of industrial technique to consumer goods.
And they’re both very fascinating men and of course they were friends and knew each
other very well. Now, as time’s gone by, you asked me have I modified my views, I
have slightly in Boulton’s manufacturing techniques because the more research I’ve
done on that the more I’ve come to the view that his great manufactory at Soho, which
he built at enormous expense in 1762, was not what earlier historians had said it was.
They said this was a highly automated factory using very advanced industrial
techniques for that time and I don’t think it was. I think he used water power for
driving his rolling machines and his polishing machines, but I think most of the rest of
the factory was what be called advanced handcraft. The lathes were driven by pedal,
by foot power, not by water and a lot of the stamping and pressing machines were
driven by gravity, released by hand and were not driven by water power or steam
power. Even so, he went in for the division of labour so it wasn’t one man who cast
the object, chased it, gilt it, put it together, each of the different processes applied to
the different parts of making a metal ornament. So it was industrial to the extent of
division of labour, less industrial, much less industrial than the textile industry at the
same time, in the application of continuous processes. Even so, I do find the
application of more industrial technique to the production of decorative art a very
interesting subject.
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So did you feel he should have been more mechanised?

No, because he’s trying to produce a work of art in a vase or a clock case and if you –
and he’s trying to produce it so that an upmarket customer will buy it and an upmarket
customer will not buy something that is simply pressed on an industrial machine and
not finished by a craftsman. ‘Cos you can produce a spoon or a fork entirely on a
pressing machine and it’ll look pretty crude if it’s not hand-finished in some way.
And he was trying to appeal to an aristocratic customer base, so he had to go in for a
great deal of hand-finishing. You can’t automate the gilding process either, the
gilding process he was using, which is now banned because it’s bad for the health.
Mercurial gilding was very much a hand process. You can gild today electrolytically
using industrial processes, but not in those days.

What made you actually formally do a PhD?

Well I was talking to Tim Munby who was the librarian at Kings College Cambridge.
I’m not sure I wasn’t giving him a copy of the book actually at the time, for the
library. And he said had I thought of putting in for a PhD. And I said well no, I
hadn’t. And he said but you can do that by submitting your publications, you don’t
have to come back to school. And so I did, I thought it was rather an interesting idea.
So I submitted my publications to the Cambridge Board, they then sat on them for a
very long time indeed and about eighteen months later I was summoned to an oral
examination, on the basis of the publications.

What was the oral examination like?

The oral examination was conducted by Michael Snodin who was at the Victoria and
Albert Museum, great expert in eighteenth century architecture and prints, and
Charles Truman who worked in the metalwork department at the Victoria and Albert
Museum. And they came along to see me one day and we sat and I had this grilling,
which went on for about an hour and a half, on neoclassical design and specifically on
my work on Matthew Boulton.
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Did you feel…

Because that’s what was being examined, my work on Matthew Boulton.

Did you feel that they were asking very good questions?

Well they’re both very intelligent people and we had an extremely interesting
conversation.

But was it more a conversation than a grilling really?

It was more of a conversation than a grilling, yes. Charlie was very amusing at the
end, because when we’d finished I’d said that was pretty gruelling. But he said to me,
far more gruelling for me, he said, than for you because you taught me all I ever knew
about Matthew Boulton. [laughs] I suppose there was a slight one-sidedness about it
on the subject of Matthew Boulton because there wasn’t anybody else who’d ever
done the work, except for myself, and so it would have been surprising if I didn’t
know more about him.

What have Christie’s been like to work with as publishers? Can you just say a little
bit more about that?

About?

Christie as a publisher.

Well Christie’s agreed to do this, much to my delight. I offered it to Yale because
they’re the leading producers today of art books, but they said no because it was a
second edition and they weren’t interested in doing second editions. And I then spoke
to Charles Cator at Christie’s and with my tongue in my cheek I said, Charles look, is
there any chance of your doing this through Christie’s books and you know, you have
quoted me endlessly in your sale catalogues underneath every piece of Matthew
Boulton that’s come on sale, so I’m sure I’ve inflated the values – that was with my
tongue in my cheek – but he took it very seriously and he went to talk to Charles
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Hindlipp and came back to me and said look, we think we would do this. We had a
financial arrangement; I put a bit of money into it and they’ve put money into it. I’m
not sure we expect to see that back, but if the whole edition sells out, we will I think,
see most of it back. But it’s been a very happy relationship and I’m very pleased
we’ve done it this way because they assembled a brilliant team, entirely outside
Christie’s. Mandy Gomez, the editor, who works for a company called Art Books
International, and she then commissioned Ray Carpenter the designer and they
decided in the end to print it in Singapore with printers they knew very well. And it’s
a very small team, but the editor, the designer, the typesetter and the printer all
worked extremely well together and kept me very closely in touch, so I was involved
all along in the quality of the production. And above all, because the photography is
so important, I was able to use Philip Brakefield, Christie’s top photographer. He and
I travelled round the country, taking all the photographs. And that was a great
godsend.

[End of Part 14]
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Tell me about going round the country with the photographer, it sounds bliss.

Well it was bliss. I said it was great fun to work with him in the preface. He’s a very
good photographer, he’s got a very good eye and he’s a very modest man so he was
equally inclined to listen to me if I said look, I don’t like this angle you’ve set it up at
first, let’s change it to this. He would reach agreement with me on what we were
trying to do. And I think you see the results in the book. I mean, take that
frontispiece, that took a long time, that photograph. He and I played together for a
long time to get it right. I was his bag carrier, we went to these wonderful houses and
he and I arrived at the door, then I would carry all the bags in and it took us about an
hour to set up. The most amusing moments were in some great house where Philip,
who has enormous experience of course, photographing every form of work of art,
while preparing my photograph would say to the owner, that’s a very fine Sevres
christening bowl you have sitting over there on the desk and the owner would say,
what? What is it? And Philip would tell them exactly what it is because of course
he’s photographed all these things. So we would end up, so we would end up touring
the collection with the owner and discussing things. Especially porcelain, he was very
good on porcelain. And then we’d go round the garden and he’s a great expert also on
shrubs because his father and brother are experts on shrubs and he would give them
the Latin names of the shrubs. The owner ended up usually talking to him and not
me. Very right and proper.

And have you made a lot of new friendships through this?

Mostly I knew the people before. I was revisiting houses to take photographs. There
were very few new ones, there were about three brand new English houses in there,
which appear under the name of private collection probably.

[break in recording]

Okay, back on. But you wanted to talk about Soho House.
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Yes. Soho House was Matthew Boulton’s home. He bought the Soho estate at
Handsworth outside Birmingham in the early 1760s and then, as I said earlier, built
his manufactory there and the main reason he did it was it had water and he could get
the water power into the factory. And he then also acquired at the same time, Soho
House, which is nearby. He didn’t live in it to begin with, but by the end of the
century he was living in it and he got Wyatt to come along and redesign the house.
He died in eighteen nine, Boulton and then his son Matthew Robinson Boulton bought
an estate in Oxfordshire in about 1819, which was Great Tew, and really left Soho
House, his sister lived in it for a bit, and sold a lot of the land later in the century to
become housing for Greater Birmingham. Soho House became successively – I
always get the order wrong – but it became a vicarage, a hotel, the headquarters of a
local company, of GEC and then finally a police college. And the redbrick Victorian
houses encroach on it extremely close so there’s very little of the – there’s no estate
left, there’s just a small garden. Well some of us some years ago were very keen
indeed to try and restore it as a museum to Matthew Boulton and the Birmingham
Corporation went along with this and very generously, I think it was March, which is
a good time for local authority money, put quite a bit of money into it and the police
moved out, and they’ve done a great job. The house is now restored; it’s got a
number of the original artefacts that were in the house in Boulton’s time back in it,
they were bought at a sale at Great Tew after Major Robb died, who was the only
male descendant of Boulton. And they’ve made the police hostel next door to it,
which originally they thought they might pull down, into a visitor centre and an
introduction to not just Boulton, but the industrial revolution and the Lunar Society
which Boulton and Wedgwood and Erasmus Darwin were key members of. And so
it’s a wonderful project and I’m thrilled with it. They asked me to be patron of the
appeal that finally settled the finances of it and the archives that I’ve mentioned
before which needed a great deal of work done on them, in the Birmingham Reference
Library. So I feel that the restoration of Soho, which is now attracting quite a lot of
school parties and good educational effort, has done a huge amount to put Boulton
back on the map where he should be, because he’s one of the great figures of the
industrial revolution, one of the great figures in Birmingham history and really not
properly appreciated.

Presumably you had to raise quite a lot of funds for Soho House did you?
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Yes, I forget the precise figure, but the Corporation put well over two million into it.
The archive project, which is now just coming to an end, the conservation of huge
archives of Boulton and Fothergill and Boulton and Watt and the Watt papers as well,
that cost a great deal of money to do. And of course, they’ve also managed to buy as
the years have gone by, quite a number of Matthew Boulton objects; vases,
candelabra, silver, medals, furniture, to put back into Soho House.

And if you do the biography, are there great stories to unearth or…

Well, there’s a huge amount in the archives. I think the bare bones of the story are
reasonably well known. There’s very little published on his personal life and that
won’t be easy because the papers are rather limited on his personal life. There’s a
certain amount of correspondence between him and his wives, which will help, but
one’s guessing quite a lot on his schooling and education and – there’s quite a lot on
his friendships because there’s a huge amount of correspondence on the Lunar Society
where he and Whitehurst and Wedgwood and Darwin, Priestley and Small all met. So
there’s correspondence between them, but it’s a bit patchy. So that’ll be the big
challenge. I don’t think the challenge will be writing about the business, the big
challenge will be the personal aspects.

Have you done anything like that before?

I’ve never written a biography, so when I get round to it – and I can’t at the moment
forecast when that will be – I shall have to start by reading a few biographies and
deciding what I don’t want to do.

Have you ever tried writing fiction?

Only in a very small way, when very young.

Such as?
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Well I used to write the odd short story at school, but I mean I’m not proud of my
attempts at fiction.

And what do you feel about the very idea of biography?

I think it should be quite short. I personally find it very difficult tackling these five
hundred page biographies. And I don’t think a biography should be in minute detail
either. I think it should try and capture the essence. And if you’re criticised by critics
later saying, why on earth did you leave out this or that, then so be it.

If someone were to write a biography of you, who would you choose?

You. [laughs]

Supposing I was dead.

I think you know more than anybody else. [laughs]

Supposing I was dead, who would you choose?

I don’t know Cathy, it hasn’t crossed my mind so I need notice of that question.

But do you think, can you imagine somebody being able to create the essence of you?

I think it’s very difficult, not just because I’m complicated, everybody’s complicated.
I think it is very difficult capturing the essence of anybody and how can you possibly
know what somebody’s thinking all the time or what somebody did think all the time.
You and I know that you’re thinking all day, all sorts of different thoughts.
Tangential thoughts and essential thoughts. You can’t capture that. I have no idea
what Boulton’s sex life was like, for example, or whether he was sex driven or not, I
just don’t know. Most men are so I assume that he was in some way. He certainly
wrote some very affectionate letters to his wife. I don’t know even what he was
thinking when he took outrageous gambles in his business, was he thinking, this is an
outrageous gamble, or was he thinking, oh I can make money on this. Or was he
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thinking, well it’s worth a try. I don’t know. And I’m going to have to try and decide
which of those he was thinking. And then there’s the complexity of somebody’s life.
When you ask me about me, I in a funny way think that all the things I do interlink
with each other, but it may not seem obvious to somebody else. I think Boulton’s
rather the same and I find him very fascinating because his various activities do
interlink, but I think I can see how they interlink using my own experience of how my
activities interlink, but you’ve got to be frightfully careful not to project your own
views and your own ideas on to somebody else, ‘cos you might be completely wrong.
So just as we were talking about religious painting just now, trying to get into the
feelings and attitudes of the people looking at that painting when it was painted, so
writing a biography you’ve got to get into the person and try and understand the
motives and emotions of that particular person. Not easy, I’ve never done it. It’ll be
an experience.

Why don’t you know when you’re going to do it?

Because I’m at the moment busy tidying up after the completion of this book, which
is a massive filing task. I’ve then got one or two other things I’ve got to do, I’ve got
some lectures I’ve got to write, so…

What are they?

I’m giving a lecture on the relationship of Wedgwood and Boulton, shortly. And then
I have got to give serious thought as to how I plan the biography, because I don’t
believe in starting the extra research until I’ve got the outline in some detail. So I
guess I’ll be reading some biographies come the summer.

Any idea…

To give me an idea as to the shape that I should plan it.

Any idea which biographies you might read?
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No, not at the moment. Can you recommend any? I mean I was thinking of reading
some Victoria Glendinning. I’m going to avoid the five hundred pages.

Have you an agent or anything like that?

No, no. No I haven’t.

And do you have, if you’re doing your filing now, do you do that entirely yourself?

I do it myself, yes. Yes, yes.

And do you know any biographers?

No. I suppose I don’t, offhand. Roy Jenkins I knew, but he’s died. What other
biographers are there recently? Antonia Fraser I don’t know, but her books are so
long aren’t they? I do intend to read Jenkins’s books on Asquith and Churchill. ‘Cos
he told me that he doesn’t bother to do much research and just writes. I rather admire
that.

How do you come to know him, did you?

I got to know him when he was Chancellor of the Exchequer first. Long, long time
ago. But knowing him is the wrong word, I didn’t know him, I met him. I then came
across him after he left, well yes, after he left politics I suppose. I met him at sundry
functions. I knew Jennifer, his wife, because she was involved in the Royal Parks and
produced that wonderful report telling them what they should do with the Royal Parks
and again of course she became Chairman of the National Trust, so I met him as an
appendage to Jennifer later. And then we were both members of a dining club, which
is where I really met him.

Is this the Dilettante?

No, the club.
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Which is that?

Well the club was founded by Johnson and Fox in the eighteenth century and it’s still
going strong, it meets once a month and I’m a member of it.

Where is it?

They meet at Brookes’s.

And who might you see there, typically?

Sorry?

Who might you typically see there at the moment?

Well, the members, so the two joint treasurers are Tony Lloyd, the Law Lord and
Robert Armstrong the ex-Cabinet Secretary. Gordon Richardson’s a member, Robin
Leigh-Pemberton, David Wilson, old British Museum Director. Sundry Lords –
mostly Lords actually. Roy of course, I mentioned. Kenneth Clarke’s become a
member recently. Tom Bridges, ex-Ambassador. Patrick Wright, old friend of mine.
The ex-Head of the Foreign Office.

And he was in Beirut for quite a long time wasn’t he?

Yes.

How do you know him?

Cabinet Secretaries tend to become members, so Robin Butler’s a member.

How do you know Patrick Wright?

Well we were at school together, but he was older than me so we didn’t know each
other at all well at school, we nodded at each other. And then we met later, quite a lot
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later, about twenty years later when he was in the Foreign Office. We were both
taught by the same classics teacher, Alan Whitehall, who you will find figuring on an
earlier tape. So we’ve got a lot in common, given our joint upbringing. And we met a
lot through this dining club and other occasions when we’ve run into each other.

What’s he like?

Patrick is very effusive, extremely good company. Full of anecdote, a lot of laughter.
Very passionate on matters that he cares deeply about and he does care very deeply
about Arab matters, he’s not lost that, he was an Arabist in the Foreign Office, and
he’s a good debater and a good cross examiner too, and a good conversationalist. But
I like him a lot, he’s a very human man and a very lovable man. You probably know
that he suddenly lost all his hair, which must have been a traumatic experience. I
forget what age he was, but he made light of it, he mocked himself. He’s that sort of
character, he will even joke at his own expense on what some people would regard as
a great disability. This was long before it became the fashion to have no hair, I mean
nowadays people shave themselves clean and it’s no longer even noticed, but at the
time it must have been a traumatic experience and I greatly admire him for coping
with that. And I just think he’s a great character.

And do you know his family?

Do I know his family? No I don’t. No, I know Virginia, his wife, but I don’t know
his family.

And at the club, what might the conversation be, is there any…

It will range over almost any issue, but there’s a very strong emphasis on public
affairs, because the people who are members of the club are involved in public affairs
or were involved in public affairs. So I mean it is extremely interesting of course,
getting into a discussion with people like Robin Butler and Patrick and other people
who’ve been involved at high points of the civil service or politics. Oh, and the
church too, because we have Cormac Murphy-O’Connor and we have churches and
both denominations.
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Has Patrick told you any Mrs Thatcher stories that you could tell us?

Well if he has, I’m afraid they’ve eluded me this morning, we’ll have to come back to
that.

And, it’s been mentioned a number of times this morning about the parks, have you
had a formal involvement with the parks?

I’ve never had a formal involvement, I first got involved though when David Welsh
was the Director and I’m a great writer of letters to public authorities if I’m not very
pleased with something, so the Westminster Council has a number of files on me.
And I got very concerned about the parks because they were deteriorating and so I
wrote letters to the Secretary of State and various others and then when Jennifer
produced her report I was full of admiration for it and thought this was the right
direction to go in and said so to the Secretaries of State, and then they appointed
David Welsh who planted all the daffodils in Dundee, to run the Royal Parks and I
went to see him and said look, anything I can do to help because I feel very
passionately about them, they are what makes London, they’re the countryside in the
city. Rus in urbe as Jennifer said in her great report. And it’s so important they
shouldn’t be commercialised and vandalised and ruined. And David and I hit it off.
Anyway, he then said would I join the Advisory Committee of the Royal Parks and I
said I would be willing to do that if I could find the time, and it went to Peter Brooke
to make the appointment – Peter Brooke you’ll remember is my oldest friend and he
was then Minister for, what was he called, Minister for the Arts I think he was called and he said he didn’t want me, he preferred to have Judith because she was a woman
and would do a much better job than I would do, and so he appointed Judith to the
Royal Parks Advisory Committee, which pleased me very much because she was
going to do a very good job, felt as passionately about it as I did. So she served on the
committee and we agitated together. She’s no longer on it, but I’m full of hope now
that Peter Ellwood is about to go on it.

Okay.
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It’s very important we shouldn’t allow Hyde Park to be submerged by commercial
events. Now, between June and September there’s constant hoardings going up and
concerts and hammerings and I’m sure people enjoy the concerts, but it’s not what the
Ministers call access. The Ministers seem to believe that if they can get five hundred
thousand people or whatever the number is to come to concerts in the parks, that
they’ve improved access to the parks, but they haven’t. They only come for the
concert. They’re not enjoying the parks.

There are some of us who wish fewer people went in the parks anyway.

I think you need people in moderation, but I do want people who go to the parks to
enjoy them, I want them to feel the spring is here and the summer is here and the
shrubs are growing and the daffodils are growing and there’s peace on the water and
they can watch the grebes. Many more grebes now than there were. And they can go
bird watching and really enjoying the countryside, whereas if you’ve got most of it
fenced off for some huge event, it’s ruined.

But presumably there is a lot of danger at the moment of the parks having to generate
income isn’t there?

Well that’s the problem, the Ministers have said you’re now a free-standing body,
you’ve got to generate income. And they agree, they don’t really want the events but
they have to put them on to generate income to keep the parks going, but the truth is
the Government’s not financing the parks properly.

And again, are you optimistic or pessimistic?

Well I’m rather pessimistic about that because I think the Government’s just plain
mean. And I don’t think the people in the Department of Culture know very much
about the parks, I rather doubt they visit them much.

And just following on from what we were talking about before – tell me a little bit
about what the Dilettante Club is.
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The Dilettante Society was also formed in the eighteenth century and it was formed
by the young gentlemen who used to go off on the Grand Tour to France and Italy,
particularly Italy, and when they came back they wanted a forum in which they could
share their experiences and share their lives together. But it was formed as a dining
society, they were very hard drinkers, they believed in having a really good dinner
with lots of drink and then discussing the antique taste. In their early years they
financed a number of expeditions. They financed Wood’s expedition to Palmyra for
example, James Stewart’s and Revett’s expedition to Athens to produce measured
drawings of the architectural monuments there. And the society has survived, it’s still
going strong. It nearly died at the end of the nineteenth and early twentieth century.
It now has a membership of about forty. People are usually chosen because they’re
interested in the arts in one shape or form. They have to be good conversationalists.
Some of them have ancestors who were in the Dilettante right from the beginning and
we’re trying now to be slightly more active with a little charitable trust we have,
because a number of us feel the society shouldn’t only be for its own members, we
should be trying to do something as well. So we do give small grants each year to the
British School at Athens and the British School at Rome and sundry organisations of
that sort.

And where is the Dilettante based?

Brookes’s.

And how…

Where of course all the Dilettante’s pictures are. If you go into Brookes’s, all those
pictures belong to the Dilettante Society. And of course they’ve always had an artist
as a member, so you’ll find Joshua Reynolds and other artists’ works are all in the, in
Brookes’s.

And how often would you go to the Dilettante?

About four times a year.
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And who might you see then?

Who?

Who might you see then?

Well the membership list is – oh dear, where do I start?

Who might you really be with on one of those occasions?

Well we don’t always choose who we’re sitting next to, so it’s unpredictable. But
most of the leading architectural art historians are there, so I mean John Harris I
would see there who I’ve always been fairly close to because he’s the great expert on
William Chambers. And dear Gervaise Jackson-Stops was a member, but he died.

Could you…

[End of Part 15]
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Gervaise was a very sincere, a very sincere man, a very gentle man. He – I’ve got to
collect my thoughts a bit because I’m trying to think back to when I first met him. It
would have been on a furniture history event I think. He was enormous fun when you
went to look at something with him, because you started thinking who is this
extraordinary shy person who can hardly look at you when he’s talking and is always
doing something with his hands, and quite clearly didn’t want to be there, I mean he
wanted to sort of run away and go down a hole somewhere, that was the first
impression you had of him. I’m afraid I can’t remember the precise occasion when I
first met him, but it must have been at some National Trust house and that was my
first impression of him. And then you got talking to him because you were interested
in a particular object, a chair, and you would suddenly realise that lurking beneath this
strange exterior was a deeply thoughtful, knowledgeable historian, because the
stammering tended to fade away a bit and he would become more emphatic on
something. And then you would suddenly realise if you really argued with him, that
there was something extremely strong under there and he didn’t like being argued
with at all, you know, he was right and you were wrong. So he was a much more
emphatic character than the first impressions gave. Deeply committed to his research
and work as an art historian. I never went to his menagerie, I don’t know if you ever
went there, but I’m told by those who went to it, it was a wonderful experience and
that he’d done an extraordinary job of conversion of this menagerie which had no
obvious connection with any road and you had to go across fields to get to it. And
people just loved him dearly. It’s so sad he died, because basically his career was
unfulfilled and he could have done so much more.

And who else might you find there, at the Dilettante? Who else might you find?

Well, a number of – Jacob Rothschild, Nicholas Baring, Neil MacGregor. I’ll have to
go and get the membership list won’t I, because…

Well no, I was just really interested in…

It’s a sort of Who’s Who of…
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I was interested in who came to the surface for you really, rather than the
membership list.

Yes. Alan Bowness, I was sitting next to last time. We talked about his mother-inlaw, Barbara Hepworth. But you know, you never know what conversation you’re
going to have, because it could be a landowner, I mean Hugh Grafton and his son
Charles Fitzroy are both members. The West Wickham owner was there, of course
his ancestor was a member. Bessborough. His ancestor was a member. Andrew
Devonshire. Again, a long line of Devonshires. And his son, Lord Hartwell had
become a member. So there is a certain amount of tradition there and I think it’s right
because it’s now very good to keep the sense of the old Dilettante of the eighteenth
century going if you can.

Is Andrew Devonshire someone you know well?

I don’t know him at all well. I’ve met him several times but I don’t know him at all
well. I wouldn’t be the authority to talk about him.

Okay.

The present joint secretaries are Charles Sebag-Montefiore and Martin Drury, who
was at the National Trust. They took it on from Bobby Gore, who I’ve talked about
before and he took it on from guess who?

I think I can. [laughs]

Brinsley. Brinsley Ford.

And are there…

Who of course brought me into the Dilettante. As he did everything else.

Including the club?
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No, not the club.

Who brought you into that?

Well I don’t know who brought me into the club. The convention is you don’t know,
but I received a postcard one day from Alan Hodgkin, the great Nobel Prize winner,
who has also alas died, saying that I had been elected and would I be willing to take it
up. And the convention is that whoever’s in the chair that evening writes the postcard
inviting the new member to become a member.

And, I know you won’t tell me who, but have you brought anybody in?

Yes, I’ve certainly recommended one or two, but the system is that you recommend to
the treasurers who you think would be suitable members and then it evolves later in
conversation.

And are there other dining clubs that we ought to bring in?

I’m also a member of something called the Whitehall Dining Club, but not for much
longer, because I shall be age expired. And that is a club very definitely aiming at
bringing Whitehall and business together, which is why you have a retirement age, to
get rid of those of us who are no longer in business or no longer active in Whitehall. I
see Patrick at that of course, Patrick Wright again, because he’s a member of that.

And where does that meet and how often?

That meets wherever it meets. I mean one of its members acts as host. So the last
meeting I think was in the Overseas Club and the one before that was at Lancaster
House and it will vary with who is the host.

And how big a gathering and what kind of topics?
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That can be about twenty, twenty-five at the table and they’ll pick a subject to talk
about, the host will in fact introduce a subject. So it could be transport policy or
foreign policy or Iraq or anything.

And you will have had notice of that subject?

You will have had notice of the subject, yes.

And what discussions do you remember from there, I mean what sort of quality and
calibre does it become?

Well the quality is pretty good because there are very knowledgeable people there. If
I was to criticise it, it would be that it’s too slanted towards the civil service, that a
number of us would, not having any experience of the particular topic because it
might be in a rather esoteric subject, might feel we can’t contribute very much other
than asking pointed questions. And there isn’t a great deal you can contribute if
you’re not in the mainstream to policy on – well, let’s take Iraq. You’ve got Foreign
Office experts there who know it backwards because they’ve been deeply involved in
it. All you can do as an outsider is ask pointed questions on why, why do you take
that view.

And is it a general debate or are you just really talking to your neighbours?

No, a general debate.

And who do you remember being striking speakers?

Well I remember the one I did. [laughs] But I did the same as others, I mean I did
European policy which we’ve talked about already, and that was quite a lively debate.

Who do you remember engaging with you?

Well it was a very long time ago, so one of the Governors would have been there,
certainly the Treasury would have been there, but it’s about ten years ago now.
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And do you remember anything…

So I can’t say that debate’s very fresh in my mind.

D’you remember anything resulting from it?

No, I don’t think you expect things to result from that because the club wasn’t formed
with the idea of policy making, it was formed with the idea of informing people in
industry about Whitehall and informing Whitehall about industry or finance. So I
wouldn’t expect the debates ever to be that profound, I would expect them to be more
in the nature of educational sessions and people contributing their views, but you
wouldn’t expect it to advance policy particularly. And although it’s played under
Chatham House rules, in other words you’re allowed to, you can certainly talk about
anything that’s raised but you mustn’t attribute any comment to the Head of the
Foreign Office if he’s made some particular remark about the Middle East. You don’t
expect any deeply profound insight that would contravene current government policy.

So was it really of any use to you as a businessman?

I find it of limited use, frankly, that club. I found the individual conversations I had
with members of the club more interesting than the general debate. So going back to
Patrick, I mean I find my conversations with him always enlightening and my old
friend David Walker was a member so he and I would sometimes sit next to each
other and talk about City affairs or the Bank of England or whatever. And if I was
lucky enough to be next to some civil servant I didn’t know, then I would quiz him on
what he did and why. But I can’t remember any – this is rather damning isn’t it – but
I can’t remember any profoundly interesting debate at that club. No debate that really
strayed beyond what you would read in The Economist or – which is a very good
journal – or some Chatham House debate or something of that sort. The European
debates were interesting, but again, not sensational. Transport, well transport is
interesting but again, I can’t recall any earth shattering idea that came out of it.

Given yesterday’s date, given the subject, what are your feelings about…
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I’m totally in favour of charging for the use of roads. I can’t see any sense in
allowing people just to use roads totally freely and to run, short runs with their
motorcars that they don’t actually need to run. I’ve got a friend here who actually
motors from not far up Mayfair in the West End down to an office in St James’s. He
uses his motorcar, it’s totally dotty.

How would you go?

I walk.

And if say, you’re going…

Or I use the bus or the tube. I like buses very much.

And, any feelings about Ken Livingstone?

Well, I don’t think I agree with most of his politics, but I think he’s dead right to bring
in this congestion charge.

And, from the ridiculous to the sublime, could you tell me how you came to
commission the Tavener piece?

Sorry – oh, the Tavener, oh commissioning, yes. Ah, where do we start?

You’ve for some reason put your hands over the microphone at a crucial point.

Where do we start? Do you want to start with music, or what do you want to start
with?

Well, if you could give me some context from which the Tavener…

I’ll tell you about music, I’ll tell you about music. Music’s been very important to me
in my life, I find it an enormous relaxation, I find it a great stimulus and you can take
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whichever you like at whichever time you like, but there are certain forms of music
that you have to listen to, you know, people play background music, but I can’t play
Bach in the background. I can’t play Handel in the background, specially his operas.
I can’t play Janacek in the background, I actually have to listen and they’re so
compelling. I’m extremely interested in contemporary music while not knowing
anything about it, I’m really very ignorant, but I came to it through – rather as I did in
abstract painting – I came to it through a moment of great shock and it was my father,
unwittingly, who did it to me because when I was young he had records of Beethoven
symphonies, Tchaikovsky’s First Piano Concerto, Brahms’s Fourth Symphony and
First Symphony and Rachmaninov. He never played Mozart, he never played – he
played a little bit of Bach on the piano, recordings I’m talking about, but no twentieth
century music at all. After my mother died he rather delightfully fell in love with a
very old friend – she was particularly my friend oddly enough, but she was their
friend as well and I met her through them and she was an extremely accomplished
lady, spoke about seventeen languages and guided tours and was very passionate
about Wagner and so on. She was about fifteen years younger than him I suppose.
Anyway, one day he said to me, did I know Messiaen’s quartet, To the End of Time
and I said, well yes, I’d heard it. I couldn’t say I knew it. He said, ‘I just think it’s
wonderful’. And I looked at it and I thought how does a man who only in my
experience plays Beethoven symphonies come to Messiaen’s quartet To the End of
Time, which of course is a radical departure in musical terms. Then of course I
twigged straightaway, it was because Pat Benner must have introduced him to it, and I
was right, she had given him the tape. Of course it’s a seriously great work and I,
sometime after that anyway, well I think I must already have met Messiaen’s organ
music, but it was certainly Messiaen who I found a great conversion to contemporary
music because I was totally unfamiliar with atonal music, and I don’t think I realised
how very beautiful it could be. I certainly found people like Stockhausen extremely
difficult and had just about schooled myself to understand late Stravinsky and was
very keen on Bartok and all those very tuneful composers, especially the Czech
composers. Anyway, Messiaen was what really did it for me and I became very keen
on Messiaen’s organ music and piano music. And then I started experimenting a bit
with contemporary composers, just going to concerts. And I know you’re going to
ask me who they all are and I can’t tell you because they’re all a great muddle in my
mind, but I listened to people like Oliver Knussen and Simon Holt and George
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Benjamin and – what’s he called? Addis, that’s right, Thomas Addis. And I didn’t
like them all, to be honest, but once or twice some very striking pieces of music came
through and I forced myself to listen to them.

What sort of age would you have been at this stage?

Well this is, this is not very long ago. This is fifteen years ago, roughly. Messiaen
earlier than that of course. I didn’t really make myself listen to more contemporary
composers because I really enjoyed so much listening to Bach and so on I never saw
any need to. Then I thought well, really one should be doing something occasionally
to encourage young performers and composers and I’m afraid I can’t give you the
date, but I did find myself one of the trustees of the Kathleen Ferrier Awards, which
was very, a wonderful project, in a small way, for bringing on young singers and
there’s an annual singing competition in April and you go to the finals and hear the
ten young singers competing for the final and it’s quite a heartbreaking experience
because only three of them are going to win. And I thought well, is there something
else one can do. And I didn’t know the answer. But we went to a concert in the City
of London Festival four years ago, 1999, where Tavener’s Eternity’s Sunrise was
premiered at St Andrew’s Church in Holborn and it’s a really beautiful piece of
music. Tavener’s not everybody’s cup of tea, but he’s a very mystical composer and I
suppose his, some of his music – not all of it – but some of it appeals to – you won’t
believe this – but the mystical side of me. I do put a very high premium on mystery in
art and a great work of art has something mysterious about it. And some of Tavener’s
music appeals to that side of me. Anyway, that particular piece of music appealed to
me and it started off with Patricia Rozario up at the altar, singing the most impossible
notes. And she has an extraordinary voice, there’s a huge range. I’ve never heard any
soprano with such a range from the top to the bottom. And, after the performance, in
the interval, I spoke to Michael MacLeod who was running the City of London
Festival and said, ‘Tell me about that work’. And he said, ‘Well it was
commissioned, commissioned by David Cohen’. Well now David Cohen is an old
friend of mine and I hadn’t read the programme, of course it’s in the programme that
his Trust had commissioned it. And David was there and I went and talked to him
about it and I said, ‘Well, well done you. How did you come to it?’ and he said, ‘Well
we’ve commissioned quite a lot through our Trust’. So he told me what he’d done
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and afterwards I spoke to Michael MacLeod again and said, you know, keep me in
touch, I’d be interested in commissioning something if anything appropriate turns up.
So the following year Judith and I agreed to commission a piano work by Tavener,
called Hupakoe [pronounces eeper-co-ee] – I’m not sure that’s not the modern Greek
pronunciation, I think a classical Greek would call it Hupakoe [pronounces hyper-coee] or something of that sort. Hupakoe, which in classical Greek meant obedience,
and Tavener saw it very much as a piano work devoted to his themes of Russian
Orthodox, because he became a Russian Orthodox – I’ve got the programme here, I
thought you might like to look at it – Russian Orthodox religion, to which he was
converted in the seventies. And he saw this work very much as devoted to the passion
of the resurrection – I’m back to the Christian myth again – and it’s again an
extraordinary work. I should add here that Tavener told me that he never really saw
the piano as a great conveyor of religious music and most of his music is not for the
piano. And we thought we were taking a bit of a risk therefore in agreeing to
commission this piece, but we were very pleased because when it was performed at
the Ironmongers’ Hall by Elena Riu, who is of Spanish descent but born in Venezuela.
It was a very powerful thing, starting off with a very strong statement and then
becoming – I can’t describe it – but rather like a chant. A lot of Tavener’s music is
echoing Russian chant and you can read into it what you want to read into it. You can
either accept what he says in his programme notes or, I don’t think it matters very
much. What it undoubtedly has got is a mystical quality which is I think very
moving. And I’m just looking in my paper here because I was looking for something
said in one of the reviews of the newspaper, that’s right, here it is. ‘The irony of this
commission, here was a mystical work commissioned by a City financier’. [laughs] I
like that very much. The idea that no City financier could possibly feel mystical or
worry about the mystery of anything. After the performance we gave John and
Marianna, his young wife, dinner at Chez Nico’s up in the Barbican and we had
Patricia Rozario and some friends there as well. It was a lovely evening and he was
so grateful. Anyway, that led on to the Fall and Resurrection because Michael
MacLeod of the City of London Festival had already mentioned to me that this great
Tavener work was coming up at St Paul’s and they hadn’t got anybody to help finance
it. So I said well we might be interested and could he tell me more and in due course
I did agree that we would finance that. That was a big commission, I mean that was
the biggest thing we’d ever done at that date. But it fell into our terms of reference,
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we wanted to make something happen and I don’t think there’s any doubt that it
would not have happened if we hadn’t done it, so we agreed to commission it. I told
you I’d got the score here for you, there it is. And it was an extraordinary experience,
I just can’t describe it. We went to the dress rehearsal the day before, in St Paul’s,
and there was John Tavener and there was Marianna and the soloist, Patricia Rozario
again, Michael Chance who of course was trained at King’s and became a stockbroker
and then became a great counter-tenor singer and Stephen Richardson, the base. And
I mean I’ve given you the programme; it was a very moving experience. It was a
large scale depiction of Chaos, the Fall, Adam and Eve, ruinations from the Old
Testament sung by Michael Chance, leading on towards the Redemption and the
Crucifixion and ending up with this colossal finale with Patricia Rozario now singing
as Mary Magdalene, not as Eve. And then the bells of St Paul’s, the Great West Door
opening and the bells of St Paul’s completing the performance. And Tavener’s music
again; deeply mystical, a great deal of Eastern influence in it. I mean during the
beginning depicting the Garden of Eden we have a sort of Middle Eastern flavour
with the flutes. I never can remember this name so I’ve written it down. He used the
kaval, which is a form of Middle Eastern flute which has a very reedy but mellow
sound, it’s not like a Western flute at all, and two of those playing – there’s hardly
anybody in the country who can play them. And then he has the shofar, which is the
ram’s horn, which during the later stages was performed up in the dome of St Paul’s
and took the entire audience completely by surprise. And then he used some Tibetan
bells as well, he’s a great user of Tibetan bells and gongs, woven into this
extraordinary texture of part Western, part Russian Orthodox, part Eastern music with
these demi-demi-semi notes, which Michael Chance found very difficult to sing, he
said he really had to train himself to sing them. And we gave dinner in the Crypt
afterwards to a lot of our friends from the City. It almost became a goodbye to the
City for me actually, it was the last party I ever gave in the City. And I’ve kept the
seating plan on purpose because it’s a great memory. And we gave it in the Crypt
with only candlelight and I bought seventy-two bright red apples, representing the
fall. So each person had a bright red apple in front of him. And it was a most moving
occasion and we stood down there in the Crypt receiving our guests as they came
down from the performance and I can’t really describe it to you, except that they were
speechless. Instead of coming up as people do and saying, ‘Oh lovely to see you’,
they were utterly speechless following the ending of that performance, they were
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knocked out by it. And they’re not all music lovers, they were still knocked out by it.
So it was a wonderful evening. And we felt so happy because as I say, I don’t think
that great work – well history will tell whether it’s a great work or not, but I think in
the context of its time it’s a great work – I don’t think that great work would have
been performed in St Paul’s on that evening if we hadn’t sponsored it.

How did the relationship with St Paul’s and Tavener come about?

I think it was part of the City of London Festival and I think that the plan was always
to perform it, if they could. But of course he hadn’t written it and I don’t know, at the
point at which we became its commissioners, I guess probably he had already written
most of it, I don’t think he’d finished it. But, you know, unlike other commissions
where the commissioner might come in even before you start and say this is what I’d
rather like to do, this was late in the day that it was important to do it because it
needed to be performed.

But was it something he knew he needed to write and…

Yes, he wanted to…

…therefore he needed…

Yes, very much. No, he very much wanted to do it, yes.

But did he want to do it in response to knowing it could be done at St Paul’s?

He wanted to be in St Paul’s, because the acoustic in St Paul’s is very resonant. In
fact if you don’t sit under the dome, you get so many echoes and that’s the problem
with St Paul’s. If you sit under the dome with the orchestra you’ll hear most of it
without getting echo. But I think he was very clever there because…

I’m just going to…

[End of Part 16]
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Very clever there, because he used the acoustic, quite a lot of the work is very few
instruments playing. I mean these kavals, these flutes, were haunting because they
had very little accompaniment. And when he brought the chorus in, he tended to
maximise the orchestra and the chorus at once, because the finale was just a huge
cacophony, it was the most amazing noise, ending up with the bells. And I think he
was playing the acoustic on purpose. The dress rehearsal was very interesting
because there were one or two points where he actually changed the score in the light
of what was going on at the dress rehearsal. At one point Patricia said she just
couldn’t cope with the particular note he’d set her, so he had to change it. [laughs]
But no, it was a very moving experience and I’m very glad we did it. And we’ve been
seeking things since, but we are now talking to the Wigmore Hall with the idea of
moving on and actually commissioning from the start works of art that aren’t even on
the drawing board yet. And so I’ve asked William Lyne, who is the General Manager
of the Wigmore Hall and knows everybody and has been such a superb General
Manager, to think of commissioning four quartets, the quartet being more or less the
last word in chamber music I think, from younger or lesser known composers, but
with the catch that I’d like a voice to come in at some point. I’m extremely keen on
the use of the voice. And so we’ve put it to four or five composers, would they like to
think about this. We don’t want the voice to be there all the time, we want it to come
in at either one or two dramatic moments, rather as Mahler uses the voice in his
symphonies, not until the last act, you know. So we’re thinking about that and we’re
talking to certain composers about it and one or two think yes, they would very much
like to have a go at this and at least one has said he doesn’t actually think he’s up to
writing a quartet, which is very interesting.

And these are composers whose work you know very well or…

No, they’re not at all, no. We’re looking at the work of a number of younger people;
Julian Philips, Kerry – who’s Australian, Phibbs – English, Simon Holt and I’ve
listened to their music on tape and CD and they all sound I think extremely interesting
and have a command of harmony and orchestral or chamber music forces that I think
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could lead to something very interesting. But whether they’ll respond to this
particular challenge I can’t tell you at the moment because that’s still being discussed.

And when you commissioned a piano piece from Tavener, how did you go about
discussing with him what it was you were trying to…

Well we didn’t discuss it a lot because he knew what he wanted to write and I actually
think on some occasions you shouldn’t interfere with that at all. But it’ll depend on
the composer. If you say to a composer, as I have on this occasion, maybe it’s a bit
presumptuous, look I do particularly want to try a new combination of quartet and
voice, then I think it’s up to the composer to say yes I can do that or no I can’t. If it’s
yes I can, that’s it, he will write it. We shouldn’t come into it after that.

But did Tavener want to write…

But in the case of John Tavener’s things he knew what he wanted to do and the
combination of forces he wanted to use and so we wouldn’t interfere at all.

So he had wanted to write for piano, it wasn’t you who said you wanted to?

No, he wanted to do it. I think he was testing himself a bit, having this view on the
piano.

And I think you’ve told me in conversations, not on tape, that you’ve been to see him
and…

Yes. We went to see them in Dorset. I mean we’ve seen them at various concerts
since, and we went to see them in – not Dorset, sorry – before they moved to Dorset,
their house down in Sussex. Which was a wonderful experience, because I mean
she’s a very charming girl, his wife, and they’ve got two delightful young children. It
isn’t the image you have of this very long haired aesthetic figure, because John looks
aesthetic, I think that’s the perfect word really. And moves very aesthetically as well
as you know, as he’s got a problem with his legs and feet and wears very soft shoes,
but he moves in a very sinuous – and I think aesthetic is the right word. And he wears
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his hair down to below the shoulders and is again deeply shy on the surface, and there
at home you’ve got the impression that actually he’s quite in command and if he
wants something done it’ll be done and if he wants to do something he’ll do it. He
does go off to – they’ve got a little house in Evia in Greece – and he goes off there in
the summer for inspiration. He’s a committed Russian Orthodox convert from the late
seventies and he I think has fully assimilated Russian Orthodox music and chant. I
don’t know if you’ve ever been to a Russian Orthodox service, but it is deeply
moving, those deep, base baritone voices singing those extraordinary chants. Now at
home he’s got his piano with his music and other instruments lying around. A ram’s
horn was there and Marianna played it for us – she’s very good on the ram’s horn.
You have to retire several rooms away to get away from the full force of it. Then he
has this extraordinary gong – I don’t know where it came from, I think it probably
was the Far East, it may even have been Tibet – three feet across, something of that
order. Just a plain sheet of brass and you don’t think it’s going to do very much. Just
tap it and it resonates to the most amazing sound. So he’s a great user of Middle
Eastern and Far Eastern instruments. And that was what was so moving of course
about the Fall part of the Fall and Resurrection because there you are in
Mesopotamia, which is where the Garden of Eden is supposed to have been, listening
to a flavour of Middle Eastern instruments in the Cathedral. I think he’s a
manipulator of sound and a very effective one, bringing the Easter and Western
musical traditions together. And since he’s a passionate believer as well, the
mysticism is that much stronger I believe.

Does he talk about his beliefs?

Oh yes, yes. Certainly. And there was that embarrassing moment when he said to
me, was I a believer. You always, when you’re confronted with a direct question like
that, hesitate because you know that the true answer’s going to upset him. But I have
to give him the true answer, so, but then he passed on, he didn’t reflect. He didn’t try
to proselytise. Whether he immediately thought I was the wrong person to have
commissioned his work, I don’t know, but that’s bound to go through your mind.
You’re bound to think, oh dear, is he now going to regret that we commissioned his
work because of course we’re not believers. My reading of him is that he wouldn’t
think that, because after all he’s extremely tolerant of other religions and I think I read
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somewhere in this great new work he’s now writing for the temple, I think I read
somewhere that he likes to appeal to non-believers as well as believers. Which is a
good thing since most people in this country are non-believers.

Did he ask you any other questions?

Any other questions? Well we talked a bit about the City and he couldn’t understand
why I was ever anything in the City really because most of our conversation had been
on music and his music, and Bach of course. [laughs] And I was showing a keen
interest in his instruments and his method of composing and so on, he couldn’t
understand how I could ever be a financier. It was beyond his comprehension I think.

That’s rather annoying isn’t it?

Annoying? No, I can understand that, because I can understand if people are devoted
a hundred per cent to the artistic world they might find it rather difficult to understand
how somebody else who’s devoted to it can also be entrepreneurial and in business.

But isn’t that sort of rather…

And I personally don’t have a difficulty because I find one refreshes the other.

But isn’t it rather a stereotype, like the review?

Well yes, but there are a lot of people who believe in the stereotype.

And you don’t mind?

I don’t mind, no, I think it’s very amusing.

What did you learn…

I had an amusing moment the other day in an interview when the interviewer implied
in his question, because we were talking about finance I think it was, implied in the
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question that I wasn’t an academic. So I tripped him up and I said, ‘Well I’m terribly
sorry, but I’ve always thought of myself as rather an academic’ whereupon he
immediately became profusely apologetic. [laughs] But clearly he was finding it
rather difficult to jump the gap that somebody could actually lead two lives. But I
know lots of people who lead two lives.

And what did you learn about Tavener as a composer from his conversation?

That he believes passionately in his religion and that he finds the music he writes a
very deep and, a very deep expression of what he believes. And I don’t think I’ve
really met somebody quite so sincere about that. If it’s difficult for you to cross that
bridge of belief yourself, you find it rather hard to believe that somebody could feel so
passionately about it and describe the passion, but he can and did. And so I do regard
his music as a deep expression of passion, and people laugh at him and rather sneer
sometimes, because he’s not everybody’s cup of tea as a composer and they think
some of the things he writes rather pretentious. Read the introduction to his
programmes and you’ll find one or two critics thinking really, this is too much,
Tavener’s descriptions of his music are pretentious. I don’t think that’s right, I think
he means very deeply what he writes and if he said it’s about the passion and
resurrection, that’s what it’s about, he’s not trying to fool you. He’s not trying to
dress up the religion and dress up the music to be religion.

Is his wife a believer?

Yes, she’s a convert too. Again, I can’t I’m afraid tell you very much about that
because I’ve only met them three times and so that would quite wrong of me to
comment, but I found her an extremely affectionate and lovable person and she’s
very, of course very passionate about him. I mean she gets annoyed with him because
he, I mean after our dinner, after Hupakoe he definitely drank too much and didn’t
want to go home, was enjoying himself, and she was trying to get him to go home,
you know. [laughs] Couldn’t move him. She got really quite annoyed about it and
sort of threatened to leave and wanted to know how he was going to go home. But
she loves him dearly and deeply and looks after him so well, because he’s quite
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delicate, hasn’t been at all well. I’m a great admirer of her, she’s produced these two
lovely children and seeing her in her home surroundings, she really came into being.

And what were the home surroundings?

Untidy. Littered. Chaos. Rather like the beginning of Fall and Resurrection.
Unexpected. I was expecting a more intellectual surroundings. ‘Cos his music you
could see as quite intellectual, not just mystical. But the surroundings were not
intellectual, they were very countrified and homely.

Can you remember anything on the walls?

Well I can remember the gong and I can remember some icons, including a modern
icon. He’s very passionate about icons, understandably. Then of course great icons
are great art.

What about the furniture?

I can’t remember much about the furniture. I think it was homely country. I don’t
remember – I was looking at icons and I was looking at musical instruments and I was
looking at children.

What are the children like?

There wasn’t any… well they’re beautiful. They’re blonde and beautiful and very
young and rather shy. One of them didn’t much like the idea of visitors and so it was
thumb in the mouth and red face, but, got over that.

And who cooks?

I think children of that age, sort of two, three, four, five are delightful.

And who cooks?
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She does. Very well. Yes. No, she’s perfect, perfect home.

And you say you’ve only met her on three occasions, so one was that, one was…

Well both occasions of course and then sundry concerts because we’ve been to other
Tavener concerts where he’s been there, so we’ve met them in the interval for a drink
or something of that sort.

And will you stay in touch with him, do you think?

Oh yes, we’ll stay in touch.

Is there any pressure that you would commission another, some unspoken pressure?

No. Certainly a wish, certainly a wish. And he, I’m sure he’d love us to do another
one. But I think it’s wrong to stick to the same composer the whole time. We may
come back to something.

And did you get any feedback from the people who heard the St Paul’s music?

Well the critics were quite critical, they thought it was rather thin. Not all of them,
but two of them. Thin in musical invention. I don’t think I entirely agree with them
on that, I think that they may have thought it was thin in Western music terms because
it wasn’t a symphonic piece and Tavener’s apt to harp on one note or two notes for
rather a long time and work them to death as it were, in the critics’ views, but I think
they’re not noticing his extreme patience with a musical theme and his, more
important, his combination of Western and Eastern musical traditions. A lot of
Eastern music is very thin, very monodic, repetitive. And moving for that, in my
view. I’m not going to the Vale of the Temple which is an all-night performance he’s
written for the Temple Church, but I guess that’ll be quite monodic. [laughs]

Why aren’t you going?
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I can’t do that day and I can’t do that night either, so we can’t make it. We might go
to the shortened version. I’m rather sorry actually, but we’re just not there.

And do you sort of feel yourself in line with the great patrons of music?

No. I think we’re small stuff.

But it must have been…

It would be rather nice to be called Razumovsky wouldn’t it?

But it must have been an extraordinary feeling knowing that…

I felt extremely pleased that we’d done what we’d done, because it was a magical
experience and as I say, something happened that wouldn’t otherwise have happened.
But that’s been our policy in most of the gifts we’ve made, we’ve tried to give
towards things that wouldn’t otherwise have happened. So the Wallace Collection ran
out of money and couldn’t afford to do their Lecture Theatre, so we’ve given it to
them. And the Tate Gallery Britain – I’m very keen on British artists who had
nowhere where they could show a single work of art in fairly small surroundings and I
believe passionately that if you want to learn, it’s best to look at one work of art with
supporting cast as it were, rather than these huge exhibitions of five hundred works of
art. And so we’ve endowed the little room on the right as you got in to Tate Britain,
into the Duveen Galleries which used to be the cloakroom, we’ve endowed that so
that they can do that in that little room. Wouldn’t otherwise have happened. The
education room at Soho House needed to be done, but they ran out of money to do it.
So we’re very keen on doing that sort of thing. Unfortunately now and the stock
market having fallen it’s not quite so easy, but we have greatly enjoyed making those
things happen. [laughs]

[break in recording]

You just said, very interestingly, that you think works of art speak for themselves, so
why do we need art historians?
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Well, art historians [laughing]… turn it off. [laughing]

Are you going to continue?

My laughter is at the directness of your question. But the – oh no, I suppose if I was
being utterly logical, an art historian is a historian who happens to write about art, but
I see no harm in that, but I think there’s an awful lot of pretence in the whole field of
art history and some people set themselves up to be great art historians when they’re
trying to be rather more, they’re trying to be interpreters or whatever. So I think
you’ve got to qualify the question a bit. I think the art historian who does try to
interpret is doing a very good job.

But you just then totally contradicted yourself?

Did I? Oh dear. I’m so sorry. Can we start again then?

No, no, no. Why would the work of art need interpretation according to your…

Let me qualify what I’ve just said because if I have contradicted myself I have. What
I meant to say was that the art historian, strictly speaking, is a historian who writes
about art and the place of that art is in the art of his time and the social conditions of
his time. A number of art historians move on then to interpretation and they then
move more into being commentators than strictly speaking, art historians and I think
the ones who do it well do a very good job, that’s what I was trying to say. And it’s
very helpful to ordinary people like me and others to learn from people who simply
know more about that particular artist and can interpret them for us because we then
learn more. Now when I said a work of art speaks for itself I’m talking as somebody
coming to a work of art for the first time. I’m hoping that that work of art will say
something to me, without any of that prior knowledge that the art historian will have.
And if it doesn’t, then there seems to me to be something slightly deficient. I mean do
I really need the art historian to help me react to that picture? I need him to help me
interpret the picture, which is another matter I think, and I may get an extra dimension
out of the art historian’s interpretation of the picture or description of the picture in
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the light of its date and artist and the social conditions when it was painted, but I
should be able to react to that work of art without any of that on my initial sighting of
it. Have I got myself out of my contradiction or not?

I think you have, I think that was a legitimate answer. So, also over lunch we were
touching on the kind of language that educationalists tend to use sometimes that is
meaningless to most other people and although it’s a different kind of language that
art historians sometimes use, that can be another barrier…

Because they’re very putting off, I think. And that’s where I think some of the
mumbo-jumbo of art history is not helpful and I do believe that art historians, just like
educationalists or anybody should write in plain English and should not go in for
jargon. And I think people have difficulty even with well accepted terms like, well,
chiaroscuro. It’s perfectly alright to use that phrase if you say what it means, but to
write it without any explanation for an audience that doesn’t really understand what
chiaroscuro means is a mistake. I think you should definitely tell people what it
means. I told you earlier, I’ve been reading Deborah Howard’s Architectural History
of Venice, well she very wisely has an index which tells you what the various
architectural terms mean. Now if you’re lucky you don’t need that, but if you’re a
new reader, you do need it because you don’t know what the various technical terms
that are bound to appear in the text mean. So I think art historians should write
plainly. But if you look at that picture up there, just to illustrate what I was talking
about earlier, I mean on the face of it it’s a picture of Tivoli and I think one would not
go much further than that, except to wonder about what the semi-naked lady or man,
whatever he is in the front, and two sheep are doing, or two goats – can’t see from this
distance – but they’re clearly some sort of allusion to a life in classical times, perhaps.
And now we’re veering now into the interpretation of it. The art historian will tell
you that that’s not just a picture of Tivoli, it’s a nineteenth century attempt to ape an
eighteenth century style of painting and a very classical style of painting with a tree
coming in on the left to deflect your eye from disappearing out of the canvas on the
left and with a figure in the front and two sheep or goats, or whatever they are, to
remind you that this is a great classical sight and it’s fully in the tradition of Claude
and the other earlier painters. Just happens not to be a very good painting, but it’s
strongly in that tradition. Now, I didn’t need that when I was first looking at the
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painting. I either like the painting or I don’t like it and it’s either saying something to
me or it’s not. It’s actually saying to me that there are some interesting views in Italy
and this is one of them and the artist has enjoyed painting it. It doesn’t actually say
very much more than that at the first sight. So it’s not a very good painting, there’s no
great mystery in that painting. But it’s an interesting painting academically once the
art historian starts telling you what its artistic origins are.

[End of Part 17]
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Turning to a completely different period, I wondered if we could use these last
minutes. You told me that you have in some way been involved in a commission with
Antony Gormley.

Yes. In 1990 or 1991, I forget which, we moved the headquarters of the TSB retail
bank to Birmingham and I got involved with the local council in thinking about
Victoria Square because they were planning to de-traffic it, pedestrianise it, and we
wanted the building on the south side of Victoria Square, the old Post Office building.
And I wasn’t at all happy about occupying it if there were going to be traffic going
past the front door, so the pedestrianisation was very important, and they had plans
which we broadly approved of. And then we thought it would be a very nice gesture
if we were to give the city some monument, some sculpture, some structure or
something to record our moving to Birmingham. So we discussed that with a firm
called the Public Arts Commissions Agency I think it was called, Vivien Lovell ran it.
And she organised for us a competition for a sculpture to be placed in Victoria Square
just in front of the old Post Office building where we were going to settle. And about
two hundred applicants put in for that competition. And we formed a little committee
which I chaired, which had on it an expert from the University and an art historian.

Who?

I now can’t remember who was on the committee, but I can document it for you. And
a Birmingham councillor, and me, and we reduced the field of two hundred down to
five and we then invited all five contestants to prepare a maquette and a description of
what they would like to do in that particular site. And we put their maquettes on show
in the Birmingham Museum to get the public reaction, so we got the visitors to fill in
what they liked and why they liked it and what their favourite was, which we then
brought back to our little sub-committee. Anyway, the upshot was that we chose
Antony Gormley’s maquette, called The Iron Man, which was not the public’s choice
– I’ll come back to that – and we commissioned Antony to make this statue. And the
statue, I don’t know if you know it, but it’s twenty foot high, it’s made of iron, it’s
rusting, which is what he intended. It was made in Birmingham, in a foundry, which
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had never made anything that size before, but it was always his intention it should be
made in Birmingham. And it’s a very fascinating work because it reflects the whole
history of Birmingham. Birmingham first grew as an iron making town, not as a brass
making town, and Antony had done sufficient research to know that, which is why he
wanted to make it of iron. It was also a very go-ahead and thrusting time in
commerce, it attracted a lot of metalworkers and became the leading metalworking
centre in the country in the seventeenth and eighteenth centuries, and Antony knew
that. So what he produced was a distinctly phallic sculpture leaning at an angle out of
the ground, no pedestal, the feet buried in the ground, and a very anonymous figure;
there are no features, you don’t know who it’s representing, and he called it The Iron
Man. Actually I think he called it Iron Man not The Iron Man. It’s become known as
The Iron Man. And there it stands and when we first put it up there was an outcry in
the local Birmingham newspaper who said it was atrocious and should never have
been allowed to be erected – erected having a double meaning of course – in Victoria
Square and it was an insult to Queen Victoria who stood on her pedestal slightly
higher up the Square. And everybody blamed me, including the Birmingham
councillor who said, well you know, I know I was on the committee, but it was Sir
Nicholas Goodison who chose this and he was in the chair. Well there’s an element
of truth in that in that, you know, TSB was going to pay for it and so clearly I did
have some say, but I was totally convinced that this was the best of the five entries, it
was outstanding. And others went along with me, most of them I believe because
they were also totally convinced. After a year, the Iron Man appeared as one of nine
icons on a Birmingham Christmas card so I knew we were alright, I knew we’d
arrived. Whereupon of course the Birmingham Council became very proud of it. I’m
happy to say that when we moved the head office after the merger with Lloyds to
Bristol, the same newspaper published a, I think an amusing article but it was quite
fierce, saying they’d like us to take the statue with us to Bristol. And I had a
charming letter from Dick Knowles who used to be the Leader of the Birmingham
Council, saying that he wanted to completely disassociate the Birmingham Council
from this view and that they were delighted with it and so grateful to us for giving it
to Birmingham and how much he admired the statue, so that was nice. I think it’s a
great work and Antony did me the honour of, not very long ago, saying that that
commission really put him on the map. And so from my point of view, if it helped to
create his reputation, which it did, I’m very pleased. It certainly added a dimension to
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Birmingham and you can’t miss it, it’s very prominent. As you come up New Street
from New Street Station, there it is at the end of the vista and it’s a very strong
statement of what Birmingham stands for. And I’m a great admirer of Birmingham,
I’m a great admirer of what it’s achieved and I think that sculpture encapsulates what
Birmingham’s achieved.

When you let it be known that you were looking for proposals from artists, what was
the brief?

Well the brief was fairly long, so I can’t repeat it here, indeed I can’t remember it all,
but it was a public statement and it had to relate to Birmingham because after all
we’re in the second greatest city in the land and a city well known for its metal
manufacturing past and we wanted it to relate to Birmingham.

And when you were trying to get from your two hundred applicants to your shortlist of
five, what were the criteria you were using?

Well that was largely visual and you can’t do anything else because you’re working
on slides and photographs, so there’s an element of rough and ready justice when
you’re reducing two hundred to five. You try not to think, ah this is a well known
sculptor, you’re trying to look at the object. I’m a tremendous believer in looking at
the object and that’s a theme throughout all my activities, you’ll find it’s all object
based – look at the object and think about the artist later. Don’t say that just because
this is the artist it must be a great work of art, because I mean Cezanne was not
universally successful in his works of art. That’s true of practically every great artist.

And did the five, they were just five pieces that you all had decided were good, you
weren’t looking for one that might placate the public more or might appeal to
somebody else more?

No, placating the public was not in our thinking and we did actually listen very
carefully to what the public said they’d prefer, but we actually rejected it. We went,
Antony Gormley did not come top in the public vote.
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Was the piece that did a more obviously familiar kind of work?

Well it was easy to play in and play around, but I don’t think it made any sort of
statement. I again come back to my theme, there was no mystery in it, it was a sort of
arcaded thing and I didn’t think it was that good, I thought it might appeal at first
sight. I didn’t think it would stand the test of time as a work of art about which you
would think. Iron Man, you have to think why, why’s he made it at that angle?
That’s quite a disturbing thought. Why is it featureless, why has he left on it the clear
signs of the seam where the two cast halves are joined together? Why has he let it go
rusty, that must have been intentional, or was it intentional, but why? Why twenty
feet high, why in that particular position? There’s a lot of unanswered questions when
you look at the Iron Man if you’re not familiar with what I’ve just told you about its
background. I don’t think the other works would have caused so many questions.

D’you remember what year this was?

Ninety-one was the competition. Ninety-three we actually installed it.

And, how good or otherwise was Gormley at this stage in his career at sticking within
a budget?

Well he was relatively unknown. He’d put up a sculpture – I think it was in
Nottingham, I think that’s right, you’re taxing my memory – but not very well-known.

But how good was he at keeping within a budget?

Oh perfectly alright, yes that worked well, yes, yes.

And what’s he like as a person?

Well I took to him – I didn’t meet him at the moment of choosing the sculpture, I
didn’t meet him until he was halfway through making it, when I went down to look at
progress on plaster casts and things, but I thought he was absolutely articulate, I mean
he knew exactly what he was wanting to do and was very, very good at explaining it.
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He was also very charming and tremendous gift of the gab. And I asked him to say a
few words after we had, whatever you do to a sculpture when you’re unveiling it. We
didn’t have a veil that was twenty fee high, so we simply announced on a very cold
day that we were giving it to Birmingham and the Lord Mayor accepted it. We then
went indoors to get warm. And I asked Antony to say a few words about it and he, he
was spellbinding. He was so fluent and so sincere and he explained to people what
the concept was and why he’d done it this way in very simple language and was
totally convincing and took the audience with him. Now he’s done some mad things
since, but every time you ask him to explain it, he’s the same and you’re convinced.

What do you consider the mad things?

Well The Angel of the North was pretty mad. I mean nobody had ever thought of a
wingspan of that size. And when you saw the drawings you thought, my goodness,
it’s going to be hideous, it looks like a half-made aeroplane. But you know, I
supported him doing it because I thought it wouldn’t look like the drawing, and it
didn’t. And I don’t know if you know it, but if you go and look at it now it looks like
the cross on Golgotha because you approach it from below and you see this
extraordinary cross-like creature up on a hill. It’s deeply moving and makes an
amazing statement of Gateshead’s involvement in the arts as you approach Gateshead.
And then this latest scheme of his in Perth – you’ve heard about that no doubt?

Can you say for the tape?

Part of the Perth Festival, where they commissioned to make, I forget how many,
figures four hundred miles or so out in the desert in Western Australia, which is
completely mad. And he flew around in an aeroplane spotting the likely sight and
eventually chose it. But it’s far too hot to go to. You can’t walk the sight because
you’d die of the heat and you have to take several quarts of water with you just to get
out of the car. And there can’t be anything more mad than to make a series of, large
series of sculptures in the Western Australian desert which very few people will ever
go to because it’s difficult to get there. They have incidentally had hundreds of
visitors, but they go on special aeroplanes to get to it. One day perhaps somebody
will build a hotel there. I think an artist who can take on that sort of commission and
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then convince you that it’s worthwhile is something of an artist. I love his Field for
the British Isles too, I’m sure you know that. He’s done several Fields, these little
terracotta figures which he gets groups of adults and schoolchildren to make under his
directions. And they’re bewitching. And I remember the first time I saw the Field for
the British Isles, you felt subjected to this scrutiny from these hundreds and hundreds
of little figures looking at you from up on the floor, and you felt that you weren’t
looking at them, they were looking at you. And that is a considerable achievement in
a work of art. I think he’s a very able interpreter I think of the human condition.

And do you still see him, do you stay in touch with him?

Yes I do, I keep in touch with him.

And might you ever commission him to do something else?

I’m not sure I can afford him now, he’s become very successful. But he’s not short of
commissions. He’s got a new one for Newcastle, I read in the paper today.

And actually, just in these last minutes, one of the things I’d like to talk about was we
were saying how the TSB Collection hasn’t been kept together and it made me think of
the Fleming’s Bank Collection which they did manage to separate from the sale. I
was wondering – I hadn’t really thought of it until you were talking about the TSB whether that’s something that needs thinking about to do with corporate collections
or whether that’s in some cases given too much claim for coherence or whatever.

I think it’s a little like the stock market Cathy, I think things go up and things go
down. I started the TSB Collection, you may remember, because TSB was not known
as a first rate bank, it was a third rate bank and toytown bank and all those other
names it used to have, and we had a rather out of the way little building built in the
sixties up in Gresham Street and it just looked awful and I couldn’t bear the idea of
visitors coming to what was really a serious bank and going away thinking it really is
a toytown bank so I set about furnishing the offices in Milk Street with works of art
that would distract people from the awfulness of the building and would impress them
so they could go away and feel well, there is some quality here. And that was my
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motive, there was no other motive. And then a secondary motive crept in later that
people rather enjoyed working in surroundings that looked better and that’s
undoubtedly true, so when we moved to Lombard Street to a rather better building we
enlarged the collection to improve the working conditions of the building. The
merger with Lloyds Bank, we moved most of the works of art into that rather funereal
building in seventy-one Lombard Street and made it better and the committee rooms
had no pictures in them at all and it made them more human spaces in which to meet
and talk. They’re now moving to a largely glass building in Gresham Street, so I
think one of the main motives for selling their collections is that they actually haven’t
got space to hang them. They are taking some things with them and hanging them in
the new building. That I think’s the main motive. I suppose there is a secondary
point that there isn’t anybody there who really cares about it.

I was going to say, did you have anybody…

And I think corporate collections get built up by people who care about them.

But I mean was that disappointing, that there wasn’t anybody…

Well it is disappointing, but that’s life and it’s like the stock market, you cannot
forecast when it’s going up, when it’s going down, but there wasn’t anybody at
director level who really understood the works of art as I did and once I left, who’s
going to look after it and care about it and think about it’s hanging and so on.
Fleming’s of course appointed a particular curator and they were a private bank and
they kept the collection together because the family wanted to after the bank was
taken over by Chase Manhattan.

Would Lloyds TSB ever have thought of the paintings as investments?

No, no. It was never intended.

I know it wasn’t from your point of view, but…
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And they are keeping quite a few things, I mean they’re keeping things in people’s
offices where they’ve lived with the work of art and they want to keep it, they’re
keeping those and they’re keeping quite a few in the public areas of the building
where there is a wall or two. But since the building is mostly glass there are fewer
walls, so I can understand what they’re doing.

And because I’ve got about two more minutes, one question I was going to ask you
which might have a very short answer, we talked on a previous recording about
Nancy Balfour on the Contemporary Art Society, I just wondered, did you know
Pauline Vogelpoel ever?

Pauline?

Vogelpoel, who was Nancy’s predecessor.

No. I was pretty weak on Nancy Balfour too, I remember. I didn’t know enough
about her.

I was hoping you might have done.

No, I’m sorry about that.

And when did you first have any involvement with the Tate?

Well involvement, I mean I visited the Tate – we’re talking about Millbank I think?

Yes.

I’ve visited the Tate ever since I can remember because I’ve always liked British art
and I’ve always liked French impressionists and things like that were then in the Tate
of course, when it was still modern art generally. Involvement in any other sense,
well the question is have I ever had any involvement with the Tate in that sense. I
mean I’ve helped them a lot with my National Art Collections Fund hat on, I’ve been
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a patron of British art, which is a little club they have, for many many years, since it
started I think.

And you did that just as an outsider thinking that was something you’d like to become
involved with?

What we did for their new room was a very specific act to achieve something that
wouldn’t otherwise have been achieved in the field of British art, because I do feel
very strongly that British art is under-appreciated. So I’m much keener on Millbank
than I am on Tate Modern because I feel that Millbank is the poor relation now and
British art at its best is very good indeed and people rather dismiss it. They think oh,
the French are good at painting things and the Italians are good at painting things and
the Americans now are good at paintings, but the poor old British, they’re not good at
anything. And yet, I mean Turner is one of the greatest masters of all forms of
painting. Constable, and some of the twentieth century British artists I think are
supreme but they’re not properly recognised.

Who suggested the idea of this little room, you or the Tate?

Well no, I picked it off a menu. We both of us felt that we’d like to help the Tate a bit
and I asked the development people for a menu of what they were looking for in
relation to their new galleries at Tate Millbank because of this big refurbishment
scheme. We were going to contribute to that. And I spotted on this menu that they
were thinking of converting this room and I said well now look, if you would use it
for the purpose that I would love you to use it for, which is spotlighting on a very
narrow focus, one work of art or one technique or something, then we’ll do it. And
they agreed, so that was it. So we’re very pleased with that because I don’t think that
particular idea would have been implemented. It might have been converted as a
room, but not for that specific purpose.

And were you ever a member of the Contemporary Art Society itself?

Mm. Yes, still am.
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And what involvement did you have with them?

None. Only as a member.

But did you go on any of the jaunts, did you…

No.

Did you go to any of the dinners?

No. No, I’m a contributing member.

So it was a way of giving them money?

A way of giving them money and of course I had a relationship with them through the
National Art Collections Fund again, because they were formed in 1910 to take an
active stance in collecting works of contemporary art and there was always a
relationship between the two organisations, trying not to tread too much on each
other’s toes.

And one of the other questions I was going to go backwards into, while we’ve got a
little time to fill in, is I wondered whether you can remember furniture and objects
from your childhood that matter to you?

I can’t recall what we said on previous tapes, but I was brought up in a completely unartistic household and the furniture was all Maples of 1928, when you have to bear in
mind that my parents went through a hard time, they had no surplus money so they
were lucky to have what they had. And they had pictures but they were all
reproductions and very few original works of art.

Can you remember what they were – reproduction or otherwise?

Well they were rather undistinguished painters whose names I can’t even remember.
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Do you remember looking at them much?

Yes I looked at them, but they never really moved me very much. There was one
picture that I think was of somewhere in Spain with a house and a tree. It never really
came to life until my brother cut out one of those little bouncy people advertising
Hovis bread and stuck him on the picture coming round the corner of the house. Then
the whole picture came to life. I hung in my own bedroom I remember, a
reproduction of Vermeer’s Girl with a Pearl Earring or The Girl with the Yellow
Turban as it used to be called in those days, and one or two other reproductions,
Hobbema’s Avenue. That was after I’d learnt a certain amount about European
painting from the schoolmaster I talked about on the first tape. So I suppose I was a
little frustrated, but it didn’t matter very much because you could visit the National
Gallery or the Tate or wherever to find the pictures.

When you were a small child, were there objects – I mean really small, when you
were an infant - do you remember objects fascinating you?

I can remember one of those blocks with holes through which you hammered pegs,
you know, red, blue, green, yellow – I don’t know what order you were meant to
hammer them in, certainly the primary colours. And I can remember a… [doorbell
ringing] That’s you.

You can remember what?

I can remember a rather shaggy – was he a bear or a dog – I think he was dog on
wheels that one used to push around at the age of two. I wonder what happened to
that.

[End of Part 18]
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Tape 11 Side A [Part 19]

Recording with Sir Nicholas Goodison on March the fifth 2003 at his London home.

Could you just tell me your name and today’s date?

My name is Goodison, Nicholas. What’s the other thing you asked me?

Today’s date.

Today’s date I think is the fifth of March nineteen, sorry twenty, twenty oh three.

And one thing that’s changed in your life since I was last here is that - or since we
were last on tape – is that you have been asked to chair another charity, I wonder if
you could say what that is and how you feel about it?

Another cha… I wonder which one you’re talking about? Oh, it could be the National
Life Story Collection, yes, a very fine bunch of people who spend their time recording
rather uninteresting people like me at great length.

And how do you feel about taking on something else?

Are we into the interview yet?

Yes.

Oh well, if we’re at interview I think we ought to start again.

No, no, no.

You can erase that bit.

No, no, no.
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‘Cos I’m joking.

Tell me how you feel about it.

Well, when Paul Thompson first came to see me at the Stock Exchange, and I’m
afraid I cannot remember the year, and told me about the project I said it was
wonderful, I said it has to be done because people are no longer writing letters and no
longer sending telegrams, which are on paper, they do most of their business and
conduct most of their lives on the telephone and more recently on e-mail, and so
we’re missing a dimension for future historians, there won’t be the archives. So I
think a National Sound Archive is extremely important and I think the National Life
Story Collection is a very important element of that. David Kynaston told me that he
worked on the tapes that we did for City Lives a tremendous amount in writing the
fourth volume of his great history of the City. I think future historians will find it
invaluable.

And what do you feel about the Chairmanship?

Well, I’m a professional chairman so I’m very willing to do it. I may have appeared
reluctant when you all asked me but that was because I always believe there’s
somebody else who can do it just as well, if not better. But it’s a job that has to be
done and I’m perfectly willing to do it and I believe in the cause, so that’s a good start
and you should always believe in a cause when you take it on.

Did your wife have any reaction to the news?

I’m not sure I’ve told her yet. [laughs]

I was wondering if I’d get here today and find the door was barred.

Sorry?

I thought I might get here today and find the door was barred.
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No, no, no. No, no, she’s resigned to all my successive chairmanships. She knows
that I enjoy doing what I’m doing. But I’m not sure she asked me when she took on
the Chairmanship of the Godolphin and Latymer School, so we do run our lives
sensibly separately and we consult each other a great deal if we’ve got problems to
resolve, but we don’t interfere with each other. It’s a very good way of working
together.

And since the main body of your recordings, one thing that’s happened is that you’ve
left the Chairmanship of the National Art Collections Fund.

Yes.

How did you come to decide to do that?

I’d been Chairman of the National Art Collections Fund for seventeen years and I’d
been on the committee for twenty-seven years. That’s a long time. I preach that there
should be change in all organisations in order to refresh them; I don’t believe anybody
should serve for too long. I was perfectly happy to go on longer but I thought that I
should leave in the foreseeable future and in a funny way, when you start thinking
that, it’s actually better to take the action quickly rather than dragging it out. And
what really swayed me was that this year, 2003 is the centenary of the National Art
Collections Fund and I had the choice of either conducting the centenary myself or
letting my successor, whoever it was going to be, conduct it and I thought it was
better to let my successor conduct it because it would be a very good opportunity for
my successor to get some really good profile and that’s what I decided. I took the
committee by surprise last May, they weren’t expecting it and that’s a good thing. It’s
a good principle always to leave when nobody wants you to leave. Don’t wait so long
that they want you to leave and then it appears to be more reluctant. And some of
them tried, in fact the committee tried to persuade me in the meeting to change my
mind, but I told them I’d already issued the press release at five o’clock, so they were
half an hour too late.

And had you?
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Yes I had, yes.

It’s very generous of you because the centenary will be a time of great celebration
and you could quite rightly claim it as your own having put those many years in.

Yes, I would have enjoyed doing that, but I don’t think generous is the right word. I
think you must think always of the organisation first. That sounds very pi, but I do
believe that, that it’s a major charity and I don’t think your own personal wishes
should get in the way of what looks right for the charity and I thought that whoever
was taking on from me would be taking on after a long period of seventeen years with
one chairman, would take a bit of time to establish themselves and as I say, the
centenary was a good opportunity to do that.

The centenary I think is celebrating the relationship between music and fine art?

No, it’s celebrating the achievement of the National Art Collections Fund, which has,
as you well know, been a major giver of money to museums and galleries for a
hundred years to buy works of art. The actual tally is over half a million works of art
now. That’s a little bit of an exaggeration because coin collections have been counted
by individual coin to get to that number. So if you include collections as one item, it’s
still well over a hundred thousand objects. Of the greatest distinction – if you go
round the National Gallery, National Portrait Gallery, the Tate, the V&A; Victoria and
Albert Museum or any of the great provincial museums right throughout the country,
you will find picture after picture, sculpture after sculpture, antiquities, everything,
bought with the help of the fund. And the big even this year will be an exhibition at
the Hayward Gallery in November, which is the centenary, of works of art which the
founders helped museums to buy in the last hundred years. It’ll be a magnificent
exhibition. The other events are many and varied throughout the year, including one
event that’s in train at the moment, the one you referred to, which is a series of
concerts given by the orchestra, The Age of the Enlightenment in various museums
throughout the country, linked to a particular work of art that the NACF has helped to
buy during the course of its history. They had a magical concert in the lecture room at
the Victoria and Albert Museum and before the lecture there was a talk about that
Roubiliac statue of Handel, which the Fund helped to buy. And I think people really
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enjoyed that. It was a lovely evening of Handel and Vivaldi and a new commission
by Jonathan Dove.

Have you had much to do with Jonathan Dove?

I’ve met him. I’ve never commissioned his work, but I’m aware of it and I think he’s
a good lyrical composer. Maybe that’s one for the future?

Did you see his work at Glyndebourne?

No, I never got there. Alas. It was performed on dates that I couldn’t manage.

And presumably a lot of the planning for the centenary was done under your
chairmanship, because it must have been done ahead of time?

Yes, the planning started oh, eighteen months ago and the general form of it was
decided by the end of last year. But that’s been largely the work of staff. I mean they
certainly consulted me as it evolved, but once I had made it clear that I was going to
leave at the end of the year – and I did that last May – I very much wanted other
members of the committee to be involved in the planning of the centenary because I
wouldn’t myself be there. And then when Brian Allen was chosen as Chairman - I
think my memory’s correct – round about October, he of course became involved in
that.

Could you say a little about your successor?

Brian? Well I’ve a very high regard for Brian. The committee went through a quite
proper process, for the first time ever in its history incidentally, of choosing its
Chairman, using outside advice as well as trawling inside. So a number of outside
candidates were considered. And then the final list of candidates chosen by a subcommittee under Rupert Hanbury’s Chairmanship was interviewed by the committee.
Actually two were in the end interviewed, the third candidate withdrew, and Brian
was emphatically voted as Chairman by the committee. He is a great expert on
eighteenth century British art, he’s Director of the J Paul Mellon Centre for the study
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of British art, in London, so he’s very highly qualified as an art historian. He’s an
extremely nice man, he’s a – I defy anybody not to enjoy his company. I think he’ll
be a very good Chairman. He’s not chaired anything like this before, in size or
profile, so there will be a learning curve for him, but he’s set about it very sensibly.
He wanted to do the job, he’s enjoying doing it and those are the two big
requirements. Well, that’s not quite right because you’ve got to be a good chairman
as well, but I’m taking that as read, you must be a good chairman with all that that
means and it means seeing people, it means conducting the agendas of the committee,
it means ensuring all the corporate governance arrangements for the charity are right,
that the charity is wholly in accordance with charity law and practice. It means of
course keeping in touch with all the committee and all the staff, let alone looking at
works of art, which is the main function of the committee. It’s a busy job.

How much time do you think it took you?

Well, in my case it was at least a day a week. And I was on the telephone every day.
Never a day passed, except in January when things were fairly quiet and August when
people were on holiday, did never a day pass without a telephone call. And of course
I called at the office quite often.

And will Brian Allen be able to devote that amount of time?

He knows the time commitment and he told me that he would be able to do that. But I
doubt he’ll be the same as me, no two chairmen are ever the same.

And have you had much to do with Yale and the Paul Mellon Centre here?

Sorry, have I?

Had much to do with Yale and the Paul Mellon Centre in Britain?

No. I never have, I did help Brian Allen organise a day’s seminar at the Mellon
Centre in Bedford Square on, needless to say, Matthew Boulton, which went very
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well. And I’m a great admirer of what they’ve achieved in the study of British art, but
I’ve never had a working relationship with them.

And, in the interview I read with you about the National Art Collections Fund, the
first question they said to you was how much had your taste influenced decisions that
the committee made and I think I’m more interested in how much the objects over the
years that have been presented to the committee have broadened your taste?

Oh enormously. When I first joined the committee I was first of all very surprised
because my expertise was largely in English furniture at that time and English
metalwork, because I had by then done my studies on Matthew Boulton and gilt
metalwork, and I made a practice of going to look at salerooms and looking at objects
of art and of course going right back to school, as you know from an earlier tape, I
had very much loved looking at European pictures and sculpture. But I didn’t know
anything, I wasn’t a qualified art historian, I merely, in the old-fashioned words, knew
what I liked and knew that I was very fascinated by it. But there I was pitchforked
into a body of men who were seriously great experts. People like Ellis Waterhouse
and Anthony Blunt and Ben Nicholson and Brinsley Ford who we’ve talked about a
lot on these tapes, feeling rather young and not quite up to it. Although when they got
to an object of ‘bric-a-brac’ as Michael Jaffé used to call it, furniture more in my line,
of course I was the authority as far as they were concerned, but that was a very small
part of the Fund’s business. And then over the… when I became Chairman I think the
thing that most concerned me was whether I would be up to making judgements in the
chair on a work of art where the experts might differ, because the Chairman has to do
that, the Chairman’s got to guide the conversation to a peaceful resolution and if you
get two experts who differ on a Van Dyke or something, it’s a tricky position to be in
if you don’t actually regard yourself as the greatest expert on Van Dyke. In the event,
I needn’t have worried because the committee while being experts are also extremely
human and tolerant people and they realise differences of opinion will occur with
works of art. They’ll occur because opinions differ on the authenticity of a work or
whether in fact it’s a fine composition or not, or on its importance in the oeuvre of
that particular artist. And they respect the chair, so if the Chairman says well, we
seem to differ on this, do we give it a grant or not, then when you ask that question it
begins to crystallise opinions. And if the committee remains sharply divided then you
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might decide to give it a grant, but at a much reduced level because you weren’t a
hundred per cent behind it.

Did you ever vote as a committee?

Oh yes, I did occasionally take votes, but only a last resort. If I thought that the
committee were in broad agreement – just the same as chairing a company board, you
wouldn’t take a vote, you’d say that seems to be the general opinion, do we adopt it,
and they say yes. If the argument, in the best sense of the word, is continuing to rage,
and you have to draw it to an end, then you would take a vote in order to settle it.
And again, if it was narrowly in favour I would then recommend reducing the level of
grant that was asked for. If it was well in favour, clearly we would give as much as
we could. But going back to your question, there’s no doubt whatever that serving on
that committee – this is the great fun of it – enormously broadened my knowledge of
the visual arts and my experience of visual arts. I still don’t claim to know a lot about
everything, but I know something about everything. [laughs]

And among those areas where you now know more, have any of them become
personally important to you, things you might really add in your life?

Well I’ve always had a penchant for British art of the 1930s to 1970s, the middle of
the twentieth century, and I think that has been cemented as a result of my work for
the National Art Collections Fund. Partly cemented because the interest grows as you
become more confident in giving your opinions on something you already know
something about. You learn more, and then you study more and you know even
more, so certainly that has helped. I don’t think there’s any other particular school
that I would regard myself as particularly knowledgeable about now as a result of the
work, but as I said earlier, I do find I know something about most things instead of
nothing about quite a lot.

And do you think you’ll try and keep up with most of those for pleasure?

Oh yes, well it fires you because you see things that open your eyes. I mean the
whole field of African art for example, I knew nothing whatever about, so it’s an eye© The British Library Board
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opener when some rather beautiful bronze or stone carving or indeed, African war
dance headpiece comes in front of you and you have the expert description of it and
why it was made like this and where it was made and when it was made and what its
function was when it was made, which you’re learning for the first time. So when
you next go to the African collections at the British Museum you’ve learnt something
and you transfer that learning into looking at other objects and that’s, I mean I can’t
list for you the number of cultures that the National Art Collections Fund has opened
to me as a result of that. But let’s think of that incredible Chinese scroll of nature
which we helped the British Museum to buy. I mean it’s such an exquisite piece of
painting that you find yourself looking at other Chinese paintings in relation to that.
Or an ancient Egyptian tombstone which, you may have passed many Egyptian
tombstones and there are so many that you don’t look at them in detail, but when
you’ve got to look at one in detail, you begin to learn more about that whole art form.
And then the next time you go to a gallery of Egyptian tombstones you’re looking for
the ones that compare with the one which you’ve studied in depth. So it’s been a
wonderful experience and I regard myself as enormously privileged to have done it.

Will you still keep in touch with developments in painting as they emerge?

Oh yes, I certainly do that, yes and other art forms too. My old friend Francis Haskell
used to say that he believed that after Picasso and Brach and Matisse there really
weren’t any great European painters because all the most able artists, he thought went
into film. And there isn’t any doubt of course that photography and video are
emerging as major art forms, and I’m very interested in that. But I actually don’t
agree with Francis, I do think there have been some seriously good artists since then.
But he has a point; I think a lot of, I think film’s siphoned off a lot of ability from the
art world.

So do you say, keep in touch with what’s happening with video in a sort of rather hit
and miss way or do you try and really keep very well informed?

Well, life isn’t long enough to do everything. You can’t go to every exhibition, but I
did for example go to see the exhibition of Bill Viola’s work at the Whitechapel a few
years ago because I do think he’s a very interesting artist. And I would do the same
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again if somebody like Jeff Wall put on show of computer enhanced photographs,
which is what he specialises in, I would certainly go and look at it, because I find it
very fascinating that somebody can apply technology to a new art form. But you
can’t go to everything, so I don’t go to every show of every new artist showing
paintings or anything else really.

Would you ever want a piece of work by either of those two?

Well I wouldn’t be able to cope with a piece by Bill Viola because I don’t have the
space and I’d much rather go and see that in a public space. There’s also a
maintenance problem. Knowing my record with technological objects, they’d go
wrong [laughing] and I wouldn’t know where to get them repaired.

But do you for instance, have you been to the White Cube galleries and things like
that?

Only once, yes, yes. But I know Jay Jopling, I mean I knew him when he was an
undergraduate with my daughter. In fact I went to his first show in the Mann Egerton
showroom in Berkeley Square, when he was an undergraduate and very bravely put
on a show of some artists whose names I can’t now remember, and I was very
impressed by what he’d done.

Why?

Because he’s an example of a, well he’s an impresario, he’s created certain artists in
my view. And he’s created brands. Now Damien Hirst I think’s a brand. I don’t
actually think he’s a very good artist, but he is a brand and we’ll see whether – well I
won’t – but somebody else will see in a hundred years’ time whether he’s remained a
brand or not.

Is it good to create a brand?

Well it’s very good for the values and good for the dealer. You know, Unilever
makes its money by creating brands and the same’s happened in the art world and I
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think a lot of the so-called young British artists today are making money because
Charles Saatchi and Jay Jopling have turned them into brands. I don’t myself think
that’s necessarily going to last. I think in a generation’s time, people begin to say was
this artist a good artist, is their work going to survive and I think in some cases no, it
won’t. I don’t myself think that Damien Hirst’s circular pictures or blobs are going to
survive. I think his shark will still be talked about, whether it’s going to be seen to be
a work of art in fifty years, I’m somewhat doubtful. I think Jake and Dinos Chapman,
I think they probably will survive. That’s my view, I think they’ve produced some
very good work. I think Rachel Whiteread will survive, I think her sculpture is
innovative and in many cases, very moving. But who am I, I’m just one opinion
among many, talking before my time because fashions and taste in art change, they
change quite radically quite quickly sometimes, more slowly at other times. One
thing you can guarantee is that the whole body of artists who people are paying very
high prices for today will not be surviving as a whole body in fifty or a hundred years’
time. Some will survive and some will not be heard of.

Why do you think the Chapman brothers will survive?

I think they’ve, they say something through their art which mystifies people, which
shocks people sometimes. Now shock is not always a good thing in art and I don’t
mean it in the sense of recoiling with horror, what I mean is jolting your sensitivity.
And I thought that series of prints they did, and they’d never done any prints before,
so it was a remarkable technical achievement, based on Goya’s horrors of war, which
the British Museum was sensible enough to buy an edition of, I thought was a very
moving work and I believe art historians will look on that as a twentieth century
expression of importance. Alright, it’s derivative because they based it on Goya, but
you can’t have a much better artist on which to base something and they made it a
very modern interpretation, so I think they will still be written about and talked about.
But I may be wrong, but that’s what I believe.

When did you first see their work, can you remember?
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I first saw their work in one of those exhibitions at the Royal Academy, I forget which
it was, it was either – what were they called? One was called ‘Sensation’ and the
other was called something else. Anyway, I saw their work there.

And do you go to places for instance like the Victoria Miro Gallery?

In Cork Street, d’you mean?

Well it was in Cork Street, yes.

Well I do wander into galleries in Cork Street, yes. I’m never quite sure which
gallery I’m in, but I do go through the doors and look at what’s hanging there.

Just every now and then or as a regular beat?

Well I go quite regularly, yes. Sometimes my visits are extremely short, because I
take a quick look and I decide look, this particular artist simply isn’t for me and
there’s no point spending time looking round. But others I will linger. And it’s very
exciting when you find something that’s outside your usual experience and that
appeals to you. Doesn’t happen very often.

Can you remember anything else about Jay Jopling to tell us as an undergrad…

About?

About Jay Jopling as an undergraduate?

No, because I didn’t know him at all well. I only met him because my daughter was
at university with him and that particular event, that show he put on, I thought was a
very brave thing to do for an undergraduate. It never occurred to me that he was
going to emerge later as the great guru of modern British dealers.

And have you got any opinions about Saatchi, as a dealer?
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Well first I don’t know him, second I’m told that he’s a, what’s called a collector
dealer, in other words he does sell as well as buy and third, there’s no doubt he’s done
a great deal for a lot of younger British artists in helping to promote their careers and
promote their art and fourth, as I’m sure he would say I believe, that he’s bound to
have made some mistakes in choosing artists because he spreads his largesse around
quite widely. And we did actually handle the gift of quite a lot of works of art from
him to a number of museums all over the country.

[End of Part 19]
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Tape 11 Side B [Part 20]

…an intermediary?

I don’t know the answer to that, but his advisers recommended the Art Collections
Fund as the intermediary. My understanding was that he wanted a number of
museums to have the opportunity of acquiring these works of art and there is no better
organisation in the country at dealing with a problem like that than the National Art
Collections Fund because it knows all the museums, it knows what they’re looking
for, it knows what their collecting policies are. And so what we did was, we
catalogued the works of art – I now forget how many there were, but getting on for a
hundred – circulated all the museums who we knew were interested in contemporary
British art and asked what they would be interested in, and then they came to view
them and named their preferences and then we allocated according to demand and if
somebody was upset at not getting their first choice, we hoped they got their second
choice. But that was a good exercise and I was actually pleasurably surprised by the
take-up, you know, I thought some museums would not be interested in artists they’d
not heard of. ‘Cos I hadn’t heard of most of the artists and I shouldn’t think anybody
had because they were young artists whom Saatchi had decided he wanted to help.
But the museums were very keen to take up this offer, and they were getting the
pictures free, but even so I think they wanted to show some representation of
contemporary British art by young artists and run the risk of the artist never in fifty
years becoming particularly established.

These were gifts rather than loans?

Saatchi decided to give them.

D’you know why?

Well I think he probably had too much. He has a phenomenally large collection and
he couldn’t show it all and as you know, he’s got plans now for moving the collection
to the South Bank, County Hall, and I imagine they were never going to be shown.
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Have you any feelings about the County Hall move?

Well I’m glad he’s going there in the sense that there is a certain critical mass of
things to look at on the South Bank and this will increase the number of visitor
attractions on the South Bank, but I must reserve judgement on whether it’s good
space for hanging pictures until I actually see them hanging in it.

And what about the friction between Saatchi and Tate Modern?

Well I don’t think I know enough about that. You must tell me, but I don’t know
enough about it.

And just while we’re still nominally on the National Art Collections Fund, one of the
people you mentioned in connection with it was Richard Morphet and I wondered if
you could say a bit more about him?

Yes. Well I’ve a great regard for Richard. I had met him because he was – I forget
what his title was in the Tate, but he was known to be the great expert on
contemporary art, and I very much enjoyed conversations with him because he’s so
enthusiastic. When I first met him I thought he’s way above me and he’s talking a
language I don’t really understand about contemporary art. I think he just assumed
that I knew more than I did, but as time’s gone by I’ve lost that particular
misunderstanding. I remember the first thing I read by him was his piece on Carl
Andre’s bricks in The Burlington Magazine and that was a time when I didn’t myself
understand what Andre was trying to do. In fact I was rather dismissive of the bricks,
I thought anybody could do that, buy a few refractory bricks, put them in a pile – not
even a pile, I mean straight lines two bricks thick. And Richard wrote this article in
The Burlington saying what a supreme work of art they were and you know, when I
first read it I thought this must be a spoof, it was so beautifully written and I couldn’t
somehow believe that this particular work of art could be defended in that way. But
as time’s gone by I’ve completely changed my mind on it and while I don’t really
think Carl Andre is the greatest artist of the century, I do see what he’s trying to do,
he’s trying to relate the work to the space around it and make you think about the
space around it and I think he’s also trying to tell you that the materials of a work of
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art are just as important as the work of art. And indeed in many ways they are
because a work of art has no intrinsic value, it’s a piece of canvas and some paint and
a stretcher or a bunch of bricks if you like, or clay made into a shape, but the clay is
not worth anything, nor are the bricks, nor are the paint and the canvas. So I think
he’s trying to say look, these are what the artist uses to create a work of art and they
are the basic ingredients of that work of art so they are important. And I think that’s
challenging and I think very interesting. So as years went by I appreciated Richard’s
stance on these things more and more and came to rely on him actually, for opinions
on a number of things, ‘cos he’s always provocative. If you didn’t agree, he didn’t
mind you didn’t agree, but it provoked him even more, which is great fun. So he’s
been a very valuable adviser over the years to us and I think will continue to be now
he’s left the Tate, he’ll stay advising I hope. He’s a good scholar.

Did you learn anything about him as a man?

No. No I can’t comment on that.

And is there anything you’d like to say about any particular museums or galleries in
relation to the National Art Collections Fund, any you that thought were particularly
wonderfully run or wonderfully full of aspirations or whatever. Or vice versa?

Well I think the first thing to say is that some museums are so rich in the quality of
their collections that they will survive bad managers until a good manager comes
along, but the quality of the collections is so fantastic. And in that category, clearly
you put the two great world class museums; the British Museum, the Victoria and
Albert Museum. I think there are only five museums in the world that I would call
absolutely world class and they are the Louvre, the Hermitage, the Metropolitan
Museum in New York, the British Museum and the Victoria and Albert Museum in
London – we have two of them. And their collections are simply fabulous. And other
museums I would put in that category of enormously rich collections are clearly the,
Tate Britain – not Tate Modern because I think it’s fairly weak in its twentieth century
collections – Ashmolean and the Fitzwilliam as being priceless sort of cabinet type
museums, and some of those great provincial collections which were collecting in the
nineteenth century particularly. I’m thinking of Birmingham, Manchester, Newcastle.
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And those collections will carry on even if you have a bad phase of management.
And Edinburgh’s another wonderful collection and so’s Glasgow. But of course when
good management moves in on them they do fizz and I think the National Gallery,
which is the mountain tops of European painting, quite a small collection, only about
two thousand four hundred works of art, but I think what they’d call a class act. The
National Gallery has prospered exceedingly under Neil MacGregor, who I think is an
inspired Director, and I believe the British Museum will prosper exceedingly under
his management now he’s gone there. He’s a great interpreter of works of art, he’s
very articulate, he’s a good leader, he understands people. But let me be more
specific, because one of my complaints about museums over the years is that they
don’t get out into the market enough and it’s one thing for us to have tried to offer
them money to help them buy works of art, but it’s quite another thing if they don’t
actually apply. And I think I’d like to instance Timothy Clifford when he was at
Manchester and now at Edinburgh where he’s been for some years now, and
Christopher Gilbert who has died but was for many years in charge of the Temple
Newsam Gallery in Leeds. And I instance those two because they went out into the
marketplace seeking objects of high quality that would augmentally enrich their
collections and they got to know the dealers, they got to know the auction rooms and
then they would find remarkable things. And then there are other museums who don’t
go anywhere near the marketplace and it’s not surprising that they very seldom apply
for anything to enrich their collections with. And there are a number of reasons for
that, first the local authority doesn’t provide them with the train fare. That may seem
trivial, but it’s important. The second, some of them actually don’t have the training,
some of them have moved in from the department of leisure and aren’t actually
particularly interested in the arts. And third, some of them don’t have the selfconfidence or the experience to say this particular picture, this particular medal, this
particular bust is of superb quality. And I think those reasons inhibits them from
getting into the marketplace. Personally I believe the marketplace has a lot to teach
you and a lot to teach museums. I’d like to see more museums getting into the
marketplace to learn and to select. I think those two are the ones I would instance
particularly. I can think of others, there’s the little Shipley Art Gallery in Gateshead
has been very clever in building up a very fine collection of contemporary British
craft, which is much to my liking. They’ve done a good job. Birmingham of course,
which I’m very close to because of Matthew Boulton. They’ve done a great job in
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building up the collections in Boulton’s home at Soho House. They’ve really kept in
touch with the market and have added to that collection. Southampton has built up a
good collection of what I think is called modern British, but of course as time goes by
it’s less modern. Swindon has an increasing collection of modern British, I mean it’s
wonderful to find these little collections growing in unexpected places.

And has the National Art Collections Fund membership continued to grow?

Yes, it reached in its peak about a hundred and twenty thousand members, which was
the equivalent of I think something like seventy thousand membership, because some
of the memberships are families which might include three or four children. And it
reached that peak at a time when the Science Museum and the Natural History
Museum were charging for entry and I think quite a lot of families joined in order to
get free entry into those two South Kensington museums and since they’ve abolished
their entry charge the membership’s dropped back. It’s now about ninety thousand,
which is a good figure. I mean for something like eighty years it stuck at around nine
to eleven thousand and it began to take off when Peter Wakefield was the Director
and I became Chairman when he was Director and then it’s increased hugely under
David Barrie. So it’s been a great success, the membership. I think a lot of it’s due to
the magazine, which is a very good magazine. I felt that had to be improved, it was a
rather scrappy little newsletter. But now, once we turned it into a proper quarterly
magazine, well illustrated and well written, not with the, deliberately not with the
academic distinction of say The Burlington Magazine, but equally not with the
raciness of the tabloids, it’s a very good middle of the road, reliable, art historical
magazine. But it’s enormously liked by the members and I think a lot of members
join to get it.

And are you still in touch in any formal way?

Well I, as with previous Chairmen, I’ve joined the Advisory Council and so they will
consult me on matters like metalwork or English furniture or indeed modern British in
some cases. Certainly contemporary craft, I’ll be consulted when something’s come
up. I also remain a patron, which means paying a bit of money every year. And I’ve
no doubt whatever they’ll keep me in touch because you don’t lose touch.
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And do you miss it?

Oh yes, of course I miss it. I shall regard those years of the Chairmanship of the Fund
as cream years, but you must take your decisions and you must never have any
regrets. I don’t have any regrets, I took the right decision.

So you miss it more than you miss the City?

In a funny way, yes, yes. I don’t think that’s very surprising because I think art has an
extraordinary power to influence and move and inspire. I think it’s very difficult to
get that out of stocks and shares.

And briefly, while you mention The Burlington Magazine, one of my questions was
about how the endowment has gone for that, because you were talking about that in a
previous recording.

Yes, well I’m now Chairman of The Burlington Magazine, I took that on in January. I
joined The Burlington Magazine even before I joined the National Art Collections
Fund, but that’s on I think an earlier tape so I needn’t go through that again. It’s also
the centenary of The Burlington Magazine, it was founded in exactly the same year
and there’s always been a cross-membership, which is not deliberate, it’s just that the
same scholars tend to be useful to both organisations. So a number of the Directors
of Burlington serve on the committee of the National Art Collections Fund, and that’s
been so since the two were founded. The Burlington, I did explain earlier, we rescued
from a pseudo-commercial life in Thomson Newspapers in 1986 I think it was, and
we began to build up an endowment fund because it’s a magazine and it takes a
publishing risk. If we were faced with a decline in the number of subscribers or with
a decline in advertising revenue, there is a risk because we have the regular expense
of publishing every month and we wanted an endowment to take care of that
publishing risk. And we’ve got it to about one point seven million now, from nothing.
And we’ve also bought our own freehold property, at the same time with the National
Art Collections Fund I thought the property market was very depressed in 1990, very,
very good time to buy if you could find the right property, and thank goodness we did
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it for both organisations. Because once you’ve got your own freehold property you
feel much more secure for the future. And so The Burlington is secure in its property
and it’s got a reasonable endowment. We’d like to get it a bit higher; we want about
another, something like eight hundred thousand pounds to feel that we’ve taken care
of the total publishing risk for the future.

What sort of people give to an endowment for a magazine?

Well I wish you could tell me, it’s very interesting. It’s like salmon fishing; you have
to find people who are passionate about what The Burlington Magazine stands for,
and it stands for object based, archive based scholarship in the arts. It stands for the
highest quality commentary in the world of the arts. We don’t only publish object
based and archive based articles, we also publish opinion and articles on art history.
But it is respected throughout the world, it’s another really leading brand in its niche.
It’s respected throughout the world for the quality of its scholarship. So there aren’t
that number of people who are going to support it. We’ve got some twenty or so
benefactors already and we have a number of regular supporters who help us
financially every year, because they’re passionate about the standards the magazine
stands for.

Are most of them British?

No. Oh no, there’s big American support and we sell copies in America. Art
scholarship is an international activity, it’s not British.

Could you talk about the relationship between the Crafts Council and the Arts
Council over the last few years and how the financial administration has changed?

Yes, well I became Chairman of the Crafts Council in – d’you know, I’ve forgotten
the year - nineteen eighty… ninety-seven, probably. We can look it up. When it was
a non-departmental Government body, meaning that it was financed by the
Department of Culture – or was it called the Ministry of the Arts in those days? I
think it probably was. And all its governance was controlled by the Ministry so that
you couldn’t appoint a new member of the Council, which is incidentally constituted
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under Royal Charter, you couldn’t appoint a new member without the Department
doing it, you could nominate, but they might not accept your nomination, they might
produce somebody completely different and appoint them to the Council. You
couldn’t adjust the Director’s salary without the Department approving. You couldn’t
institute terms of employment for the staff without the Department approving. It was
a most inhibiting and ridiculous way to run what it basically quite a small charitable
activity, trying to promote quality crafts in this country. Well fortunately the
Department didn’t much like doing it anyway because it was so small in their general
activity, the total budget’s under five million pounds, that they decided they quite
wanted to get rid of it and they said they were going to merge it with the Arts Council.
And I was afraid I said to that, well not with me, because the Arts Council is this big,
meaning very big, with a budget of something like three hundred million, I forget the
figure, but something like that, and the Crafts Council is very small with a budget of
five million. What do you think will happen to the Crafts Council if you merge it
with the Arts Council? It’ll simply disappear. It’ll become a minor part of some subdepartment and will no longer be doing what it should be doing. Well fortunately I
won that argument.

Who were you actually arguing with, who was your counterpart?

With the Minister and the Permanent Secretary at the time.

And who were they?

But they saw, they saw the sense of it.

Who were they at the time, I can’t remember.

Well I think the Permanent Secretary was probably Hayden Phillips in those days, no
it became Robin Young during the discussion. Ministers you know, change so often I
can’t remember. Arts Ministers come and go so fast. But anyway, the Permanent
Secretary was the one we were negotiating with. And we agreed in the end to set up
as a free-standing body financed by the Arts Council, not by the Ministry, with a
funding agreement with the Arts Council, which enabled us to form our own body of
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– let’s call them trustees, they’re actually called members of the Crafts Council but in
effect they’re trustees under charity law. And we were able to set up a proper
corporate governance procedure with a nomination committee of our own, proposing
new trustees to the Council itself. Then we were able to entirely ourselves deal with
all matters of employment and running and took total responsibility within the
funding agreement signed with the Arts Council. So it’s now a lusty, free-standing
charity of its own, furthering quality crafts in this country, helping young craftsmen to
establish themselves, providing information for buyers, helping people to commission
craft, putting on the Chelsea Crafts Fair, putting on shows of more cutting edge craft
at its showrooms in Pentonville Road and publishing, it publishes Crafts ten times a
year, superb magazine. And it’s very active and very much respected again, the only
thing of its sort in the country and doing I think a very good job. So I’m very pleased
we’ve effected that transformation because we can now get on with the job and not
worry about all the bureaucracy that we were surrounded with before.

But have we not discovered through trying to apply to them, to the Arts Council for
the Craft Lives recordings, they’re not really doing necessarily with the budget what
they said they would?

Well not all is rosy, I mean I’ve never known any organisation where everything was
rosy. We have to make some more changes. First of all I don’t think the Arts Council
does take craft quite seriously enough. They promised me they would, but the Arts
Council itself has been through such turmoil in the last three to four years; they’ve
been reorganising themselves regularly. And they’re now doing it again because
they’re now going to delegate all organisations in the London area to the London Arts
Board, which is the latest news. Including, incidentally, Covent Garden, English
National Opera and some very big ones and the Crafts Council. So we’ve now got to
strike up a new relationship with the London Arts Board, because that’s where our
grant will come from in the future. But I don’t think the Arts Council has devoted
enough resource to the crafts, they’ve not appointed enough people in the Arts
Council who understand the crafts and I also think, needless to say, that they should
put more money into it. They put a great deal more money into theatre and
performing arts and Robinson, the Chairman, has managed to squeeze a great deal
more money out of the Treasury for the arts, but haven’t yet seen it in the crafts. And
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Britain today is producing, in my view, some of the finest quality craft in the world.
That’s glass, ceramics, textiles, jewellery, metalwork. Superb, and we should be
promoting that as we’re really world leaders in a number of these fields and American
visitors tell me that it’s wonderful quality work and they can’t understand why it’s so
cheap. And the second thing we’ve got to do is move, because we are in the old
Wesleyan Chapel up in Pentonville Road and there’s no footfall there, and if you’re
trying to appeal to the public in the field of consumer goods, which is what crafts is,
you need to be somewhere where the public are going to come and visit you. And
you need to be somewhere where your exhibitions attract not just the people you’ve
invited on the first night, but a regular flow of visitors. You need to have a proper
shop where people can see high quality craft, you need to have areas where the public
can enjoy themselves. And that’s certainly not that building in Pentonville Road, so
there’s a very big task. So that’s the major work at the moment, thinking where to go,
planning it. And if we can find somewhere suitable, of course raising the money to do
it. And the other exciting development coming up is a new annual show that will be
held at the Victoria and Albert Museum. We have a very close identity with the
Victoria and Albert Museum because it’s their job to promote contemporary design.
And that show will start in 2004 under the name of ‘Collect’ and will attract, I hope,
not just craftsmen, but also British dealers and international dealers.

[End of Part 20]
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Tape 13 Side A [Part 21]

…say any of that on tape?

I could do, yes. I won’t reveal who it is.

Okay, it would be interesting to know why.

Ask me a question.

We were just, when I turned the tape over we were, before we go on to education, I
was saying that the situation a propos the Lords at the moment is particularly absurd
and you said you were talking to a Lord the other day.

Yes, well it is absurd because many of us supported the idea of reform, not necessarily
in the direction that the Labour party originally wanted, but I can go along with most
of what the Royal Commission recommended, not quite all, but most of it and then to
have the rows we’ve had in the Lords and the Commons particularly, and the Lords
about it, and to get back to where we were two years ago with no change is
extraordinary. And of course the Commons were completely torpedoed by the Prime
Minister suddenly coming out and echoing his Lord Chancellor and saying that he
would favour a wholly appointed House, which was not the policy of his party. And
the result of that was that the various motions put before the Commons for an eighty
per cent elected Chamber, a sixty per cent, forty per cent, twenty per cent – they were
all defeated. Whereas people before he said that were predicting that the Commons
would probably go along with say a sixty per cent elected House whereas most of the
Labour Party wanted an eighty per cent elected House. But he torpedoed it and that is
the view and I was discussing it with one of the present hereditary peers who’s now,
there are ninety-two of them left, and he was saying he was deeply cynical about this,
he didn’t actually think Mr Blair really believed in anything very much and that he’d
deliberately come out with this in order to torpedo the Commons vote because he’s
come to the view that he’s running a very strong government with a very big majority
and doesn’t actually want any change. Perfectly happy with the present position,
thank you very much. That was this man’s view. Now whether he’s right, I simply
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don’t know because I’m afraid I don’t know the present Prime Minister. But politics
is a weird game and I would like rational people to somehow arrive at a rational
solution and I’ve already told you what my rational solution is.

What about proportional representation?

Well, I’ve never made a minute study of that and it’s something which has arguments
on both sides, and so I would want them very fully aired before you go nap on it. It’s
speciously attractive, proportional representation, because it would dilute the power of
the two main parties and because we have what’s effectively an elected dictatorship
for five years, or up to five years, there’s something to be said for diluting the power
of the main party when it is the executive. On the other hand, PR would lead to all
sorts of skulduggery in voting arrangements and would also lead to perpetual coalition
governments. And you’d spend the first period of every government negotiating
coalitions. And you could end up with deeply unsatisfactory legislation as a result of
the arguments that would go on for every bit of legislation in the coalition. So there’s
quite a strong argument for having one party in charge for five year periods, and if of
course they make a frightful mess of it they’re chucked out, you hope. We have a
peculiar situation at the moment that the Conservative Party is in the same mess that
the Labour Party was in fifteen years ago and so the elected dictatorship is even
stronger today than it normally is. But I wouldn’t be too deceived by that because the
Labour party vote at the last election was lower and they got in with a landslide on a
pretty low vote. And politics is a strange business and people vote governments out,
they don’t vote governments in. And the time will come when they’ll see that hubris
has taken over and nemesis follows, you know.

I think…

So PR I think should be on the agenda, but it wants a very close study before you just
adopt it, I think there are arguments on both sides.

I think you now have to say a little about the current position of the Conservative
Party and how you feel about it.
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Well, first thing to say Cathy is I no longer know any of them, they’ve all changed
and I used to know every Cabinet Minister in my heyday, and the entire – they’ve all
gone. Actually come to think of it, it’s not quite true, I do know Michael Howard
because he was a Cabinet Minister in the Major Government. Is there anybody else, I
can’t think of anybody else.

Ancram?

No, I don’t know Ancram, no. I don’t know Duncan Smith, I don’t know – I know
Kenneth Clarke but he’s not in the Shadow Cabinet.

Did you know Portillo?

Only, I met him twice but I don’t know him, no, no. So I don’t know the ins and outs
of the politics of this and I don’t know the tensions at all. I only read what I read and
hear what I hear on the radio or listen to people I meet occasionally in sundry dining
parlours. But the general view seems to be that the present team is not going to revive
the fortunes of the party. That’s the view that I pick up from people, both in the Lords
and the Commons, and that there will be change again. But what I can’t see is where
the next election winning leader is and nor can any of the people who’ve spoken to
me about it see that. I mean Kenneth Clarke’s a very interesting man and he’s got
great appeal and he’s rumbustious and so on, but he’s been wrong on most of the
major policies [laughing] that he’s had to handle in the past and I don’t think he
would carry universal support. I may be wrong, but I don’t think he would. You’ve
probably got to look to the next generation, look younger.

How did you vote last time?

How did I vote last time? In the last General Election? I voted Conservative. I didn’t
admit that to my family because we don’t tell each other how we vote. They’ll learn
it from this tape. But I voted Conservative because you must have an opposition and
to have a wipe-out would I think have been extremely serious for this nation. What I
hope, I hope this very sincerely, and we’re nearly there, and I’ve argued this for, I
don’t know, thirty years. I hope that the mainstream economic policy will become a
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matter of broad agreement between the two main political parties, the three main
political parties if you want to include the third, and that the argument will always be
about social policy or something of that sort, ‘cos there will be always be differences
on social policy, and on quality of management because we’ve seen far too many
governments destroy the chances of economic success by thoroughly bad
management of economic policy. And if I think back over my career, well even when
I first began to run the Stock Exchange, the political parties were so far apart then that
it was despairing, because you were always under the threat of politicians coming into
government who would then wreck the achievement of industry and commerce and
people who were trying to succeed for this country, because this country will only
ever succeed in trade and industry because we’ve got no natural resources, it’s got to
succeed in trade and industry. I think we’re nearly there, I think the divergences of
economic policy are fairly small now. So what the Conservative Party’s got to do is
just to prove that they’re thoroughly responsible, able people.

Have you ever voted anything other than Conservative?

Not in a General Election, no, no.

Can you imagine doing so?

Yes, yes.

How close have you ever been to doing it?

Sounds a little odd to say that after having voted Conservative every single time since
I can remember, but I do mean that.

How closely have you ever been to voting for somebody else?

Last time. Very close.

And you would have voted?
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It wasn’t difficult for me voting Conservative the previous, I forget how many
elections, because my MP was my oldest friend.

Being?

Peter Brooke.

Even after he hadn’t chosen you for the Parks Commission?

And I couldn’t conceivably vote against Peter Brooke, it would be unthinkable.
[laughs]

And had you voted differently last time, who would it have been for?

Well it would have had to be Labour, on the grounds that they were converging on
economic policy. I couldn’t vote for the Liberal Democrats because they’d gone
further to the left on things like taxation policy, which I think is a ruinous thing to do,
because high taxation destroys incentive and it’s also irresponsible. What you should
be doing is cutting expenditure, not raising taxation.

So why did you really waver at that last election?

Because I thought the Conservative Party was not in good shape and not ready for
government, whereas the Labour Party miraculously had begun to build up a track
record, rather slowly because they hadn’t done very much by then, but at least they
were showing signs of a track record and they’d done something that I’d been
advocating for years, make the Bank of England independent in the setting of interest
rates, which I don’t think the Conservative Party would have done. In fact Clarke was
against it. And I greatly admire them for doing that. But in the end, despite having a
new MP who wasn’t Peter Brooke, new candidate, I decided that somebody’s got to
vote for the opposition and I hope there will be a revival of the Conservative Party
under good leadership. One of the basic problems Cathy is that you don’t get really
first rate people going into politics in sufficient quantities now. They go in too young,
they become career politicians, they’ve got no experience outside. I remember when I
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was young I put forward a proposal which would of course be laughed out of court,
and quite rightly so, but I did suggest that no-one should ever become a Cabinet
Minister without having run a business with his own money at risk, because then he
might understand what it’s like to run a business with your money at risk.

You’re assuming he’s got some money.

Well he could borrow it, and then lose it.

When you went into the polling booth last time, did your hand literally sort of waver
between the two?

I hadn’t decided until very close to that point.

Mm, interesting.

Yes, it was a near run thing.

Did you come across Paul Judge in the Conservative Party?

No. I came across Paul Judge in the Judge Institute, but not in the Conservative Party.

And why were you involved…

But I didn’t really meet him much. He, as you know, put up some money to help
found the Judge Institute and I was on its advisory committee for a while, but that was
long after he’d done it.

And what was your role there really?

Just as a member of its advisory council or whatever it’s called, I forget the name of
it.

Interesting or not interesting?
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Well I think the theme is very interesting, but rather like the Courtauld, I didn’t
actually think the advisory council was very useful because it’s not a body of trustees
and I think all those colleges – it’s very difficult when the Director is responsible to
somebody else, the Vice-Chancellor of the University in this case, as was true of the
Courtauld, and is talking to this body of people who she is thinking might be trustees
but they’re not trustees, so they don’t have any power or influence, they’re just
advisory. So while I’m very interested indeed in what the Judge Institute does and I
think it’s got an amazing track record of achievement in a very short space of time, I
think one’s more useful to Sandra Dawson on the end of a telephone than sitting as a
member of a body like that.

That maybe leads us on to Learning for Life.

Yes, Learning for Life. Well we’re all trying to do that, but I think what you’re
getting at is my group, which has become called the Goodison Group, I’m a brand.

[laughs]

It wasn’t my idea, that, I have to say. I was pressured into allowing my name to be
applied to this. And it’s an interesting group because when I started it I didn’t even
think it was going to become a group. It started as a couple of informal dinners when
I was still at the bank, because I had staged lectures on education and I had got to
know a number of leading lights in the educational world like Ron Dearing and
Michael Heron at Unilever and Geoffrey Holland who was Permanent Secretary and
then went down to come Vice-Chancellor at Exeter. And Bob Fryer who’s the great
guru of lifelong learning and a professor and is now running the National Health
Service educational effort. But when I was at the British Bankers’ Association, I was
President of that, Brian Stevens ran Banking Information Services which was a
subsidiary of the BBA, and Barclays and Nat West withdrew the funding for the
educational effort, which I thought was simply crazy and unforgivable and Brian left
and set up his own educational advisory service in Godalming but kept in touch with
me, because we worked very well together and we had really developed some very
interesting educational programmes together. And he and I decided to continue the
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dinners that I had given and to see whether we could develop some more interesting
ideas and some research, which is what happened and before I knew where I was we
were consulted by the Department of Education because we volunteered as a group to
comment on the Government’s paper on lifelong learning, which was called ‘The
Learning Age’. That was the paper to do with lifelong learning in England and
Wales. Sorry, England, England because by then devolution was taking place. And
my group met and we wrote to David Blunkett, the Secretary of State, with our initial
views that the learner is basically a consumer, the learner needs to be motivated – and
motivation was a very strong theme of all our discussions thereafter – and that we
really should encourage the Government to do some, well frankly call it consumer
research because they hadn’t done any. They’d done some attitudinal research which
wasn’t enough, but if you’re trying to sell a product in the commercial world, you do
some consumer research and find out what the consumer actually wants. And they
were in our view talking somewhat in the dark as to what the lifelong learner really
wanted. And that was the beginning of a whole series of further discussions. And
David Blunkett very much encouraged us to continue with our comments and came to
dinner with us and we then continued to invite the people in his department who were
involved in this to meet us. We then developed a series of seminars; we staged ten
seminars over nearly two years, on various aspects of lifelong learning starting with
personal motivation and then lifelong learning in schools. And that concluded for
example, with a statement from us that teachers should go in for more continuous
professional development, which they don’t really do much of. Because if your
teachers don’t set an example of lifelong learning, how are people who leave school
going to think it matters. At the moment they leave school thinking, thank God
school’s finished, that’s it. Give up learning now. And then learning in a workplace,
higher education, technology and so on. A series of ten seminars and every single
seminar we published the findings and circulated it to about two or three thousand
people including politicians and so on. And it had by then become named the
Goodison Group, with a – although I say it myself – a somewhat glittering
membership and…

Who is the membership?

Well you’re going to ask me to list them now, but…
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But the ones that float to the surface?

Well I’ve already named the key members, but we also had people from industry –
Rob Margetts for example who became Chairman of Legal and General and British
Oxygen and one or two others, Paul Turner from Lloyds TSB. We also had Nick
Stuart from the Department of Education because he was in charge of lifelong
learning. And we then wound that series of seminars up with a great conference at
Guildhall and by then we had created a network of about a hundred and forty
institutions in the educational world; further education colleges, higher education,
industry, government bodies, many of whom hadn’t met each other, it was most
extraordinary. And they liked meeting each other. Each seminar you see was
attended by about thirty and so by the time we’d finished ten seminars – there were
about a hundred and forty, a hundred and fifty of these institutions, all of whom we
invited to Guildhall for the concluding summary. And then I sat down and said well
now, shall we dissolve ourselves because we’ve done that programme, we’ve made
our comments, we think we’d had some effect. I doubt we had much effect on instant
legislation but I think we’d had some influence probably. The Department certainly
say we have, which is kind of them. But everybody said no, you mustn’t wind
yourselves up, please keep going. This is the Department of Education speaking and
the various other national institutions. So what I’ve done now is I’ve invited other
people to join the group – Bryan Sanderson for example, from the Learning and Skills
Council, Ken Boston from the Curriculum Authority and Richard Greenhalgh who
chairs the new leadership college at Nottingham for teachers. And the group therefore
has enlarged so that we’ve got a really good cross-section of people in the learning
world. We will continue to be driven by lifelong learning, our aim is to do whatever
we can to help inculcate a culture of lifelong learning. And we can’t do anything in
an executive sense, all we can do is publish our views as a result of discussion and
hope it has some influence and hope indeed that the hundred and fifty or so people
who we will go on meeting, buy into these ideas and will talk to their friends. So
what we’re embarking on now is a series of another ten or so debates on issues.
We’ve already had the first one, which was Mike Tomlinson coming along to talk
about the reform of education for fourteen to nineteen year olds and he’s chairing the
study for that for the Government. And we will carry through that programme of
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debates, which will be more incisive than the seminars. The seminars were searching
for people’s views, not trying to end up each one with a firm conclusion, but
publishing a series of views. We hope to be more incisive on this series. And the
Department are involved; Janice Shiner, who’s now in charge of Lifelong Learning,
has joined the group. The Select Committee on Education has asked to join and to
meet us informally, which is a great thing. And Barry Shearman, the Chairman of the
Select Committee’s joined the group. So it’s actually, well it’s going with a swing.

Can we just pin down what you mean by lifelong learning – you mean some formal
learning?

We don’t only mean formal, no. No, that’s a very important point. We believe in
lifelong learning in any form. Now that can range from formal learning which might
include musicology at the age of seventy-five, or it could include informal learning in
a derelict estate, a deeply bereaved estate outside Manchester or somewhere, informal
learning in a local hall or indeed a boys’ group or whatever. And it’s a massive
subject and it’s very important not to forget that Claus Moser’s study showed that
millions of people are neither literate nor numerate and that there’s a big social
problem in some of these deprived estates and indeed in some of the ethnic minority
communities. So that’s one aspect, another aspect is the very important one that I
mentioned earlier, that this country stands or falls by its success in trade and industry
and if trade and industry are not receiving the raw material of numerate and literate
people it needs, we’re going to fail. We’re deeply uncompetitive in terms of skills as
a result of mushy teaching in the 1960s and seventies. And a large number of people
coming out of bad schools illiterate and innumerate. That’s got to change. Now,
fortunately the Government of course is very keen to change it all so we’re not, in any
view we express, we’re not actually talking to a brick wall. The question is, can
things be done and in what direction should they be done.

And how much time are you able to give to this, or does it need from you at the
moment?

Well I meet Brian regularly once a month, we talk about it, we get the group together
four times a year. That’s to do two things; it’s one to approve the programme we’re
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proposing or modify, and second there might be particular points we want to debate in
the group. I can’t instance one for you, but take something like continuous
professional development in schools. We might want to tease that subject in the
group. We then will hold the debates, which would take place about a fortnight after
the group meets and I would chair those, or anyway most of them. We then have to
prepare the publication based on that debate and in addition to all that we’ll have
probably two, maybe three, informal meetings with Barry Shearman’s Select
Committee in the House of Commons. We’ll occasionally meet Ministers or
members of the Department and we might also get together a group of industrialists
and a group from the Department in addition to all those. So that’s not an onerous
programme, but it takes time.

It’s quite a commitment.

Quite a lot of thinking time, quite a lot of textural correcting time. Luckily Brian and
I get on very well together, it’s been a constructive relationship.

I think we may have deleted where Brian came from.

He came from the British Bankers’ Association. I think I did cover that.

I think we put it in and then we took it out.

Well he was working for something called Banking Information Services, which was
part of the British Banking Association, so I met him when I was President of the
British Bankers’ Association. And was very keen to promote his work there and it
wasn’t then till these two clearing banks withdrew the funding that he then left.

D’you know why they withdrew their funding?

Economy. False economy.

Okay. Do you want to say anything else about education before I ask you my next
question?
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No, it’s something I’m passionate about, I think it is the most important subject we
have to deal with politically in this country. We simply have to improve the quality
because we live in a competitive world - that’s speaking economically – but it’s
important anyway for the fulfilment of people’s lives. There was an echo of it on the
Long Term Care Royal Commission because there is evidence to suggest that the
longer you keep learning the longer you live.

The more money you cost.

[laughs]

[End of Part 21]
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I have to ask you that on tape. You just said you discovered another link with
Matthew Boulton personally really.

Oh I was just commenting that life when you think about it is all about connections
and one thing connects with another and one thing leads on to another and when you
really analyse why you’re involved in one thing, it’s probably because you met
somebody while you were doing something else who then led on to the other thing
and thinking about the educational interests, I had certainly at TSB thought deeply
about what the Bank could do in the field of education and that led to the scheme for
introducing quality management into schools, led by TSB, applying the principles of
the business excellence model, which is now in thousands of schools all over the
country and a development I’m really very proud of. And then that led to my being
asked to – by Ron Dearing actually, who had finished his studies for the Government
– he got the Department to ask me to chair a study of what was then called the
National Record of Achievement and that all linked in with my friendship with Brian
Stevens at the British Bankers’ Association. So he and I, by the time we set up the
Goodison Group, had quite a network of people, largely his network, but in a smaller
way mine as well, which enabled us to develop the Group, ‘cos had the earlier things
not happened then we wouldn’t have been able to start running with the Group. The
other thing I should mention in the Goodison Group is that we feel very strongly
about using English, rather than educational jargon, because I don’t believe that most
of the population, even most people in teaching understand what’s meant by level one
or level three or vocational qualifications or all this terrible jargon that the Department
uses. And indeed, when I chaired the study of the National Record of Achievement,
which itself is a very weird phrase, known of course as NRA, I went to my first
meeting in the Department of Education in the basement and there were twenty people
good and true there of mixed sex and race and everything else and apart from myself,
I think most of them involved in the educational world. Then we started off the
discussion and about halfway through I stopped the meeting and I said, I’m only the
Chairman but I don’t understand what you’re talking about, you’re using a language
which I’m not familiar with, so could we please from now on avoid all forms of
educational jargon and I’ll put a ban on using acronyms. You are not to use NRA and
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you’re not to use all these other shortened names, even DFSS you can’t use. And so
we wrote the first report ever written for government I think which had no acronyms
in it and was actually written in English. After the meeting – this was the first
meeting – three people, no less than three people out of twenty, that’s fifteen per cent,
came up to me afterwards and said, I’m so glad you said that. So, we will write our
reports in English and there won’t be any acronyms.

Just one more question I wanted to ask before I get into the main thing. Earlier in our
recordings you talked about the position of the National Heritage Memorial Fund,
you were worried about it. Has anything happened subsequently?

Well I can’t recall when we talked about it. It may have been when their grant was
cut, because when the Lottery came along, the Memorial trustees were asked to
administer the Lottery and then, needless to say, people in the Treasury thought well
if they’re getting all this Lottery money, why do they need the very small amount of
money for the National Heritage Memorial Fund which was then about twelve point
five million a year. So they cut it, to two million, which was a disgrace. Complete
disgrace. They wanted to wind it up, which would have been worse than a disgrace,
because of course the Fund was set up in memory of people who’d died for this
country and to wind that Fund up would have been beyond forgiveness, but they still
cut the grant to two million. They’ve since restored it to five million and it is still run
by the same trustees. In fact the Memorial trustees run the Lottery as trustees and it
concentrates on being a fund of last resort still, for saving objects or buildings or
whatever of heritage importance and it did actually spend its modest endowment the
other day on saving Tyntesfield, the house outside Bristol, the Gibbs house outside
Bristol, for the National Trust. So it’s got to reserve its grant for the next few years to
build up its endowment again. I think it was somewhere around twenty million, the
endowment. It was when I left as a trustee anyway. So it’s too small and the
Government really ought to increase that very small grant to something bigger to
enable it to save other things when they have to be saved.

And when we finished last time I was just beginning to move on to the other main area
we haven’t talked about really, and we were talking about the objects you grew up
with as a child and you were saying that your parents had mainly sort of Maples
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furniture and not very distinguished pictures and I know that you were very influenced
by teachers, so can we actually document when you first saw a piece of furniture that
mattered to you or a painting that mattered to you – when did it all begin really?

I think that goes back to the age of fourteen with that teacher I spoke about. I think
that was the first time I’d really noticed a work of art.

Can you remember what he was showing you at the time and was it all through
images or were you looking at actual things?

No, it was through images and it would have been Giotto, because that was the first
artist he put up. And I can remember the sense of almost shock really when I saw
these images because I must have I suppose seen things in The Illustrated London
News or somewhere, but the lucidity of Giotto’s painting and the colours and the
beauty of them certainly struck me, even in reproduction, which wasn’t very good in
those days. Now, when did I first see an actual work of art? I can’t answer that
question. Would have been fairly soon after because I used to go to London as a boy,
not very often, but certainly when I went I went to the National Gallery because I
wanted to see the real thing.

And can you remember at that stage what you were looking at most?

Well I certainly saw Christina, Christina of Denmark, who curiously enough was not
put up on the formal wall because he didn’t cover Holbein as one of the major
painters. And so I saw her. I would have looked at The Haywain, because Constable
was the great hero.

Of your teacher, or had become your hero?

Oh, he was the great hero of British painting at that time. Of course Turner was the
other great hero. So I think I can nominate Christina of Denmark by Holbein, which
of course the National Art Collections Fund curiously enough arranged the purchase
of for the National Gallery in 1908. Have I got the date wrong, 1910, eleven.
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And when do you first remember seeing a piece of furniture that had an impact on
you?

That would be much later, because at school I found it difficult to grapple with
architecture because the art master used to put up his architectural plans rather than
pictures of buildings. They’re so difficult to understand, architectural plans. I knew
roughly what I liked I think in architecture, but I didn’t get an understanding of it.
And sculpture certainly not at that stage, so it would have been largely painting that I
was getting interested in and indeed, the first thing I ever wrote on the arts was a
paper for the Marlborough College Art Society. You have a way of bringing
memories back.

That’s the point of me.

The Marlborough College Art Society at the age of sixteen and a half I suppose, round
about there. And I chose to write a paper on the great Dutch forger, Van Meegeren,
who in 1937 discovered this religious painting by Vermeer in a linen cupboard in
Paris, which was then hailed by the Vermeer scholars as at last a great religious
painting by Vermeer. There was one other of the maudlin Washing Christ’s Feet, but
this was the first since then. And if you look in the magazines of the day, Illustrated
London News, two page spread in colour and I’m ashamed to say that The Burlington
Magazine had half a page on this great discovery, written up by Bredius who was the
great Vermeer scholar at the time, and they were all completely taken in by it. And it
was hailed as a great masterpiece and went to the Boijmans Museum in Rotterdam
and was not known to be a fake until after the war. And I wrote a paper on him and
various fakes he produced and I read it at the Marlborough College Art Society, that
was the first thing I ever wrote. So furniture, not till much later. That would have
been after my sort of incipient interest in clocks, more or less coincidental with that
because clocks are examples of cabinet work. Now that I can pinpoint I think, I can
pinpoint it to – may be on an earlier tape, Cathy – I can pinpoint it to visiting Ernest
Prestige in Ilchester Place, which I think I told you about.

Well, you’ve mentioned him in the very early tapes but you don’t really tell us
anything about him. He was a client of yours wasn’t he?
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He was a client of my grandfather’s and I think I mentioned on earlier tape that he
never put anything in the post, so I had to go on the Circle Line up to Kensington to
take his stock transfer forms for him to sign, and I went in that front door and in the
porch was hanging a superb 1770s English barometer, in a carved frame, and in the
hall there was a Tompion clock and on the stairs was the Tompion and Banger
repeating clock in a tortoiseshell case with ormolu mounts, which is now in the
Fitzwilliam Museum, made for William the Third. And I just looked at these things
and I couldn’t believe it, it was an eye-opener. So I became very interested in the
design of them and so on and Ernest Prestige was elderly by then, he must have been
in his seventies, and I was extremely young, I was in my twenties, and with a great
bravery actually, I didn’t say, ‘Oh Mr Prestige, I have brought your transfer forms for
signature’, I said, ‘Do tell me about that clock’. [laughs] And he looked at me and
because I was called Goodison and he could trust me, I wasn’t just a stray office boy
he didn’t know, because he’d known my grandfather and he knew my uncle, and he
told me about the clock and some time, maybe an hour later when I thought maybe I
should be getting back to the office, we were still talking about clocks. And
eventually I got him to sign his transfer forms and went, but not before being asked
back again. And then I moved fairly close before I married and [phone ringing] – I’m
sorry about that – and then I moved fairly close before I married and I used to dine
with him as often, well not very often, but often enough to get to know him. Now he
was a very shy man, he was well-built, he was deaf and a very piercing voice because
he was deaf, and very clipped in his expressions. He was not remotely interested in
the business that I was supposed to do with him, I mean he had wealth.

D’you know what the source of it was?

It was the Stone, J Stone Propeller Company, which then merged with Platt Industries
in Lancashire, the textile machinery people. But his family built up the marine
propellers, big business, engineer. And he was passionate about engineering, he loved
cars and old Bentleys and he used to discuss those with my uncle who was also
passionate about cars. And my uncle was very upset when Ernest switched his
attentions to me and ceased to talk to my uncle. It was the one thing I think that I ever
did – I didn’t do it, it was Ernest did it – that upset my uncle. Anyway, he found it
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very interesting talking about clocks and watches to me, which he loved doing and
even to the tune in the end of breaking all his habits and coming along to the office to
see me to bring some things, because he wasn’t interested in the business we did when
he came along to the office I had to shout at him the price of Victory Bonds, which he
then bought three hundred thousand of and he then pulled out of his pocket his latest
acquisition which was a Breguet watch, whereupon I could drop my voice because he
heard everything when we were talking about horology. And he was a lovely man
and he was lonely I think, his wife Charlotte, they got on well together but I think the
loneliness of deafness was what he suffered from. And he was a nervous man, he
once bought a whole fistful of equities and then sold them a week later because he
couldn’t take the risk. But he knew about his objects, he knew a great deal about the
mechanisms of the clocks and fascinating to listen to him talking about where he
acquired each one and how and he could remember the history. So he was a man of
great passions and had the money to pursue them.

What was it about those clocks that excited you so much?

I think they’re beautiful. They’re more than beautiful. A classic English clock of
1700 is black and it’s – not always black, some of them are in walnut woods, but the
ebonised and ebony cases and then on those cases you have either ormolu or silver
mounts which are a very strong contrast with the dark ebonised or ebony colour. And
the proportions are so good, they’re very classical proportions; the dials are square
with lovely silver dial plate and spandrels in the corners and very elegant hands. But
it’s more than just the elegance of them, it’s the fact that they do something, there
they are, busily ticking away and telling you something rather important, namely the
time. I can’t bear to go into a house where there are clocks and there’s no ticking.
Ernest’s house was full of ticking because he had several clocks in the dining room
and several in the hall and in the sitting room. And he also had furniture and that’s
the point of your question, we’re taking a long time getting to it, he had some good
furniture so that was my first insight into what a civilised collector did when
furnishing his house.

Do you remember the furniture?
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Well there was some good mahogany furniture there, some carved. And I can also
remember some of the pictures, I think there were two Constable sketches there. But I
wasn’t really looking at the pictures then because I was so fascinated by the clocks.

Do you know how he started collecting clocks?

Well he was an engineer and I think became interested through engineering, I think.

And perhaps we can just go back a tiny bit, because it will then link in with this. You
said last time that you were steeped in classical ideas from your education.

Yes, yes.

Can we actually pin down what, what really has absorbed you?

Well classical teaching to begin with, all about grammar and language, so at that stage
of my, school that is, the school stage of life it was mainly about language. You
didn’t learn to speak it because they’re dead languages, but you learned to translate it
both ways, either into English or out of English into Latin or Greek. And in those
days at school you didn’t have much of a free rein, you were taught grammar
mercilessly and you were taught what were called gobbets, which is colloquial
expressions, drummed into you.

For example, what?

Oh, I can’t Cathy, I can’t remember. [laughing] I’ve forgotten them all. I can’t
remember any of the gobbets because they’ve all slipped the memory now, it’s too
long ago. But the business of translating into Latin or Greek I found very difficult,
because I’m not a natural linguist and I find it very difficult indeed cottoning on to the
colloquialisms in the languages. I could recognise them when I was translating the
other way, but I didn’t have a feel for naturally using them. But being no linguist I’m
afraid I’ve not kept up my Latin and Greek reading. I greatly regret that. I did pick
up some Plato the other day but I made somewhat heavy weather of it and gave up
after about page four, realising that I’d let it slip too far. Other friends of mine have
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kept it going and I admire them for that. So what lingered with me was the later
studies, because having got the grounding in the language at school, at university you
go on to broaden your interest into philosophy or history or whatever. I chose
philosophy. We had to read classical history as well, but I didn’t do terribly well at
that because I was more interested in the philosophy. And we also had to continue of
course studying language, which is essential. At university I studied Plato and
Aristotle and other Greek philosophers and I found that very fascinating. So that’s a
very enduring trait of my whole life because I’ve always been steeped in Platonic
philosophy and Socratic philosophy and all those marvellous Greek guidances and
expressions like ‘know thyself’ and ‘nothing to excess’ on the one hand and on the
other hand the sort of Platonic diaeresis, the way of analysing any problem and
realising that if you go along this course you’ve got three choices, and go down any
one of those you’ve got these choices. That’s a very Platonic idea. And I’ve also
thought that if anybody can understand Aristotle you can really understand anything if
you apply your mind to it. So I think Greek philosophy’s been very important to me.
Now coincidental with all that of course you find yourself looking at Greek temples
and Greek architecture and Roman architecture as part of the overall study of the
civilisation.

Again, in illustration?

In illustration. I’ll come back to that in a second. And you become more interested in
all classical fields. It’s certainly been a great help to me in my writing on neoclassical
art to be familiar, reasonably familiar with Greek myth and Roman myth and the
Greek Pantheon and architectural motifs and so on, that’s all been a great help. I
haven’t had to go back and start learning it all over again.

But when you say ‘familiar’ with it, do you also love it or it’s just knowledge?

No, it’s in the blood. Oh yes. Absolutely.

And did you, right from being a schoolboy have that response?
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Oh, I really enjoyed the whole classical world as a schoolboy. I didn’t know much
about it. There were no opportunities in those days. Schoolboys no, they didn’t
travel. There was no foreign travel. You were only allowed to take twenty-five
pounds abroad if you managed to afford it at all. So I didn’t travel till I was in the
army in Germany, at the age of nineteen, and I didn’t go to Italy until then, 1954 it
would have been, when I went to Rome and very romantic it was, amazing. I got on a
train which was marked ‘Copenhagen Roma’. Totally beyond the conception of a
little English islander that any train could go from Copenhagen to Rome. And then I
was duly deposited in Rome and completely bowled over. At the age of nineteen I’d
never seen a great classical building and to see the Pantheon in real flesh for the first
time was just totally overwhelming.

Tell me about it.

And then I didn’t go to Greece of course until I was an undergraduate.

Tell me more about Rome.

Rome? Well I arrived there at midnight, feeling rather tired because in those days you
didn’t have sleepers or anything on the train, you travelled rough.

Were you alone?

I was alone, I had no hotel, so I had to find one and then the next morning was a
lovely morning and I wandered down to the Forum, because the Forum had been part
of my upbringing and classical training and I just couldn’t believe I was there,
standing over, looking at this cradle of Western civilisation. And I was in a sort of
three day dream, walking round all these classical buildings. It’s so interesting
because I’d not met the Baroque, I didn’t understand Baroque art, I was only into
classical art so I went to the classical sites. I did go to St Peter’s, which has a very
fine classical pediment with lots of pillars on the front, so I recognised that.

What did you think of the inside?
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Well, it’s huge, it was awe inspiring for size as a building.

But you didn’t understand it?

I didn’t understand the architectural modifications of the classical ideal, no, no.

And were you shocked by them?

No, no. No that came later when I began to understand what Borromini and Bernini
were doing. And much, much later, I mean thirty years later we spent a Baroque
week in Rome only going to Borromini and Bernini and that was fascinating.

[End of Part 22]
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But I think the young today are so lucky because they can travel from early age and
they can supplement their school education with visits to the places where whatever
they’re writing was written. I didn’t get to Greece until I was a student at Cambridge
in 1957, again travelling very rough over land, no flights or anything, you didn’t go
by air. And that again was an overwhelming experience to actually go to the
Parthenon and go to the Acropolis and then go to the Theatre at Epidaurus and
Temple of Zeus at Olympia. These things were beyond imagination and to actually be
there physically and play games with your companions, like reading a bit of
Theocritus or something on a Greek hillside.

Who were your companions?

They were other students in university. In those days all male of course, you didn’t
travel with your girlfriend in those days, you wouldn’t have dared. [laughing] The
young are rather lucky in that respect too.

And, so when, after you’d met Ernest and you had all these elements in a way coming
together, how long was it before it crossed your mind that you might own a clock or a
piece of furniture or whatever?

Well that would have been 1959 I think. Then we married in 1960 and in 1960 we
bought a barometer, a very cheap barometer, in Peterborough. Not Peterborough, I’m
sorry, Stanford, Stanford.

What was it?

It was – can I just ask you a question?

Before you answer that, could we just deal with another subject which is going to
overlap with this one, but can we just talk about the gifts you have given to public
collections?
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Yes.

Which is mainly the Fitzwilliam isn’t it, I don’t know.

Yes, almost entirely.

Can you talk about that without talking too much about necessarily commissioning
work because I’d like that to come into – well, let’s see how it goes.

Yes, yes. Well you’ve asked me about the things we’ve given to museums. It’s pretty
concentrated, I have given automata to the Museum of Childhood because I thought
it’d be a good home for them. Not very many, the ones that were too big to house in
my own little collection of automata, and they had a good educational value. And I
gave a great wave machine to Cardiff because there again, it was measured ten foot by
four so there wasn’t much hope of housing it.

What was that?

Well it’s a wooden machine, when you turn the handle it creates waves. Made by
Peter Markey who’s a very good craftsman. But my major effort has been to build up
the collection of contemporary craft at the Fitzwilliam Museum in Cambridge and I
do that for a number of reasons. First I’m the Honorary Keeper of the Fitzwilliam,
Honorary Keeper of Furniture at the Fitzwilliam in Cambridge and have been since
Michael Jaffé was the Director. So I have a connection with the Museum. But
second, I was at Cambridge and I used to enjoy going into the Fitzwilliam Museum
and looking at it and its lovely collections. And third, when I looked at the collection
of contemporary craft that they’ve got, they didn’t really have anything truly
contemporary, they rather stopped at Bernard Leach. Much as I admire Bernard
Leach, a collection that doesn’t reflect the later development of craft in this country
and the use of colour and certain techniques, I think it’s a pity. I said at the time, I got
myself rather unpopular, that their collection was all a bit brown, which it was, but
that didn’t really go down very well with those who admire Bernard Leach. So I
started giving them pieces of craft made by young, preferably young, makers. This
was some years ago now so we’ve got quite a programme going and we’ve given
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them largely glass and ceramics. We’ve not strayed into jewellery and metalwork or
textiles because there’s so much work going on in glass and ceramics, there’s quite
enough to keep us going in those two fields. And it certainly has created a very
interesting collection.

So are you buying work to give to them rather than giving them work that you’ve
decided you don’t any longer want?

No, I buy work to give to them. Yes.

And is it entirely your choice what goes?

Yes. One or two things have been quite amusing – and strictly speaking, anything
that we give them, because they go as joint gifts from myself and Judith, strictly
speaking they have to go in front of the syndics of the Museum for acceptance, but
they’ve never yet turned something down. There was one time when I bought an
extremely florid piece of glass by Bob Crooks which was a plant, clear glass stem, but
highly coloured petals and in some ways you could call it quite vulgar, quite
shocking. But I decided really it’s a showstopper; you couldn’t walk by it. If you
walked by it in a showcase you’d have to stop and look at it. And so I bought it and
Duncan Robinson, the Director, was a bit doubtful about it, he thought this was rather
lowering the grade a bit and I said well, put it in front of the syndics, of course if they
say no then too bad, but I don’t think they will say no, and they didn’t say no, they
accepted it. Well, two years later, in the Fitzwilliam’s biennial review, they [phone
ringing] illustrated full… they illustrated full page what they regarded as their more
remarkable acquisitions and there was my Bob Crooks’ flower, so I felt very
vindicated by that.

Would you have bought it for yourself?

Oh yes, I might have done. But we don’t have a big house so there isn’t room for lots
of fragile glass and ceramics and there’s just a big problem of displaying glass and
ceramics, somebody can knock them off the table or – it would be easy to do with the
backward push of a hoover, you know. We had on a windowsill a lovely vase by
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Pauline Solven, a highly coloured and very technical, technically difficult glass vase,
about eight inches high, and my wife was hoovering the stairs and on a backward
sweep, caught it. And I was one floor up and there was a tremendous explosion; I
couldn’t think what she’d done. I rushed down to see whether she’d blown up or
fallen down the stairs or what, and it was the Pauline Solven glass vase, which was
obviously made under such huge tension, when it broke it exploded like a bomb. So
there we are, we don’t have a Pauline Solven vase sitting on the windowsill now.

And were you kind about it?

Oh of course. What would you do? I said, ‘There, there, there. These things happen
when you’re hoovering’. [laughs]

Just out of interest, do you ever hoover?

Yes, it has been known. Not every week and only when she’s fed up with it or there’s
something that needs hoovering that I can reach and she can’t, so if we’re hoovering
the top of a tall chest or – our bed has a canopy on the top, so the top of that which
only I can reach.

For the Fitzwilliam, are you building up a collection with a shape in mind?

Yes, I’m deliberately building up a collection representative of contemporary craft at
the time I buy it of course, on the whole they’re new. I will sometimes buy something
that’s ten years old if it fits in with the pattern of the best ceramic and glassmakers of
our time. And they’re British, I haven’t yet given them anything that’s not British.
Maybe I should, but there have been enough craftsmen to handle without going
beyond British. So it’s – Bob Crooks is one, Galia Amsel who’s a young glassmaker
who casts glass in lost wax. Bruno Romanelli who works in the same studio as she
does, who produces cast glass again. Rachael Woodman who produces beautiful
coloured glass bowls and – what to call them – flagons I suppose you call them, but
they haven’t got any handles. And I think she’s a very innovative maker. Then a lot
of leading ceramic makers. I mean Carol McNicoll who makes extremely humorous
pieces of ceramic, sometimes using old Wedgwood plates but usually making her own
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models. But some of them are humorous pieces showing dancers, but it’s actually a
dish to hold bananas. And Michael Flynn who uses Meissen techniques to produce
little figurines, but they’re extremely modern in feel and tremendous movement about
them. So I gave the Fitzwilliam one which he called Catching the Cock, which is a
figure holding on to a cockerel. Very free flowing modelling. And Kate Malone who
is a miracle worker with glazes and she produces objects that again you could
consider quite vulgar, in a sense rather baroque objects too, they’re full of movement.
The last one I gave of hers – well I’ve given them two pieces by her, one was a
pumpkin vase which was illustrated in the last Fitzwilliam biennial report, which is
like a pumpkin, it’s green and yellow glazes and a lid, looking like a pumpkin. I think
it’s a masterpiece.

Why?

Because it’s so beautifully made and the glazes she applies to it have great depth.
You know, you can pass by a piece of glazed pottery but you can’t pass by hers
because there’s something very intriguing about the application of the glaze, so the
shape is satisfactory and the glaze is satisfactory. Of course a work of craft doesn’t
match up to a picture or a sculpture because it’s not got the same storyline, it’s not
mystifying you in the way that a landscape will mystify you. It’s a thing, it’s a
consumer good, it’s going to be used or at least, very least sit on your mantelpiece or
your floor saying I am a pot. It’s not telling you I am Daphne and I’m about to be
caught by Apollo. It’s a pot, you don’t get away from that. Although some artists
like Philip Eglin who I’ve also given to the Fitzwilliam will put transfers on his
modelled figures which remind you of almost anything, the Vietnam War or CocaCola or whatever, so that he brings a storyline into his pottery. But going back to
Kate Malone, she does produce extraordinary effects with her glazes. And the last
one I gave them is a heart-shaped object which has a heart-shaped cavity dug out of it
and then it ends with almost what is a stringed instrument – what do you call the end
of a stringed instrument, the piece you hold in your left hand as you’re playing with
your right hand – and ending up with the curling motif of a violin at the end. So
you’re not quite sure whether it’s a musical instrument or an organ, an organ in the
sense of your heart. And again you can’t walk by it because the colours are deeply
shocking, they’re, the inside of the heart-shaped cavity is bright orange red-yellow
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and the rest of it is blue and the colours just do shock you and you’ve got to look at it.
And then you start thinking well, maybe this is telling me something. Is it music or it
is telling me that I’ve got a heart and actually it’s a somewhat perilous organ [laughs]
because it’s these violent colours. And that object does make you think and I think an
artist who can create a piece of ceramic that makes you think is a considerable artist.
It’s good fun, it’s good fun. When the twentieth century gallery comes back on
stream I hope they’ll show a lot of them. I think they’ll demonstrate that British craft
is alive and well.

Just tell me a little bit about Duncan Robinson.

Well I don’t know all that much about Duncan. He’s, I think he’s been a good
Director of the Fitzwilliam. He’s now become Master of Magdalene also, Magdalene
College Cambridge as well, so he’s got two jobs. He knows a lot about British art.
I’ve never heard him lecture, so I can’t tell you what he lectures like. I’ve only seen
him as a museum administrator, I’ve had things to do with him in the building up of
this collection, I’ve always found him extremely straightforward and practical, very
acquisitive, he wants to help the Museum. He’s very good at that, he’s good at
finding objects. He’s masterminding the refurbishment of the Museum at the moment
with the creation of a new space made out of a derelict courtyard, and I think he’s
running his staff well. What I can’t tell you I’m afraid is much about what he’s like in
private because I don’t come across him in private life.

Did you approach the Museum with the idea of giving to them or vice versa?

No, I approached them, I asked to see what they’d got and when I’d seen what they’d
got I said I thought we can do something about this.

How wonderful.

Yes.

And, last question before we put the other tape on. What were you like as a
draughtsman yourself, did you…
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Draughtsman?

Mm. Or even just at the level of art at school?

Well I’d like to learn to draw, I never have learnt to draw. At school I doodled quite a
lot and when I edited the school magazine I had the arrogance to publish some of my
line drawings as cartoons, but they were no good. I mean they weren’t art in any
sense. But I would like – it’s one of the things that’s been on my agenda and I’ve
been wondering how to set about it and indeed I’ve been wondering whether I ever
will set about it, but I would quite like to take some drawing lessons.

And what about practicalities, I mean could you build a piece of furniture?

I think I could learn to do that. I wouldn’t attempt to it without learning from a
craftsman.

And could you build a clock?

No. Again, I’d have to learn.

But you’re not someone who would think it was a hopeless…

No, no, my brother Patrick is much better with his hands than I am. I mean I can
repair a lot of things, but I’m not good enough at it. I’ve visited a lot of workshops in
my time and I spent quite a lot of my lunch hours in the City in a clockmaking
workshop in Clerkenwell watching Dan Parkes repairing clocks and making gear
wheels and drilling holes and constructing and I’ve spent a lot of time also in Garner
and Marney’s barometer workshop. So I know a certain amount about the techniques
but I’m not good enough with my hands to be able to do that without a lot of training.

[break in recording]

You were saying I hadn’t mentioned God and death.
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[laughing] I don’t want you to.

But I have, I’m afraid, now. After our conversation last week or whenever it was, did
you have any subsequent discussion with your wife about religious belief?

No, no. Didn’t, no. I haven’t had time to - we’ve been so busy, I’ve not had time to
report to her on your importunate questions at all, but I will do. But…

[break in recording]

Put it back on again, you hadn’t quite finished. [laughs]

[laughing] You cut me off.

[break in recording]

No I wasn’t. I’ve just put the tape back on because as soon as I took it off you started
saying interesting things again. You were saying, I was saying I was surprised that
you hadn’t learnt to draw and you were saying that it was something that seriously
upset you that you hadn’t.

Yes, yes.

But you then went on to say there were other things.

Well, you make me think because there are so many unfulfilled things in life. I’ve
loved to have learnt to draw when I was much younger. I did do some drawing of
landscapes and things but they weren’t any good and they’re now hanging in my
daughter’s house ‘cos she wanted to hang them and I was threatening to throw them
away. But not having any sort of formal training, I never got anywhere. I’d also
loved to have kept music going, because we both sang a lot in our youth. Choral
singing that was. And I just wish that we’d had the imagination at the age of about
thirty to form a group of say sixteen people who would meet regularly and sing the
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repertoire together. And there are so many other things which one would have liked
to have done, but life’s too busy and I had a, extremely busy job and on top of that I
chose to write as well so there wasn’t any time to contemplate adding yet more fun
and excitement on top.

I can’t remember – is this your only home or do you have other houses?

No, we only live, we don’t have a second home at all.

And the drawings that your daughter has, what are they of?

They were drawings I did in Greece when I went there. I sat on sundry piers and drew
harbours and things of that sort.

When was this?

1957.

Okay.

[End of Part 23]
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Could you tell me your name and today’s date please?

The name is Goodison again. The date is the – what is the date Cathy?

I think it’s the seventeenth.

The seventeenth of April, 2003.

For the record, let’s say what you’ve just been adding up.

Oh, you mean how long was I Chairman of something?

Yes.

Yes, well somebody the other day asked me that and they said what had it, my various
chairmanships add up to so I responded to the challenge and worked it out. It depends
whether you include the Chairmanship of TSB Bank, but on the whole I’ve ruled out
all subsidiary companies because I was Chairman of many subsidiary companies at
the Stock Exchange and at the TSB. But if you rule that out, then I’ve done about
eighty-seven years of chairmanship of various organisations. So I’ve got another
thirteen to go if I feel like Boycott and want to get to the hundred.

I hope you do, since you’re going to be Chairman of NLSC.

Well it would be rather nice to achieve a hundred. I have no great ambitions, but it
would be nice to give a party wouldn’t it? The centenary party.

Of everybody involved?

Yes. And I’ve also ruled out deputy chairmanships, I’ve done about twenty years of
deputy chairmanships, I don’t think they count.
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No I think you’ve got to be fully ambitious. One thing I don’t think we’ve talked about
properly is your involvement with the ENO.

Well I was Deputy Chairman of English National Opera for… looking at my crib, I
was Deputy Chairman for eight years, but on the board for about twenty and – have
we not talked about that earlier at all? In my pedantic way I must go back to the
origins, but I joined the board almost by mistake because I was giving a speech on
capital markets to the Press Association and the host that day was Bill Barnetson, who
was on the board of ENO, but I didn’t know that. And during the lunch before I gave
the speech we weren’t talking about capital markets or financial affairs, we got talking
about opera and had a very interesting conversation and about a fortnight later a letter
arrived from Kenneth Robinson who was the Chairman of English National Opera
saying would I like to join the board, which was a really lucky break because I adore
the company and it has been a really big part of my life, my musical life. I’m not a
musical practitioner so I’m a listener and a hearer, although I used to sing quite a lot
when I was young, I very much like choral music. And it’s taught me so much about
opera. What more d’you want to know?

Well, what was the role of the board and what were the issues during your time?

Well, the role was uneasy in the sense that the money largely came from the Arts
Council and the lines of accountability weren’t that clear when I first joined the board.
But we were a board of directors, we took our responsibilities seriously in terms of
wishing to balance budgets and at the same time wishing the company to pursue an
adventurous artistic policy and a policy that fulfilled what we saw as the company’s
role, which is to be the people’s opera, to appeal to the largest possible audience,
while maintaining an adventurous artistic policy. Sometimes those two clash of
course, because you put on a new opera or a startling new production and it won’t
attract the crowds. But you have to pursue both policies if that is your aim. I think
over the years it was a very successful operation and it certainly attracted huge
audiences over the years, it plays more productions of opera than any other company
in the country, it attracts a larger audience than any other opera company in the
country and at cheaper prices. So of course the Coliseum has become a very dear and
favoured haunt to a loyal audience, it’s a great theatre, designed by Matcham in the
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early years of this century as a variety hall and was seen, I think it was Norman
Tucker who was then running Sadler’s Wells and he saw the Coliseum as an
opportunity to develop the Sadler’s Wells Opera into something more significant. It
still owes its roots very much to Lilian Baylis who founded the Sadler’s Wells Opera
and was very keen on educational aspects of opera, so it runs a good educational
programme in addition to its production programmes. It’s had stormy times, largely
due to financial constraints. There’s been a strong strand of government over the
years that I was involved of asking the question, why do you want two opera houses
in London. So there was a big political role for the board to convince people who
didn’t seem to know very much about music and opera that that judgement was
completely wrong, that Covent Garden is grand, international opera playing with
international stars who fly in and do their thing, and it’s a wonderful house of course,
but it’s not the people’s opera, its ticket prices are much higher, the whole operation is
grander and English National Opera is much more basic, down to earth, people’s
opera of the sort that you find in, all over Italy and didn’t really exist in this country.
When I joined the board, English National Opera was the touring company. Went to
centres like Bristol, Birmingham and the north. Since then of course we’ve seen the
establishment of Welsh National Opera and the Scottish Opera, both very successful
and Opera North which started life as English National Opera North and indeed I
attended the very first inaugural meeting setting it up with George Harwood who lived
near Leeds and was very keen to set up an opera company in the north based on the
Grand Theatre in Leeds. And after a year or two it established itself as its own
company without English National Opera supporting it and became Opera North,
another very successful opera company. And I think it’s wonderful to see this really
great art form becoming more popular in this country as it unquestionably has. And I
think English National Opera has had a big role in that.

When was the first meeting to do with English Opera North?

I didn’t hear that Cathy, I’m sorry.

When was the first meeting to do with setting up the company in the north?
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Oh we’d have to look up the dates, but it would be sometime in the late seventies or
early eighties, I think late seventies.

And was it Harewood’s initiative?

Yes, George was always keen to establish an opera company in the north of England
where there wasn’t one and I think he was right and it’s shown by events that he was
right.

What’s he like?

Oh George is a wonderful character. He’s – I mean first of all let’s say that it’s
extraordinary that somebody who’s born to a life of privilege as a potential Earl,
grandson of the King, brought up at Harewood, one of the great treasure houses of the
country, should establish himself as a leading expert in a field which you wouldn’t
expect, namely opera. He – you should read his memoirs – but he fought in the
Second World War and was captured near Casino in about 1944, so he was a prisonerof-war, having been wounded quite badly, and he was eventually transferred to
Colditz because he was regarded as an eminent prisoner owing to his relationship to
the royal family, and was eventually liberated by the German General who received
the notice of execution and refused to carry out the execution and liberated the
prisoners including George himself. So that was a remarkable escape twice from
death. And he went on to work at Covent Garden, he was passionate about opera. He
founded Opera magazine and ran that for a while. He ran the Edinburgh Festival, he
ran the Perth Festival, then eventually became Managing Director of English National
Opera at the Coliseum and he was Managing Director when I joined the board. And
we became very firm friends. And when he ceased to be Managing Director he
became Chairman of the Board. Arnold Goodman who had been the Chairman
became the President. And George was a great ambassador and not only that, but of
course he was artistically extremely sensitive and let you know in no uncertain terms
if he didn’t agree with an artistic decision or didn’t like the production. But I think he
was very good at nurturing talent; he nurtured those two great talents, David Pountney
the production director and Mark Elder the conductor at English National Opera. And
I think if you spoke to them they would say they owed a great deal to George’s
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encouragement and intense interest in the art form. Of course, as you also know, he
edited Kobbé, the great reference book on opera, rewrote large parts of it and wrote
new parts of it, adding new composers and new operas. And he was just profoundly
knowledgeable and enthusiastic. I’m now the trustee of the Harewood House Trust,
having got to know him very well, and so I see a lot of them. And I’ve always found
him a very dear and sensitive friend. I must tell you my first meeting with him
because it was in strange circumstances. I had agreed to give a talk to the
Chippendale Society in Leeds, not about finance but about furniture and I’m afraid I
forget the year, but it would be early seventies I guess. No, it might even have been
late sixties because I was then engaged in writing my book on Matthew Boulton
which was published in seventy-four and I had asked the agent at Harewood if I could
come over to Harewood while I was up north giving this lecture to look at the
Matthew Boulton vases in Harewood because there are some, although they’re not
documented it’s – I don’t know how they arrived there, still don’t know, but there
they are. And the agent said yes, come over and we fixed a time for the following
day, after my lecture. And we got into the train at Kings Cross to go to Leeds, my
wife and I, and across the corridor, the aisle, were these two people who appeared to
be arguing and getting quite heated about it, but actually they were discussing the
diary and I thought this was some businessman going off to some business haunt with
his secretary and arguing hard about the diary, but I realised that since the
conversation was getting somewhat heated it couldn’t be that and it suddenly occurred
to me that this was George Harewood because I’d seen his photograph and so on.
And it was, it was George and Patricia, his dear wife. And so I plucked up my
courage and went over and said who I was and of course they’d never heard of me,
and I said I was coming to Harewood on the next day to look at the Boulton vases and
George instantly said, ‘Oh, come to tea’, which was generous since he’d never met me
before. However, we went to tea the next day at Harewood and we had a really lovely
conversation, the four of us, and I did my homework on the Boulton vases for my
writing and went away. So we had no idea we were going to meet again on English
National Opera at some later date, neither of us. We had no idea that I would
eventually become one of his trustees, and even more interesting is that later when he
was talking to Patricia, she said did he know who I was and he said no, but some
academic boffin from some university somewhere no doubt and she said, no, no, no,
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he’s the Stock Exchange, which took George aback. So we had an interesting
introduction to each other and life is full of coincidences.

What are the problems about Harewood House, what does he have to juggle there?

Well Harewood House is one of the great treasure houses of Britain, it has got the
most significant collection of documented Thomas Chippendale furniture in the
country. It has a series of startling rooms designed by Robert Adam in the 1760s,
seventies. It has an extraordinary collection of pictures and porcelain. Quite apart
from that the archives are fantastic. It’s surrounded by a Capability Brown landscape
of great beauty. The house, as you know, is up on the crest of a hill looking down
towards the lake and it’s one of those national treasures that must be preserved for the
enjoyment of future people at all costs. It has an enormous number of people visiting
it every year. It’s the most popular visitor attraction in the north east of England, it’s
just been awarded, not for the first time, the sort of North Eastern Awards for the
prime visitor attraction. It goes to a lot of lengths to interest visitors with its walks
across the estate and the bird garden, which is one of the leading bird breeding, rare
bird breeding centres in the country. It’s quite impossible for a family to sustain the
costs of running the house in the interests of the public. And so about twenty years
ago George sold some land near Leeds and endowed a new Trust with the proceeds of
that land, hoping that that would be sufficient to keep the house and its contents going
for a long time. And it has kept it going for quite a long time but it’s not going to be
enough for the future. And imagine what the cost of re-roofing the house alone is
like, and it’s been done. The stable block, which is designed by William Chambers, is
grade one listed. It will cost millions to put it right, it’s in a state of considerable
decay as a result of weather and general wear and tear. Remarkable things have been
done under George’s guidance inside the house. They found a lot of the pieces of
mirrors and over-mantels and over-door decoration in chests in the storerooms in the
farm, which had been stripped out by Barry when he did a lot to the house in the
1840s and made a more nineteenth century feel to it. And also, it was really
desecration. Dismantled a number of the Adam mirrors and decorations in order to
achieve that. Anyway, they’ve been found, they’ve been restored, the mirrors have
been put back – again, at enormous cost. The great bed, state bed has been restored
with help from the Lottery Fund and is now back in the house. The most sensational
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example of a gilt four-poster bed with a dome in the country. The room itself of
course was vandalised by Barry, if that’s how you describe Barry. Others would say a
remarkable piece of nineteenth century conversion, but I think it’s vandalised because
he took out the alcove in which the bed should sit and put a service corridor in the
space, so the bed is now sitting awkwardly out into the room, it should be in the
alcove. But, you know, what could be done to restore the house to its eighteenth
century grandeur has been done and the great saloon with its Venetian windows has
been restored and pictures have been re-hung, so it’s a sensational experience going to
Harewood today, the house and the grounds and the garden. And I hope very much it
can be preserved for the future, but it will require further capital to back it and that is
something that we’re all discussing at the moment as to how we can find that capital.

Do you ever feel defeated? I mean you’re terribly involved on the one hand in raising
funds to create new works of art or purchase them. I was wondering if you ever felt
overwhelmed by the amount of money that needs to be raised, both on the one hand
for commissioning new artists, new work and on the other for restoring and
maintaining?

Well that’s a complex question Cathy. There was one point when my wife and I sat
down and we worked it out between us we were looking for eighty-five million
pounds and we thought we’d better not do this sum, let’s just go away and do some
work. It is daunting, but if you’re working on a really worthwhile project you don’t
think about that. What you think is, how can we achieve this project, can we achieve
this project. If we are to achieve it, how do we find the money and who are the fish
that we have to go fishing over. And you’re not alone in these projects, it’s teamwork
and each project requires a different team of people. In the case of English National
Opera, that is an enormous project, the amount of money needed to restore the
Coliseum. I don’t know the precise figure, but it was something like, it was in excess
of fifty million pounds. And clearly the Lottery had a very big role to play, both the
Arts Council Lottery and the Heritage Fund Lottery, because it’s a heritage building
quite apart from being an artistic centre. They didn’t produce, alas, as much in
percentage terms as they produced for Covent Garden, which I thought was the wrong
decision. I thought ENO is the people’s opera and they should have produced more
than they did and maybe at some point in the future they’ll make it up. But there have
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been some very good donors. I’ve not been involved in the major appeal this time
round for ENO because I’ve left the board, but they’ve kept me closely in touch and
I’m a member of the Appeal Council and so I produced a few names for them, but it’s
been a wonderful team job, led by the present Chairman Martin Smith, who himself
has put up a lot of money. When you turn to a smaller project – I’m just trying to
think of one that matches what I’m saying – well, raising money for The Burlington
Magazine where we started with nothing, when we extracted it from the Thomson
organisation in 1986 and needed to establish an endowment fund because it incurs a
publishing risk and we wanted to feel that we could incur that risk for three years
when advertising were falling off or subscriptions were falling off and still be in
business. And we’d needed to find an endowment of maybe about two million. Now
that sounds a lot of money but clearly we have to find it from people willing to put in
a lump sum into the endowment and we found a number of benefactors willing to put
in fifty thousand dollars each and we built that fund up. It’s now got to about one
point seven million, so we’ve got about three hundred thousand to go and we’re in
business. And I’m very happy with what we’ve achieved over those eighteen years.
In addition to that we were able to buy our freehold, so the magazine’s safe. But
that’s been a matter of patient work over eighteen years, looking for new salmon to
cast a fly over. So you need a team, you need an objective, you need inspiration, you
need the conviction that you are really working on a quality project. The Courtauld
was a quality project. And there we were able to set up the Courtauld as a separately
endowed college owing to two extremely generous salmon - if I could continue my
fish analogy – Getty, J Paul Getty Trust and Dr Lisbet Rausing who was willing to put
up money in memory of her family. But it hadn’t been for those two very generous
benefactors we would not have been able to set up the Courtauld as an independent
college.

How do you feel the climate has changed say, since the war, in Britain in terms of
private individuals making donations to things?

Well at a time when tax rates were extremely high in the 1970s it was very difficult to
raise any money at all and after the reductions of tax rates to more like international
levels in the 1980s, it became a little easier because people realised that they had a bit
more money in their pockets. But it’s taken a very long time for philanthropy to catch
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on. I think people have memories of high tax rates and they have fears of high tax
rates coming back again. But there’s no doubt that today, people are more generous
with their personal money than they were twenty years ago because they could afford.
And private giving has received a number of boosts, the most significant of which in
my view was the ability to give stocks and shares and put the value against your
income tax liability, which was only brought in quite recently and has not yet been
exploited as much as it could be. And then parallel to private giving, you have of
course had the growth of a number of charitable trusts, some of whom have been
immensely generous to the arts. The Esmée Fairbairn Trust, which was based on a
shareholding in the M and G Unit Trust Group and when that was sold out to the
Prudential the Trust found itself with over six hundred million pounds of capital, so it
became immediately one of the biggest givers in the country. It has always beedn
very generous to the arts. The Ellerman Foundation, which was based on the old
Ellerman shipping line, again has been very generous to the arts. And then a brand
newcomer, the Jerwood Foundation, which was based on the fortune made by John
Jerwood in the pearl industry, has been a very generous giver to the arts. And they’ve
all been the unlocking of Lottery money because that again is a new factor, the
Lottery Fund, since twenty years ago and generous benefactors have enabled the
Lottery money to be released as matching money. And so we’ve seen a tremendous
boom in arts projects over the last twenty years, which has been deeply satisfactory.
You’ve probably seen more museum refurbishment and museum building than
anyone has seen since the late nineteenth century when the local business magnates
were financing museums in Birmingham and Sheffield and Newcastle and
Manchester. And that’s been nothing but a boon. However, going back to your
original question, it is still daunting, trying to raise money, but you mustn’t be
daunted, you must pursue the project, convince yourself it’s excellent, convince other
people it’s excellent.

And do you think it’s better to have circumstances where private individuals can make
such a big difference if they choose than to have a central government fund through
tax?

I think there’s nothing better than private patronage because you get passion that way
and if you can switch the passion of a rich benefactor on to a particular project it’s
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 277
C409/133/15 Side A [Part 24]

wonderful, because they take a deep interest in it and they’ll go on coming again and
again and again to see how it’s coming on and they’ll adopt it as something they’re
passionate about. And that may lead them to giving more money in future, so I’m a
great believer in private patronage. There’s also the matter of taste, that a private
patron in my book is more likely to exercise taste and discretion in giving than a
government body will ever do.

[End of Part 24]
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…having to...

I’ve served on government bodies and I’m all for government bodies also helping
with money, but the arrival at the decision, whether or not to support something, is
much more difficult because you’ve got twenty people involved in it and they often
disagree and there have been cases where a really good project fell because of the
majority of the group didn’t agree with it and it’s rather sad when a good project does
fail. Now, I’m biased of course, I happen to have thought that was a good project, but
I was in the minority when it fell but had I been a private benefactor I would have
gone ahead and done it.

When you had to try and persuade members of the Government about the ENO, who
were you having to talk to?

Which facet of the ENO are we talking about, because there are various facets. Let’s
split it from revenue and capital. In revenue funding it was entirely the Arts Council.
You keep in touch with Ministers, but the revenue funding came from the Arts
Council so it’s up to the Arts Council to persuade government and they made need
your help in doing that, that the grant they were getting for supporting opera wasn’t
enough.

Who were you dealing with at the Arts Council over that?

Well that would have been done with the Chairman or myself as Deputy and the
executive management at the ENO talking to the Chairman and Chief Executive of the
Arts Council.

But can you remember who it was at the time?

Well it would have started – there were so many Chairmen of the Arts Council, but
the ones that I particularly spoke to would have been from early days, well there was a
succession of them, but Grey Gowrie was involved when we were trying to buy the
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Coliseum. On the capital side, when we were trying to buy the Coliseum, of course
we start off with the Arts Minister who was then Tim Renton, but there was a big
financial aspect as well so it paid to keep in touch with the Treasury. And I remember
a meeting at – I don’t know how much you know. Did we deal with this on an earlier
tape, I can’t remember? Well if we didn’t, let’s do it now.

To do with the ENO, no, we haven’t talked.

Robert Holmes à Court died and Robert Holmes à Court’s company owned the
freehold of the Coliseum among other theatres and I knew I suppose from my
financial life that the Robert Holmes à Court empire was looking a little short of
money when he died, it was a critical time for property, and so I did suggest that we
should go all out for buying the lease in at the Coliseum if we possibly could because
it was only another twenty years or so to run and it was crucial to our future. And
everybody thought this was quite unlikely but we really had to go for it. But it was
also a very difficult time because it was in front of the 1992 election – or was it the
one before? I think it was the ninety-two election because John Major was the Prime
Minister. Anyway, we went to see Tim Renton, the Arts Minister to put the case,
because it would require special funding the Arts Council didn’t have enough money
by itself, it would require a special grant from central government. And Tim Renton
was sitting there with four or five Arts Ministry officials and they were not at all easy,
they said yes, they would certainly consider it but it was all a very difficult time and
difficult to get any extra money out of the Treasury in front of an election and
politically very sensitive, you know, how would it go down if the Government
announced they were helping opera in a lead-up to an election, wasn’t opera rather an
elite occupation. But of course we countered saying that was not right because the
English National Opera was the people’s opera and we weren’t trying to produce elite
opera, we were trying to produce opera for the masses. Anyway, we would be very
grateful if they would consider it seriously and it was getting somewhat urgent
because we were only given to the end of the month to consider it by Robert Holmes à
Court’s executors. So we left that meeting faintly despondent, but hoping for the best.
But it so happened in those days that the Arts Minister lived at the back of the
Treasury building, so we went down one floor, walked along a long corridor into the
Treasury and into David Mellor’s office who was then Financial Secretary at the
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Treasury, because we’d also promised to keep him briefed since he would have to
sanction the expenditure. And he was in his office alone, listening to a CD, because
he was passionate about music and he always listened to music in his office. Helped
him work I suppose. And we sat down and said the same and David Mellor looked up
and he said, ‘We’ve got to do this. We will do it’. And so we were thrilled by that.
He said he would deal with the political problems, he would deal with persuading the
Prime Minister that this didn’t matter in front of an election and he would find the
money. So there we were. Now, whatever you think about David Mellor, and people
have mixed views on him, not without reason, I’ve got to give him full marks because
not only did he see the importance of doing that property deal, it was a wonderful
deal. To buy in the freehold of the Coliseum at this critical time, not only did he see
the point of doing it as a property deal, he saw the point for the future of English
National Opera, he understood the musical importance of doing it and he never took
credit for doing it. When the eventual announcement was made, it was made by the
Arts Minister, it was the Arts Minister who took the credit for doing it in front of the
press and the Arts Minister who was thanked warmly for doing it and seeing it
through. And to do Tim justice I think he did deep down want to do it, just he didn’t
have any power to do it, the Treasury had the power, but David Mellor retired
gracefully and did not take the credit, which he deserved. And that ensured that
English National Opera had a secure future home, which was a great moment in its
history.

But you should take the credit because it was your idea.

No no, no I don’t, no I mean I was part of a team but I certainly saw the opportunity,
but that’s the job of members of a team, you work as a team and some people have
one idea and other’s have another idea, it all contributes to the whole.

But don’t you feel like screaming when you go and they say that opera is elitist and
you have to go through…

Yes I do scream.

…such a tired argument.
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I think it’s such rubbish, complete rubbish. Opera is an art form, it’s in my view,
more or less the perfect dramatic art form because you’ve got the drama and you’ve
got the music which is telling you more about the drama, so it’s to my mind more or
less the perfect stage type of drama and go to Italy, nobody argues about opera, it’s in
the blood, you see the opera in San Gimignano or some other small town and people
rave about it. To them it’s the perfect art form. And if you go to the opera in
Nottingham or Birmingham or Newcastle you see it there too, people fill the house,
it’s a wonderful opportunity to see a great art form. So I think it’s the chattering
classes have got it completely wrong and they don’t understand how important opera
can be to people’s lives. So yes, I do scream when I hear people calling it elite.

But don’t you feel also that they’re using that kind of argument, it’s just such a tired
argument that it’s just a way of stalling things?

Well it’s dying. I mean the people who argue that are quite clearly not in sympathy
with the huge number, of the hundreds of thousands of opera goers in this country. So
it’ll fade away.

And do you remember what…

I’ve been very privileged I think to have been closely associated with one of the
leading companies during this period of transition when opera has moved from being
almost solely performed in the grand opera house to being performed all over the
country.

And do you remember a propos George Harewood what his dislikes and likes were in
productions?

Well I think you must interview George Harewood because that would be far more
interesting, but you know, he’s been a great innovator and a great bringer on of talent,
but there are some productions I think that didn’t entirely please him because they go
over the top, but I think you really must talk to him. I’d be very surprised if he liked
the recent production by that Spanish producer of Don Giovanni at the English
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National Opera which seemed to me to completely destroy the character of Don
Giovanni and Don Giovanni is an equivocal character, he’s quite clearly a terrible
rogue and serial adulterer and rapist, but Mozart makes him lovable, he makes you
almost admire him in the music and I think a producer who destroys that equivocation
is making a big mistake. He portrayed Don Giovanni as a complete and utter rogue
and ruffian. I don’t think he was, he was a refined gentleman who had these
unfortunate traits about him and I think it destroys the drama if you portray him as a
drug-addicted ruffian. I don’t think George liked that either. I find I have great
sympathy with George in the taste in opera. He didn’t mind at all the English
National Opera’s crooked bedsteads sticking out of walls and raincoats that appeared
in practically every production in those days because he could see the innovation. It’s
when the producer actually starts offending against the principles of the original
psychological drama that he would get upset because he was tremendously
knowledgeable about the motives of the composer in writing the opera.

Did you remember any new work being commissioned particularly, either that came
into production or that didn’t make [telephone ringing] it into production?

[break in recording]

Well you ask about new commissions and that is of course one of the tasks that
English National Opera would like to undertake. It’s not been easy over the years
because new commissions cost money, new commissions tend not to attract a big
house, so you can only run a limited number of productions and the box office is
usually bad news and if the Arts Council is rather starving you of funds it’s very
difficult to put on new commissions. But we did a number over the years and I can
remember Ian Hamilton’s Russian Opera, Robin Holloway’s Clarissa. The other
operas I can remember, I don’t think Mark-Anthony Turnage’s Greek was
commissioned, I think it was put on when it was brand new and that I think was a
stunning new production because it was a modern interpretation of the Oedipus
legend and thought to be very brave at the time for English National Opera to put it
on. But I think Mark-Anthony Turnage is a seriously good composer and of course
since then he’s served as English National Opera’s composer in residence. But it was
an eye-opener I think to people and it was interesting how the audience grew for
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Greek and it’s been put on elsewhere since then. So I’d like to see more
commissions. They do take time, a commission might take anything up to four, five,
even ten years from the moment you start discussing it with a composer to the
moment of fruition.

Were you involved at all with The Mask of Orpheus by Harrison Birtwistle?

No, that was put on at Covent Garden first, I think I’m right in saying wasn’t it? Am I
wrong on that?

I think you are, but I wouldn’t go to the stake on it.

Oh I’m confusing it, I’m so sorry, I’m confusing it with Gawain, which will show you
that I don’t really like Harrison Birtwistle’s music very much. The Mask of Orpheus,
you’re quite right, it was put on at ENO and I was away, I never got to it, I never saw
it and the big problem with The Mask of Orpheus was the large quantity of equipment
needed to produce it because it’s partly electronic, I think I’m right in saying. I never
saw it and therefore I’m totally unqualified to comment on it because I neither saw it
nor heard it. I can tell you it had budgetary problems.

Would the board have been very involved with something like that or not?

Well, that’s a very interesting question and it goes to the heart of the problem of the
funding of opera companies and the problem of the position of the board. As I said to
you earlier, the board is ultimately not accountable for the money except as a board of
trustees. It’s accountable in charity law and it’s accountable under Companies Acts,
but it’s the general director who is the accounting officer to the Arts Council. And so
the board’s in an uneasy position and opera is a fearfully complicated financial
difficulty because the artistic director will always want to put on the most interesting
and sensational artistic programme and it’s planned at least three years ahead because
you have to commission the conductor, the producer, the designer, the lead singers
and they all have agents and they all have diaries and this new production has to be
slotted into those diaries. So three years ahead you know who your lead people are in
producing this and you’ve probably agreed some outline fees for them. And then not
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much happens for about two years, then about six months ahead of the production,
you still know who the conductor is and you know who the lead singers are and the
producer and the designer start work, because they’ve been busy in other opera houses
in Buenos Aires or Amsterdam or Copenhagen or Petersburg or somewhere
meanwhile and haven’t got time to think about your production. And about three
months before the production they come with a bill for the design and the production
which is way above anything you’ve ever budgeted – I’m caricaturing this but it’s
deliberate – and at that point the board hears about the budget doubling and it’s clear
that the Arts Council grant isn’t enough for this artistic programme. So what does the
board do? It says to the management, we actually can’t afford this season that you’re
putting in front of us owing to these budget overruns. Then the management says ah,
but this is a terribly important artistic programme, we can’t eliminate any of it and the
board says, but you’ve got to otherwise we’re not going to hit the budget and the Arts
Council are going to be furious. So you cancel a production, or you say you’re going
to cancel a production whereupon you find out that the cost of cancellation fees is
rather more than it would cost to go on with the production. So the whole business of
opera planning is a nightmare and I believe, and I’ve said this year after year, the only
way to solve it, and even that might not solve it, is for regular monthly updates of the
cost of each production from the moment it’s conceived so that at the very least you
have prior warning of running into trouble on the budget. And the only other solution,
which was the solution Peter Jonas when he was Managing Director favoured, is the
Arts Council to pay for everything. But that I think is unrealistic. Peter I think
seriously believed that if he was putting on an artistic programme it was the duty of
the state to pay for it. And the board of course couldn’t accept that because the board
knew that ultimately it was financially responsible under the Companies Acts and
other charity law, let alone the Arts Council being unlikely to actually produce all the
money under the constraints it was under. So, opera production I think is more
complicated than practically any other form of business that I’ve ever been involved
with.

If the board had monthly updates, wouldn’t it simply say no, you can’t develop this
idea, you’re already over the budget?
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Well, the monthly updates wouldn’t do much for the first two years, but as the year in
which it’s going to be produced, this opera, you would begin to notice divergences on
the budget and you might have that much earlier warning that something’s going
wrong and you might be able to say look, the board itself must question under its
fiduciary duties whether we’re really right to go on with this designer because this
designer is going to lead to cost overruns that we simply can’t afford. And that
actually happened in the first attempt to produce The Ring. We never got further than
The Valkyrie because the designs led to massive scenery which was incredibly
expensive, not just to make but also to move between the acts. There was different
scenery for each of the three acts and it was quite impractical. Now that should have
been caught earlier and it led to the realisation that the company could not afford on
the finance provided by the Arts Council to put on The Ring at that time, which was
very sad, but I think it could have been foreseen at an earlier stage. How much earlier
I can’t tell you, but I think it could have been foreseen.

Might it end up with designers just always having to play very safe?

Well I think designers should be cut into the budgeting process much earlier, as
should producers. They tend to arrive on the scene too late. They tend to arrive with
the idea they’re going to produce Otello or something and they’ve got nine months to
work on it now, but they’ve known about it for three years, so I think they should be
involved in the process much earlier. And artists are of course extremely interesting
people but not inclined to look at money too much. The art, quite rightly in my view,
comes first, but sometimes it comes first with a tendency towards extravagance that in
the event can’t be afforded. And I think it needs a dialogue at an earlier stage
between the people who have got to sanction the expenditure and the artist who’s
producing the goods. It works alright after all in fields like sculpture and you get a
proper budget worked out before Antony Gormley actually makes the objects. He
knows he’s working to a budget. It’s just more complicated because there are so
many artists involved in opera.

Did you have anything to do with the Paul Neagu piece that was going to be at
Charing Cross, where there were huge budgetary problems on that?
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No, no I wasn’t involved in that.

But might there also be an argument for the board being more involved in the
production discussions?

Well I’m saying that of course, I’m saying by having an earlier dialogue – and I do
not believe the board should try and second guess the artist on the artistic presentation
of a production. If the producer and the designer want to show Macbeth in modern
dress and raincoats with crooked bedsteads and green slime or whatever – that was
Macbeth – then they should be allowed to do so. But equally they should be
conscious of the possible box office results and they should be conscious of the costs
of the production at an earlier stage. Because in dialogue they might want to modify
some aspect of the production. Now, some artists would say, oh that’s prostitution, in
no way will I modify my design just to suit the tastes of an audience, I’m here to teach
the audience. And that’s a perfectly valid point, but equally they should be aware of
the risks of cancellation if the thing is going to look at complete failure.

But could a member of the board actually be part of the production team?

Well we had something called the Opera Committee which I chaired for a while in
which we wrestled with these problems, but it was only an advisory committee and it
didn’t really work and the lesson I drew from that was there should be a board
management dialogue on matters to do with productions at a much earlier stage in the
evolution of each production. And I don’t know if that’s now done, I hope it is, but it
seems to be the only way of solving the problem. Otherwise you get too far down the
line, you are forced by financial difficulties to cancel productions, which has
happened, you’re then forced to reinforce the repertory with too many productions of
La Boheme or Rigoletto or old steady box office producers, and it destroys the variety
of the repertory and that’s a pity to get to that stage, so I’m all for close dialogue
between board and artistic producers at an earlier stage.

[End of Part 25]
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[Interview recommenced in 2006]
Tape 16 Side A [Part 26]

You’ve remembered a composer you wanted to add.

Well I was trying to remember the other new commission – I must be getting very old
because I simply can’t remember names nowadays – but it was Judith Weir who
wrote I thought a very fine opera [laughing] and I have to admit I now can’t
remember its name, but it’ll come back to me after you’ve left. But I thought, she’s
another I think stunningly good composer - I class her with Mark-Anthony Turnage a contemporary composer who I think will be remembered and I’m very, very glad
that ENO did commission her.

When you mentioned Rigoletto, was that the Jonathan Miller?

That was the Jonathan Miller production, which of course was a startling success.
That’s another interesting thing, you can never forecast startling successes. There
were a number of people at the time who said, Rigoletto in modern dress, Rigoletto in
New York? Very risky. It has turned out to be the English National Opera’s most
successful single production and it’s still running after goodness knows how many
years and still drawing big audiences. And Jonathan, who I’ve got enormous respect
for, saw the advantage of bringing it up-to-date and making it more publicly easy to
accept by putting it in the context of the ‘Dook’ in the New York Mafia, and it was
very effective. And the moment when the jukebox is used in the third act, you think
how corny can you get, this is not going to work, it works superbly. It was just
wonderful having the Duke singing La Donna è Mobile through the jukebox. That
was a very effective production. And English National Opera has produced some
truly stunning productions. I think its Handel productions in the last few years;
Ariodante, Alcina, Semele – I challenge anybody to go out of the theatre after seeing
English National Opera’s production of Semele without being very happy. Xerxes,
Nicholas Hytner’s production of Xerxes which I think is one of the finest things
produced at the Coliseum, bringing Handel’s production in the context of Vauxhall
Gardens and a very amusing and witty production and using all those da capo repeats
as the arias, there’s something going on on the stage, the generals playing a game of
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bowls while the clipping of the hedge of the tearoom, it’s a very, very clever
production. I think its Benjamin Britten productions have been superb. I think its
Monteverdi productions have been wonderful. Orfeo with hardly anything on the
stage. Ravishing singing and ravishing music. And even, I remember Rusalka, David
Pountney’s production of Rusalka which is a very difficult opera to produce, hardly
anybody tries because it’s so difficult to put nymphs by a pool on a stage dressed in
diaphanous garments and hold the audience’s attention. And David put it into the
context of a nursery with the nymphs turned into young, difficult children and
grandfather in a wheelchair and Rusalka herself on a swing over a pool in modern
dress, it was a beautiful and very effective production and a very claustrophobic
production, it brought out the psychology – well I suppose you have to say it was a
post-Freudian interpretation of a pre-Freudian opera, and it was a very clever
production. So I think English National Opera has done stunning things and made
large audiences think about that particular work of art in a way they never thought
they would think about it. You read Kobbé and you read Rusalka in Kobbé, you are
then taken aback by the production on the stage, but when you leave that evening and
you realise that there’s more in that opera and more in that music than you ever
thought there was before, the producer’s achieved something. What I object to is
what I call producer’s tyranny, where the producer is foisting on to the production
something that isn’t there, that the musician never had in mind or worse still, telling
you on the stage what’s going on in the music. I hate that. I want the music to tell me
what’s going on in the actor’s mind, I don’t want the actor then to enact what is going
on in the music just to make the point to me in the audience. You lose the point of
opera I think if you do that. So there is a producer’s tyranny and I’ve already
mentioned the last production of Don Giovanni, which didn’t work, which I thought
was a classic example of producer’s tyranny.

Who else was on the board? Were they all opera lovers?

Well when I first joined it, Arnold Goodman was the Chairman, George was the
Managing Director, there were a number of other people like myself who were
coming to opera for the first time, like Sue Hammerson, Vanessa Bernstein. I suppose
the outside world would have called us ‘the great and the good’ but that’s not how we
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saw ourselves, we were people who were very keen on opera and wanted to be
involved and wanted to help the company.

Who were the two women, I don’t know them?

Sorry?

Who were the two women, I don’t know them?

Vanessa Bernstein who was married to Sidney Bernstein then, and Sue Hammerson
who was the widow of the Hammerson who ran Hammerson Property Company. So
it was a mixture of people who knew their music and people who loved music but
didn’t know a lot about it, in which I categorise myself. But the board changed over
the years and we tried to maintain that mixture of people who were real opera lovers
and people who were fairly new to opera but were very passionate about it. Arnold
Goodman of course was chairman of everything.

What was he like?

And didn’t like giving up being the chair.

What was he like?

Well I’ve always thought Arnold, who I got to know quite well, was a man who
wanted very much to be loved. He appeared on the surface to have this immense selfassurance and he was dominant, he liked to be dominant, he didn’t like to lose an
argument. He was an arch fixer, one of the great fixers I suppose in this century and
as you know, Harold Wilson even used him to try and fix Rhodesia and he came to
prominence when Harold Wilson was Prime Minister and used Arnold to fix all sorts
of disputes and difficulties with trade unions and other difficult situations. And
Arnold became Chairman of the Arts Council and struck up a very good relationship
with Jenny Lee who was the first Arts Minister who was always in Arnold’s words,
‘the only Arts Minister who ever cared passionately about the arts’. [laughs] That’s
his words, not mine. And he did extract money from the Government to help the arts
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on their way. And he became chairman of all sorts of organisations after that and
when he gave up chairman he liked to be president because he hated going. And I
think that was all part of this aspect of what I was talking about earlier; Arnold liked
to be loved. He lived alone, he was very loyal in his friendships - very passionate
about his friendships, he never let anybody down once they were a friend, he wanted
to help. He was a ruthless exploiter of connection. I often wondered whether the
reason he fixed on me was that I was Chairman of Stock Exchange and he wanted
things done. He used to ring me up every now and then when he had some difficulty
with a listed company he wanted sold, he’d ring me up which was quite wrong of
course, because in no way would I interfere with the doings of the Quotations
Committee that had total authority in dealing with listed companies. And I used to
say to Arnold, ‘It’s no good ringing me Arnold, because I will not make a decision on
this, it will be made by my Quotations Committee in accordance with the procedures’.
But he went on doing it. And I think he did it because he thought there was just an
off-chance he’d pull a fast one on me and that I would agree to do something. It
didn’t harm our relationship, he used to ring me up and say, ‘My dear sir, my dear sir,
it’s time we met. Claridges, breakfast next Tuesday’. So breakfast with Arnold was
always a guinea a minute, so I would join him at Claridges in the alcove in the dining
room, which was his table, and we would gossip. There would always be a reason,
he’d have a plan, he’d have something he was trying to do and he thought I might be a
useful person to help this particular project on its way. Never a breakfast passed but
there was a project. But we, once we got through that we had a really good gossip
about opera or about the people in opera or about what we should be doing next with
ENO or whatever, and he was good company. And very passionate about the arts, I
don’t know if you ever – I used to go to his flat for breakfast sometimes, up in
Portman Square, and my most abiding memory I think is the portrait by Graham
Sutherland of him, which is a very, very fine portrait, in the flat. And the people he
looked after really appreciated his help because he went beyond the call of his legal
duties to them and really cared about their families and what was going on in the
families. So I’ve a lot of time for Arnold. He may turn out to have been the most
terrible rogue, I just don’t know. But he was a very competent [telephone ringing]
lawyer and a very generous hearted man.

Did you think of him as a friend?
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No I don’t think I would describe him as a friend. I would never have gone to Arnold
myself if I had a particular problem. I fear because he was always a bit indiscreet and
he was apt to gossip to you about things he really shouldn’t have gossiped to you
about. I would have worried I think if I’d been Harold Wilson because I wouldn’t
have been quite sure who Arnold was talking to about affairs, but then Harold Wilson
was the same himself, he was incredibly indiscreet, so maybe they were birds of a
feather.

You knew Harold quite well didn’t you?

Well I got to know him long after he was Prime Minister because when Jim Callaghan
was Prime Minister the trade unions were trying to do deals and one of the political
ploys was the idea that they should nationalise the banks and that was clearly
ridiculous and I think I told you on an earlier tape what Joe Gormley said to me about
that, the leader of the miners’ union, when he came to me and he said, ‘You know
Nicholas, the lads won’t ‘ave it’. That was because the miners’ pension fund had
bank shares of course. But in addition to that there was this attack on the banks for
not financing the small business and industry, which was completely phoney. It was a
left-wing idealist stance not borne out by the facts and Jim Callaghan didn’t quite
know what to do about it so he appointed a committee under Harold Wilson’s
chairmanship looking into the financing of small business in the hopes, I’ve no doubt
whatever, that this would see it through the next election and then it could be decently
buried, because the election was about two years away. And it did just that. And
Harold took to it rather well, I mean he was quite convinced even before he started
what his report was going to say. The report was going to say, there isn’t a problem
here. But he went into the thing very properly and called for evidence and he came to
me because he wanted some help, he wanted someone to actually run the secretariat
for this committee and I asked Cazenove, the brokers, if they had anybody and they
produced somebody. A young man called David Bruce, who got on very well with
Harold and ran the secretariat for them of this committee. And then he enjoyed
talking about the subject so I had him to dinner three or four times to discuss the
committee and its findings and what he should be looking for, who he should be
talking to, who he should be interviewing. And eventually of course I did appear in
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front of the committee giving oral evidence as well as having submitted written
evidence as the Stock Exchange. But those evenings with him were, well they were
extraordinarily interesting because he was totally indiscreet. In fact I say two things
about Harold Wilson, I didn’t admire him greatly as a politician, I thought he was
very slippery, I didn’t trust him. He was immensely good company, very amusing.
But he wasn’t a man of great loyalty, he was perfectly up to criticising his close
government colleagues behind their backs and – which is what I mean by being
indiscreet – and second, I think he was one of those people who tend to agree with the
last person who came through the door, which isn’t very good if you’re trying to run a
collective enterprise. But I remember him saying about Denis Healey, ‘Oh Denis
Healey, well, once a communist, always a communist’. ‘Denis Healey’s the sort of
man’ he said, ‘you put him on a tramline, he’ll end up in the depot’. [laughs] And, I
really thought, I thought this is an ex-Prime Minister, talking about his Chancellor of
the Exchequer, doesn’t sound quite right to me. I could never bring myself to say that
about the Chairman of my Finance and General Purposes Committee, [laughs]
whatever I thought. However, it does make for good memoirs. But I think politicians
are like that.

And, did you know Healey as well?

Oh yes, I knew Denis quite well, because he was Chancellor when I first became
Chairman of the Exchange.

And?

And so I had to stand up at the Mansion House dinner immediately after he’d spoken
and I had to give a speech every year after the Chancellor. My first year I didn’t
realise that I was second, I thought I came as tail-end Charlie after the Chancellor and
the Governor, and it wasn’t till I arrived at the dinner and saw the order of batting I
realised I spoke second, between the Chancellor and the Governor. And Denis stood
up, he spoke for forty minutes and I have to say that much as I admire Denis’s
brilliant intellect it was the most boring speech about economic policy and the
audience fell asleep of course, which left me with a predicament, but fortunately I was
very critical about government policy so they woke up. And Denis and I had a
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constant running battle and even quite recently he sent me a postcard saying he was
right and I was wrong on tax, because I’d been very critical of his tax policies. He got
tax up to eighty-one per cent and you know, ninety-three per cent if you had any
unearned income and over a hundred one year with a capital levy, and I used to say to
him, this is completely mad. You will put off everybody who feels enterprising in this
country, it’s not good for business. But he never conceded the point really. And he
used to come to dinner, we discussed financial policy and particularly tax policy
because I thought he was ruining enterprise and I thought he was ruining investment
with his tax policies. But he was very congenial and he and Edna made a very good
pair because they were so broad in their interests. And Denis I think should have been
an academic, I think he’d have made a superb professor of philosophy and head of an
Oxford college and even Vice-Chancellor of Oxford, I don’t know. Because his
interests were so academic and the level of his intellectual conversation was just not
normal for the political world and you would find yourself discussing modern
philosophy or Kant or Nietzsche or Schopenhauer or Wittgenstein, and fascinating
conversation. Then of course he’s a very good photographer too and very interested
in un-political matters. So I was very amused by his company but I thought he was a
very bad Chancellor.

Weren’t you two so far apart that it was impossible to have any meaningful debate
about tax?

I think that’s right. He was never going to agree with my point of view and I was
never going to agree with his. So you just have to agree to disagree and enjoy talking
about Wittgenstein.

Did he say anything comparable about Harold to Harold’s comment on him?

No, no. I wish he had. Nor did I ever know Wedgwood Benn, who I call Wedgwood
Benn because that’s what he was – he likes to be called Tony Benn. But Harold
Wilson was just incredibly critical of him, he just thought he was way out and far too
far to the left. Clearly had great difficulty getting rid of him from the Cabinet but
obviously wanted to when he was Prime Minister and eventually did, as you know.
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But I wouldn’t have liked to have been in Harold Wilson’s Cabinet, except as a
novelist or a memoir writer, it must have been an extraordinary Cabinet.

Did he say anything about Barbara Castle?

Not, no I don’t remember anything about that. I can’t remember. I think I would
have remembered if he had, ‘cos he and Barbara Castle ducked the issue of trade
union reform. They wanted to do it, but ducked it, which was a great mistake.

You mean in [inaudible]?

Yes. And I think that’s an example of what I was saying earlier, I don’t think Harold
was a determined reformer, I think he was a man who trimmed his sails according to
the wind of the day, which made him I’m afraid a rather poor Prime Minister.

Just going back for a minute to George Harewood, is he continuing to add
contemporary art to Harewood House?

Yes he is, yes. He’s bought contemporary art, which is on show of course in the State
Rooms in one particular room. And he’s very keen on artists like Sidney Nolan who
is an Australian artist as you know, and of course Patricia, his second wife, is
Australian so they share a passion for Sidney Nolan’s work. No, George is very
broadminded and so different from the people we’ve been talking about.

And he’s also got some of the Sickert paintings that have been considered as possible
Jack the Ripper ones, hasn’t he?

I didn’t hear the second half of that.

Part of the supposed Jack the Ripper series.

Oh well I confess I didn’t know that, I obviously should have done, but I didn’t know
that.
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Are the paintings that are in his private rooms similar to the ones that you’d find in
the main house or is there a difference?

Well the house is an entity, I mean Chippendale did not only furnish the State Rooms,
he furnished the entire house so Chippendale’s beds and chairs and wardrobes are up
in the bedrooms. It is actually an enormous privilege to sleep in a four-poster
Chippendale bed, which I’ve done many times there. It gives you a different feeling
about life you know, to sleep in a masterpiece. [laughs] Which is what it is. And
then a lot of the things hanging on the walls of course equally go back to the
eighteenth and nineteenth centuries, laced with one or two of George’s more recent
pieces. George’s father was a great collector as well and a lot of the Italian paintings
hanging in the Great Adam Saloon are collected by his father. In a sense they are not
part of the original heritage of the house, but they’ve been there for a hundred years
now, very nearly, eighty years, so they’re becoming part of the heritage and they’re
certainly a big draw to the people who come to the house because where else can you
see as part of a general ensemble, paintings by Bellini and El Greco and other great
masters.

And things like the bird section, is that something they’ve introduced because they
needed to bring in different kinds of people?

I think that’s an example of the passion I was talking about. I actually have never
asked George quite when the first bird came, but he clearly conceived a passion for it.
And once you’ve started breeding even one bird you go on to others because you then
get a good keeper who’s passionate about birds and they’re now one of the recognised
leading breeding centres and if a bird’s running to be extinct somewhere, you know,
you get an egg laid at Harewood or something. I’m not quite sure how it works, but I
think that’s how it works.

And just briefly, you’re obviously passionate about opera and we’ve talked about
music, but are you also a theatre goer?
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No, I don’t go to the theatre very much and that’s partly because I don’t have time and
partly because I’m getting increasingly deaf and actors don’t seem to be taught how to
speak nowadays.

But was theatre ever part of your life?

Well I read Shakespeare when I was young, I used to go to things like Beckett and
Waiting for Godot and his other plays and Endgame and I was interested in Tom
Stoppard, I think Rosencrantz and Guildenstern are Dead is a very fine play, and
Jumpers and so on. So I went to a number of theatres but it’s not a priority. Opera is
a priority. And I go to a lot of music as well, I go to the Wigmore Hall a great deal.

And what…

Because I adore chamber music and I like the voice, because I did sing a lot when I
was young in choral music and that maybe accounted for my love of opera, I don’t
know. But I do like the solo voice and I think the voice as an instrument is a very
fascinating thing. So we go to the Wigmore Hall a great deal, we go to the South
Bank occasionally, we go to the Barbican occasionally. My wife’s just joined the
board of the Academy of Ancient Music so we’ve been to their concerts quite a bit.

And do you read novels?

I do read novels, yes. Specially in Scotland, I take three or four with me there and
then I always have a novel on the go the whole time. But I have two or three books
on the go. I would tend to read a novel and a factual book and maybe a memoir. The
result is none of them get read quickly.

And are there contemporary novelists you read?

Yes. Now you’re going to ask me for names and you know I’m no good at names.
[laughs]
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I’ll give you a little time while I turn the tape over.

[End of Part 26]
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Tell me one of them.

Well I think the book I’ve enjoyed most recently in the field of novels was – I can’t
pronounce his name – but Ishiguro? Does that sound right? The Remains of the Day,
I thought that was a very moving book and you could argue it’s a traditional book in
its use of flashbacks and a very, I suppose some people would call it a soppy ending,
but I found it a very moving ending because there was nothing earlier in the book that
led you to think that was going to be the ending, it might have had a hint or two. And
I thought that was a moving novel as well as being very witty and I thought it was
extraordinary – he’s Japanese I think – it’s extraordinary that somebody of Japanese
descent could write a book that was so quintessentially English, both in its social
framework of the, admittedly American employer, but the English butler and the
English hierarchical class structure he’s almost getting at with the butler, certainly
below stairs, the class structure below stairs in his wonderful treatment of the
housekeeper. And also English in wit, because it’s a very English form of humour
that book. He wrote another book, whose name of course I can’t remember, I never
can, which was a whole series of dream sequences which was far too long, but is
extraordinarily well written. And another one about Japanese life after the war in
Nagasaki, which I thought again was very moving, but again, too long. And then of
course there are four or five other modern novelists whose name I can’t remember
because I can’t remember any names, but I do try and read modern novels, but I also
return to old favourites. So this year I’ve read Scoop for about the sixth time. I’m a
great admirer of Evelyn Waugh, I think he’s one of the novelists who will survive
several generations.

What about someone like Anthony Powell, do you like him?

Oh I’ve read all his books, yes.

And?
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I tend to read the whole lot, once I start I read the whole sequence. Well I’ve met
Anthony Powell, I asked him out of the blue to a dinner at the Stock Exchange. We
used to have eminent people from various walks of life and he was very surprised I’d
asked him and asked me why. I said well, because you wrote this sensational series of
novels. And we got into a conversation about it and he said what did I really think
and I said, well if you really want to know, I thought the first eight were brilliant and I
thought the last four, it tailed off. And he said, it’s funny you should say that because
I have a feeling that is right. And I think he wrote the last four out of a sense almost
of duty that he had to finish the series. And you see that with other authors; Henry
Williamson, whose brilliant series of autobiographical novels, whose names you’re
now going to ask me and of course I’ve got the usual problem. But The Dark Lantern
is the first, The Donkey Boy is the second and it takes you right the way through from
his childhood in the late nineteenth century through to the first war, through to the
time that he became an associate of Oswald Mosley before the second war. And right
up to about the late 1930s they are brilliant books and then the last few just don’t
work, when he became a recluse and started feeling very sorry for himself and his
marriage went wrong and the whole thing takes on a rather pitying, self-pitying tone
that doesn’t work. But his books taking you through his childhood and the Great War
are beautifully written and very moving. So I think people who write long series of
books should beware and they should ask themselves before they go on to volume
nine whether they really should.

When you invited Anthony Powell to the Stock Exchange, how many people from the
Exchange do you think would have known who he was and read those books?

Very few I think. But there will be some, because there were plenty of Old Etonians
and Anthony Powell was an Old Etonian and they no doubt will have been familiar
with him. But he wasn’t a widely read author in financial circles.

Did he speak?

No, no.
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And when you talked about The Remains of the Day it made me think of something
else we haven’t talked about, is are you a film goer? Would you have gone to film of
it?

Well I’m wondering whether I should be. People laugh at me because when I talk
about films I say, oh do you mean classic films, because some of the films that I try
and see again and again are films made so long ago that people have forgotten them.
Kind Hearts and Coronets, which I regard as a supreme example of English wit, while
concealing a really nasty, brutal story underneath. Casablanca, which I just can’t stop
seeing, it’s such a great film. Ingrid Bergman at her best. Greta Garbo, I’m a great
believer in Greta Garbo. Now all this dates me a bit because these are films that were
almost made before I was born, but not quite, but I was very young when they were
made, and they stand the test of time as major works of art. Roman Holiday,
Katharine Hepburn, because I fell deeply in love with Katharine Hepburn – Audrey
Hepburn, sorry, Audrey Hepburn in Roman Holiday, as any young man who saw it
fell deeply in love with her. But it’s a superb film and it didn’t need colour, it was so
beautifully written and acted. And I think when the blockbusters started coming
along with full technicolour, I began to lose interest. I hated films like Ben Hur and
those epic films with casts of thousands and I hated Cleopatra saying to Julius Caesar,
[in American accent] ‘Haven’t we gotten off on to the wrong foot?’. I just found
Hollywood’s interpretation of these great themes just awful and so I rather gave up
going to films and every now and then something sensational turns up like Jacques
Tati in Monsieur Hulot’s Holiday or Mon Oncle – brilliant film, and other much
simpler films which I was tempted to go and see. Anyway now, I have a number of
friends who say I’m missing something, so now I’ve got a bit more leisure I’m
thinking of going to the odd film in the afternoon on a bad day.

But you wouldn’t have gone to The Remains of the Day for example?

I never saw it, no. I didn’t even know a film had been made of it actually until
somebody told me the other day. And I think I may be tempted to go and see that,
although another thing I dislike on the whole is films of the book. I did not enjoy Far
From the Madding Crowd, beautiful as Julie Christie was, because to me it trivialised
Thomas Hardy. It is such a great book and the atmosphere in it is so great you can’t
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really put it into modern fiction. And similarly I refuse to look at Jane Austen on the
television because I cannot believe anybody can translate Jane Austen into modern
media, it’s not possible. The imagination is better. Middlemarch, which is the
greatest English novel of all time, I cannot conceive of it being put into a film. So I’m
rather against films of the book, which makes it rather difficult for filmmakers
because – no it doesn’t really because I’m a minority, people will go and see the
films, just because I won’t it doesn’t matter. So I try and avoid films of the book and
I was confirmed in this not long ago when I went to see – can you turn the thing off a
second?

[break in recording]

I was confirmed in this the other day when I went to see Forster’s Room with a View,
or rather the filmmaker’s interpretation of E M Forster’s Room with a View. Again, it
completely failed in my view to catch the full force and spirit of the book, because the
film has to extract, it has to neglect some of the English prose, all the English prose
virtually except for the conversation and has to try and visualise the English prose in
landscape or architecture and it can’t do it. The writing is more beautiful. So I highly
recommend anybody who adores the book not to go and see the film and anybody
who sees the film maybe to leave it several years and then read the book and see what
they missed.

And how much is television part of your life?

Hardly at all.

D’you have one?

Yes, we have a television just round the corner there and we look at the news and we
will sometimes look at a programme that’s caught our fancy. Or a film [laughs] that
meets my rather exacting criteria, but not often.

Was television ever more part of your life?

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 302
C409/133/16 Side B [Part 27]

No, no, I could not conceivably have written books I’ve written if I’d been an avid
television viewer.

Has it been part of your children’s life?

Well it was when they were very young, they used to look at it quite a lot, but then
they don’t look at it much now.

And we haven’t talked about Scotland ever, when did Scotland come into your life?

If I could just comment on television for a second. I think television could be a bigger
part of one’s life if it didn’t trivialise quite so much. If you look at a Saturday evening
programme, it’s basically trivia and I’m afraid a lot of the evening programmes have –
I think the phrase is ‘dumbed down’ isn’t it – have been dumbed down, but every now
and then something interesting is there and I confess that I did look at one of their
archaeological programmes the other day because I was interested in the subject and it
was very interesting. But it scratched the surface, but it was certainly didactic and
interesting. But it’s very rare looking in the weekly programme of television
programmes that I mark anything that we want to see.

Did you have any feelings about the Open University?

Yes I did, very much.

[break in recording]

Yes I did, very much.

[break in recording]

Yes, the Open University is another of the great inventions that Harold Wilson took
credit for, with some justice I think. I think the Open University’s one of the great
innovations of the twentieth century and it brought home to people that they could
actually, not just learn, but get a degree, which was out of their grasp in the university
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system when it first came in, by working at home and doing it by correspondence.
And that I think was an eye-opener to a lot of people. But I also owe it an enormous
debt because my wife Judith never went to university and when our youngest child
was about fourteen, fifteen, she decided to take an OU course. And it took her some
six or seven years but she ended up with a degree and it completely transformed her
life. She then became a lecturer and she became very, very interested indeed in the
history of art and that led on to doing things like running the Attingham Summer
Study Week, which is taking people round country houses, both in this country and
abroad, and she will tell you straightaway that she owes all this to the Open
University and I think that’s amazing that somebody’s life can be transformed by an
institution of that sort, so I’m a tremendous believer in it. I think it’ll set the pattern
for a lot of the learning patterns of the future, I think universities are going to develop
distance learning techniques and several of them have already. Exeter for example
have got quite a sophisticated programme, and I think they will more and more
provide distance learning opportunities to take degrees and I think that’s right, I don’t
see the inevitability of using a campus to train people in their degrees. Campus is a
very good thing if you want people to meet each other, but it’s not essential for the
taking of a degree. So I think the OU was a pioneer.

What about your own honorary degrees as well as your ordinary degree?

Well I don’t know what to say about those, I mean it’s very congenial when people
say they’d like you to be an honorary doctor of their university. Equally it’s right to
be just a little cynical about it because with the extension of university status to all the
polytechnics, they all wanted to follow the example of the more established
universities and have lots of honorary doctorates to give them a bit more prestige, so
I’m not under any illusion that I’ve always been asked to be an honorary doctor
because of my unique distinction, I think there’s quite a demand from universities for
people to be honorary doctors. But having said that it’s always pleasant to be
recognised in some way or other. The first one was from the City University when I
was very involved in helping them actually, talking on courses for part-time students
and that was the business school at the City University. And the next I think was
Exeter. That came out of the blue. I had had connections with Devon but I don’t
think that caused it. I think they wanted a leading financial figure on their list of
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honorary doctors and they were busy trying to build up a business school, so clearly it
was helpful to have a leading financial figure. And that I think is the reason for doing
it. I don’t think I would want to accept an honorary doctorate unless there was some
advantage to the university concerned. Either you go and give a lecture for them or
they can use your name or they can use your name as a reference if they want to
appeal for money somewhere, you write a letter for them. I don’t believe in just being
asleep once you’re there. University of Northumbria, which was the old polytechnic,
that came as a result of my interests in the crafts actually, not finance at all. They
have a very good school design and there, I have lectured there on contemporary craft
and I’ve also written letters for them when they’re seeking help for money. De
Montfort University, which is also an ex-polytechnic in Leicester, I’m not quite sure
why that came, I think again it was finance, but again I would respond to any requests
that they wanted to. If they said would I come and give a lecture I’d have to, because
you can’t be an honorary doctor without giving the lecture. The others are – well of
course Kings College Cambridge is because I’ve always helped Kings College
Cambridge and I was at Kings College Cambridge so I’m deeply excited to be made
an Honorary Fellow there, it really is just wonderful. The Courtauld, they’ve just
made me an Honorary Fellow at the Courtauld – guess why.

Congratulations.

Yes, guess why.

[laughs]

That again, it’s wonderful, I’m thrilled by that because those two colleges I’m so
close to. It would almost be upsetting not to be an Honorary Fellow wouldn’t it?
[laughs]

And am I right in thinking you’ve got the Legion d’Honneur?

Yes, yes. Now you’re going ask me why.

Certainly.
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Well I can’t speak French, I can read French but I can’t speak it so I’m not known to
be a Frenchman. Well it’s because I was Chairman of the Stock Exchange and had a
lot to do with European affairs and therefore a lot to do with my counterparts in Paris
during my years as Chairman, and got to know quite a lot of leading French
businessmen and inevitably the French Ambassador in London. And then when we
sold Quilter Goodison, my stockbroking firm, we sold it to Paribas, the leading
French banque d’affaires, so I got to know a whole raft of French people, particularly
in Paris, as a result of that. And completely out of the blue the invitation to accept a
Legion d’Honneur came out, I had no idea and I still can’t tell you precisely why, but
the citation was for furthering Anglo-French friendships and so on, which I do believe
in so you don’t say no to that sort of thing and I felt honoured frankly that the little
part I had played in cementing relations between France and Britain had achieved
some notice.

Is there a comparable ceremony to being knighted?

Well, it arrived in the post. [laughs] I didn’t feel this was quite right, so I did
telephone my best contact – I didn’t want to bother the Ambassador – but I telephoned
my best contact and said look, is this right, should I not come along and receive it?
‘Oh’ he said, ‘do you want to?’ [laughs] And I said, ‘Well, it might be rather fun’.
And then he named a date that I couldn’t do, so that was it. So I’m a postal Legion
d’Honneur. [laughs]

And does it carry any duties?

No, not that I’ve been told.

And just briefly, I’m not sure that Paul really covered you being knighted, was that a
major experience for you?

Do you want to cover that? Are we live on the tape – we are, yes. You’re not very
good at telling me whether we’re live or not, you know.
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Just assume we are.

Assume we are. Well I have made that assumption. Yes, well I received the
knighthood in 1982 after six years of service as Chairman of the Stock Exchange.
The Chairmanship of the Stock Exchange was unpaid in those days, I mean I was
never paid a penny for doing the job for thirteen years and the old idea I suppose that
people were rewarded with honours when they were doing public service for no
reward, that principle has alas disappeared and exceedingly rich people now get
knighted, which never seems to me to be quite right. But that’s what it was for. You
won’t believe this, but I wasn’t at all sure I wanted to accept it. I’d always been rather
happy with just my name really. I didn’t much like the idea of having a handle in
front of it and people suddenly switching to call me Sir Nicholas rather than Mr
Nicholas, which they used to do in the firm, or just Nicholas. And it’s quite amusing
when I think about it now, but I actually went to see Gordon Richardson, the
Governor of the Bank and I said, ‘Gordon, what do I do? I’m not at all sure I want to
accept this’. And he looked at me with that withering look that he could sometimes
put on when he was dealing with some intellectually inferior being and he said,
‘You’ve got to. I don’t know what you’re talking about, of course you’ve got to
accept it. You’d be letting the City down, you’d be letting the Stock Exchange down,
you’d be letting the Bank of England down if you didn’t’. So I felt withered, and did
accept it. But it’s curious now thinking why I felt like that, but I certainly did. So
that’s what it was for, the Stock Exchange and nothing more to be said really.

Has it been of any help or any hindrance?

Well, that will get us into a long discussion about the honours system. I actually think
the honours system is not quite right, I think there are a lot of things wrong with it. In
terms of personal reaction I think I’d be foolish to pretend that it hasn’t helped in
many ways, because people are interested, they ask why, it’s a cause of conversation.
I think people realise that you have achieved something or you wouldn’t have got it,
therefore you’re worth listening to. So I do think it helps other people’s perceptions
of who you are when you come into a room or when they first have contact with you.
After that it matters not a hoot, because you’re you. So it’s the initial reaction, I think
it probably gives you a bit of a boost when you first meet somebody, one can’t
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pretend otherwise. In situations where it’s a hindrance I simply don’t use it. So if I
don’t want it used I don’t, and I don’t like it used for example when we give some. I
don’t like, on a label in the Fitzwilliam Museum with a vase we’ve given, I don’t like
Sir Nicholas and Lady, I like Nicholas and Judith. So if ever you want to be more
personal, then we drop it. We just call ourselves Nicholas and Judith, because that’s
more human. Honours do actually detach people, I think that’s a pity of the honours
system.

[End of Part 27]
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I do think there’s something rather snobbish in British life and I think people tend to
defer to somebody too much just because he’s called Lord something.

Did Judith have an opinion about whether you should take it?

Well we talked about it and she said, quite rightly, that it’s entirely up to me, that she
had no particular wish to be called Lady Goodison, she’s quite happy as she was
thank you very much, but she’d live with it if I decided to accept. But she agrees with
my convention, that we prefer to be called Nicholas and Judith on all those occasions
when it’s appropriate to do so. We don’t have to use it. You ask is it an advantage –
there is another advantage you know. When you write a letter to some public
authority, like the Westminster City Council or the Treasury or something, I’ve got a
suspicion they just notice it slightly more, so I always use the Sir when I’m writing
letters to bureaucrats. [laughs]

And can we just say how Scotland comes into your life?

Well, I married it. That’s quite simple. [laughs] D’you want more?

Yes please.

Judith has been at Ardtornish since she was nought for her summer holidays, because
her uncle – I think I told you in a previous tape that she was brought up by her aunt
because her father was killed at Dunkirk, in the retreat to Dunkirk, sorry – so she was
brought up by her father’s older sister who had married Owen Hugh Smith who
bought the Ardtornish Estate in 1930. And so from birth really she went to
Ardtornish for the summer holidays and I first went there in 1957, invited by John
Raven, my tutor at Kings College Cambridge who, I think I told you on an earlier
tape, had married Judith’s first cousin, which was why I met her in the first place. But
I couldn’t go that year, I was in Greece, being a student and generally enjoying myself
looking at ancient ruins. Then the next year I got to know Judith and she invited me
and I did go, 1958, and I suppose to be corny, a certain amount of our courting went
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on in Scotland, but I adored the place as soon as I saw it. I got on a steamer at, a ferry
at Oban and went up those sensational cliffs along the Sound of Mull, the cliffs being
part of the Ardtornish Estate, and landed at Loch Aline pier along with the sheep and
everything else that was being landed, and there was Judy you see, so it was obvious I
was going to adore it. But it’s a magical countryside, it’s remote, it’s where you can
hear real silence up on the hills. Interesting birds, interesting geology. Magical
countryside. And we’ve been there ever since. We only missed one year when the
children were very young we weren’t allowed to take more than one young child to
stay with Judith’s aunt because she didn’t like young children around, so we had to
park the others. Well then she died in 1970 and we then took over renting the part of
the house she’d lived in and we’ve rented it as a sort of short-term holiday cottage
type of let, but it’s not exactly a cottage, it’s a very grand floor in a baronial mansion
built in 1890. And we invite guests and we tell the young we’re there and they always
come, sometimes bring their friends. We don’t invite them any longer because that
would be undignified, they just turn up. So we go every year.

And what do you do when you’re there?

Well I used to fish a lot, but with my arthritis in the wrists I can no longer do that.
And I used to walk a lot, I can’t walk quite as much as I used to, again because of
arthritis, but I still love being out on the hills and round – it’s on the sea – so round the
shore as well, and there are very, very beautiful walks. It’s a mixture you see of hill
covered in heather and grasses and deer and sheep and mountain birds, including
golden eagles, and seashore, woods and then agricultural valleys, quite small but
running down the rivers. So it’s a tremendous variety of countryside. And then we
sometimes go over to Mull, which is quite easy to do, and look round Mull. We don’t
want to go any long distances; once we’re there we really just want to not do very
much really; read, walk, enjoy the place.

Did you write up there at all?

Well I generally take a lot of projects with me, yes. And it’s a good place to tackle
projects because it does rain sometimes you know. And when it rains it can rain for
four days on end or more and the rain is horizontal – that’s when it’s not vertical. If
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it’s vertical it’s extremely wet, heavy raindrops. If it’s horizontal it’s that light,
penetrative rain that people who go to Scotland know all about. So those are good
days in which to get on with some projects.

And, could we also bring up to date what each of your children is doing?

Yes. Katharine who’s just coming up to forty next week, she read history of art at
Edinburgh, she then read law in London and she became a solicitor with Slaughter
and May, the big firm of City solicitors, working on corporate finance. And she took
herself off in her holidays to learn how to make hats; she’s always very good with her
hands and made clothes and hats for herself when she was younger. And after about a
year of that she set herself up as a milliner and left the City and she’s still a milliner
and she’s got a very good client list, glittering client list, and she works from her
studio in Pimlico. Doesn’t have a shop, she does sell also through Chelsea
Collections, but the major part of her work is direct clients who all tell me – she’s
very discreet who they are – but they come and tell me how much fun this is, having a
hat made by Katharine.

What name does she use?

Katharine Goodison. Mm. Adam’s a barrister, he…

Hold on, sorry, does she live alone, what’s her private life?

No, she works alone.

But does she live alone?

No, she’s married to Simon Thurley who is the Chief Executive of English Heritage
and they live in a house in Stepney, which was built in about 1690. And that’s been
in the press, the house, there’s been pictures of it. It’s a remarkable house, it’s
probably the best preserved house of that date in the East End of London.

And are you very close to her? It sounds as though would be.
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I think I’m close to all three, yes. Much closer than my father was to us. Have to ask
them that. I hope they agree. They’re much closer to their mother, but that’s
inevitable I think. I think that’s true in a lot of families. But we’re a very close-knit
family, which some people find quite difficult. If you’re the only person, the outsider
shall we say, then there’s this wretched Goodison family, all of whom have their in
jokes and so on.

You mean it’s hard to marry into the Goodison family?

I should think it must be quite hard, yes. Although I personally think they’re three
stunners and so I can’t imagine anything nicer than to marry into the Goodison family,
but I am sometimes thought to be biased.

And does Katharine have children?

No, no, we’ve got no grandchildren at all.

And do you mind?

So Adam’s the next one, he’s thirty…

Hold on. D’you mind about grandchildren?

Well, we’ve reconciled ourselves to not minding. I mean what comes, comes. I’m a
great fatalist and that’s always been my attitude to anything. You know, when you’re
nervous about delivering a speech or a lecture or going away or travelling to some
impossible part of the world and you’re not quite sure whether the aeroplane’s going
to get there, what you say to yourself is, you know, what will be will be and you’re set
on this course and in a few days’ time, it’s done.

Did you imagine you would have grandchildren?
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Well, I mean biologically it’s likely, but equally it might not be so there’s no point –
what’s the opposite of crying over spilt milk – there’s no point, there’s no point crying
over milk that’s never poured.

But do you feel that in some way they haven’t wanted to create a family as you and
Judith did?

I think the young find it very difficult now. I mean in our day it was expected of you;
you married young – I married when I was twenty-six, Judith was twenty-one - and
the whole ethos was, in accordance with the good tenets of the marriage service, that
you had children. And we’re delighted we did, they’ve been a joy ever since they
were born. But nowadays people don’t think like that, they don’t automatically think
that children are the inevitable result of marriage. I think the pill had a lot to do with
it. That’s trite to say so, but I do seriously believe that. Once contraception became a
very easy option and then on top of that women found it much easier to get jobs and
have careers and to be, seriously entertain careers. I mean again, when we married,
most women did not contemplate serious professional careers, they contemplated
marriage. Now, they contemplate serious professional careers. That plus the pill puts
off having children and then they look at those friends who’ve had children and they
see the terrible sleepless nights and this squalling object yelling in restaurants and it’s
much more fun being in a restaurant without a squalling child, you know. I think it’s
so difficult because once they’ve had the child they’d realise what joy it is.

Have you talked to them about the fact they haven’t had children?

Well we, yes, it’s inevitable, it comes up in conversation every now and then, but it’s
not with any feeling that, there’s no pressure. We’d never put pressure on them.

What do they say?

Well Adam has a certain sort of distaste for young babies, which he would get over if
he had one of course, but he’s not married so that’s not likely. I think Rachel would
like children, the youngest one. I think she feels quite maternal, but doesn’t happen to
have the necessary male in mind.
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I don’t know whether this is, can be on the open tape, but you said when we were
having lunch last time that Adam had a long term relationship.

Yes.

Can we say who that’s with?

Well I wouldn’t want that on the open tape.

Okay, we’ll put that on the closed because it’s rather a fascinating idea. And what’s
Adam’s professional life?

He’s a barrister, he’s always been in the law, he studied history, he’s very interested
in history and then the law, became a barrister and has stayed at it, he’s in commercial
law. I think he’s doing rather well. One or two judges who I meet say he’s very
good, which I like to hear. And then one or two clients have said to me they’ve
enormously enjoyed working with him and how well he’s looked after them, which is
very nice to hear. And he’s been very involved in things like insolvency and
director’s duties. So I think he enjoys it, he enjoys working on his own, he enjoys the
intellectual challenge and he enjoys the people. And I’m happy to go to the private
tape if you want me to.

Well we can put it on when we go to the private tape.

Right. He’s very interested in architecture; he reads books on architecture and
historical biography. Unlike Katharine he’s not yet got any public duty, Katharine’s a
trustee at Dulwich now and she’s also a trustee at the Clerkenwell Green Association
which helps craftsmen with workshops. Adam is flirting with a particular
organisation at the moment that I’m not going to talk about because he might not do it
or get it. But I hope he’ll do something in the public line because he’ll be very good
at it. He’s extremely organised and very methodical and very reliable. If you ask him
to do something, it’s done. The youngest, Rachel, she’s three years younger than
Adam, she again went to Edinburgh – Adam went to Durham incidentally, I forgot to
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tell you that – Rachel went to Edinburgh and again, went on from Edinburgh to read
the law, called to the bar but never practised as a barrister, decided she didn’t want to
and she went off to work for an organisation called London First, I’m sure you’ve
come across, which is a combination of business and local authorities and promotes
the interest of London. Originally inward investment into London, but latterly
anything to do with London, so she was very involved in pedestrianisation and
conveying comments of business and others on pedestrianisation to the authorities.
She was involved in East End and how can you help towards regenerating the East
End and latterly she’s been involved in helping the police to find mentors in business.
Fascinating project. And the police force, Metropolitan Police have realised they
need some tuition in how to run anything really; finance, personnel, how to run a
board meeting, how to relate to customers, and businessmen can provide them with a
great deal of help and Rachel’s been involved in that.

How often do you all see each other?

Well the telephone is pretty constant. Specially the two girls. Adam’s not quite so
good at telephoning, but that’s typical of males I think. I’ve seen Katharine and
Rachel both in the last week. I would normally see them at least once a fortnight.
Adam, maybe once every three weeks. He was, oddly enough he called in yesterday.
Because they, I told you earlier, they all tend to come to Scotland when we’re there,
they all come at Christmas. We used to congregate every Sunday evening, but that’s
fallen by the wayside because people get under more pressure. And also when
Katharine married she didn’t want to do that, obviously.

And did they have a rebellious period, has it all been entirely glorious?

Well, children go through their difficult phases and Katharine went through a difficult
phase when she was about thirteen and Adam got a bit grumpy when he was about the
same age. But I think that’s all in the past really. I really mean it, that they have been
wonderful company throughout. We call the family ‘the committee’, so every now
and then we, if we collectively decide we’re going to do something it’s a committee
decision. And the pretence is that the committee takes the decision, but they all say I
take the decision. [laughs] I wonder which is true, I don’t know.
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And, I don’t know whether this would be for the open or closed tape, but again, while
we had lunch last time you were very amusing about the latter part of your father’s
life, but that might be something for the closed tape.

No, that can be open. I don’t see why not. Yes.

Tell us what happened after your mother died?

What did we cover last time, I can’t remember.

Well what you told me off tape was about the person who became his companion and
the…

Oh yes, well my mother died in 1970 and she had that awful hardening of the arteries
where you lose memory and everything and started jumping out of windows in her
nightgown and running down the road, it was a terrible time for my father but he
nursed her through and he refused to put her in a nursing home and nursed her at
home until the day she died. And he was deeply upset when she died because it was
the end of a long companionship, although they had their rows and he had quite a
short temper, which I’m happy to say I’ve not inherited. And anyway, about a year
and a half later or so he became quite friendly with an old friend of the family called
Pat Crepin. She used to be called Pat Benner, she was married to an Irish brigadier,
and then he died and she married the next-door-neighbour who was called Roy
Crepin, in Radlett, which was a very inappropriate marriage because Roy’s only
interest was climbing and showing slides of what he’d taken when he was climbing,
and I’m afraid I have to say, although he was a very nice man, he was also a bore and
no great intellectual depth, but bless him. Pat was electrically intellectual, spoke at
least seven European languages and was always learning the next two, was an
international guide of considerable stature, around anywhere in the world and was
deeply interested in literature, philosophy, music, opera and so on. I had a very close
bond with her because I was interested in many of the same things and used to see
quite a lot of her. Anyway, eighteen months after mother died I discovered that father
was going to stay with the Crepins in France and it became a habit. And then - I may
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have put this on the earlier tape – to my astonishment one day he said to me did I
know Messiaen’s Quatuor au Fin du Temps [Quatuor pour la Fin du temps], which
was not the sort of music that I’d ever associated him with, I’d associated him with
Beethoven piano concertos and Tchaikovsky’s first and Brahms’s symphonies. But
Messiaen was a little bit out of the way. And he said it was wonderful and would I
like to borrow it and I said well actually, don’t worry, I’ve got it and I can hear it.
Then I started to put two and two together, there’s only one person he could possibly
have got this from, which was Pat Crepin and I realised that something might be
going on. And clearly he loved Messiaen’s quartet because she loved it. And to cut a
long story short he fell deeply in love with her, which was just wonderful because he
was then sixty-seven, sixty-eight – about my age now, I’m sixty-eight – and it must
have been the most sensational liberation for him after years of really quite deep
unhappiness in many ways with mother’s illness. And he was deliriously happy with
her, I mean it was obvious. And so they lived this ménage à trois, I don’t know what
Roy thought, I don’t know whether Roy Crepin noticed, he might not have done, he
might have been deeply immersed, but they travelled together. They had this house
near Perigueux in Bordeaux and father used to go and stay there, and that’s where he
died. I was at a European Stock Exchange meeting in Zurich when he died. A
telephone call came through early in the morning and we were going to a concert in
the Civic Hall and my secretary rang me from the Stock Exchange and told me that
she’d had this call. And I tried to get through on the telephone to Pat in Perigueux
and I couldn’t get an answer on the telephone, she was obviously out at the hospital I
suppose. And I decided that I would go to the concert because there was nothing I
could do, I didn’t know what to do, and it was the most beautiful concert of chamber
music and it was a perfect antidote to the news. And by the afternoon I was on an
aeroplane to Bordeaux and my brother came from England and we were met by Pat at
Bordeaux airport and motored for about two hours to this little village where she lived
and had her house and set about fixing the funeral. And Judith was with me and
fortunately she could speak fluent French so talking to the Roman Catholic priest was
her job, which she did. And we had to go and sweep out the church because it had not
been used for twenty years, the parishes had been amalgamated. [laughs] The priest
brought in his – I think you call them decks now – anyway, record players, because
there wasn’t any choir or music so he hid his record player behind the altar and we
used that for the music. And we went into Perigueux to order some flowers and the
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funeral director couldn’t understand why we didn’t want plastic flowers, we wanted
real flowers and Judith was arguing with him about real flowers. He said, that’s going
to be very difficult, but plastic flowers we could have straightaway. But we ordered
real flowers. Then the next day was the funeral and we were waiting on the steps of
the mortuary where we’d been to see him, because they have open coffins there and
you see him, and I saw instantly why I couldn’t find the keys to his house, because
they’d dressed him in his clothes that he’d worn and of course the keys would have
been in the pocket of his anorak. And I said to Pat, who was standing there all
solemn, looking at this rather awful sight of my dead father lying in the coffin, open,
and I said, ‘Pat, do you think I could get the keys out of his pocket?’ and she said,
‘No’ she said, ‘it wouldn’t be done. I want the anorak’ she said. [laughs] ‘But it will
have to be buried with him, dear John.’ He was called John. We said our last fond
farewell to him then and went out of the morgue and outside was this incredibly grand
hearse, which we had not ordered, because Pat was very keen to keep the funeral
expenses down. And we thought something’s gone wrong here, they’d sent this
hearse, but at that moment a screech of brakes was heard and a little van roared into
the [laughs] area and it came to a stop in front of the hearse and it was [laughs], it was
the van to take father to the church. It was a lovely funeral, in French, a Roman
Catholic funeral but with a few Anglican hymns thrown in. And then we processed
up the village lane, beautiful weather, and we got to the cemetery and we then realised
why the undertaker had tried to sell us plastic flowers because the cemetery was full
of plastic flowers. And there we buried him with his real flowers. But it was a lovely
ending really, a beautiful country burial. I became very fond of him at the last few
years. But we didn’t really get to know each other until, really until he retired from
the business actually. I think the business relationship was not a good idea. I think
other sons will tell you the same and other fathers will tell you the same.

[End of Part 28]
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[Tapes 17 – 20 are closed until June 2033]
Tape 18 Side B [Part 29]

[The following section, from 23:17 to the end of tape 18 side B/ Part 29 is open]
[23:17]

When you were working at your hardest, was time a pressure?

Mm?

When you were working at your hardest pitch, were you always running from one
thing to another, was time a worry?

Well I’m a great organiser of time, I won’t pretend that there weren’t days of great
stress when there were just too many things to do and when the diary being already
completely mortgaged for the full day, five other things turned up that had to be done.

But on the whole…

That does cause stress and I won’t pretend otherwise, but you’ve got to then order
events according to what you can do and if something that comes in when your diary
is already absolutely full which has a greater priority, you’ve got to undo something in
the diary to see to it.

But on the whole time is something you have a fairly relaxed relationship with?

I can cope with it, yes. I regret its passing sometimes, but I can cope with getting
things done in the time available. And indeed I work that much more intensely if I
know I’ve got a deadline. There are fewer temptations to put off doing something or
sharpen the pencil or go and make another cup of tea or gaze out of the window or
whatever.
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Tape 21 Side A [Part 30]

Recording on the twelfth of April 2006 at Nicholas’s home. And I just wanted to test
his own microphone [microphone interference] Tell me just for a change, your name
and today’s date?

The name is Goodison, the date, well it’s sometime in April 2006, I guess it might be
the eleventh or twelfth.

Very good, we’ll go for the twelfth if that’s alright. You said you’d just read the
summary of what we’d done before. Were there things that you thought were very
obviously missed out?

No, the only things that we need to talk about, about me personally are the events that
have happened since the last time we talked, things like music commissions and so on
and so forth, but I must say that…

[break in recording to change microphone]

…test the sound again because I had a problem.

Wipe that lot out.

Tell me where you were when you met Mervyn King last night or the night before?

You’ll have to speak up a bit Cathy.

Where did you meet Mervyn King the other night?

We were at the National Gallery, at a reception marking the opening of the exhibition
of Gentile Bellini’s trip to Istanbul. A lovely little exhibition and Mervyn is now a
Trustee of the National Gallery so it was a happy coincidence.

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 401
C409/133/21 Side A [Part 30]

He was one of the people in your last recording you said you probably would keep in
touch with.

Yes.

How often have you seen him?

Oh, I’ve kept in touch with him. He’s a very busy man of course, and it’s very
difficult indeed to find half an inch in his diary. But fortunately he has interests
outside the City, he’s extremely keen on music and the arts and he did invite us to join
a syndicate that he was putting together to commission a piece of music from Huw
Watkins to be played by the London Symphony Orchestra, half a dozen of us came
together and did that, so we saw him several times in relation to that. He asked me
one evening to a dinner at the Bank to discuss the art market and the difficulties
museums have in acquiring works of art. That was clearly a direct result of my
review for the Treasury that I’ve written since I last saw you. And then we meet each
other at receptions and discuss the economy or whatever it is we want to discuss
together. He’s a good friend and I’m delighted he became a Trustee at the National
Gallery because that’s another link that we can build on and he’s a very thoughtful
and intelligent man and of course a first rate economist.

And is the idea of getting a syndicate together to commission new music something
that’s grown out of what you’ve been doing or does it…

No no, it came out of the blue. I had no idea Mervyn was thinking of doing it. We, as
you know, had already commissioned music so it wasn’t new territory for us. He very
charmingly said it was new territory for him and he was very excited about it and so
he should be, but he had expressed support for the London Symphony Orchestra,
which is the City orchestra, being based at the Barbican, and this was an idea that
grew out of his conversations with Clive Gillinson, the then manager of the orchestra.

But how common is it for people to do this?
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I don’t think it is very common. I think it’s more common for institutions or
orchestras themselves to commission music and Mervyn’s idea of a syndicate I
thought was rather a good one and he did it with typical Mervyn thoroughness. We
all met at the Bank one day, one evening, and members of the orchestra came to make
presentations on their chosen composer and why they wanted this particular composer
to… [bell ringing]

[break in recording]

So in other words, when you became part of this scheme, the composer wasn’t
actually fixed?

Oh no, no. No the scheme was that members of the orchestra would propose a
composer and they would, I think the idea was propose a piece that used their
particular instrument as well and I think there were four or five people who came to
see us and put up ideas and then the syndicate chose the one they wanted to sponsor.
So it was orchestra led, which was a very good thing. And we chose Huw Watkins
who was a, I’m happy to say, a scion of Kings College Cambridge and that was
nothing to do with it, a very young and very able composer, to play this piece for the
particular combination of instruments that had proposed it, which included a bassoon.
Quite difficult to write a long piece for a bassoon, harp and cello I think it was, my
memory’s probably gone, which was then performed at the Barbican. But I think the
idea of the syndicate’s a good one because the idea was to involve people throughout
the commission, so they were invited to rehearsals when Huw was still changing notes
here and there and they could see how the commission evolved and the orchestra had
an influence on it. And I hope one or two of them will go off and commission their
own music as well as a result of having been involved in a syndicate. So all credit to
Mervyn for organising it.

Did you go to some of the rehearsals?

We utterly failed to get to the rehearsals because of the diary and you can’t change an
orchestra’s rehearsal dates to fit your diary.
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And, I don’t know the composer at all, did you know him at all before?

Well he’s a young composer, his brother is the cellist and is professionally
established. I had never met him but I was aware of him, partly through my Kings’
connections and partly through reading critical reviews of things he’d written. And in
fact he’s one of the composers that we’ve approached for one of our quartets.
Because as you know, for our quartets we’ve tried to concentrate on younger
musicians and he fits the bill, he’s not yet thirty so he’s an up and coming composer
and I think he’s got a good grasp of harmony and that’s one of our terms of reference
in our quartets. So he’s writing our fourth quartet for performance next year.

And the Barbican piece, did your diary permit you to hear it?

Oh yes, no we got to the concert yes, that was booked about eight months ahead.

What was it like?

Well, it was a difficult piece of music and I think it was difficult because of the
combination of instruments and anyway, I think the Barbican is a difficult hall to
perform in, it’s a very dry acoustic. But I thought it showed a very, very sound grasp
of musical composition. That sounds a bit patronising, but the ear tells you that and I
think Huw Watkins is a very, very bright young composer and I think we’ll hear much
more of him as time goes by. I think the actual piece could have done with a bit of
pruning, I think it was a bit too long and I suspect he’ll do that before it’s performed
regularly. But he responded I thought very well indeed to a difficult commission.

And do you know from any of the others about the stages of the composition of it and
the changes it went through from their going to the rehearsals?

No, not really. We didn’t have a sort of epilogue, we didn’t have a session
afterwards, so I don’t know what they thought. My general impression was that we
were all extremely pleased with the outcome of the commission, I was certainly.
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Do you know how the composer reacted to the idea of being commissioned by a
syndicate?

Oh I think he was thrilled. I think he was thrilled to be asked to write a piece for the
LSO. He certainly said so, so… [laughs]

And how much did the other people in the syndicate know about music?

I don’t know the answer to that. I see, well Mervyn I know is very keen, Roger
Gifford is another one and he certainly turns up at the Wigmore Hall fairly regularly
so I think he’s pretty keen on music. Andy Prindl, who’s abroad a great deal, I don’t
see him much at the Wigmore Hall, but he does go and he clearly is, he’s much more
knowledgeable than I am for a start, but he’s clearly keen on music. So I think they’re
all keen and I hope they will proceed to commissioning other works.

And was there anyone in the syndicate who was new to you?

I didn’t know Roger Gifford.

Who is he?

Well, I think he’s an investment banker. [laughs] Everybody’s an investment banker
nowadays. [laughs] We were in the Orangery restaurant, Kensington last Saturday
and I said to my wife that practically everybody there was an investment banker; they
were all wearing open-necked shirts and looking prosperous. I think he’s that. He
might be a fund manager.

What sort of age?

Oh he will be – people are a bit deceptive about their ages – I would have thought late
forties, somewhere around there. And Andy Prindl of course is technically retired,
although he’s still extremely busy, but he ran Nomura Securities in his heyday and
was very involved in international banking and I first met him of course when he was
an international banker and I was President of the British Bankers’ Association, so
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I’ve known him for some time. He’s also extremely interested in education. So he’s
an interesting man. And then, oh dear, remind me of the name of the chap who used
to run Courtaulds and then went on to run Barclays Bank – Taylor.

Martin.

Martin Taylor, thank you very much indeed. He was also a member of the syndicate
and he’s keen on music too because he’s involved in other musical charities. So it
was a good syndicate.

Okay, I’m going to give you a choice now. We can either develop this by talking
about the changes in the City, which I would like to document, or we can continue
talking about your music commitments.

Why don’t we stick to music for the moment, because we’re on it.

Before we get to the Wigmore Hall, we need to document the piece you commissioned
for your birthday.

Oh yes, well that was very exciting. That was Peter Maxwell Davies and – I’d better
tell you how it arose really. We were sitting downstairs thinking about our joint
birthday party when I was going to be seventy and Judith was going to be sixty-five,
which adds up to a hundred and thirty-five. And we had a wonderful plan, we were
going to have this party at the Wallace Collection – Bollinger of course, because you
have to have Bollinger at a good party, if you can’t have Krug, and really good
canapés all provided by Mustard – and we were thinking what could we do that was
something special and unusual. I suggested we should commission a piece of music
and we agreed that very quickly, and this was January, three months to go, so it was
rather short notice. Anyway, I had a word with Christopher Lawrence who runs the
Academy of Ancient Music, of which Judith’s a trustee and I’d had ideas on who we
might approach and two of the prominent ideas were Peter Maxwell Davies and John
Woolrich, both established contemporary composers. But I was very anxious, well
we were both very anxious that we shouldn’t just commission a piece that then went
into the attic and was never performed again, so the point of the conversation with
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Christopher Lawrence was partly to discuss the composer and partly to ensure that the
Academy of Ancient Music would repeat the performance. And Christopher said well
it’s a happy coincidence that you’re talking to me because we’d terribly like a
contemporary piece written for the baroque trumpet, because we’re going to have a
series of concerts of the music of Biba, who wrote a lot for the baroque trumpet. So I
narrowed it down to those two composers and we particularly wanted Maxwell
Davies as the first choice. So I rang up his agent, this was a very brave thing to do, a
lady called Judy Arnold, and she answered the telephone and I said who I was and I
then said is it possible, I know it’s very forward of me to suggest it, but is it possible
that Sir Peter, as I respectfully called him, would write a piece of music for us and she
said, well yes, he might well. What is it? And I said well we’d like a piece of music
of one hundred and thirty-five bars lasting about four and a half minutes, written for
four baroque trumpets and kettle drum and it has to have some joy in it at some point.
And there was a pause and she said, ‘Could you say it again?’ So I said it again and
then she said, ‘When do you want it?’ I said, ‘We want it for April’. And she said,
‘You mean April 2005, 2006?’ This was early 2004. And I said, ‘No, no, April this
year’. She said, ‘But that’s only three months’. I said, ‘Well yes, I’m sorry about
that’. And she said, ‘Well there’s no hope, no hope whatever. He’s far too busy’.
And then she said, ‘Look, I’ll refer it to him because I never say no without referring
things to him, but I think it’s most unlikely, I’m very sorry’. So I was beginning to
have thoughts on my second choice, obviously. Anyway, she rang back two days
later and said that she was completely astonished and that he would do it. And that
was very pleasing. He’d never written for the baroque trumpet, so he had to be
introduced to David Blackadder who is the chief trumpeter in the Academy of Ancient
Music, who took him through the basics of the baroque trumpet. And about three
weeks later Judy rang me up and said, ‘He’s started it!’. And then three days later she
rang me up and said, ‘He’s finished it!’ [laughs] And so it happened and he came. I
asked him – I’d never met him before – I asked him why he took it on. He said,
‘Well, I’ve never had a commission like it’. So that was very exciting. There was
one moment when Judy Arnold rang me up and said, ‘This hundred and thirty-five bar
business’, I said ‘Yes?’ She said, ‘Would you mind if it was a hundred and thirty-five
minims and not bars?’ So I said, ‘Well I don’t mind at all as long as it’s a hundred
and thirty-five’. But it turned out to be bars in the end and he wrote a hundred and
thirty-five bars and he gave it the name Telos 135 – the 135 is obvious, Telos meaning
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the purpose of life, the end of life, the meaning of life. And it was duly performed at
our party. I think about half the people present liked it. The other half I’m not quite
sure about, but that’s why it was only four and a half minutes, because I suspected
that a lot of them wouldn’t like contemporary music. But it was a great moment and
then it was re-performed by the Academy at the Spitalfields Festival, several times in
Europe, at Kings College Chapel, because they’re based in Cambridge, and it’s been
recorded and so I think it’s in the repertory for whenever anybody gets baroque
trumpets together. Which won’t happen very often, but if they want a contemporary
piece of music, this is I think the only one written for baroque trumpets and I think it
will be a very useful teaching tool in the schools, because the application of the
thoughts of a modern composer to this baroque instrument are extremely interesting.
So that’s that. That was worth doing.

That was wonderful. Was there anything in writing between you and the composer or
was it all just this single conversation through the agent?

Nothing in writing between me and Max, except for obviously communications about
his travel and getting him south and so on and thank you letters and so on, because he
does all his dealings through his agent.

And what was it like negotiating a fee, how did that all work?

You don’t negotiate a fee with Max, you simply pay it. Whatever Judy says goes.

And was that in the region of anything you were expecting or not?

Yes, about what I thought. I’ve actually forgotten what it was. I have it written down
somewhere, but it wasn’t exorbitant.

How much did it cost for a syndicate to commission the piece for the…

Well I think it cost each of us about two and a half thousand pounds, something of
that order.
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And how many of you were there?

But our quartets you see, it depends on the composer, but the composing fee would be
somewhere in the region of five, six thousand, but that’s not bad. You think of the
work put into producing a fairly major piece of music. And Max would be more
expensive because he’s so established and he’s now [laughs] – Judy Arnold
telephoned me the day he was appointed Master of the Queen’s Music and said that I
had pulled a fast one on her because I’d agreed the fee because of this… I’d agreed
the fee before the appointment and I must be an insider trader. I said, ‘No, no Judy,
he’s been appointed because of this commission’. [laughs]

Did you have any idea he’d be appointed?

No, no idea at all. It was thrilling.

And did he talk to you about composing it?

About?

Composing it, after you’d…

Well, we talked a bit on the evening before the guests came, but at that point he was
extremely intent on the rehearsal because he’d never heard it before and he sat down
in one of the meeting rooms at the Wallace with the trumpeters and the kettle drum
rehearsing it and saying what he wanted. It was a pretty gruelling session and the
main trumpeter afterwards told me it was. And so I didn’t have much chance to talk
to him apart from the conversation I’ve already relayed to you. But he’s a real master
of his profession. He wrote me a piece afterwards, well the programme note is very
interesting, which I have here. He wrote in the programme that ‘Telos 135 is scored
for four trumpets and two kettle drums. The trumpets are baroque and valveless,
which limits the number of notes available to the extent of presenting a major
compositional challenge’, so he did find it quite a challenge. And then he goes on,
‘I’ve tried to overcome the natural limitations by writing for two trumpets in C, one in
D and one in B flat which means the particular sound quality can be preserved while
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increasing the chromatic possibilities’. I think a lot of that was lost on our audience,
but I’m thrilled that we did something that he found challenging even after his
enormous experience and that he enjoyed doing, he really did enjoy doing it, he told
me that.

How long had the musicians had the music?

How did the…?

How long had the musicians had the music before…

About three weeks.

And what did they say about it?

They said it was challenging, especially the last movement, which was the joyful
movement and they had to play in this – I don’t know how easy it is to play a baroque
trumpet, but it’s got no valves – and they had to play a huge number of extremely fast
notes towards the end and it became very exciting. As Max describes it, ‘The quick
finale is celebratory and rhythmic with a jubilant ending’ so he did exactly what we’d
asked him to do and when the performance was over the trumpeters did look
extremely relieved.

D’you remember what time the rehearsal was?

What time? Well we gathered at about five o’clock…

And what time…

And the party was at six thirty, so it was a bit fraught. And even more fraught was the
failure of the people setting up the small stage to arrive. And so the guests were
beginning to arrive before the second rehearsal in the main gallery had finished,
which gave us a rather difficult problem, but Judith tried to cope with them at the
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entrance to the Wallace Collection while I was trying to accelerate the end of the
rehearsal.

So did you hear all the rehearsals?

I heard a bit of the rehearsal in the meeting room when Max was talking them through
it, but then I had to go off and deal with the other arrangements. Because the Wallace
Collection only closes at five and you’ve only got an hour and a half to get everything
sorted out with caterers. And then of course I heard the complete rehearsal up in the
main gallery, which was the only time they played it before going live at the party.

Can you tell me anything else you remember about either rehearsal?

Well I thought the musicians were feeling quite challenged. This was new territory,
not only for Max, but also for them. They’d been used to playing quite conventional
seventeenth and eighteenth century music on these instruments and here they were
faced with something completely new and they knew also they were on parade in
front of a pretty discerning audience. So I think they were quite nervous and they
were certainly very relieved – I think I’ve said this before – very relieved that it was
all over. But it went well. They played it even better at the later concerts. We didn’t
get to the Spitalfields Festival but we saw it performed at St John’s, Smith Square by
the Academy of Ancient Music, and that was a wonderful performance and there is a
recording of that.

And what was Max like dealing with the performers?

Well I didn’t meet him until that evening, because as you well know, he lives in the
Orkneys and composes in the Orkneys, doesn’t come south very much.

I meant in the rehearsals.

Well he was quite demanding and – as he should be, because it’s his music – and very
much in control and if he wanted an improvement he would stop and say, do it again
and I want emphasis on this particular beat or note or whatever. And I think he, he’s
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not a martinet, I think he’s a very thorough and competent and realistic and gifted
composer. I’ve a great admiration for him and I think his Naxos Quartets for example
are a towering achievement and I think he’ll go down in history as one of the great
twentieth century composers.

And how did the performers react to him?

Oh, they got on very well with him. I think they were, again, thrilled that they had
helped to create something. Because it wasn’t as if they just received a bit of music
and said, play it, they’d actually help compose it in the sense that David Blackadder
had helped Max to understand the baroque trumpet, so I think they were thrilled. It
was only four and a half minutes, but four and a half minutes of joy and a feeling of
really achieving something.

And had there been any thought that they might all meet together the day before have
a more relaxed time?

Well that wouldn’t work out because Max only came down from the Orkneys that
morning, I think I’m right in saying. He might have come down the night before, I
don’t know. He doesn’t really like leaving the Orkneys, it’s his first love.

Did anyone try and get him to come sooner?

To come earlier? Well I left that entirely to Judy Arnold, that’s up to him. You
know, if he wanted to he could and if he didn’t, he wouldn’t and so he was pretty
confident I guess that it would work out alright on the night.

And what did you feel in the rehearsals, what state of mind were you in?

Well I was feeling fairly nervous because of this wretched failure of the stage people
to turn up and I was feeling nervous because I knew that our guests, some of whom
might arrive early, would not be allowed into where the party was on time, so I was a
little flustered and wanting the rehearsal to come to an end while also wanting the
rehearsal to lead to perfection and that’s a tension you have to live through often in
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life on important occasions. Anyway, it all sorted itself out and I think the guests
didn’t mind being held up a few minutes when they were told why.

And what did you feel when it was being played?

Oh, I was very excited. I mean it’s the same whenever a piece of music you’ve
caused is played, it is exciting because you feel you have helped to create it, you’ve
not had any hand in the creation, that you’ve, I think the current word is ‘enabled’ it to
happen. And this was an exciting piece of music, and it was a very special occasion.
We’re not going to be seventy and sixty-five again and that was a wonderful party.
You came to it.

I did, it was very wonderful.

Was it a good party?

It was extraordinary.

Your turn to say something.

No, it was an extraordinary experience, but I had no idea that it had only been
rehearsed in the circumstances you’re talking about. One assumed that it had been
weeks in rehearsal.

Well now you know the whole truth. It was what they call a rush job, Cathy. And
I’m eternally grateful to Max for agreeing to do it in such a short space of time. And I
think it’s a great privilege that he agreed to it.

[End of part 30]
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Tape 21 Side B [Part 31]

How did Judith react to it all?

Oh, she shared my excitement, no doubt at all about it. And she also shared my sense
of fluster because she had to cope with the arriving guests and hold them up from
coming up the stairs.

When you’re feeling very tense, can you actually hear the music as it’s played, do you
almost become deafened with tension?

Well it was a fine point, I mean the clock was ticking on to six thirty and they hadn’t
played the last movement and I couldn’t see whether, when they played the last
movement, Max would want to stop them and start again and I was conscious that in
another part of the building the guests were probably piling up, clamouring to get up
the stairs in order to drink the Bollinger, you know. But we did give them a hand-out,
you may remember, we gave them a hand-out on arrival at the Wallace, so I
calculated that a little bit of time would be taken if they read that and that would hold
them up for at least a minute, so that gave me a minute’s latitude. And then of course
we had this charming young Japanese harpsichordist at the top of the stairs who Mark
Ransom had laid on for us. He also supplied the harpsichord, and I thought maybe the
guests would linger a bit to listen to her playing truly baroque music on the way in.
And you know the Wallace Collection, it’s some way to get through the galleries to
the big gallery, so I thought that there was at least three minutes to play with.

But what about the tension during the actual performance – could you actually relax
enough to hear it?

Oh yes, yes, it’s music, you’re in music listening mode and I have no problem with
that at all.

And could you say exactly where it was played?

Exactly where?
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Where it was played.

In the Great Gallery at the Wallace Collection in Manchester Square. And I should
add here, because I didn’t say it earlier, that the inspiration for this was Poussin’s
wonderful painting A Dance to the Music of Time which hangs in that gallery and it
was that painting that really led to thought that commissioning a piece of music would
be a more interesting thing to do than anything else to give the party a special flavour.
I’ve always adored that painting. My wife and I differ a little bit on Poussin; I think
he’s a seriously great painter and she thinks it’s my classical upbringing that makes
me think he’s a seriously great painter and she prefers other painters, but there we are.
So whenever we go to a gallery, if there’s a Poussin I’ll be making a beeline for it.
But that’s a lovely painting.

Tell me a bit more about your feelings about that painting.

Well you know it, and you know it was the inspiration for Anthony Powell’s great
series of contemporary novels. But it’s a very mystifying painting with the dancers in
the ring dance, which is a fairly classical Greek sort of dance, representing what?
Well there are various theories; they think it’s the cycle of life, it’s poverty, work,
success and so on. Then you’ve got Janus on the left looking both ways, so there’s an
equivocal point there. You have the sun, Apollo, going across the sky representing
time. It’s a very mystical painting and I think I enjoy it partly because I think he’s a
great painter, partly because I enjoy the classical allusions, partly I find time a very
mysterious thing. English poetry is full of the passing of time and the folly of
ambition, the passing of youth, all those things. It’s all in that painting. And they are
the most moving poems in the language, it’s the most moving theme. You can’t do
anything about it, time passes, time finishes you off and you have to reflect on what
life means when you think of those things. So it’s a painting that I can look at almost
endlessly really.

Did Peter Maxell Davies make any, did you make references to Peter Maxwell Davies
about the painting?
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Yes I mentioned that that is the inspiration of the piece and I suppose part of his piece
and the rhythms of it may refer to dance rhythms. I didn’t have time, unfortunately, to
quiz him on that because it didn’t seem to me to be a crucially material part of the
piece. The only instruction we gave him on the mood of the piece was the inclusion
of some joy at some point, which he did in no uncertain manner.

And, just to clarify for the tape, did a stage get built or did you have to abandon that?

Did?

Did the people come and build the stage or did you go without?

No, they did come, late and because they were late the rehearsal couldn’t start and that
was why I got frustrated. But the Wallace Collection were very displeased with them,
quite rightly.

And, at the party, I believe you made an introduction between Antony Gormley and
Peter Maxwell Davies. Can you tell me about that?

Did you see that happen?

Yes, and you told me that you’d done it quite intentionally.

Yes, well I didn’t alas listen to the conversation, but they’re two great artists and two
very articulate artists so perhaps I should have taped their conversation, it would have
been nice to do so.

And who else was at the party, how many people?

Oh Cathy, I mean there were two hundred and something people there, so huge
numbers of our friends.

Anybody specially important to you to have there?
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They were all important. The problem was cutting the number, because the place
could only hold two hundred or so, which meant that you were probably safe inviting
three hundred, because if two hundred and fifty accepted the place could hold them
because they’re not all there at the same time, but we wanted to invite something like
eight hundred, so it was a very difficult thing to reduce the number.

I’m very privileged to have been in the reduced number.

Well, you had to be there.

And was there an aftermath with Peter Maxell Davies – did you correspond or
anything?

No, I wrote him a, to thank him, clearly, then there were the purely routine matters of
Judy putting it on his website and all that sort of thing, but after that we have not
really been in touch much. He did hope that we could get to the Orkney Festival,
which he runs, but we’ve been unable to do that so far. It takes place in June and
we’re always very busy in June and so it’s been difficult for us, but we would like to
go to it I think. And I must say, we did fall for him, he’s a very, very charming and
laconic man and I do admire him, I think his, well his devotion to the Orkney is
extraordinary and I think his ability to cut himself off alone and to work so creatively
is wholly admirable. So we’d like to go there one day. But he’s many calls on his
time, we’re a very minor part of his repertoire.

Can you pin down why he’s charming and laconic, can you remember any details?

Well I’ve only met him once Cathy, so you only have first impressions and I think
I’ve summarised those already.

But do you know why you go for those words, do you remember what made you think
he was either of those things?

Well he’s got a very humorous glint in his eye and you know you can say things to
him which are slightly risqué or – and he’ll take it very well, you can see his sense of
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humour is attuned to that. And he’s also highly intelligent so you can gain that
straightaway. And chose his words very carefully, he’s not effervescent, he’s not –
that’s why I use the word laconic, I think he’s a man who can express his thoughts in
very few well chosen words, which I greatly admire. But that’s only first impressions.
He’s somebody you should interview some time.

And what did you do after the party?

We staggered off en famille, we had a quiet supper. Not that we needed much supper
because those canapés were extremely good.

Where did you have the supper?

Here.

And did you do anything else to mark your birthdays?

No, not really. That was it. We always have dinners, so we have two or three dinners
a year to mark the family birthdays. Fortunately not too many dinners because they,
two of the young were born in February and my wife towards the end of January, so
we can combine three in one. It’s quite difficult to get all five together, so we can
combine three in one and then Katharine’s the end of April and I’m May, so we
combine those two. But we’ve taken to sometimes being away for the May one, that’s
a combination of myself and Katharine, so on my sixtieth a long time ago we went to
Venice for example, and we went to Paris for one of them and we went down to
Cornwall for, two years ago for it. Lovely weekend at Olga Polizzi’s hotel near
Falmouth. And then this year we’re going to Endsleigh which is her hotel near
Plymouth, which is brand new, so it’s a new experience.

I don’t know who she is.

She’s Rocco Forte’s sister. And she’s a very stylish hotelier. Her hotel near St
Mawes, the name of which will come back to me in a minute, is very stylish, it’s not
five star or anything, the cooking’s extremely good, the hotel is homely, it’s made out
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of a series of cottages put together and overlooking the creek and of course within
easy reach of all those wonderful gardens, which in May are really fantastic, with the
rhododendrons and the camellias.

And is she known to you personally?

I’ve known her very slightly. I doubt if she knows me, but I’ve met both her and her
brother in olden days, through you know, being in the world of business.

And do you get a sense of them?

Sorry?

What’s your sense of them?

I don’t know them well enough, I really don’t.

[12:56]
[The section between 12:56 – 14:31 is closed until June 2033]
[14:31]
And what about Anthony Powell and the Dance to the Music of Time?

Well I think it’s a fascinating book and I wish I could write a book like it. The first
eight volumes I think are fascinating, I think the last four tail off a bit. I had a sense
of the last four that he’s trying to tie up loose ends and finish it. I once had the
temerity to ask him to dinner at the Stock Exchange, because I used to give this
summer dinner and I used to invite people I’d never met, but leaders in various walks
of life, because I thought what an occasion to introduce people in different walks of
life to the fact that the Stock Exchange had a human scale and wasn’t just the bastion
of capitalism and the representative of Midas and Mammon. So I used to invite
people from literature and music and the arts and cricket and, you name it, media.
And he accepted. I asked him why he accepted, he said rather like Max Davies and
the commission, he said well I’ve never had an invitation like it and I thought the
novelist in me, I really ought to come and see and risk coming into this temple of
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Mammon. And he did and he had a lovely evening, he told me. And we got into
conversation and I very bravely said what I thought, I thought well here’s an
opportunity, there’s no point holding back on what I thought, I said I hugely admired
his novels but I actually wasn’t quite so happy with the last four. And he said to me
well, I think you’re right, and that’s all, that is my memoir of Powell.

Did he bring his wife?

No, no, it was all solo invitations, we never invited couples to those occasions because
there were a limited number of places available.

What kind of scale of numbers would you be?

Oh it’s only, I mean the whole dinner wouldn’t have been more than about eighty.

And where would it be taking place?

On the twenty-fourth floor of the Stock Exchange.

When would you first have read the Dance to the Music of Time?

Oh about ten years before that. When was that, you’re going to ask me. Well I can’t
pin a date on it, but I left in 1989 so it has to be – eighty-eight, sorry – so it has to be
several years before that.

And, just while we’re on this, are there any other really important people to you who
came to those dinners that we should just document?

Well again, rather like the question you asked me on my party, they’re all important
because you only invite them because they are important to you. You know, I invited
the great batsman, Colin Cowdrey, because he’s a great batsman and so you invite
people like that and they find that, I hope, they find that you’re human and you find
that they’re human so it is a very amusing brief really, to choose people in different
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worlds to come to those dinners. But you mustn’t ask me to list the entire guest list
because I really can’t.

Do you watch cricket?

Oh I love cricket, yes. I used to play cricket when I was young, really badly, but my
godfather – a man called Hubert Williams – who was our next door neighbour I
discovered, that’s why he was my godfather when I was born, used to take me to
Lords, usually to watch the Yorkshire Middlesex match because he was a keen
supporter of Yorkshire and I supported Middlesex. Denis Compton was my great
childhood hero in the cricket field. So we used to go to Lords to look at that match
and I would still I think go to watch cricket, although the crowds are not what they
used to be, the cricket has become a more rowdy game as far as the crowds are
concerned. Which I think’s a pity, but it’s inevitable. I still find it an intensely
exciting game. I tried to explain to an American investment banker why a five day
game of cricket ending in a draw could be so exciting. He couldn’t grip it, to him a
game has to end in a win for one side or the other and only in that lies the excitement.
But he clearly didn’t understand how incredible it was if Michael Atherton or
someone could bat through a whole day to hold off the enemy and end in a draw. I
listen to the Radio 4 commentaries and of course there’s always one on the radio
when we’re driving to Scotland, ‘cos that’s the time the Test Match is played. I think
it drives Judith almost mad, but I must actually buy myself an earplug so that I can
listen without her having to listen to it too. She’s not a cricket fan. But you say do I
watch cricket, well if there’s a particularly exciting Test Match and it happens to be
on the television I will watch it. Otherwise I’ll listen to the Radio 4 commentary.

Who does the driving when you go to…

But of course it has now gone off to ordinary terrestrial television and been bought by
some commercial channel so that option is not going to be available.

Who does the driving when you go to Scotland?
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Oh we both do, take it in turns. There’s no law against listening to the cricket
commentary while driving.

Are you sure?

Yes I’m sure. Well, otherwise there’d be a law against your wife talking while you
were driving. I think that would come up against some sort of human rights
legislation.

And how much television do you watch normally?

Oh, hardly any. We watch the news sporadically, not every day. We’ll watch the
news if we know something peculiarly interesting is happening, but what else do we
watch? Well, sometimes cricket. I try to watch the Six Nations rugby, which I enjoy.
I think rugby football’s a very exciting game, because it’s a game of tactics and
strategy. Football I find incredibly boring. I think there should be a rule in football
that you can only pass the ball forwards, just as in rugby you can only pass it
backwards. But otherwise no, we really don’t watch it. Oh, sometimes one of David
Attenborough’s films, which I think he’s a supreme performer. But we’re very bad at
following the whole series through. We find we’ve missed it because neither of us
has looked at the schedule.

What about music on television?

No. I don’t like it. I find the way they beam in on individual instruments in an
orchestra aggravating and you don’t get the sense of the whole performance. You get
a better sense from actually on high class CD than you do on a television
performance.

And actually, we’ve never talked about…

And opera, opera’s hopeless on television, it’s no good at all, you’ve got no sense of
scale.

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 422
C409/133/21 Side B [Part 31]

How much do you have music on the radio in your life in normal…

I have Radio 3 on the whole day. And if Radio 3 is playing something I don’t
particularly like I’ll have a CD. Music’s important, I despise myself often for not
listening properly because I’m doing something else at the same time. But then every
now and then a piece of music grips you so much you can’t do the other thing that
you’re trying to do and you have to switch off and listen to it, listen to the music I
mean, switch off the other thing you’re doing. That’s the problem with time passing
Cathy, that there are too many things to do. And so you end up doing two or three
things at once, which isn’t very good. It’s not good for the whole you, you know, you
should absorb yourself in only one thing and then feel gratified you’ve done that. As
it is, you end up skimming too much and the older you get the more you are tempted
to skim because you’re trying to cram all these things into a limited period of time.
It’s very bad, very bad.

If you’re in a concert hall, can you switch off from everything but the music?

Oh yes, yes, I’m absorbed, I’m absorbed by the music. And that’s the perfect way to
see music because you can’t whip out your book or your research or do something
else, you’ve got to listen to the music, so that’s the ideal.

And, going back to cricket and rugby, as an adult, did you actually play sport, I can’t
remember?

As an adult? When does one become adult, about eighteen?

When you’ve escaped school.

When I escaped school I played, well into the army as you know, I played a bit of
hockey in the army, in Germany on asphalt – which was horrendously dangerous – I
played cricket, I played squash, I played tennis. After I left the army I went to
university and I played a bit of cricket, bit of squash, I took up real tennis and I played
lawn tennis. I did them all rather badly. I became the captain of the Kings College
Lawn Tennis team but I had to sack myself from playing because there were six
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people much better than me. And after university I went on playing some lawn tennis,
I kept real tennis up until I was really unable to find the time and anyway, I was
defeated by somebody aged seventy-five who never budged from his spot in a match
between Hatfield and Hampton Court. But I kept up lawn tennis until I became
arthritic and then we had the annual cricket match in the firm, in H E Goodison,
Quilter Goodison, where the partners used to play the staff, that was an annual party,
country party.

Which took place where?

So really I’ve not been very good at keeping up sports and have taken much more to
walking for the exercise.

Where did the Quilter Goodison cricket match take place?

Oh at sundry venues, usually a partner’s house in the country or somewhere, or a
sports ground that we took on for the day. It was a lovely occasion because
everybody came with their families.

And latterly…

The cricket didn’t matter. Nobody cared about the cricket, they watched it but it was
the family party and bringing the children and really enjoying it.

And latterly, where did you play tennis?

Well we played tennis with friends, particularly latterly Graham and Jean Ross
Russell, he was one of my Deputy Chairmen at the Stock Exchange, in Ladbroke
Square, but very sporadically as time went on. And anyway, about seven or eight or
nine years ago I couldn’t play any more because of my wrists.

How is your health?
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Well it’s not too bad. I’m on fairly fierce pills for the arthritis, but they seem to have
controlled it. So I can do things with my wrists I couldn’t have done five or six years
ago, so that’s good.

And the rest of health?

Well the cancer also seems to be under control. I asked the specialist the other day, I
said to him, look, you gave me eighty per cent chance of surviving for five years five
years ago, what is it now? And he said, well, I’ll give you an eighty per cent chance
for the next two years. I said, that’s a bit short and he said well, I’m a specialist. I
said you mean I’m trying to draw you out and you’re not going to commit yourself.
He said yes, I’m not going to commit myself. So I feel very healthy. And I’m on
pills for that anyway, so I hope it will stay reasonably dormant. I’m not on
intermittent – what do they call it – hormone treatment so that you take the cells by
surprise. You’re on for three months, then your PSA count goes down, then you’re
off for three months and it goes up again, then you go on again. The idea being that
it’s constantly surprised.

[End of part 31]
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….felt about…

But I count myself lucky against a number of contemporaries. I mean Bob Alexander
died the other day and David Cohen is making no secret that he’s got lymphatic –
what’s it called - lymphoma in his stomach and so he’s on treatment now, much to his
surprise. It’s rather awful when a close friend like that becomes ill because you know
that – well I had a very frank conversation with him and I remember when I was first
told I had prostate cancer, which is slighter than that, you immediately start thinking
about death and how long you’ve got, you’re bound to. And your wife starts thinking
about it and I’m glad I went through that experience myself because it enables me to
talk to others who are receiving the news for the first time about themselves and you
know what they’re thinking and you can talk very frankly about it. And then as you
talk about it, you know, the human takes over and becomes optimistic and you’re
determined to recover and you’ve got much too much to do to think about dying. And
I hope people who die of these things go on optimistic to the end. Alas, it’s not true
of people who get brain tumours and things like that, really serious afflictions. But in
my time I’ve seen two fairly close colleagues die of brain tumours and it’s been an
extremely distressing experience as they get iller and iller and I wouldn’t wish it on
anybody. I think everybody should pray for sudden death, preferably unexpected.

How much do you talk to your children about it?

Oh, I would talk to them very freely. They, I mean they know what’s wrong with me.
What’s wrong with me is not exactly the most serious form of cancer, it’s probably
the least form of cancer, so I don’t think we need take it as seriously as I’ve just been
talking about. I mean there are people who’ve been living with prostate cancer for
twenty, thirty years. There are people who die with it and they die of a completely
different cause. But clearly if one developed a brain tumour, well you would know
that you don’t have much hope, but it would be very important to talk freely about it
to your family, because there’s no point not, you have to face it together. And they’ve
faced it recently because Andrew Raven, who is Faith Raven’s eldest son, died
recently after five years or so of having cancer and it’s been coming for a long time
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and he’s been having very severe treatment for a long time - and he’s only in his
forties - and of course our children and the Raven children are extremely close to each
other because of the family background. As you know from an earlier tape, Faith is
Judith’s first cousin, virtually sister because Judith was brought up by Faith’s mother.
And so Faith’s children and our children were always very close all along and
Andrew’s premature death came as a very great shock, even though he’d been very ill.
But everybody knew he was ill, it was a matter freely talked about, and so they’ve
seen it at first hand. So I’m all for openness and transparency.

And how have you found the medical help you’ve had?

Sorry?

How have you found the medical help you’ve had?

Well I think you have to work hard at that. I’m not really the right person to quiz on
this Cathy, because I don’t think my ailments are serious enough to get into the whole
depth of it, but thinking back to when I was first diagnosed with prostate cancer and
thinking back to my state of mind at that time, which was help, is this the beginning of
the end, for anyway a few weeks, I think I can say that the medical people I consulted
were superb. They were transparent, they recognised in me somebody who wanted to
know everything. I didn’t want anything bottled up, I wanted to know the whole truth
and nothing but the truth and they responded to that, I thought very well and very
sympathetically and then you have to make the choice. Do you go for radiotherapy
for this or do you have an operation and have the thing cut out. And they were very
sympathetic during that period of research and I went to talk to the surgeon and talk to
the radiotherapist and ended up making my own choice, it was going to be
radiotherapy. Then the specialist says well actually, in your predicament I would
have chosen the same. In other words, he made no attempt to say you should do this,
you should do that. He encouraged me to do my own research, my own thinking and
then listened to my process of choice. I thought that was a very sympathetic thing to
do. And since then it’s, well both specialists I’m under have been very helpful, very
frank, and allowed themselves to be subjected to my questions in ways that I think
specialists may not have done thirty or forty years ago. In those days I think
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specialists rather pontificated from on high. There was also a terrible secrecy wasn’t
there, about illness. If you merely mentioned the word cancer, everybody thought you
were dead and it was hushed whispers and don’t spread it about. Quite honestly I
don’t know who knows I’ve had this and who doesn’t now and I don’t think I mind. I
don’t broadcast it, equally if somebody asks I say yes. There’s no point broadcasting.

Can we just document where your specialists are?

Where are they?

The specialists.

Well the arthritis one is just off Harley Street, he’s a man called Ted Huskisson, and
the cancer one is in the Cromwell Hospital.

And I don’t think we’ve talked about your friendship with David Cohen. Can we
elaborate on that – and David of course was at your party wasn’t he? And he knows
about music, what did he say about the…

Can we press the tape for a second?

[break in recording]

Can we talk a bit about your friendship with David Cohen and also what was David’s
reaction to the Peter Maxwell Davies music?

Well David is one of the great finds of my life, I don’t exaggerate. I didn’t know him
during my commercial career. His father was actually a property man and as you
know, there is a substantial charitable trust set up in his name, the J S Cohen Trust. I
never came across David until we were on the board of English National Opera
together. It was one of those times when you know you have found somebody who
you really like, colossally, I mean he’s such a nice man. And not only a really nice
man, but a deeply thoughtful man and it’s astonishing that a man of that background
with wealth behind him could spend his life very happily indeed as a National Health
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doctor, which is what he was. And he was the initial cause of our commissioning
music in the first place because we went to the performance of John Tavener’s
Eternity’s Sunrise at St Andrew’s Church in Holborn and David was there, and I
discovered that he’d actually commissioned the work for the City of London Festival.
And it was as a result of that that I had my first conversation with the Administrator of
the City of London Festival which led to our commissioning Tavener’s Hypakoe at
the Festival the following year, so I’ve always told David that he was the cause of our
first commission because it was the discovery of the practical means of actually
getting a commission done, which was really important. He, as you know, is deeply
interested in music, in literature, quite apart from social welfare and so on and his
charitable trust which he’s been the main mover in, has done some wonderful things.
Wonderful music commissions, they’ve given a literature prize and so on, and he’s a
lovely man. I think an interesting event perhaps that’s worth recording is that when
we did achieve our joint birthdays in 2004 David actually wrote saying could we
nominate two charities because he’d like to give each of them a gift in our name as a
birthday present. And you know as well as I do that one of them was the National
Life Story Collection and that David’s gift then paid for the recording of Elizabeth
Fritsch, which you did on something like eight tapes. Well that’s a mark of the man,
he’s just deeply thoughtful. And at his seventy – oh dear, seventy-fifth birthday I thik
it must have been, his new wife rang me and said that the man who was going to give
the speech at the party was ill and would I please give it instead. This was during the
morning of the party, so I found myself in the position of giving the speech in honour
of David, which isn’t an easy thing to do, not just because of the short notice, but it’s
never easy frankly, to talk about your living friends to all your other living friends.
It’s much more difficult than giving memorial addresses in churches when they’ve
actually died. But he’s a man of great sensitivity and humour and great sympathy
with people and passionate about music and the arts and literature. So he’s great.

How much do you see him?

Well we see each other at sundry artistic events, we see each other sometimes on
more exclusive occasions, we talk quite a lot on the telephone. And he rang me to tell
me about his illness and I’ve rung him since obviously, we keep in touch. And then
we’re both still trustees of the English National Opera Trust together, which is a small
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charity that helps English National Opera. And then there are sundry charities in our
lives which we both take an interest in. So we keep in touch fairly regularly and
they’ve been to stay with us in Scotland too. It wasn’t easy for him, the most difficult
thing for him recently has been his divorce and remarriage and he clearly found that
very difficult, as did we all, but David is typically kind and typically generous and
I’ve no doubt whatever that he saw to it that Veronica was well looked after. And
indeed, I’ve seen the three of them going to events together, so I think it’s a mark of
the man that he can cope with that difficult circumstance so well.

And there’s a child isn’t there? He has a child doesn’t he?

You know, I don’t know the answer to that. Yes, he’s got a son. I don’t know how
many…

He’s certainly got a daughter, so there are obviously children.

A daughter, son and daughter, yes.

You don’t know them?

I don’t know how many of though.

Okay. And are you in touch with Veronica?

Well, we see her at artistic events, so we always say hello when we see her there, but I
don’t keep in touch in any other way, no.

And what did he say about the Peter Maxwell Davies piece?

Oh, he liked it very much. He was as astonished as I that Max took it on.

But you and he must be able to talk about music in a way that you can’t with that
many other people because you both really understand it.
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Well I think he understands it much more than I do and we certainly enjoy talking
about it. But he works on a bigger scale, I mean he commissions symphonies and
things of that sort. And I think he knows far more of the people. He’s very involved
in charities helping to develop young singers and other musical charities. So I hugely
admire him. He’s several leagues in front of us.

And what…

We’ll never catch him up.

What was the second charity you chose when he offered to give for your birthday?

Well it was Judith’s choice and I think it was Handel House.

Which is something we’ve also not talked about.

Yes.

Is your involvement with that.

You must talk to her about that.

But can you just say a little about your involvement?

Well my involvement is by being the husband of my wife and she is a trustee of
Handel House, which was Handel’s home when he was in London for a very long
time, and where he wrote The Messiah and a number of his other great works. And
the Handel House Trust was set up to buy the property, or buy a lease for the property
and establish the Handel House Museum, Handel Museum. It is rather shocking, but
there never was one before because he’s the great composer of the eighteenth century.
And they set it up as a museum, but more important than a museum because they
don’t have many artefacts dating from Handel’s day, more important I think is the fact
that it’s becoming a performing music centre, that young people are coming from the
Royal Academy of Music and playing there. There’s a harpsichord permanently there
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and they play not just for themselves, but also give recitals that people can come and
listen to, so there’s music there practically every day. And I think that’s its future, as
a performer of baroque music and as a place where people can go and educate
themselves about music. And it’s doing very well, the trustees put an enormous
amount of effort into raising money for it and improving its look and I’m hoping very
much that in due course they’ll be able to buy the ground floor, which they don’t at
the moment own because it’s a shop, and the basement and then be able to have the
whole house and restore the ground floor as Handel would have had it. I think he had
a shop there himself where he sold his scores, for example, and of course he used to
rehearse there a lot, so it was always a house of living music. So it’s an exciting
project.

Which leads us perhaps on to your – actually before we get to the Wigmore Hall, I
know we’ve talked in detail about the John Tavener piece that you commissioned, but
he was about to do a very, very long performance of a new piece which I think you
didn’t go to, but have you been involved with John Tavener in any way?

No, no, we take the view that we should not stick with one composer. It’s very
difficult that, because the composer of course wants you to, quite often, but we take
the view that we should be encouraging other younger composers as well and you
can’t do everything at once I’m afraid. So we were not involved in that longer
Tavener piece. That was done, as you know, by the legal community, largely, and
performed in the Temple Church. So we really wanted to move on to younger
composers who we thought might benefit from receiving a commission, so it’s what’s
called in the jargon a ‘win win’. You’re happy because you’ve caused it to happen,
the composer’s happy because it’s happened and the Wigmore Hall are happy because
they get the performance and the concert. So everybody’s happy.

And we talked about the fact that you were commissioning them on the previous tape,
but it was at a very, very early stage, so could you say what’s happened subsequently?

Yes. Did we talk earlier about how it started? I mean, have I got to be ponderous and
go back to where it started?
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We did a bit, but it would be quite good to have a resume because you will tell it
differently.

[laughs] You mean I’ve got a bad memory. Well, very briefly, we knew we wanted
to commission more music and then the question of what and how and with whom,
and most of my ideas come to me in the bath and I was lying there one day thinking
well, why not, since we both love chamber music, why not commission string quartets
with a voice. And I was aware when that idea came to me that Schoenberg had done it
in about 1911, but I didn’t know the music and I was certainly not aware that other
composers had also attempted it. So I went to Bill Lyne, who is the, was the
Managing Director of the Wigmore Hall and said look, this is something we’d like to
do, what do you think. And he said it’s a wonderful idea. Well that was the first
hurdle, because I thought he might say no, it’s all been done before and we don’t want
to re-do Schoenberg. And I explained to him that I didn’t actually want to – I
shouldn’t say I, it’s we – we didn’t want a quartet which was to become simply an
accompaniment to the voice, we wanted a quartet in which the voice intervened as a
fifth instrument, so the work would not be entirely accompanied voice. That’s why
we called it a quartet with voice, not a song cycle for voice and a quartet. And that’s
what it is. And we said we would do four quartets and the next step was to identify
the composers and that was a question of Bill Lyne and me reviewing a number of
names, names that I threw into the pool; Mark-Anthony Turnage, Simon Holt, Judith
Weir, John Woolrich – established names, and then asking Bill to see if we could pick
up some younger composers whom I really wasn’t wholly aware of, I might have
heard a few names, but I didn’t know enough about them. And he managed to acquire
a number of tapes and CDs of music of younger composers, which we then listened to
here. And out of that field we chose one that he particularly wanted, which was
Gordon Kerry, who’s an Australian composer whom Bill knew, because Bill’s an
Australian. And so for the first quartet we commissioned Gordon Kerry. And then
listening to further tapes we identified Julian Philips, who’s an English composer and
Joseph Phibbs who’s an even younger English composer, and we also approached
Simon Holt on my first list and Mark-Anthony Turnage and Judith Weir, all three of
whom were too busy to produce the goods by the dates we wanted, so we went firm
on Gordon Kerry, who wrote the first quartet for performance in December 2004, and
he put a name to it, which was The Country – oh dear, I do have it somewhere. Yes,
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he called it Country Music and it was the setting of three poems, one by Seamus
Heaney, one by Gerard Manley Hopkins and one by an Australian poet I’d never
heard of called Gwen Harwood. And I was particularly pleased he chose the Gerard
Manley Hopkins, because it was that wonderful poem of his about the kestrels called
The Windhover, which seemed to me to be a very appropriate poem to include in a
quartet where the idea was the voice would intervene, because it’s quite a sonorous,
jerky sort of poem and would fit very well to music. Well now I never heard that
quartet because unfortunately, two days before the performance, the viola player in
the Belcea Quartet who was going to perform it, had to leave the country to visit his
very ill mother in Poland, and she died, on the Friday, and so it was never performed
because the Belcea Quartet could not perform without their viola player. And Gordon
Kerry had come over specially to hear the performance from Australia, so it was, I
think we can call it a disaster that it had to be cancelled. And I have the programme
here to show you, here it is, Wigmore Hall, all printed, write up of Gordon Kerry’s
Country Music Quartet, Goodison Quartet Number One, and Catherine Wyn-Rogers
was going to sing it, and alas it had to be cancelled and it’s only just this year been
possible to reschedule it, given the very busy diaries that performers have. It won’t be
done by the Belcea because they’re now losing their cellist, who’s resigning, but it
will be done by Catherine Wyn-Rogers who I really wanted to do it because I adore
her voice. And Gordon Kerry will I hope come again and it will be done in October at
the Wigmore Hall. So Number One will be Number Three in performance.

Had there been any rehearsals?

Yes, oh yes. No, it was rehearsed right up to the Thursday and it was due for its final
rehearsal on Friday, which I was going to attend, and it never took place and the
performance was due on the Saturday of course.

So you’ve never heard it?

So I’ve never heard it. I have the score, but I’m afraid I’m not good enough at
reading the score to be able to quite get it.

And do you know anything about its composition and its development?
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Well I have the write up of the quartet of course in the Wigmore Hall programme, so
I’ve got that. And I really don’t know any more about it than that. Gordon calls it in
the write up a celebration of the landscape in which he lives, that’s why he’s chosen
those particular three poems. And he thinks that he’s created something in which
there is a tension in the landscape between the old uses of the landscape which were
mining and so on, and the new uses of it which is a fertile valley for market gardening
and so on, so he thinks he’s got a theme in the music and I’m particularly anxious to
hear the setting of the Hopkins’ poem, because it’s a very rhythmic and complex
poem and I’m fascinated to see what he’s done with it and the music. All I know
about him is he’s a very harmonic composer and it’s not going to be an awkward
piece. So I’m looking forward to it.

Did you meet him at all?

Yes, we met him.

What’s he like?

Well again, only one meeting at a lunch at the Wigmore Hall, so extremely brief. He
was very enthusiastic, he spoke very thoughtfully on the lines that I’ve just
mentioned, about the music, and of course was cruelly disappointed. But he’s an
Australian, he’s got bounce in him and he knows it’s going to be done again and I
hope very much he’ll come again and we’ll get to know him better.

And how was he negotiated with, who actually got in touch?

Well what we did in these – it’s actually a very important question that, because for
people thinking of commissioning, and several people have been to me to ask how to
do it and that’s really pleased us because one of our aims here is to get other people to
commission things and we thought if we could show it could be done, a number of
people might notice and do the same. It’s very important if you’re commissioning
music not to be handling all the detail yourself because life isn’t long enough, you
haven’t got time and anyway, you’re not professional. So in these cases I ask the
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Wigmore to handle all the negotiations. So they discuss with us the idea of composer,
the idea of performers, both the instrumental performers and the singer, and then they
go away and negotiate the whole deal and it’s a contract between the composer and
the Wigmore Hall, between the instrumentalists and the singers and the Wigmore
Hall. We’re not party to the contract once we’ve decided the details of it. And then
after that we simply pay the cheques and that’s a very satisfactory arrangement
because as I say, we’re not professional in the contracting sphere.

And who decides what the budget will be - presumably the budget’s not the same for
all four?

Well the Wigmore Hall produces a budget and we will agree it. So that again is done
at an early stage.
[End of part 32]
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…you mean the Wigmore Hall will estimate what they think performers and players
and composers are going to ask for and then…

Well, the Wigmore Hall would like to think that it’s fitting these into its programme
in some way, and that works extremely well. So, to take an example, we wanted the
Belcea Quartet to play at least one of these quartets because we’ve a very high
admiration for the way in which they attack the music. Now, the Belcea were the
resident quartet at the Wigmore Hall, so it wasn’t difficult to schedule the Gordon
Kerry quartet into their schedule and fit it into a concert they were already giving.
Now fitting a contemporary piece of music into a concert is not easy for the Wigmore
Hall because, believe it or not, the audience falls away if there’s something modern on
the agenda for the evening, which I find astonishing, but it’s a fact of life. So the
Wigmore have got to be very careful that they’re not diluting a really good box office
evening. And that’s up to them, I don’t enquire into how they achieve that. I’m
clearly disappointed that the audience does fall away for contemporary music, but
give it time, I mean there was a time when you couldn’t fill an opera house for
Janacek and you are now beginning to see the opera houses filling for Janacek, so I
think there’s hope. Well then numbers two and three were Julian Philips and Joseph
Phibbs, both much younger composers. Both with a distinguished record behind them
already and both star students and then both now teaching composition, and they have
both been performed, so Julian Philips who was the number two was actually
performed first and that was done in – what was the date of that – that was done in
April 2005. And he, like Gordon Kerry, decided to set a number of poems.
Incidentally, we wouldn’t have minded if the composers had just decided on some
humming or occasional words interjected because our instruction was the singer
should intervene, but he decided on poems and we don’t want to dictate what a
composer decides, it’s up to the composer to decide what to do. And he chose poems
that loosely speaking, illustrated a love affair and the clever thing about his piece was
that he interposed these poems with string quartet variations. He called them
variations, he called them, but they’re actually interludes in between the poems and
they reflect the mood of the poems. And it was a very moving piece. Now we nearly
had a disaster on this too. It was going to be performed by the Vertavo Quartet and it
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was particularly written with Gerald Finley in mind as the singer and Julian had
written for Gerald Finley before and had written a particularly moving piece for Bill
Lynes’ farewell concert at the Wigmore and Gerald - I don’t know if you know his
singing, but he sings a lot for English National Opera and he’s a Canadian baritone, a
most beautiful voice – and the piece he sang at Bill Lynes’ farewell concert was just
so moving and I was looking forward to him singing Julian Philips’s quartet because I
knew it would be a fantastic performance. And Gerald was told by his physician a
week before the concert that he couldn’t sing, he had a throat problem. And I thought
oh dear, number one suffered and had to be cancelled, is number two going to suffer.
And John Gilhooly, the Managing Director of the Wigmore Hall, told me about the
news and said he would do his level best to find another baritone in the week to sing
this, and he found David Wilson-Johnson, who’s actually based in Holland, and he
agreed to cancel an opera performance to come and sing this quartet, and was I
grateful to him. Anyway, he’d never heard it before, he came over, learnt it on the
Thursday, rehearsed it on the Thursday and the Friday. And I now come to the point
of this little tale, that during performance, we came to the last poem and we had
arranged that the singer should not stand in front of the quartet because if he’s
standing in front it looks like a song cycle for quartet and voice, which is not what we
wanted. He stood behind the quartet so that he becomes a fifth instrument. And
during the last song, which is by a poet I’d never heard of, Muriel Rukeyser,
Rukeyser, I’m not quite sure how to pronounce it, which is called an epilogue and it’s
an epilogue, don’t forget, to a love story and it’s entitled Then and it starts off, ‘When
I am dead, even then I will still love you. I still wait in these poems, when I am dead,
even then I’m still listening to you.’ And David, without any prompting, moved from
where he was standing behind the quartet out to the side of the stage while he was
singing these words and it was just so moving, that break, that break with the previous
poems when the theme had been that I’m alive, and that physical moving on the stage
to out there where he was now dead, I think it gave the audience a complete loss of
heartbeat. It was a wonderful moment. And I thanked him afterwards, I said it was a
moment of real poetic genius to do that. So that was Julian Philips’s work. And then
Joseph Phibbs which…

Hold on, hold on, can you just tell me about Julian. What was Julian like and were
you at the rehearsal for these?
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We went to the rehearsal on the Friday, the last rehearsal, and we were very impressed
and he was there and of course it’s a very difficult thing for a composer when he is at
last hearing his music for the first time and he takes a great interest, as Max did on his
piece on the actual performance and whether they’re completely interpreting what
he’s said in the score and there were several moments when he would suggest a
greater crescendo or whatever. It was great to see the composer and the quartet
interacting.

What’s Julian like?

Well, he’s young, he’s enthusiastic, he’s, I think, very competent, I think he’s, we will
hear much more of him. He’s already been commissioned, I mean he had a piece
done at the Proms in the last few years. He’s written one opera. He’s written
chamber music, he’s written orchestral music, he’s written a clarinet concerto which
was performed under Mark Elder in Sydney, and he’s been at the Proms. So I think
we’re going to hear a great deal more of him and he’s a quiet, unassuming, obviously
very bright and competent composer. So he absolutely fits our bill. He’s the perfect
match to what we’re seeking. A young composer who is developing and will go on
developing. You’re not going to stop me getting on to Joseph Phibbs, because he’s
even younger and I think we caught Joe at the right moment in his career. He’s just
beginning to contemplate writing for the voice in a more intense way. And he again
has been well commissioned. His work was performed at the Last Night of the Proms
last year, which is a considerable distinction and he’s written for the Spitalfields
Festival and other commissions that he’s received. Now his piece, well I’ll tell you
about the rehearsal. I sat down at the rehearsal with the score, I have the score, and
they were through the first three pages before I managed to catch up on the second
and third bars, and it was a frantically fast piece of writing for the quartet alone. And
he chose poems by Edith Sitwell and he gave the quartet the name The Canticle of the
Rose, which is the name of one of Edith Sitwell’s poems, and you know Edith
Sitwell’s poems, they’re pretty brutal and very angular and it seemed to me the perfect
choice for an instruction that the voice should intervene, because Edith Sitwell’s
poems intervene the whole time. If you read an Edith Sitwell poem you feel you’re
being intervened with. She’s a very spiky writer and very challenging. And two of
the poems particularly; the one called Gold Coast Customs, which is about the most
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gruesome sacrifice ceremonials in West Africa and The Canticle of the Rose itself,
which Edith Sitwell wrote as one of three poems when she was horrified by the
dropping of the atomic bomb at Hiroshima, are very challenging poems and Joe
Phibbs’s piece did full justice to the quality of Edith Sitwell’s poetry and I think he
caught the point that we were trying to achieve, the intervention of the voice into the
quartet, perfectly. It was played again by the Belcea and Lisa Milne, the soprano who
has got a lovely voice, sang these very difficult pieces, I thought supremely. So that
was a very pleasing quartet and no problems, no threat of cancellation. And again, I
think we’re going to hear much more of Joe Phibbs. His piece called Tenebrae, which
he asked us to go to at St Albans Abbey, literally two weeks ago – alas we couldn’t
make it – but that’s been very, very well reviewed and I think we’re going to hear
more of him in a whole range of music.

What kind of audience did these two attract?

They achieved about sixty, seventy per cent capacity in the hall, which isn’t good
enough frankly, but I come back to the point I made about contemporary music.

And what sort of response…

We could have packed it, I suppose we could have asked a lot of free ticket holders,
but I don’t think you want to do that.

What sort of response did the audience give?

Oh no, the audiences were keen. I mean both quartets that have been performed went
down extremely well with the audiences that were present.

Any write ups?

Yes, and well reviewed. I’m very pleased with the reviews, in fact I’m very pleased
with both of them. Judith and I have been delighted by the critical response to them.

And what about the response of the Wigmore Hall?
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Well they’re very pleased. They’ve got new work, the concert’s subsidised, so
they’re very pleased indeed it was done and they’re keen to do more. And the fourth
has been commissioned. The fourth is Huw Watkins who we talked about earlier, in
relation to the London Symphony Orchestra, and his quartet will be performed next
year, 2007. He hasn’t yet started writing it but he’s started thinking about what sort of
voice he wants and I’m hoping that we’re going to get Mark Padmore to sing it, and I
think that’s almost fixed, so I hope that’s going to happen. So purely by coincidence
we’ll have had all four voices of mezzo-soprano, baritone, soprano and tenor. But
that was not deliberate, it was left to the composer to state what he wanted.

And why is this fourth one so much later than the others?

Why?

Why is the fourth one so much later?

Oh, for the Wigmore Hall schedule. There’s been a devil of a problem trying to fit the
Gordon Kerry one into this year’s schedule, because Catherine Wyn-Rogers’s diary’s
very busy and because the Belcea are losing their cellist. But John Gilhooly’s
managed to fit that into a Sunday in October this year and then Huw Watkins won’t
be until next year because he hasn’t written it yet and we don’t want them to appear
every three months, we want them at roughly six month intervals. So I hope Huw
Watkins will appear in maybe late spring 2007.

And will there be further?

Well, I said to the Wigmore Hall after discussion with Judith that we would do more,
they’re keen. We are at the moment talking to two other composers, but neither of
them are fixed yet so I’m not going to tell you the names.

And would it be the same principle?

Same format. Yes.
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And are there other music commissions happening?

Well those at the moment are filling up our capacity. With the best will in the world
we only have a limited number of funds so we can’t splash out on several different
projects all at once.

And, I don’t want to talk about them at the moment, but are there other commissions,
perhaps of furniture or artists or anything - is there anything else that you’re actually
triggering at the moment?

Well, I think you know, we did commission that piece of furniture for the Fitzwilliam
Museum, by Wales and Wales who you know all about, you’ve done some interviews
with Wales and Wales.

I want to talk to you about that in a lot of detail.

Okay, well we’ll come back to that then. We’ve commissioned other furniture from
Wales and Wales for ourselves. We’ve continued to give works of craft to the
Fitzwilliam Museum, mostly bought, very few commissions there although there are
occasions when we say to an artist, look you made something like that, we’d like
something as well please.

Is there anything going on at the moment?

Well, Clare Henshaw for example, a glassmaker who’s completely changed her style
after a few years in Sweden, I’ve commissioned her to make a piece of cast glass for
the Fitzwilliam. She’s got a show at Sunderland that’s either coming on shortly or it’s
current, I’m not quite sure which, where some of her new cast glass will be shown.
So that’s a little commission, which I think will be rather exciting, because it’s a new
type of glassmaking for her and it’s something the Fitzwilliam hasn’t got, so that’s
another example where everybody’s happy. What else? Well I suppose the most
exciting thing we’ve done in the last few years has been the restoration of The
Burghers of Calais in Victoria Tower Gardens. Did we tape that last time?
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No, we need to do that.

Ah. Where do I start? Well, let me start as usually, rather ponderously, at the
beginning. The National Art Collections Fund gave Rodin’s Burghers of Calais,
which is one of three casts done in his lifetime, to the nation in 1914 and it was an
absolute gift. Rodin was consulted on where he wanted it placed and he wanted it
placed by Barry’s Houses of Parliament because he could get the Gothic tracery in the
background to this great sculpture. And it is frankly one of the greatest pieces of
public sculpture in Britain and not visited by anything like enough people, tucked
away where it is in Victoria Tower Gardens. It started life on a sixteen foot high
plinth, because that’s how Rodin wanted it, against the Gothic tracery of the Victoria
Tower, having originally wanted it on a lower plinth I think, round the corner in,
against a lower part of the building. And there it stood until after the war and it had
its plinth removed and I’m afraid I don’t know the circumstances, but they’re all
documented, and it sank down to the remains of its big plinth, only about three feet
high and the gift of the National Art Collections Fund was totally eroded, lettering
done by Eric Gill at the Fund’s commission in 1914. And the whole statue became,
I’m afraid, rather degraded because the graffiti came on to it, then the Houses of
Parliament in their wisdom splashed an eighth of an inch of black wax all over it
because that was what the Parliamentary Sub Committee did to all public sculpture in
their purview. And I got rather fussed about this and the worm turned when I went in
there one day, into the gardens, and there were these two Kosovan sausage sellers
with those terrible smelly trolleys cooking hotdogs in front of The Burghers of Calais
- play on the word there, burgers, you know. And I had an altercation with this man
because I wanted to take a photograph of The Burghers and they were in the way.
And he came up to me in a very menacing manner and threatened to seize my camera
and break it, so I retreated tactfully to the hedge and took my photograph with a long
distance lens and wrote to the Council about these dreadful sausage sellers – it was all
part of a campaign to get rid of them out of the parks because they were infesting the
parks and the Government have been extremely slow in bringing forward legislation
to extend the powers of the police into the parks. That’s a by the way, my real interest
was that The Burghers of Calais needed to be restored and something had to be done
about the plinth. So it became a National Art Collections Fund cause to do it since
they’d originally given it and I was then Chairman of the National Art Collections
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Fund. And we discovered that there were no government funds, no-one in
government even owned the statue, everybody denied owning it. It was given to the
nation in 1914 and I suppose lost somewhere in the records of the Ministry of Works.
So the first thing that had to happen was we had to establish who owned it and so it
was decided that the DCMS would own it and it would be looked after by the Royal
Parks, who administer the Victoria Tower Garden. And then the question was who
was going to pay for the restoration so Judith and I volunteered to pay for the
restoration and for the making of a new plinth, because the plinth was totally eroded
and anyway, completely the wrong proportions, being only the top section of the
original plinth. And a great deal of work went into designing the new plinth, which
was higher in order to prevent too many young things clambering up and very much
in sympathy with Rodin’s original design. And that’s really the end of the story, it
went off for restoration at Rupert Harris’s workshop, a new plinth was made, the
sculpture was lent to the National Art Collections Fund centenary exhibition in the
Hayward Gallery and then came back to a great unveiling in May 2004 in Victoria
Tower Gardens. The unveiling consisting of Judith and myself taking off a wonderful
great purple drape, which the National Art Collections Fund had arranged, over this
great work, on a beautiful day in May. And it was really my leaving present to the
National Art Collections Fund, I felt that I really had been so privileged and so much
enjoyed chairing it for seventeen years that I should signify this with something, so
we paid for it in default of the Government paying for it and it was a thrilling
achievement. It’s now going to be lent, incidentally, to the Rodin exhibition at the
Royal Academy this year and I tremendously hope that huge numbers of visitors will
pass by it in the Royal Academy courtyard, because that’s where I hope it will be, and
will say good heavens, I didn’t know this was in London, I must go and look at it,
because nothing like enough people are aware of it and it’s one of the great works on
public show. So that’s the…

Did you get any recognition for having done that whatsoever?

What do you mean by recognition?

Did anybody from the Government say thank you, did you get any publicity?

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 445
C409/133/22 Side B [Part 33]

No, no, no. No, you touch on an interesting point in Government. I think Ministers
ought to write letters of thank you when something is done of that sort. They don’t.
Indeed, they don’t even turn up. I mean I’m honoured that at least one Minister has
mentioned it to me, verbally, which was Lord McIntosh, but he’s no longer a
Minister. But leave us aside, I do think it’s incredible that Government is so bad
mannered and doesn’t write simple thank you letters. It costs you nothing and it’s
always been a policy in my business career, always to write thank you letters if
somebody’s done something. Now you may on occasions need a member of your
staff to remind you to write a thank you letter, because something has happened that
maybe you didn’t quite notice, so does the fault lie with Ministers, does it lie with
senior civil servants? I don’t know, but the fault is certainly there.

And did anybody else?

Incidentally, nobody wrote to thank me for chairing the National Art Collections Fund
from Government, when you think what the National Art Collections Fund has done
for state owned museums during just my tenure of office, it is incredible and I find it
astonishing. I think it happens to everybody, so I don’t think we’re unusual.

Did anyone else say thank you to you?

Well, the National Art Collections Fund said thank you. But then I would expect
them to, they’re well principled people. And then occasionally people notice, because
there is a tiny little brass plaque on the black saying that we did it, on the plinth. So
for example, David Windlesham, I happened to see at dinner and he made a point of
saying what a wonderful thing it was to have done.

Who is he?

He’d walked by it.

Who is he?
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Well he’s a peer, Conservative peer, and he walked by the statue and noticed the little
brass plaque and two MPs have done the same. So you know, people have noticed
and said something.
[End of part 33]
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Well, you, I’m glad you’ve asked me about the restoration of the Rodin, the new
plinth, because we believe that it’s one of the best things we’ve ever done. We’re so
pleased with it. It’s something that needed to be done, nobody else was going to do it,
it was a really good way of saying thank you to the NACF and I love the work, I mean
you just go into those gardens and see it and you think this is an astonishing piece of
sculpture and I think people will come to recognise it more and more. Incidentally,
there is a plan to re-do the rest of those gardens, because I’m particularly dissatisfied
with the shrubbery and the trees between the Rodin and the Houses of Parliament
which need severe medicinal treatment, I mean they’ve grown out of proportion and
they’ve got a bit scraggy and some serious replanting needs to be done to allow the
contrast between the sculpture and the Houses of Parliament to be seen to the best
effect. And the Royal Parks do intend to do it, but of course they haven’t got any
money. Why haven’t they got any money, because they’re part of the DCMS and the
Treasury won’t give them enough money, which is another scandalous thing. The
Royal Parks are the great glory of London and they’re under-funded. Don’t get me
too much on that.

When did you first discover the Rodin in that site?

Oh I’ve known of them, oh for forty years. I would have come across them originally
because I’ve walked there and then seen them and then of course would have become
more passionate about them as soon as I joined the National Art Collections Fund in
the 1970s, which is thirty years ago. Because I would have been aware right from the
start that they were a gift of the Fund to the nation.

And when did you first think about the fact they needed restoration?

Well, when the Government officials first plastered them with black wax some time in
the eighties. And it didn’t strike me then that I had a role in this. To my mind then,
that was a Government sculpture, owned by the Government, Government
responsibility to keep it going. But I was so shocked by the way they smothered it in
black wax and thus lost the entire texture of the sculpture, I thought if they could treat
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it like that something had to be done. So the first agitation wasn’t to raise money to
restore it, the first agitation was to get them to restore it and it was total Government
reluctance to do anything about it that made me think there must be other solutions.
Well, the solution was us.

So how many years would it have taken trying to get the Government to do
something?

Well most of my business life of course, to get the Government to do various things.

Well over this.

Oh this, well I wouldn’t have started, I don’t know the answer Cathy, without looking
it up, but the sausage sellers must be about six, seven years ago I suppose. Have to
work back; the NACF exhibition was 2003, it must have been at least three or four
years before that.

And what degree of interest was there from the Government at any stage?

In doing it? Not much. Ministers change so often I don’t think they’ve got time to
think about anything really. I don’t have a high opinion of the Department for
Culture.

And who was involved with designing the new plinth and deciding who would do the
work?

Well Rupert Harris handled a great deal of the work and designed the – he did all the
restoration incidentally.

Who is he?

Well he’s one of the leading restorers of bronze work and he turns up again and again
restoring public sculpture, and just first rate and he’s got a great eye for the work of
art and a tremendous eye for patina, because bronze is all about patina and I’m very
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glad he was involved because I felt totally confident that it would be done well. And
then the National Art Collections Fund, the campaign of restoration and getting it
done properly was in the hands of Alison Cole, who’s now moved on to the South
Bank, but she was then working at the Fund. So I was following my age old principle
of delegation.

And what happened to the Eric Gill inscription?

Well that was very worn and there was quite a debate as to what to do about that,
because I suppose the ultimate conservationist would have tried to restore the plinth
with the Eric Gill incisions, but it was impossible, it was so worn and being a sort of
sandstone it had eaten away and so there was no way you could actually bring back
Eric Gill’s inscription to what it originally would have been. So the plinth has been
kept somewhere, I’m not quite sure where, I do know but it’s in the file, and the new
plinth faithfully reproduces Eric Gill’s inscription.

And how often do you go and look at the sculpture?

Oh, whenever I’m within half a mile of it, I will divert myself to go by it.

And you may not remember, but I think you told me an anecdote about a conversation
you had with somebody at the sculpture who was homeless. Do you remember this?

Oh yes, but that’s on a previous tape.

It’s not, you told me in the British Library, can you just…

I probably can’t remember it now. How awful. But you’re quite right, there was a
conversation, I was there, looking at it one day and there was this other chap also
looking at it one day, and I got into conversation with him saying, was he seriously
looking at it and did he enjoy it. He said, I absolutely love it, he said. I said, well
how did you first come across it? Oh, he said, I used to sleep over there, pointing to
the other side of the road, by the wall, the mediaeval wall there. And I said, what, you
slept over there? Yes, he said, yes. I live out of doors. And so I said you mean
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you’re – what do they call them? I can’t remember. Anyway, you have no home and
you’re homeless. He said, yes I’m homeless. And I said, well do you still sleep over
there? He said no, I was moved on, I now sleep under a portico in Battersea, but I
spend my days going round the public sculptures in London looking at the sculpture,
you see. I love art. And I was absolutely astonished by this and we got talking and I
said, what’s your ambition? He said, well, what I’d really like to do is do a course in
art and I said would you then take up residence somewhere, you got a bursarship or
something. He said, no no, I like my life he said. So I hope he’s still happy, he
seemed very happy to me. I don’t know whether he ever would do a course in art, but
anyway he was very happy going round London teaching himself about these things.
I’ve no idea whether he read a book or whether he just used his eyes. I suspect he
used his eyes, which is the best thing to do. If you read a book, you’re very often
misled by the opinion of the art historian who’s writing about the work of art and
quite often it’s written in language you can’t understand anyway because the words
are too long or they’re too fanciful. Best thing to do is use your eyes, see what your
eyes tell you and then go and read it afterwards. We’ve taken to doing that with
country houses, you go round the country house and read the guidebook afterwards, or
you go round an exhibition and read the catalogue afterwards. It’s much more
instructive.

And are there other public sculptures that you are very passionate about?

Oh yes, the Le Sueur Charles the First on Trafalgar Square. That’s a great work and
of course even after the present works is still between traffic streams. Not enough
people look at it as a sculpture. And James the Second isn’t too bad – I think that’s
Le Sueur too isn’t it? Bacon’s William the Third in St James’s Park, that’s quite – St
James’s Square, sorry, St James’s Square. D’you know, the standard of public
sculpture in London is really terrible. I mean you should ask me what I hate in
London and there are so many. And the early ones are really great, the Le Sueur and
so on, but the nineteenth century of course is full of generals and cocked hats and
explorers and great figures and then you get to our era, the late twentieth century, and
we’ve gone mad. I mean how on earth did that perfectly frightful and banal memorial
to women in the war get put up near the Cenotaph in Whitehall? It cost a fortune, it is
ugly, it adds nothing to the surroundings, it’s aping the Cenotaph in a very trite way
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and I think it’s perfectly dreadful and should not have been given planning
permission. But it’s very easy to get planning permission for a public sculpture in
London. If you go to a planning authority with money and a design and a place, it’s
quite easy to get that through. The Westminster Council’s slightly more difficult, but
on the whole it’s not difficult. And of course the worst of all is the memorial to the
animals in Park Lane by David Backhouse, who incidentally I don’t know, but I’m
sure he’s a very worthy fellow, but in a recent editorial of Burlington Magazine,
which as you know I chair, called it ‘the most meretricious public monument in
London’, which I think it is, it’s completely out of place, it’s a very mournful and in
my view, poor piece of work, and yet it gets put up there. And who is to say no?
How did the Diana Fountain, which actually isn’t too bad, but it’s in the wrong place,
how did that get through planning permission? It got through because the money was
there, the design was there and the Royal Parks really had no say in it and they’re left
with it and saddled with a quarter of a million pounds of upkeep every year. The
Canadian Memorial, which again isn’t too bad, at the bottom of Green Park, again it’s
in the wrong place. It got there because the politicians said it would go there and the
money was produced. The planning controls are not strong enough on the erection of
public sculpture. So we’re ending up with these dreadful things like the animal and
the women memorial, without enough public outcry. I don’t think any public
sculpture should go up without public consultation. And when we put the Gormley up
in Birmingham we went through an extensive process of public consultation and
didn’t go ahead until that had been done. And we will do the same at that St Martins
– I’m chairing the committee that’s going to decide on the works of art to go into the
restoration of St Martins-in-the-Field, sorry, St Martin-in-the-Field – I always put that
‘s’ in by mistake. And we will publish our proposals and get public consultation on
them.

Any thoughts about the Trafalgar Square plinth?

Well, I’m not in favour of putting something contemporary there. I’ve enjoyed very
much the series of contemporary sculptors that have gone there during this trial
period, but Trafalgar Square to me is a particular space built for a particular purpose.
We may now all be rather ashamed of Empire and ashamed of British military
victories and so on, but I would I think favour putting something that mirrored that
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 452
C409/133/23 Side A [Part 34]

particular theme. There’s a very, very strong case indeed for putting the Queen there,
in due course, because she straddled the end of Empire and the new world of Britain
with the Commonwealth, and that’s an incredible achievement to get from the
transition, to get through the transition from Empire to Commonwealth as a
democratic nation. And her life straddles that. So, I suspect that when in due course
the Queen dies, there’ll be quite a movement to put her there and I must say I
wouldn’t go against that at all. The alternative, and this is an entirely quirky idea of
my own, the alternative would be William the Fourth, because he was the sailor King
and was in the Royal Navy and Trafalgar Square is about Nelson and the Royal Navy
and as far as I know there isn’t a decent sculpture of William the Fourth on a horse.
He should be on a horse I think. The Queen should be on a horse, mirrors the other
plinth. So much as I adore looking at contemporary sculpture and much as I believe
there are some really innovative things going on, I don’t believe it’s the right place to
put it.

What about it being empty?

Well it could remain empty, just as an empty, mystery – and you could go on putting
contemporary things on it, you can treat it as a permanent temporary exhibition place.

And of the contemporary things, which have you responded to most?

Well I thought the Rachel Whiteread probably is the one I’ve liked most. I think she
has a real sense of space and her sculpture’s all about geometric space, real space and
the space round it. And it was very humorous actually, the idea of inverting the plinth
and putting it on top of itself. Like a mirror, it made one think quite a lot I think. A
lot of the sculptors have made one think. I quite liked Wallinger’s tree and gripping
the book, but again it would not do as a permanent installation there.

That wasn’t Wallinger, Wallinger’s was the little Christ figure.

I’m sorry. Yes, you’re quite right, you’re quite right.

Did you like the little Christ?
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 453
C409/133/23 Side A [Part 34]

Well I thought again that was a very interesting – it’s Woodrow the other one, Bill
Woodrow, stupid of me. Both begin with ‘w’. Mark Wallinger’s work was
challenging and I thought the idea of this diminutive figure representing everything
that’s important in the world but so diminutive against this triumphal plinth was a
very clever idea. Wouldn’t do as a permanent installation again. Then Bill
Woodrow’s gripping tree with the book which make you think about how permanent
is learning and all those things and is learning more important than winning the Battle
of Trafalgar. They’ve all been very challenging thoughts and those of course would
add essence to your suggestion it might remain as a permanent temporary exhibition
place.

And what about the current one of Alison Lapping?

Sorry?

What about the current sculpture of Alison Lapping?

Well, I’m not convinced he’s a great sculptor. Again, it’s a very challenging piece in
that particular place and I feel about Marc Quinn that this sculpture is more in the
thinking than it is in the execution of the sculpture. He doesn’t actually make them
himself, I believe, I think they’re cast and he then gets them made elsewhere. Now,
other artists in history have done that so I’m not rubbishing his art by saying that’s
how he does it, but I think his work, because he works in that way is more about the
thoughts it provokes than about the actual work of art itself. And that is a challenging
thought that he’s provoked there. Not totally dissimilar from Woodrow’s thought
actually, or indeed Wallinger, of trying to draw a very strong contrast between what
you might see as the militaristic triumphalism of the Square and much more human,
domestic, human-scale subjects, in this case disability, and yet continuing life. So I
think it’s quite moving.

What about…

I don’t know what it’ll look like in a different context.
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What about Queen Elizabeth the First?

I’m not hearing very well.

What about Queen Elizabeth the First?

Well she’s too early for Trafalgar Square.

What about anywhere else for her?

Where is she at the moment, it’s a good point. Oh yes, well we were wondering the
other day walking through London how many of the reigning monarchs are actually in
London in easy to identify places and it’s quite an interesting question, I must do
some research on it.

I wish you would. Is there any suggestion that the Queen will be done for Trafalgar
Square?

Oh I’ve seen it suggested, yes.

Oh right. And have you had a chance so far to notice in Davies Street the new Ian
Hamilton Finlay inscription on a building there?

In Davies Street?

Mm.

Oh, on the side of the pink building? Yes. It’s beautifully executed. Who did it?

I don’t know who did it, but it’s Ian Hamilton Finlay’s script.

Yes, it’s one of his poems isn’t it, or word poems. I was rather struck by that because
you come across it without expecting it. I’m all for that sort of thing. Oh, I thought
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you were going to say had I seen the – I thought you said Jermyn Street for a start and
I was thinking of another example of the perfectly ghastly which is Beau Brummel in
bronze at the bottom of Piccadilly Arcade. I said to Rupert Hambro, whose office is
very close to there and he’s Chairman of the Jermyn Street Association, I said to him,
‘Rupert, I must congratulate you on this wonderful sculpture you’ve erected in Jermyn
Street’ and I then had to duck because clearly he was going to hit me. [laughs]

And what about the Queen Mother Gates?

Well I think they’re very clever piece of work. I think they’re the wrong design in the
wrong place. They’re not on the axis of the park, they’re aslant the main ceremonial
access of the park and I think the materials they’re made of frankly don’t suit that
position. I can think of other places where they would look a great deal better;
Battersea Park or Victoria Park or one of those less ceremonial, less countrified park.
I mean Hyde Park’s supposed to be a countrified park. There’s a distressing tendency
to clutter it up with memorials and things, which are undermining that theme of rus in
urbe which was part of Jennifer Jenkins’s report.

Any thoughts about the fountain that’s within Hyde Park, but on the Park Lane side?

On the Park Lane side, well the fountain there – I’ve forgotten who the sculptor was.
It’ll come back to me. I don’t like it. It’s totally typical of its period and now they’ve
done it up it’s very popular. I’d like to see less whimsical works. The Queen
Mother’s Gates are whimsical, as is that fountain. The Diana Fountain, curiously
enough, is not whimsical, it’s a really solid piece of design and I think it is actually an
admirable piece of design, I rather like it. I just wish it wasn’t in Hyde Park, because
I want Hyde Park to be countryside in the city and every time they put up a new
memorial – and now this thing’s got a fence round it – it’s actually excluding people,
not including them, it’s excluding them from the sweep of the countryside. So I
deplore further clutter in the great Royal Parks.

Any thoughts on Ian Hamilton Finlay himself?
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Well he’s just died hasn’t he, and I never met him so I have no great insights into his
work, nor have I been to Little Sparta which is on my list to do. But we did, at the
NACF, we did give one of his inscriptions to the Scottish Modern Gallery of – get it
right – the Scottish Gallery of Modern Art in Edinburgh, which was a commission, a
rare commission, again, engraving of letters. And I think his photographs I’ve seen of
Little Sparta are quite exciting, I think that sort of hermit-like life can only be
admired. But I’m not familiar with him.

We’re going to run out of time now. I just want to document one of the things you
want to talk about is adjusting to retirement, but the other thing you mentioned at the
beginning was changes in the City. Can you just give me a thumbnail sketch of what
you want to say about that, because we may have a gap.

Well I think the City, we can simply start with the headline that this is the twentieth
anniversary of Big Bang, so what do we think of the present state of play. I think
that’s the main theme there.

Okay, just to finish, in your loo downstairs there is a souvenir of Big Bang – can you
just say what it is?

Ah yes. You’re talking about the flow chart, which looks like a completely haywire
diagram of – it’s words in bubbles isn’t it, is that the one?

That will be fine, tell me about that.

Words in bubbles connecting up with lines. This was - mind you a considerable work
of art – it was done in a moment of great humour by John Young who was the paid
Director of Strategy at the Stock Exchange when I was Chairman and we’d reached
the crucial point in about 1983 of working up towards the Big Bang arrangements and
we were just so busy working out all the implications for the marketplace, the
membership, the capitalisation rules, the membership rules themselves, the market
floor, the regulatory framework, international relations and so on. And he sat down
and he drew this flowchart and he called it Bubbles in the Air, because all these
subjects were in the air, and of course they connect up to each other in a completely
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haphazard way, so it becomes a very, a rather enchanting chart I think. That wasn’t
the one you were asking about?

Actually I think it’s called Balls in the Air, which I’m sure that’s got that edge to it.

Balls in the Air.

No, there’s a little stick of dynamite.

Oh, a stick of dynamite with Big Bang on it. Oh, that came to me quite coincidentally
to do with some other totally unconnected party. I couldn’t resist it, I brought it
home.

So, if when we have our next session we take the…

We should start in the loo.

[laughs] We take the anniversary of Big Bang, you will know then what you would
have said today?

Oh yes I think so.

Okay, great. Thank you.

Well I’ve no particular plan of what to say, I just think it’s the subject we should
discuss because the City’s changed somewhat.
[End of part 34]
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Tape 24 Side A [Part 35]

The usual voice check; the name is Goodison, the date is the tenth? Tenth of May
2006.

And I’m just going to speak to say, can you just tell me what the overall name of the
music for the Wigmore Hall commissions is?

The overall name? Oh, our commissions – they’re called the Goodison Quartets.

Also, just to clarify, can you tell me at what moment you first heard any of the Peter
Maxwell Davies Telos 135 piece. The first moment that you heard any of the notes?

We didn’t hear the notes until the evening of our party at the Wallace Collection and
that was during the rehearsal in a meeting room downstairs when Max was taking
them through it.

Okay great, now we talked about that, but I just wanted to make sure you hadn’t been
at any earlier rehearsals with the musicians, because they’d obviously been
rehearsing.

No, we were not at any earlier rehearsals, no. We had to imagine it from the music.

And, have you had any formal involvement other than going as audience with the
Spitalfields Music Festival?

No, I can’t remember any formal engagement, no, and nor have I attended it much
I’m afraid because it comes at a difficult time of year, but it’s an admirable
programme.

And very quickly, just tell me where you stayed and what you did in your recent trip to
Venice, but we won’t go to Venice in a major way.
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Oh Venice, well we can’t resist Venice, I love Venice. I feel I’m floating a foot above
the surface of the ground and water when I’m in Venice, it’s just the most beautiful
city in the world. But we just spent four days there and we stayed with Victoria Press
who’s an old friend who has an apartment – well apartment’s rather underdoing it she has a grand salon in the Grand Canal.

Whereabouts?

In San Polo, very close to the Frari. And this time I decided – we had gorgeous
weather incidentally, we were so lucky, and the water was very low, unusually – but
we decided to look at one or two of the great churches very thoroughly, because so
often you go to these places and you look at one or two things in them and then you
come out and wonder about all the things you missed, so we spent some considerable
time in the Salute and the Frari and San Giovanni and San Paolo, looking at various
monuments and works of art and absorbing them. But then of course in Venice you
also spend a great deal of time sitting in cafes watching life go by and enjoying some
of the good food in Venice and a Campari soda is essential. It’s just a wonderful
place to watch life.

I thought you didn’t like Venice food?

You think I don’t like Venice food?

You once said very scathingly, of course it’s not a place to go to eat.

Well it’s not the most brilliant cooking in the world, but there are one or two
restaurants where you can find very good cooking.

Which would they be?

Well I can’t remember their names, but one certainly, Al Covo which is near the
Arsenale, which doesn’t have a menu, you listen to what the owner says he or she has
got and then you have it. And the other one is in the little alley that goes down to the
Carmini and I can’t remember its name, it begins with an ‘f’, which is rather noisy but
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again, cooks fish very well. And then we often go to Ignazio which is just round the
corner from Victoria in San Polo.

And how much is food an important part of your life?

Oh it’s not a very important part of my life, but when you’re in a place like Venice
you do want a good meal occasionally, you don’t want to just rough it and have bad
meals all the time. I enjoy good food, but not in quantity. I like quality and small
quantities.

And, moving away to somewhere less wonderful, but no doubt just as intriguing, one
of the things we were going to talk about was the anniversary of Big Bang and what
your sort of retrospective view of it all is.

Straightaway?

Please.

Just after Venice? I’d rather stick to Venice, honestly.

We did talk about Venice earlier on.

[laughing] Venice was of course the beginning of it all, what went on in the Rialto in
the thirteenth century. However, let’s get on to London.

Good try.

London did take Venice’s place and Amsterdam’s place. I say that because the whole
reason for the Big Bang was to cement London as the international centre for trading
in international equities and if we hadn’t carried out the reforms we carried out in
1986 I think London might have become marginalised as world trading in equities
moved to other centres, particularly New York and Tokyo and so on. But London did
have this advantage of being in the most convenient time zone and it was important to
carry out the reforms to cement its position, and I think they’ve done that and my
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reflections today twenty years on from the Big Bang are that the reforms have done
what they were meant to do. They have created the most extraordinary international
centre for trading in equities in the world. It’s far more international than any other
trading centre. New York is a huge market, but its predominant market is in domestic
securities. And what it’s done beyond that is it’s attracted to London all the leading
practitioners in the world in securities and they’ve brought with them massive trading
in bonds and futures and options and everything else and they brought a great deal of
innovation, hence all the concentration today on hedge funds and other forms of
innovation, not only in secondary trading but also in raising money for companies
throughout the world and it’s no surprise to see emerging markets coming to London,
like China and India and Russia, as they mature. So I’m very pleased with the effects
of the reforms; I think they’ve fully fulfilled what we hoped. Some people criticise it
because they say oh you sold out London to particularly the Americans, but foreigners
generally. That’s inevitable, the London houses, the merchant banks and the
stockbrokers in the 1980s simply weren’t well enough capitalised and it was
inevitable that the American houses and the German banks and the other big banks
would move in and try and capitalise on the opportunities that were in London. So
most of the brokers and merchant banks have been bought by American houses and
others and American houses have moved in of course without buying anybody as well
and London is now, well the London securities markets are largely dominated by
overseas houses. I don’t see any harm in that. It’s brought their business to London,
it’s brought their people to London, it’s been very good for London’s economy and
therefore for the British economy, so I’m pretty pleased by it all. What are the snags?
Well I can’t see any snags to be honest. I wish some of the people who’ve made a
fortune would give more of it away to charities, but that’s another subject.

Why were the London houses relatively so under-capitalised compared to the
foreigners?

Oh I think because of the depression before the Second World War, because of the
Second World War which bankrupted Britain, completely bankrupted Britain and we
had to rely on external sources of finance for the country to recover. Also because
there were traditional restrictions on the trades that people undertook. I mean clearing
banks were not in the merchant banks’ business, merchant banks were not in retail
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business, stockbrokers weren’t hidebound by the Stock Exchange’s restrictions and so
on and so forth. So traditionally, London had grown up after the severe economic
experience of the twentieth century into being a muster of rather small businesses.
The same restrictions did not operate in America particularly and so their firms have
grown, of course on a massively bigger economy in the States as well, have grown to
a prodigious size.

Could it be said that Big Bang should have happened sooner?

Well I wish it had happened sooner and I think it would have happened sooner – but
not by many years, incidentally – if I hadn’t had the restrictive trade practices, court
threat, but we covered all that on earlier tapes. But I don’t think it would have
happened that much sooner and with twenty years’ perspective I don’t think it
matters.

So it couldn’t have happened several decades earlier?

No, most unlikely, because that would have meant during the Second World War. We
have to throw ourselves back to the 1950s when there were still incredible
Government restrictions on every form of activity.

And were they necessary?

Well after the war the Attlee Government was faced with appalling problems of
reconstruction, so – and rationing, meat rationing didn’t go I think till 1952 and – I’ve
probably got that date wrong, but it’s somewhere round there. And restrictions on
building controls didn’t go until 1958. And don’t forget we had exchange controls
which completely hamstrung any attempt to develop international business, and they
didn’t go until the Thatcher Government came in in whichever year it was.

And again, they were essential?

Sorry?
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Were they essential, could they have gone?

Well I argued against exchange controls from the early seventies and I went on
arguing against them and of course they weren’t abolished till 1979. I think they
could have been abolished earlier. And if they had been abolished earlier, then Big
Bang would have happened quicker, so I think that’s the biggest single factor in
answering your question. But of course the political attitude to exchange controls was
quite fierce. You wouldn’t have got a Labour Government to abolish exchange
controls. They were protecting the economy and they regarded any abolition of
exchange controls or relaxation of it as a speculator’s paradise. But that was quite
untrue. I thought that if you abolished exchange controls it would be a great
expression of confidence in Britain, money would not go out of the country, money
would come into the country because people would think Britain was waking up.
Which is exactly what happened actually when they were abolished in 1979.

Is there anyone left who thinks Big Bang shouldn’t have happened?

I find it hard to believe, I’ve not met anybody.

And what about with the rise of China or India, is Britain’s position ultimately going
to be threatened again in these terms?

Well yes, I think Britain’s position is always threatened because we’re a very small
nation internationally, we’ve managed the transition from when Britain was the most
important nation in the world in the nineteenth century to being relatively
unimportant, I think rather well over time. But since we are relatively unimportant,
we’re very short of natural resources, we rely entirely on our entrepreneurial ability to
survive in the league of world trade, so we’re constantly under threat. But look
what’s happened, a lot of our manufacturing has disappeared to the Far East, the
manufacturers who have survived are those who have stuck to producing real quality
goods that they can sell at higher prices on grounds of quality - I’m thinking of people
like pump makers and so on, who lead the world. And then our services industry of
course does lead the world because services has been profitable and we’re very good
at it. But even some of those are now being sub-contracted to other parts of the world.
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So what we have to do in this country is create a climate, an environment where
brains and ability want to be here, because brains and ability create business, create
export opportunities. And that is what we’ve done in the last twenty or thirty years as
a nation, Big Bang was part of it. Big Bang has attracted into this country a very large
number of extremely clever and able financial people. We have to do on thinking of
ways of attracting such people. We have to attract them not only in financial services,
but also in medicine, in education, in scientific innovation and research. I look with
some alarm at the number of really able scientists who are attracted to American
universities for example, we should be attracting them here because their ideas and
their developments and research will create new businesses that will be good for this
country.

How optimistic or pessimistic about Britain’s future are you?

I think I’m fairly optimistic, because I think over two or three hundred years we’ve
shown that we’re basically entrepreneurial and I hope governments have woken up to
that. There are signs that governments are willing to tolerate the success of
entrepreneurs rather more than they used to in the past, but we have been an
innovative nation and I think we’ll go on being so. But you have to accept that
reducing barriers and encouraging people to be entrepreneurial will lead to people
becoming rich, will lead to some of them behaving not very well and you have to
tolerate that. You have to encourage people to succeed and that’s quite difficult for
some politicians.

And relating to that really, have you got clear thoughts about immigration and the
way parts of Britain are becoming very split from one another?

Cathy, my view on immigration is that it is not an inherent evil. If you look again at
British history, we have benefited from immigrants since time immemorial and if you
think back to the early days when Vikings came and Danes came and Saxons came
and then the French came, then in the era when we began to be a trading nation the
Huguenots came and the Italians came and the Austrians came, and then towards the
end of the nineteenth century the Jews came and the Germans came and we are
actually a nation of immigrants. And because we’ve been a home for entrepreneurial
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people who’ve fled their own countries either because they were being persecuted or
they didn’t like the political set up in their own countries, we have benefited. Big
Bang again is another sign of that. We have encouraged the immigration of large
numbers of Americans, Germans, Dutchmen, Japanese and so on. And that will go on
and it will lead to a continuing strengthening of our economy. So I’m broadly in
favour of immigration and I can’t see it as an evil.

And what about the way we’re handling immigrants who may not be so glamorous?

There will always be incompetencies in any service run by a government, government
gets too big and gets out of its depth and I think I’m prepared to tolerate some
incompetencies for the sake of the greater good. When you have incompetencies you
should deal with them and you should not go on employing people who are
incompetent.

And what about, we’ve just had local election where there have been some BNP gains
in certain parts of the country.

Well I don’t think I know enough about that because I don’t know Dagenham and I
don’t know Barking. I look upon it with some alarm. I think the BNP is inherently
wrong and appeals to the baser instincts of many people, I don’t think it’s sufficiently
tolerant. On the other side, again I feel optimistic because I think we are basically a
very tolerant nation and the fact that we tolerate the BNP I think is quite remarkable.
And long may it be so, because I cannot see the BNP achieving any great national
coverage, it is not in the British nature to encourage extremism of that sort. So I’m all
for allowing minority parties to blow their top and show people how absurd they are,
rather than suppressing them. I suspect that their success in these constituencies is a
short term success, I can’t see them achieving a firm foothold in any major way.

And, any thoughts on identity cards?

Well I’m not in favour of identity cards. I think it’s another sign of the state wanting
to control everything and I’m not in favour of the state controlling everything. And
they spend their time assuring us that they won’t cost much, but of course they will.
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That the IT systems will work, but of course they’ll be tremendous trials along the
way and the budget’s bound to go up. And that they’re not an infringement of
personal liberty. Well, I think they probably are an infringement of personal liberty
because before you know where you are, they’ll be a key component of the state’s
control of the individual. And they’re certainly not fraud proof, which the
Government claims. So I think it’s a step too far.

Just going back to the City and Big Bang – there’s presumably now a generation
working in the City that might not even know about Big Bang is there?

A lot of young people are working in the City who certainly weren’t there when it
took place. And actually you’ve touched on an interesting point because people aren’t
probably aware of history, even recent history, enough, which goes back to education
and training. I mustn’t sound too much like, you know, Colonel Blimp in
Cheltenham, but I do think that schools don’t take history teaching seriously enough
and several people have said to me that if you go to school today – I don’t know if it’s
true – you learn about Henry the Eighth and you learn about life in Tudor England
and then you lead straight to Hitler and the Nazis, but there are large sections of
history that schools don’t teach adequately. And similarly, I think if you’re employed
in a very large organisation, I think that large organisation should take some steps to
tell you about its history. The same is true of the City of London, I think it would
help if people know something about the evolution of the City of London and do
people have enough time to read and when they read, do they read David Kynaston’s
History of the City of London? I think it’s a bit unlikely, but I think they might benefit
if they did so.

And how connected do you feel to people currently working in the…

Sorry?

How connected do you feel to life in the City now?

Oh, hardly at all.

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 467
C409/133/24 Side A [Part 35]

I don’t mean whether you see people, but I mean do you still see it as something you
would understand and identify with?

Well it was my life for a very long time, so I take an interest in what’s going on, but
I’m not on the City circuit any more and I would imagine if you did a survey of a
thousand young people working on the trading desks of Morgan Stanley and J P
Morgan and Deutsche Bank, they wouldn’t have the slightest idea who I was. But
that’s life, things move on.

D’you think you’d recognise what they were up to in a cultural sense?

No, I think I would broadly recognise what they were up to, yes. I wouldn’t
understand some of their ability to translate some of the information they’re looking at
on five different screens on their desk into a trading decision. That would be beyond
me.

And was there any celebration to mark twenty years of Big Bang?

Not yet. I mean it isn’t till October so I don’t know what anybody will do. It’s
possible nobody will do anything.

And you showed me also a photograph which was an anniversary of TSB’s…

Oh, the Foundation, yes.

Can you just explain that?

I think we talked about that on an earlier tape, but I did think when I arrived at TSB
that one of its great glories was its charitable foundation, which received an average
of one per cent of its pre-tax profits. And when we merged Lloyds and TSB, the
money available to the Foundation went up hugely because we used TSB as the top
company in the merger. So the Foundation still received one per cent of the pre-tax
profits of the merged entity. And since the merger was a huge success, the
Foundation’s money went up. I think it’s one of the most successful charitable
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foundations in the country, there’s no doubt about it, it’s one of the largest. And so
the twenty-fifth anniversary of its founding, the other day, was a cause for great
celebration. It has helped in large and in small ways communities across the entire
United Kingdom. I think we did on an earlier tape explore it and I did explain there
were four foundations; England and Wales, Scotland, Northern Ireland and Channel
Islands, but I look upon them as one total entity even though they’re four separate
charities.

And what’s your involvement now?

Well I was Chairman of TSB so I took a keen interest in the Foundations, I was never
a trustee, but I was the main group contact of the Foundations during my
Chairmanship and that continued when I continued to serve for five years or so in
Lloyds TSB, I was the main group contact with the Foundations.

And now?

So I helped them a lot in reforming their corporate governance and in general
guidance and keeping them and the group content with the relationship.

And now?

Well now, I keep in touch. It is the one element of that business that I do keep in
touch with, but the Director, Kathleen Duncan, has just retired so I’m wondering how
much I shall keep in touch in future. I went to see the new Director, Linda Kelly, the
other day and we had a happy hour discussing the Foundations and I hope I will go on
keeping in touch in a marginal way, I’m not anything to do with it now, but it’s like a
child that you see grow up and you want to stay in touch.

Okay. Could we move now to your Treasury Report. Could you explain, the Treasury
Report, how did you come to be asked to do it and what were you asked to do?

That’s a real switch of subject.
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It is.

We leave…

Not going back to Venice either.

We leave trade and get back to a subject that really intrigues me, which is
philanthropy. The Treasury Report was a considerable surprise, here I was one day at
home and the telephone went and it was a message to say that Paul Boateng would
like to speak to me, he was the Financial Secretary to the Treasury, and so we spoke
and he said he was wanting to find somebody to follow up the Chancellor’s remark in
the previous budget – this was in 2003 – that we must do something to stop quite so
many works of art going abroad, pre-eminent works of art going abroad, and would I
chair a study of this and produce a report? It is of course a subject which I know quite
a lot about and which I’m extremely keen on, so I said I would. Paul then said to me,
but we would like it by the time of the pre-Budget estimates in November – this was
in July incidentally – so I said that was rather a tall order but I would do it on a
number of conditions. And he said what are my conditions. I said well one is that I
don’t have a committee, because if I have a committee I won’t produce the report on
that timescale. Well he said he was thinking of an advisory group and I said I don’t
mind that, it could be an advisory group to him, but not to me because while I would
want to listen keenly to them, I had to produce this report in short order. And my
second condition was that it would be published as I wrote it, without any
amendments by the Treasury, which again, he accepted. So we then discussed the
composition of his advisory committee and how the practical work would be done
inside the Treasury and we agreed all that, and so I had my first meeting in July with
the Treasury officials, two extremely able young ladies, and worked with them
thereafter on the consultation period which had to last until middle October, inviting
comments from all and sundry and doing the research necessary that I needed. And
that research covered all the taxation aspects of the treatment of works of art and gifts
of works of art and sales of works of art, such as acceptance in lieu and capital taxes
and inheritance taxes and so on, and research on the export system in this country,
research on the National Heritage Memorial Fund, on the Heritage Lottery Fund, on
the Treasury’s grants, on museum funding and so on. So you can see that the attempt
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to write this report by November when the consultation period didn’t end till the
middle of October and all that research had to be done was indeed a tall order. But
then…

[End of part 35]
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So my only answer to this was to write the report myself and then see whether the
research fitted it, which is quite a good way of proceeding, it’s quite an effective way
of proceeding, because at least you have something down on paper against which you
can test the research and the consultation. Well as it turned out, the research, which
also included interviews with something like – I forget how many – eighty people,
more or less verified what I was writing. That didn’t wholly surprise me because I
had known most of these people before we ever started the consultation period and I
was very familiar through my National Art Collections Fund work with the views of
people in museums. And so by dint of some extremely hard work – and it was four
months’ hard labour – I did produce this report in November, which wasn’t published
until January because the Chancellors office, or the Chancellor himself, I don’t know
which, tried to get me to change my key recommendation, which I’ll come back to,
despite my insistence that it would be published as I had written it. Well I naturally
refused this attempt to change my key recommendation and it was in due course
published in January 2004. There were forty-three recommendations. I won’t take
you through all forty-three, but the key ones centred on improvements to some
funding for museums, because museums are quite unable on their present funding to
pay for suitable acquisitions of pre-eminent works of art, or I have to say culture as
well because this study also covered libraries and other repositories of art and culture.
So some improvements in funding – this was despite the fact that I’d been expressly
asked not to talk about funding in my report, but I managed to sideline that
recommended further progress on the Government’s programme of Renaissance in the
Regions which is an attempt to pump a bit more money into regional museums. I
recommended increasing the money available to the National Heritage Memorial
Fund because it is the last defence on the export of works of art of pre-eminent
importance and some other minor changes. I recommended quite a number of tax
changes, which is where the Treasury were very sensitive. The one that I won pretty
quickly was exempting university museums from VAT on their acquisitions, thus
putting them on a par with national museums. And that was adopted quite quickly.
Everything else I haven’t won at all. I recommended that gifts of works of art should
be put against income tax as they are in the States, that the acceptance in legal
procedures whereby deceased estates can submit works of art against tax liability
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should be extended to other taxes, not just inheritance tax and that there should be a
means whereby people could give works of art and culture during their lifetimes
against tax assessed on their deaths, so a sort of living acceptance in lieu. And some
other tax changes, all of which would, I thought, encourage rich individuals, owners
of works of art, potential buyers of works of art, to give to museums. And those were
the key recommendations in the report and they have not yet been adopted. I’d like to
come back to them in a second, but mentioning one other key recommendation, which
was a reorganisation of the Government’s administration of the exports of some, and
of the acceptance of new procedures and so on. I wanted to build up the Museums
and Libraries and Archives Commission into an authoritative source of advice to, not
just museums, but also potential donors, potential givers. Well the Government made
a first move on that, but they’ve only done about a quarter of what I recommended, so
I suspect they’ve only done the bit that suited them because it might have cut a bit of
their civil service cost. They’ve really not taken that recommendation seriously and I
hope some future Government will. But coming back to the key recommendations of
allowing individuals to set off tax on gifts, this is a commonly accepted way of
encouraging a wider attitude to philanthropy and it is no, it’s no mistake that I ended
up my report talking about the pleasure of giving, because I see my recommendations
as encouraging a much wider culture of giving in this country. I mentioned a few
minutes ago that I wished more of the people who’d become exceedingly rich as a
result of the City reform, I wish more of them would give it away. I can’t see the
point in amassing inordinate wealth if you don’t then give some of it back, quite a lot
of it back I hope, to the community in which you’ve made it. That sounds rather pi,
but I do believe it passionately. And I believe that people are triggered into giving by
having some tax concessions to induce them to start, so that’s a major theme of my
Treasury Review. It isn’t relevant only of course to works of art and museums and
libraries and archive collections, it’s relevant to all forms of charity. Now the
Government’s recognised this in allowing people to set off gifts of shares and
property and land against tax when given to charity, they’ve recognised it in
exempting you from inheritance tax if you leave money to charities in your will, but
they have not extended it to works of art, which I think they should. Some
government in the future will of course. And I think it would be another fillip to the
encouragement of people to give generally. So there you are, that was my Treasury
Review. You’d better read it because I’ve left a lot out.
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I have read it actually. But how much do you think the people who have this kind of
wealth and these kind of artworks think about whether to give to somebody?

Well not enough, and one reason Cathy is that they don’t know how to do it. I’ve met
a great deal of ignorance among people who are potential givers on how they should
set about it. And that’s another reason for having some tax inducements, because if
you got a tax inducement you’re forced, if you want to get the tax inducement, into
finding out how to set about it. We talked in an earlier tape about music
commissions. One reason we’ve done music commissions is to try to encourage other
people to do music commissions and I’m very encouraged that I’ve had four or five
people asking me after our quartet commissions, how do you set about commissioning
music. And similarly, in the world of the visual arts, I’m now known generally in the
world of visual arts as somebody who encourages giving, largely because of my
Treasury Review and my experience as Chairman of the National Art Collections
Fund. And people actually come to me and ask me occasionally, how do they set
about it. And I find that very encouraging, but museums have to do more work on
this, they have to get out there. I said this in my Review, they have to get out there
and cultivate the rich, cultivate the owners of works of art, cultivate the collectors
who are thinking of buying works of art because it will give collectors quite a lot of
pleasure sometimes to see their work of art in a public collection. And if under my
proposals you could buy a work of art, set it off against tax, give it to a museum or
promise it to a museum when you’re dead, I think that will really set something
moving. [clocks chiming] The Tate for example, will benefit enormously from this
because they have a problem, they can’t afford much of the contemporary pre-eminent
art being created in the world today, it’s simply beyond them
[09:58]
[The section between 09:58 – 10:13 is closed until June 2033]
[10:13]

The Tate.

[laughs] I think I’ve finished with the Tate.
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Would you actually, if you’re with somebody who has these sorts of works of art,
would you ever raise the matter? How much are you actually…

If the conversation led that way, yes. The conversation often does lead that way
because I’m known to be in that world and it’s known that I have these views, so we
often talk about it.

It’s a bit like having Queen Mary to tea.

[laughs] That’s very amusing, it’s an amusing part of life. I think museums – that’s
what I was saying, sorry, when we were interrupted - I was talking about museums
getting out there. It’s incumbent on them if they want to enrich their collections, to
cultivate the donors and collectors and not enough museums are now doing that.

But do you think, is there not some degree of resistance among collectors – they must
see a museum curator coming a mile off and sort of raise the gates don’t they?

That’s why museums have got to cultivate people. Cultivate doesn’t mean I come
through somebody’s door and say, hey, Mr So-and-so, you’ve got the JMW Turner
I’d like to have please when you’re dead, it means making friends on a long-term
basis and it means involving potential donors and collectors in the affairs of the
museum. Getting them to know it so that they feel affectionate towards it.

And how open to that do you think they are?

Oh I think people are very open to being cultivated. You’ve only got to look at how
the various groups have been formed – the Beaumont Group at the National Gallery,
the patrons of the Tate and all these groups, the Marley Group at the Fitzwilliam, the
Ashmole Group at the Ashmolean. People are quite eager to support these groups and
be part of the museum’s organisations. And you don’t explicitly say to people, please
don’t forget to leave us your Turner, you create a bond between them and the museum
where they themselves come to the view that that’s where they’d like their Turner to
go.
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And how cold-blooded is this?

Well I think your plan to cultivate people has to be quite cold-blooded, it has to be
very, has to be planned in a very businesslike way. But that doesn’t mean that you’re
not creating friendships, of course you are. But you say do people see you coming,
well of course they see you coming if they’re sensible but they still want to be
involved and that doesn’t mean that you can’t create friendships.

And how often do you come across people who have inherited marvellous paintings
through their families that actually are pretty dull towards them?

Well I’ve met a lot of people who have inherited marvellous things because of my
researches into Matthew Boulton and other artistic matters, because I’ve had to visit
houses, because of my work at the NACF, because we’re not only involved in buying
things but also passing things from owners to museums by way of gift or bequest and
for other reasons. As you know, I’m also a Trustee of the Harewood Trust and I meet
a lot of owners through other activities. And some of them are inclined to pass things
to museums rather than sell them. Or, indeed if they sell them under the Acceptance
in Lieu procedures or the private gift procedures whereby they get a tax benefit,
they’d like that to happen often rather than selling on the open market. There are
many instances of that. And if you look back in history the National Gallery, the
National Gallery of Scotland and all sorts of other galleries have benefited
enormously from receiving works of art under those procedures from some of the
great families in the country. The Harewood Titian, Diana and Actaeon, was the
result of one such deal. The National Gallery’s great Cuyp came from the Marquess
of Bute. These were received as a result of those procedures and the family decided
not to sell on the open market. And I have been involved in conversations with some
owners about the eventual home of one or two of their works of art, but not in any
formal way.

But what about generations where they’ve inherited the paintings but the paintings
don’t mean anything to them, how much does that happen?
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Well there’s a real problem Cathy, with inheritance because very often you’re
inheriting works of art that are subject to a stay of execution on inheritance tax,
they’re exempt as long as they’re not sold and when you sell you have to pay the
inheritance tax at the rate that it was levied on the last death, or should have been
levied on the last death. So very often an owner is quite unwilling to consider selling
something because of the huge tax bill that would result from the sale. But in one or
two cases of course they’ve felt obliged to sell something because they’ve needed it to
bolster the finances of a great house. One or two have sold works of art to provide an
endowment to keep the house going. The house very often, usually in fact, being
open to the public. So, a great house is full of works of art, is subject to this constant
juggling of the assets and one or two have been incredibly successful at it, like
Chatsworth where they managed to hold together not only the house but also a great
collection, for the benefit in the long run of the public.

And going back to the Treasury Report, how well did you and Paul Boateng know
each other when he made this call?

Well I first met Paul when we were both on the board of English National Opera, in
the late 1970s, when he was then the sort of firebrand from Brent East and thought to
be extremely left-wing. I don’t think he was extremely left-wing, I think he felt very
passionately about the underdog, he felt very passionately about the treatment of
immigrants in a difficult area of London and I admire him a lot. He was an extremely
good member of the English National Opera board. He wasn’t going to have any
nonsense, incidentally, with the follies of the trade unions, which interested me
because being a left-wing firebrand I thought he would be on the union’s side when
they were making unreasonable demands, but he wasn’t. And he was very cultivated
and very interested and I think he’s a great loss to the Government because he was the
cultured member of the Cabinet. He carried unfortunately no weight whatever with
Gordon Brown as far as I could see, and quite how my Review ever came to be
commissioned, I’m not sure, I was surprised that it was commissioned. I think it was
largely Paul’s initiative. But I suppose my biggest surprise was Gordon Brown ever
mentioning the subject in the Budget speech of 2003. I don’t think Gordon Brown
ever had any intention of giving tax concessions to what he considered to be the rich.
It’s not been his forte. And my argument of course was that if you want to wheedle
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works of art out of people for public galleries where the public can enjoy them, it’s
the rich that has the money and the rich that own the works of art, so you’ve got to
produce inducements to them to give. That doesn’t mean that you can’t get a lot of
less rich people to club together to buy things and get tax concessions, but the real
plums are going to come from the rich. But coming back to Paul, he welcomed my
Report, he hasn’t of course stayed in Government so he’s a loss.

How much direct dealing did you have with Gordon Brown?

Oh none on this at all, none on this at all. I’ve only met Gordon Brown twice.

What were those occasions?

Well they were IMF meetings. Meetings of international bankers and I never had a
dialogue with him in any formal meeting.

And if you undertake something like this Report, do you get paid?

No. Not a penny. Four months’ hard labour – which I’m very happy to do,
incidentally – but it’s free consultancy. Now you ask me, there was a joke too
attached to this, because I did suggest to the Treasury officials that they might
consider reimbursing my rail fares to Sheffield and Birmingham and Edinburgh and
places like that, because I went out to consult museum officials, but the Treasury
couldn’t find a way of adapting their computer system to paying the expenses of an
external unpaid consultant, so I said, oh drop it. I wasn’t willing to go through two
months’ arguing on filling in forms. But the work had to be done and I suppose
without undue conceit, I was the best qualified person to do it and do it fast.

Who were the two people, the two women who were involved?

Well Sarah Tebbutt was one of them, who was a young Treasury official who I think
will go places, she’s extremely bright and it was a joy to work with her frankly, she
was very orderly, handled the research extremely well. I mean the first meeting I had
with officials from the Treasury, the Inland Revenue, the Capital Taxes Office, the
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Department for Culture and so on, we sat round the table and I gave them forty-four
pieces of research work I wanted done by the end of August. Quite a hard task for
them, but they did it and Sarah was essential to getting that on the road. They did it
with two exceptions, which didn’t surprise me because they were very complex issues
to do with taxes, so they came later. And the other young lady was Geraldine Fay,
who’s moved on to another job in the Treasury now, but they were both, they were a
very good pair.

And who was the advisory committee, or whatever it was called?

Well they’re listed in the Review, but they included people like Nick Serota, Neil
MacGregor, Jack Baer and other luminaries of the arts world. I think they accepted
that they were advisory to Paul Boateng. I think they were led to believe at the
beginning that they were going to be a committee, which I didn’t want and I was very
plain at our first meeting that they were advisory to Paul Boateng and not to me, that I
would dearly like their advice and listen to it and would pay attention to it, and I
interviewed each of them individually as well incidentally, and wanted to know their
views, but that I was not going to be bound by any collective view that they formed.
And they accepted that.

And who contributed that amongst them and how homogenous was it?

In the sense of, what do you mean, who gave me the best evidence? Well the best
evidence came from Jonathan Scott, he was a very fine consultee. He of course
chaired the Acceptance in Lieu Panel for many years and is one of those rare people
who not only pursued a financial career but also wrote books on art, and he was very
clear and precise in the evidence he gave me. So I gave him full marks. And a
number of the museums put in very good evidence; National Gallery and Tate. I
found it extremely useful meeting curators in regional museums because the collective
despondency in regional museums is very considerable. They don’t have enough
money to ensure proper curatorial standards, proper research, proper display
standards, proper storage. It’s not a universal experience but very common. And
that’s terrible, and that came over very strongly in meetings I had with a number of
them across the country. And the evidence was – and you can’t put this on tape, but if
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I hold up my hands and show you the depth of the evidence, it’s about two feet, of
written evidence, which we summarised in the Report. And then as I say, we had
something like eighty interviews.

And what form did those interviews take?

Well always me, and then one of the young ladies accompanying me. Usually one to
one, one interviewee. Sometimes if it was a collective organisation, like the National
Hedge Memorial Fund, there would be two or three people there, and then I gathered
together groups of museum curators in Birmingham and then saw them in twos and
threes in Edinburgh and other places.

And could you say a bit…

It was hard work actually.

Could you say a bit more about the Government trying to block your key
recommendation – what were the negotiations over that?

At the end of the review?

Them trying to block your key recommendation.

Well I finished the Report by the end of November, as required, it was put into draft
printed form and then Paul Boateng asked to see me and he said that the – I don’t
know who it was - they, I imagine that meant the Chancellor’s office, didn’t like my
key recommendation which was that gifts should be sent against taxation, income tax
and would I please consider modifying it. I looked at Paul and I said, Paul no, I
won’t. And that took him aback somewhat. We were having breakfast, incidentally,
in the Treasury, fried egg in the canteen there. And I said there’s no way and I want it
published and don’t please forget my original stipulation that it has to be published as
I wrote it, with no changes. Anyway, there was no give whatever on either side at that
stage and Paul went away and came back to me again and said was there anything else
I could do to ease the problem as they saw it, I didn’t see a problem myself because I
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see no harm in publishing something. When you publish something you invite
comment and I knew I had the entire art world on my side, the entire art world, I
haven’t had a single letter modifying any of my recommendations from anybody in
the art world. All I had was a problem in the Treasury, so what’s wrong with
publishing. Anyway, in response to his second request I said there was only one thing
I could consider doing which was splitting my recommendations into two halves; one
half where the Government could act quickly and get them done and the other half
where they might want to, if they’re seriously objecting to my tax recommendations,
take a little longer. And he said that would help, so I did that. I mean it’s purely
textual change, there’s no change in the substance. Needless to say, they’ve not even
done most of the ones I said they could do quickly. They’ve done none of the ones
that I suggested they might take more time over. But that was pure window dressing,
it didn’t change any of the substance of my report. Well by then they’d missed the
date of publication, because it had to be published before Parliament rose in
December, and they’d missed it and I was annoyed about that because I wanted it out
as soon as written, and it was all ready for publication. And it wasn’t published until
January and there was then a fraught two or three weeks when I was wondering if
they were going to publish it at all and I had to chase it several times, ‘cos there
seemed to me no reason not to publish it and I suspected, probably over-suspected
plots, you know, to defer it and so on. Anyway, it was published and launched and I
suppose it’s worth my observing that when I launched it in the Treasury no
Government Minister attended and so it was, turned into a personal launch, and I did
have the two young ladies of the Treasury present which was good, but I had that
feeling that I’d done this work, that there was no Government backing for it. But
having said that, I’m very glad I did it, it’s there on the shelf, waiting to be picked up
and implemented by someone who has a bright idea some time in the future. And it’s
still a matter of interest in the art world; I’m constantly asked, what’s the
Government…

[End of Part 36]
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But it’s there, it’s on the table, it’s written, it’s a fully formed report. One day
somebody will pick it up and want to implement its proposals and the entire art world
is behind me and I’m constantly asked today, by people in the art world, when are
your recommendations going to be implemented? I regard that as good news, I think
that in the end the pressure will mount.

It’s absolutely outrageous that there was nobody from the Government when you
launched the Report.

Well, I never had the feeling throughout the writing of the Report that anybody in
Government fervently supported what I was doing. It’s mystifying they asked me to
do it because they knew perfectly well from my public speeches and statements that I
supported tax concessions, but I was still asked to do it, so there we are. But it wasn’t
only the lack of attendance at the launch, much more important was the attempt to
change the main recommendation which was, I think, outrageous and I had to stand
my ground and it was very amusing because later Paul Boateng said to me, you were
right, you know, to stand your ground. And I said well there wasn’t any question of it
Paul, there wasn’t any question of right or wrong, it’s what I’d insisted on from the
start. But it was interesting that he said that.

Did you have anything in writing about the terms on which you’d do the Report?

I can’t remember honestly Cathy. I don’t think I had anything in writing guaranteeing
publication or not, I don’t think there was anything in writing. But don’t forget my
background is my word is my bond and if a Minister has agreed that you will see your
work published, that to me is agreement and it’s not worth a Minister’s while reneging
on that.

But might that Minister have had someone more senior stopping him?

Might that Minister what?
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Have someone more senior stopping his actions?

Well it’s a possibility, I mean it’s what of course happened in this case, but you have
the whip hand because you can state publicly that you’ve finished writing, that you
insisted on publishing it as you wrote it and they haven’t done it, so that wouldn’t
look very good in the press.

How much press coverage did the Report get?

It had quite a lot, mm.

And did anybody say thank you?

Anybody say thank you? Well Paul said thank you, he gave a little thank you
breakfast at the Treasury, which was very nice.

Why haven’t you been made a Lord?

[laughs] I can’t answer that question. Why haven’t I been made a Lord? There was a
time when I would quite like to have served in the House. Incidentally, I don’t like
the title, let’s get that straight straightaway. My interest in the Lords would be or
would have been, as the case may be, being able to contribute to certain debates and I
do feel very strongly for example about constitutional issues, the reform of the House
of Lords because we’re all affected if they do it wrongly, because the Lords is the last
bastion in the defence of the civil liberties of the citizens and I clearly feel strongly
about the world of the arts and have a certain amount I think to contribute in the field
of education and the City and financial affairs. And I remember having a
conversation years ago, which I had forgotten until you asked me this question, with
Robin Leigh Pemberton when I was going to leave the Exchange, and the question
arose then. He said would it be something that would interest me and I said yes, it
would, because when you’re faced with moving on and you’ve been very involved
indeed in current events, you do actually want to find a way of staying involved in
current events, it’s in the blood. Anyway, he did float it with Margaret Thatcher and

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 483
C409/133/25 Side A [Part 37]

he said to me about three weeks later that she wouldn’t have it, so that was the end of
that. So that’s one reason why I’m not a Member of the House of Lords.

D’you know why she wouldn’t?

No, I’ve no idea, no. I think there was some hint that it was too soon or, I don’t know.
Those were in the days when the Prime Minister did actually decide these things,
because now there is a non-statutory commission dealing with appointments of cross
benchers. So there are two other answers to your question. One, I’m not an active
member of a political party and don’t therefore have the political background that
would push me in that direction and second, I was in for the possibility of being put
into the House of Lords by the commission – I’ve forgotten its name, that
commission, it’s chaired by Dennis Stevenson – and all the forms were filled in and
proposers and seconders and so on, but it wasn’t successful. There was one moment
when I was asked if I still wanted my name to be considered by the commission when
they were about to publish the latest list of peers and I said yes, and then about three
weeks later I got this rather wonderful letter saying that they’d decided that I wasn’t
going to be considered unless I heard from, unless they heard from me in a fortnight I
think it was, they would destroy the papers. [laughs] So I let them destroy the papers.
I’m not surprised because I think I should describe myself today as elderly, rising
seventy-two, I’m white, I live in the South East, I was educated at Oxbridge and these
are not really the, this is not really the mix of talent that I think they’re looking for
today. Do I regret that? Half of me regrets it. I would like to go on contributing to
current affairs and events in some way. It’s very difficult to kick the habit. The other
half of me says well, the Lords is unreformed, I don’t particularly want to be a Lord, I
wouldn’t mind being a Senator, but people are very snobbish in this country and I
don’t like that idea very much. I don’t particularly relish working until ten or eleven
o’clock at night frequently on issues and debates. And so half of me regrets, the other
half doesn’t and I have to find other ways of contributing to things that I care about.
That’s rather a long answer to your question, but it shows I’ve thought about it.

And, slightly linked to this, could we talk about the National Art Collections Fund
exhibition at the Hayward? Partly about the exhibition, but also about a Government
thanks that came your way as a result.
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Before we do that can I say something else about the Lords because I do not believe,
and maybe this was partly in your question, I do not believe that one should be made a
Lord as a reward for something. And people have said to me often, why aren’t you a
Lord and I think what’s in their minds is that I’ve done this and this and so on and
really it’s the culmination of a career. I don’t see it that way. I think anybody who
accepts an appointment to the Upper House, as I prefer to call it, should be a
committed, should be committed to working in that Upper House and I don’t approve
of these Lords who accept the title and then don’t contribute to the debates and the
committee work and so on. I see it as the Upper House of Parliament and I did submit
a lot of evidence – sorry, say it again – I did submit evidence to the Royal
Commission when it was considering the reform of the Lords, on my views on the
Lords and I believe very strongly that there should be a statutory appointments
commission which should appoint people to the Upper House according to an agreed
and transparent range of skills, experience, knowledge, ethnic origin, regional
representation and so on and so forth, which is perfectly possible and as long as we
don’t have a written constitution, that’s how I think it should be done. If we had a
written constitution then we could consider election. But without a written
constitution, to elect Lords would I think simply reinforce the party machines and
undermine the Upper House’s role as the defender of civil liberties. And that’s one of
the reasons why I would have been interested in being a Member of the Upper House,
but I would be much more interested of course if one could be called Senator or
something and only serve a fixed term. I’m quite equivocal about the Lords as they
are at present constituted. Sorry, what was your question?

I was asking for you to talk a little bit about the National Art Collections Fund
exhibition at the Hayward and any Government thanks you received for your
Chairmanship.

What a wonderful exhibition that was. It was a hundred years of objects bought by
museums across the whole country with the help of the National Art Collections
Fund, 1903 to 2002. I wasn’t of course Chairman. I had resigned from the
Chairmanship the year before, 2002, so that whoever was my successor could do the
centenary celebrations. I thought it was unfair to do them myself and then hand over
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what might be a deflating balloon to a successor. But I adored the exhibition, it was
just wonderful and there were many, many old friends in it in terms of objects that had
passed through the NACF during my Chairmanship. And I think it showed what a
crucial role the NACF has played since its foundation in helping museums to save
things that were going to be exported or to – and to – and to strengthen their
collections with purchases on the market. It’s incredible. And I think people realised
what an incredible force for good the NACF has been over all those years. I think on
a previous tape we talked about the lack of Government interest, there wasn’t any
Government representative at the great opening of the exhibition. I was there and I
was very surprised not to see a supporting Government Minister there when the
Queen arrived. And I don’t think there was any Minister there in the evening for the
greater party. I did see a DCMS official there, but I don’t think there was any
Minister. I sometimes despair of Ministers’ interest in the arts. All the rage now is
football and the Olympics. D’you notice that whenever a Minister becomes a
Minister the press quotes which football team they support. It has to be Bolton
Wanderers or Manchester United or Accrington Stanley or something. I wish when a
Minister was appointed they’d give their favourite football team if they wish to, I’ve
no objection to that, but could they not also give their favourite museum or orchestra?
More people go to museums than attend football matches and it seems to me they’re
missing a trick. Accrington Stanley and the Victoria and Albert Museum – how about
that? Or better still, Accrington Stanley and the Bolton Museum, a good regional
museum, and there are lots of wonderful regional museums.

And linked to this, could you say how the development is going with the Museum
Management course that the Clore Foundation funded?

I don’t know a lot about that. I think it’s going well. I know three young people
who’ve gone on the course and they all have benefited enormously from it. In all
three cases it’s marked a change in their career, an upward change in their career. It’s
an essential service, whether it’s done by the Clore course or other courses, museum
managements need management training. The curator growing up as a curator does
not necessarily have any management experience. And so since there are very few
opportunities to gain it in a practical sense outside the museum, it’s important they
should be able to benefit from courses like this.
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And, related to this, I wanted to talk about your own relationship with the Fitzwilliam,
particularly with the Wales and Wales commission, but can I just ask, when you want
to, when I was here quite recently and you’d had the Collect event again, you had
bought several pieces that day which you were planning to donate to the Fitzwilliam.

It was a fatal day, yes.

Does the Fitzwilliam ever reject anything?

Not yet.

So what’s the deal, how do say what you’ve done and what’s the discussion that takes
place?

Well the normal process is that I buy the object, I then write to Duncan Robinson, the
Director of the Fitzwilliam, saying that it’s available for collection or it’s on its way
and it then has to go formally in front of the syndics of the Fitzwilliam for their
approval at a later meeting. And they of course can decline it if they don’t think it’s a
significant work or if they don’t like it. And so far, touch wood, in over fifty cases
because that’s the number now, they’ve declined nothing, which I’m pleased by. But
they’re perfectly entitled to decline it. Indeed they have to see every acquisition that
goes into the museum. So the only time there’s ever been any doubt was when I
bought a piece by Bob Crooks who’s a glass artist, he’s very influenced by the
fantastically bright colours that Venetian glass artists put into their glass, and he had
an exhibition at the Contemporary Applied Arts of glass pieces that were, well they
were really vases but they weren’t vases because some of them only had a tiny little
hole at the top into which you could put one flower. And the piece that particularly
attracted me was an extraordinary showy flower growing out of an extremely bright
piece of glass at the bottom. The colours were outrageous, they were contrasting
orange, purple and all these very violent colours, and at the top there was a bursting
bud which is where you put your flower as the vase. I think some people would call it
a very vulgar piece, vulgar in the sense that it would appeal to the vulgar taste rather
than refined taste. Anyway, this duly arrived at the Fitzwilliam and Duncan said he
wasn’t at all sure the syndics would like this. They adopted it and it went into the
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permanent collection and a year later when the Fitzwilliam published its biennial
review of acquisitions, there was a section on eight remarkable exhibitions which
started off with Leonardo’s Prancing Horse, which came from Peter Lely’s collection
and married the other Leonardo that the Fitzwilliam has, an absolute gem, which the
the NACF incidentally has helped, under my Chairmanship. And number eight was
Bob Crooks’s Narcissus, so I was very pleased by that and had a quiet laugh.

But before you bought the pieces in Collect, would you have discussed with Duncan
or anybody at all…

No, no.

…who you were looking at?

No, because we’re working to an agenda. We started off, as I think I told you on a
previous tape, wanting to bring colour into the Fitzwilliam’s collection and wanting to
recognise the very fine work being done by contemporary craftsmen today across a
range of ceramics and glass and furniture – we haven’t yet moved into jewellery or
silver or other things – and so it’s been very much a personal choice. It’s rather the
same as building up a collection and giving the whole collection, which sometimes
happens elsewhere. So this has been the building up of a personal collection of
contemporary craft. I don’t think I’ve ever felt that I needed to consult before buying,
because I know that when I’m buying something it fits into that collection. I have
asked Julia Poole at the Fitzwilliam to give me a list of the craftsmen that they feel
they’re missing and in one instance I did find an object by a craftsman on that list.
But that was not deliberate, it was not going out to find objects on her list. It was
because I met the object, liked it, thought it fitted into our programme and it was a
coincidence. So they’ve been very, very docile I suppose is the word,
accommodating. Good receivers.

The commission with Wales and Wales is another oddity in the sense that I’ve never
heard before of something being commissioned that didn’t exist, with the certainty
that it was going into a public collection.
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Oh that’s an interesting observation, I’m not sure. There have been commissions, but
usually commissions with the museum’s knowledge. Like the NACF’s recent
commission of James Turrell’s chamber at the Yorkshire Sculpture Park or the earlier
NACF commission of Ian Hamilton Finlay writing some lettering at the National
Gallery for Modern Art in Edinburgh. In both cases the museum knew what they
wanted. But I can’t think of another instance, like you, of somebody commissioning
something deliberately to give it. We’ve done it twice I suppose, because there was a
pair of elmwood chairs which we commissioned, again, to give to the Fitzwilliam, and
then this Wales and Wales cabinet which you’ve been recording I believe with both
Rod and Alison Wales. Did we discuss that on a previous tape?

I’d like to know about you going down to see it and about your experience of that
chest coming into life.

But we covered the commission did we?

We did.

Yes. What did I think when I first saw it, well I was pleased.

Tell me, never mind about the chest, tell me where you went to and what that was like.

Well I went to their workshop.

Which is?

What’s the name of the village?

Is it Chiddingly?

Chillingham, Chillingham?

Chiddinglee, Chiddingly.
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Anyway, their workshop is in a long barn in a disused farmyard next door to the house
that Roland Penrose occupied and where his collection of surrealist paintings was
collected. But let’s get back to Wales and Wales because what happened, I go into
the workshop…

Tell me what it’s like down there, assuming I don’t know, as somebody listening to the
tape, what is the workshop like?

Well it’s a very long, single storey barn with sections creating large rooms where their
machinery is, they work with up-to-date machinery as most modern cabinetmakers do
work, and there’s plenty of light with windows on both sides. There are spaces
outside in the barn for storing timber. My impression was that they don’t have an
enormous store of timber, I think they do buy quite a lot of their timber in, but they do
work with a limited range of timbers and of course the number of commissions they
create in their workshop’s not that large. A great deal of their own revenue comes
from furniture they’ve designed which is made by other people for showing in public
places, like public seating and so on. So they won’t have a large number of jobs on
tap at the same time in the workshop. They have space for showing drawings and we
had of course looked at the drawings because I had approved the designs on the basis
of drawings and then modified drawings in accordance with our discussions as the
design evolved. I think you’ve covered that on another tape. So this was the first
time I’d actually seen any of the work in progress and you’ve been there, you know
that Rod and Alison work on basically a slab method of construction, so they’re
dealing with largely rectangular or shaped pieces of flat wood or slats of wood and
this chest was typical of their work, it’s a three-dimensional object with straight sides
and the intriguing thing was looking at the way in which the woodwork was
beginning, so the slats across the front of it which are in fumed oak, were not at that
stage fumed and nor were they yet cut out to take the inlays of stainless steel that I’d
asked for during the design stage. So it was intriguing watching it at an early stage.
And the other amusing moment was when we were looking at colours because I had
wanted colour in this piece. Now that arose out of discussion, first I wanted colour
because they’d never really used colour before and I thought the introduction of
colour into their particular brand of furniture would be a very interesting innovation.
And second, they were very happy to do this because when they went to the
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Fitzwilliam to look at it before thinking about designs, they were particularly struck
by the marriage chest in the Fitzwilliam, with Renaissance paintings on the face and
sides – and you’ll remember that the first design they produced was of a chest which
rather mirrored their shape, a low chest, which I didn’t want, I wanted a higher chest
with room for a pedestal on which you could put sculpture. Anyway, discussing the
colour, I was very brutal I’m afraid because they showed me their colour sheets and I
said they’re simply not bright enough. They were a rather dull blue and a dull red,
which they thought was quite bright enough and I said nothing like bright enough, I
want these colours to reflect the Queen of Heaven, you know, when Renaissance
painters were painting the Virgin Mary, the Queen of Heaven, they painted bright
blues and bright reds and it’s only because the paintings have become dirty that you
think they’re not bright blue and bright red. So that raised a bit of a technical problem
because they had to go to a different paint supplier I think to try and find brighter
colours, which they did. And as you know, the chest is wonderfully bright blue and
bright red on its – well, when you open the chest you see the very bright colours
inside. So that was my visit to them and then after we’d spent time in the workshop
they had fixed with Penrose’s granddaughter next door to show us round the cottage,
farmhouse, house - it’s rather a large cottage, which was fascinating. Fascinated me
particularly because again, I was Chairman of the NACF when a lot of the Penrose
paintings, the Picasso, Braque and so on, went to the National Gallery of Modern Art
in Scotland through the NACF, or with NACF help, sorry because they were partially
paid for, they weren’t all tax concessions. And also the Penrose archive went there as
well, so I was interested in seeing where they had once been displayed in this house.
And there are still some works of art collected by Penrose in the house, the Picasso
drawings and things of that sort and also in the house there is this fantastic
photographic archive of Lee Miller, which I’m sure you’ve seen. She was of course
Man Ray’s mistress and then wife and she was picked out by – well I think it was
Vogue wasn’t it who discovered her – and became Vogue’s model and then
photographer and her photographic archive is quite extraordinary. Not just fashion
but going back to when she was in Berlin at the time of the end of the war, so she
went to Hitler’s house and photographed Hitler’s bath and the whole of her Second
War archive is of enormous historical interest and that’s all in that house, beautifully
catalogued and much borrowed by international collection.
[End of part 37]
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Tape 25 Side B [Part 38]

And what did you learn about Rod and Alison by actually… What did you learn about
Rod and Alison Wales during this collaboration and during the kind of to-ing and froing over colour or whatever?

Well I’ve known them for years and have always admired their work. I think they are
first rate designers. People think when they see a piece of Wales and Wales furniture
that it, the first instinct is to think that’s rather ordinary, but it’s not, there’s a subtlety
of line in it and a subtlety of the use of materials which bears a great deal of
contemplation and study. And when you first meet them you think this is a most
unlikely pair to produce this sort of furniture, because they seem very ordinary people
and very down to earth and it somehow seems very surprising that these two
extremely nice and pleasant and articulate people can be such good designers. But
then you get them talking about their art and they become very passionate, which I
adore. And they can be quite obstinate too. I mean if you’re discussing something
and you say well, I’m not too keen on that, Alison might say, oh we rather like that
and Rod might say, well that gives me difficulties in construction, or something of
that sort. But they’re also very accommodating because if you persist with the
discussion you reach an agreed solution and that’s fun. I would hate it if a designer
meekly accepted everything you said without some discussion, just as I would hate it
if a designer said well, take it or leave it, that’s my design, if you don’t like it, go
away. And Rod and Alison are just thoroughly sensible people who realise that a
commission is a project which you and they are working on and they want to produce
something that you are going to love. Unlike some architects who I’ve come across
sometimes who only want to produce something they love. They want to produce
something you love, without compromising their standards of artistic taste. And I
think they’re admirable. Alison incidentally has been a very, very good Trustee of the
Crafts Council. The Crafts Council now has four very good maker Trustees, of which
she’s one. Good, because not only do they bring a knowledge of design and a
knowledge of the maker’s craft and the trials of being a maker and so on, but because
they make an intellectual input into critical study and all four do that. Alison is
interested beyond just making – and so is Rod – they’re interested in the intellectual
and design background of their craft. So I’ve a great admiration for them.
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How do they complement one another or rub against one another – how do you see
them together?

I think that’s difficult to answer. I mean I see them individually and I see them
together. My impression is that Alison deals with the nuts and bolts of the business
and the design, she’s particularly the design, it’s she who does the computer drawings
that lead to a design, and Rod is very much the maker and deals with the workshop.
But I don’t think those duties are necessarily totally separate, I think they get blurred.
But certainly in discussion it’s Rod who talks about the technical aspects of the
making and Alison who talks about the design aspects, but I’m afraid I’ve never been
privy to their private conversations à deux after a session with me. [laughs] Are they
saying, oh, what does that man want now, can we really do it, you know.

But what about, not necessarily just lines of responsibility – what about their different
personalities, what do you pick up of that?

Well I think they work rather well, I think they, you can see sometimes they may rub
each other up a bit when they’re having a good argument, when you’re all having a
good argument, but they’re both very down to earth, practical people. I’ve never
noticed any tension of any sort. They seem to be a very good team.

And was there not a debate to do with the way the piece appears to fold, where you
had support from one of them and not from the other?

[laughs] There was a debate, yes. There was a debate about colour and I’m afraid,
without the drawings in front of me I can’t remember the precise details, but it was
something on the lines that Rod felt very strongly that when the darkened oak was on
the outside that it should be blue on the inside and where it was fumed oak on the
outside it should be red on the inside. It was something of that order. And that
affected the lid, because when you opened the lid there would have been, under his
designs, too much blue or too much – it was too much blue, I think it was, I may have
got them the wrong way round. When I came along and saw it, I wanted when you
opened the lid to see both colours very prominently. I didn’t want one colour to
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dominate the other and this meant breaking the Rod Wales rule of having a particular
colour on the back of a particular finish. That I think was the only moment of tension.
It wasn’t that tense, to be honest. I mean Rod gave in. [laughs] Because I think he
saw that the impact when you opened the lid was really very important.

And what was Alison’s position?

I think Alison laughed. I think she enjoyed the tension.

And what did you feel about the finished piece?

The which?

The finished chest, what did you feel about it?

I think it’s wonderful. I think it’s wonderful. It’s going to need very careful display
and it’s going to need a very carefully chosen piece of sculpture on its left-hand side
because we designed it so that the lid is only about three-quarters of the top and the
left-hand part of the top, which is darkened oak, is made as a pedestal to stand some
sculpture on. So it needs to be in the centre of a wall, it needs to have a piece of
sculpture on it measuring not less than eighteen inches, preferably about two foot,
preferably something like a Hepworth bronze or something really striking, and it
needs to be seen as you come into a gallery as the centrepiece of the wall. I think the
Fitzwilliam will do that. At the moment they have a piece of sculpture on it that isn’t
quite big enough. They have a small piece of Bernard Meadows, a good sculptor, but
I don’t think it’s tall enough. What I wanted Cathy, was that people would come into
a gallery and this piece of furniture would hit them and they would say I’ve never
seen a piece of furniture like that before, wow. And then they would find that it’s
been commissioned and they might even start thinking about commissioning furniture
themselves, because there are a lot of good furniture makers in this country at present
and they need commissions and so it would be nice if this provoked that thought in
their minds.

How has the Fitzwilliam reacted to it?
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Oh I think they love it. They’ve now got – what have we done, we’ve got the three
pieces by Alan Peters, a piece by Rupert Williamson, two chairs by Matthew Burt,
and this. So the collection is building up. And Wales and Wales had to be in that
collection, they are one of the finest designer makers in the country.

And you also had a personal commission going on there as well.

Yes, we’ve asked, they’ve made three, well they’ve made one object for us and
they’re making two more, which I’m very pleased by. Because they are, they’re
people who you really enjoy working with, you know, you start off with an idea, they
look at the space, they go away, they do drawings, they come back, you discuss the
drawings, you say what you really think about the drawings, you want the piece a
little taller, a little thinner, a little wider, you want a bit of colour in it, you want four
drawers not five or whatever. They go away and produce another drawing and then
after this process has gone on two or three times you do the deal and you say yes, let’s
make that. And that’s a very amusing process and I’m rather sorry for people who go
round to one of the shops in Tottenham Court Road and buy a piece of readymade
furniture and probably pay just as much and don’t have the fun of the creation.
[10:51]
[The section between 10:51 – 16:26 is closed until June 2033]
[16:26]
And what are the other two pieces that you’ve commissioned from Wales and Wales?

Well they’re both pieces for landings. One will be a chest of drawers. That’ll be in
fumed oak with stainless steel inlay on the front and a strip of colour on the extended
back, which you will see as you come up the stairs. It’ll be a fairly high chest,
because the proportions are not like a traditional chest of drawers. And the other
started life as a bookcase, but we decided after several trials that we would not have
an open bookcase or a glazed front, we would actually have an opening cupboard, so
it’s an adaptable bookcase, and the colour there will be inside, you will only see,
you’ll see red when you open the door, but it will match in general design the chest of
drawers. They’ll both be in fumed oak and they’ll both have touches of stainless
steel. Again, they’ve been exciting designs to work on.
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And through you I think, Wales and Wales also took part in the Grosvenor House
Fair, which was a very different venue.

Well that was with the Fitzwilliam chest. Last year Grosvenor House invited me to
stage an exhibition of contemporary craft makers on their own stand at the Grosvenor
House Fair and they did that because the British Antique Dealers Association is a
member of the CINOA, which is the international antique dealers association, which
gave me the prize, the money of which went to the chest. So Grosvenor House knew
of the commission and they thought it would be a very good idea to stage an
exhibition round that chest if it could be finished in time, so Rod and Alison did
promise they would finish it in time. So they asked me to do this exhibition round the
chest, which I willingly did because I wanted to help publicise the work of a number
of really fine craftsmen in glass and ceramics and metal and jewellery to a wider
public. And particularly a public like the Grosvenor House Fair public who wouldn’t
normally buy contemporary craft. I hoped these rich people who go to buy antiques
would notice these objects of contemporary craft and think of buying them
themselves. And so I chose about twenty objects – it couldn’t be very many because
the stand is quite small. It was like playing Desert Island Discs, you start off with
about ninety objects and then whittle them down to the twenty you can’t do without,
bearing in mind that you wish to show a cross section of ceramics, glass, metal and
jewellery, furniture, textiles, and a cross section of museums that own them, not just
in London but also in the regions. So it was not only Desert Island Discs, it was also
a game of chess really. But it was a lovely little exhibition.

What was in it?

What was?

What was in it?

Well, we had a few pieces from the Fitzwilliam, we had Rachael Woodman in blown
glass, we had a piece by Philip Eglin, one of his white ceramic Madonnas inspired by
the mediaeval woodwork Madonnas in the V&A. We had a Bob Crooks’ piece, we
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had a piece of forged steel, forged iron I think it is actually, by Haruka – sorry, I’ve
got the name wrong. Oh Cathy, my memory’s gone. Young Japanese maker. The
name will come back to me of course later. A remarkable thing, she bases her work
on forms found in the sea, weird growing forms in the sea. We had some jewellery,
the – you know, you’re catching me on names this morning, I don’t know what’s gone
wrong with my memory.

We can look the names up, I’m just trying to…

Could we?

Well anybody listening to…

Well we had some very unconventional jewellery made in nylon by Nora Fok and in
plastic and Jane Adam making jewellery in anodised aluminium. I eschewed precious
metal jewellery deliberately in order to show what jewellers were doing with modern
materials today. So it was a wide cross section. What were the most shocking
pieces? Well we had Kate Malone’s Heart, which we gave to the Fitzwilliam, we
borrowed it back. That is a very shocking piece, rather like the piece by Bob Crooks
we were talking about earlier, you can’t walk by it, if it’s in a showcase, you can’t
walk by without stopping to look at it. It’s a heart-shaped hollow object, based on - as
many of her objects are, on a natural form, the form of seed or nut or something, but it
comes out in the shape of a heart and then she extends it into what looks like the
bridge of a violin, with a little twirl at the end as violins have. So, and then her glazes
are extraordinary. She goes in for these very highly coloured, almost vulgar,
crystalline glazes so this heart, you look at it and you think, what’s it about. You
probably don’t realise it’s about natural forms to begin with, you probably think it’s a
heart and then you see its very violent colours and your own heart starts throbbing a
bit because you’re a bit worried about the violence of the colours. And then you see
the hint of music in the extended violin. I said to Kate once, was this about heart
strings and she wrote me back an e-mail saying, well no it wasn’t, but it was a lovely
idea, that it was an example of a thought built into a work of art which the maker
hadn’t actually thought about herself. So she was playing with clay and she was
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trying to – she must have been playing with the thought of nature and music, but she
wasn’t quite sure that she was. So that was in that exhibition too.

And how was it received within that context?

Well I was a bit depressed by the number of people who walked straight by the stand,
because it was near the entrance to the exhibition. I suppose they were so eager to get
at the antiques they walked straight by, that was a bit depressing. So we stationed a
young lady to hand out leaflets so they couldn’t entirely get by. But a number of
people took keen interest. Alison incidentally, Alison Wales was there most days,
standing by the chest and Rod was there several days, which I think was very noble of
them because they needn’t have done that. So there was always somebody there,
encouraging people to look at the stand. But I fear that most people who go to
Grosvenor House do want to look at antique objects and not at the contemporary. I’ve
had no evidence since, I’m afraid, that anybody has commissioned anything as a result
of this exhibition. Grosvenor House that year wanted exhibitors to show an object of
contemporary work on each of their stands, but that didn’t attract many dealers, only
about twelve did it. I think there are still two different worlds there. It takes time,
you see when we put on Collect, the Crafts Council, the first year, two years ago, it
attracted over ten thousand visitors, but not many of those were the people who would
have gone to Grosvenor House. On the Sunday I invited a lot of friends to a brunch.
I’ve no idea whether they were interested in the crafts or not, contemporary crafts and
surprisingly and gratifyingly, a high number came and quite a number bought things
in Collect, so I think if the Crafts Council can get out there and invite people who do
normally spend money on old things, invite them to exhibitions of new things, I think
they’re there to be converted. And you can mix old and new.

I think it was there that Rod and Alison were put in touch with Mallett’s – was that
through you?

It’s possible. I wouldn’t have positively introduced them to Mallett’s. But Mallett’s,
I mean Christopher Claxton Stevens of Mallett’s has gone out and sought out
contemporary furniture makers, but in doing that he couldn’t neglect Rod and Alison.
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I mean they are one of the leading designers working today. And he had a small piece
by them, a small wall piece by them in his exhibition at Norman Adams.

And you say you can mix different periods, but how often do you find other people
doing that?

Doing commissioning?

No, just in their homes, having this kind of mix.

Oh, I can think of a number of people who do that. I can’t give you their names, for
obvious reasons, but I can think of a number of them. And there’s quite a serious
body now of collectors, not only of contemporary art, but also older art who buy
contemporary ceramics, glass and jewellery particularly, not many who buy
contemporary furniture, and some of them also understand that you can mix very
contemporary things with say, mediaeval things. They go very well together. We’re
not talking about a very long period, only talking about four hundred years and really
in, if you put that in terms of Egyptian history it’s no time at all and I don’t see why
traditions in art can’t continue across hundreds of years and why things can’t mix
perfectly well together. Fine craftsmanship is fine at whatever date it was pursued.

And, how did the second Collect contrast with the first Collect?

The second Collect was tremendous. It attracted again, over ten thousand visitors. I
think it was better. I think the international dealers who came were even better than
the first year. I mean some of the jewellery for example, from Holland really took
people by surprise, it was superb work. And there were people showing from
Australia and Germany, Holland, America. It was a very interesting show and I think
it’s done two things; I think it’s publicised the work of leading craftsmen today to a
British audience, but it’s also put British craft in the context of international craft and
I think that show, Collect, is now firmly on the map. People came to it this year, even
though it was in January of all months, from all over the world and I think that will go
on. They will know that they’ve got to be in London in February next year when
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Collect comes back because that is the place, the one place in the world where they
can be guaranteed to see really good work by contemporary craftsmen.

© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 501
C409/133/26 Side A [Part 39]

Tape 26 Side A [Part 39]

And why was it that you invited Alison to become a Trustee of the Crafts Council
rather than Rod?

Well it’s not quite true to say that I did invite Alison to serve as a Trustee, because we
have a system of corporate governance at the Crafts Council that is entirely at arm’slength. We have a nomination committee, which when I was Chairman of course I
chaired, but it’s made up of Trustees and the nomination committee works as any
good company does, to an agreed list of skills and experience and knowledge that the
Crafts Council needs in its Trustees. One of those requirements is there shall be at
least four maker Trustees and then what do you need within the body of makers, well
you need a cross section of skill, so you might typically say that we’d like somebody
in glass, somebody in ceramics, somebody in jewellery, somebody in textiles,
somebody in furniture. You make a choice across those range of skills and then
within that, you’re looking for someone who isn’t just sitting at the bench all day,
you’re looking at someone who can make a positive contribution to the critical debate,
to debates on design, debates on marketing, debates on quality, debates on education,
debates on training because part of the Crafts Council’s task is education and the
training of new craftsmen. So you want people who are rather special and can
contribute one, two or three of those skills. Alison fitted because she’s a very good
designer, she’s a practical maker and she knows quite a bit along with Rod about
education in a practical sense of educating craftsmen, so she fitted the bill and those
requirements.

Wouldn’t Rod have fitted equally?

Sorry?

Wouldn’t Rod have fitted equally?

Yes, I think he would.

So why did you choose Alison?
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Well that’s a very good question. I think I knew Alison better than I knew Rod and I
was contributing to the debate in the nominations committee. I knew her for some
time before I knew Rod and I think that may have been true of other members of the
committee too. But I think we knew that she would be a really good contributor and I
suppose if she had declined, we probably would have asked Rod. I don’t know
whether he knows that. No, he probably doesn’t know that. But we probably would,
but we didn’t discuss it. We wanted somebody in furniture at that time and they’re
both very talented people. Can’t have them both. Would it have mattered that she
was female? It might have done because of course also when you’re looking at
composing a body of trustees you want a cross section of not just sexes but also ethnic
origin. And it’s actually a very interesting subject, composing bodies of trustees and
quite a lot of charities don’t do it well enough.

Anybody in mind?

No. [laughs]

And what was Alison’s contribution?

Well she’s been a very valuable contributor, not just on behalf of makers across the
country, but she’s been a really good contributor to debates and before I left we did go
through a massive debate on the formation of a new strategy for the Crafts Council.
In the past the Crafts Council – have we discussed this before? The Crafts Council
had been very much a doer, trying to do things itself and the new strategy which we
agreed by October last year, is very much to convert it into an enabler using its
contacts, skills and money to enable other people to do things. And that was a very
big debate, it had big implications for the future work of the Crafts Council. The
biggest of all was getting back from the Arts Council the responsibility for doing
something about education in the crafts across the country. We lost that when we
broke free of the Department for Culture in 1999 and became a client of the Arts
Council, and the powers that be insisted on the Arts Council taking responsibility for
education, which was a terrible mistake because they did nothing and crafts were a
tiny part of their operation. So I was very anxious to get it back and we did get it back
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during this review. And the implications of that for the Crafts Council are enormous;
they’ve got to find the skills, they’ve got to find the means, they’ve got to find the
partners across the country to do something about educating young people in making,
about educating people in higher education to move on to being practical craftsmen,
about training young craftsmen, about adult education. It’s the most enormous
agenda. It had implications also for the Crafts Council’s own exhibition work, which
would in future be helping other people to stage exhibitions rather than always staging
the exhibitions itself. It has implications for its publications and so on and so forth.
Now throughout that process Alison and the other maker Trustees had a big role to
play because they had to represent the views of makers, the needs of makers, the
needs of young trainee makers and think seriously about those implications for the
Crafts Council and they all spoke a great deal during the formation of the strategy.
And there was a period during the spring of 2005 when we were moving towards a
very critical phase in the formation of this strategy and we were meeting weekly, we
were actually meeting weekly at my home because I had to drive this debate to critical
answers on a very short timescale to meet the deadlines we’d set ourselves. And they
all came for these extended meetings. I thought they were model Trustees. And they
had big worries, the maker Trustees, because makers clearly would like the Crafts
Council to mount lots of exhibitions, they’d like it to have lots of publications that are
expensive, they’d like it to have its own exhibition space and so on. All these things
were under some degree of threat in the new strategy because if you’re not going to
stage your own exhibitions that’s one blow, if you’re not going to have your own
exhibition space, that’s another blow and they were cumulative blows for the makers.
But these four maker Trustees realised that these changes were going to happen in
order to achieve a greater good elsewhere by staging more exhibitions in partnership
with other people. It was a hard road for them to travel and they travelled it, I
thought, very constructively. And Alison took a very full part in that debate.

Who were the other three makers?

Julian Stair who is one of our leading ceramic makers, who is also a PhD in the
history of ceramics and he’s a very great contributor to debate. Helen Yardley, who’s
a leading textile designer and again, she was quite a new Trustee and was really in at
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the deep end and found it quite difficult to adjust, but again was a big contributor to
the debate. Can you turn it off?

[break in recording]

And Jane Adam, who I’ve also mentioned just recently who’s a leading jewellery
designer and works particularly in new materials like anodised aluminium. I don’t
think I could have asked for a better quartet actually.

And how much did they differ in their views, one from another?

Well that’s a very complex question, it’s how many permutations are there, because
there are so many subjects that were up for debate and if you perm any two craft
makers and any five subjects you get a wealth of answers to your question. They all
had different concerns about different things and from my point of view the important
thing was that they aired their views, they aired their cautions, they aired their
enthusiasms and they shared their knowledge. And, as we came to the critical
moments in deciding this strategy, they coalesced round the strategy that we had
evolved. So I regarded them very much as a team with the whole body of Trustees
and not as a body of four people who were an enclave with the Trustees. They really
showed that they were – and they had no previous experience of being Trustees, they
really showed that they were part of a complete body of Trustees. Having said that, I
think, where did they coalesce? Well of course they all coalesced round the
importance of the maker and the object. Well I believe passionately in that myself so
I don’t regard them as any different in that passion. The beauty of the Crafts
Council’s work, rather like the NACF and The Burlington Magazine and the
Courtauld, all the things I’m involved with, the beauty of them all is that they’re
centred on the object and on the creator of the object and that’s where in my view all
art and all design and all history of art and all critical debates begin. They don’t begin
with highfalutin debate about feminism or something, they begin with the object and
the creator of the object.

Who else met at these weekly meetings here?
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Oh, the other Trustees. Now you’re going to ask me who all the other Trustees are
and I shall…

Why weren’t those meetings in the Crafts Council?

Because from point of view of geography it was more convenient for them all to
coalesce here in the early morning, ‘cos they started at eight o’clock, these meetings,
than it was to go to Pentonville Road. They’d come from different points of the
compass.

Why did you start at eight o’clock?

Because people have busy lives and want to get back to their work. I mean the other
Trustees, one is a Senior Executive in the BBC, two of them are consultants, one is a
Chairman of a public company. You can’t get these people in the middle of the day,
you either have to meet early in the day or late in the day to get them.

And I don’t know whether it’s intimately involved with the sort of strategy of the
changes you’re talking about, but it was also a turbulent time in terms of staff at the
Crafts Council.

Yes, it was a turbulent time. It was exceedingly difficult to cope with the massive
amount of work we had to do in reforming the Crafts Council strategy. It’s a very
small organisation, this is not a vast, mammoth company where you can cope with
people being away with equanimity. But in this case I had said that I was going to
retire in 2005 at the end of eight years. I could have done ten years but I had made it
very plain that I wanted to retire in 2005 after eight years, because I felt that was the
right sort of term of office. And that cut straight across the period that we were going
to take in reforming the strategy, which I didn’t know at the time I said it, because we
didn’t get any money from the Arts Council to deal with the strategic studies until
after I’d made the remark and I had thought that my successor would take on any
reforming of the strategy, and not me. Well then shortly after I’d made that plain, the
Director of the Crafts Council, Louise Taylor, went off on maternity leave, which
again you can’t forecast with any certainty, and it was not built into the plan, so the
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reforming of the strategy had to take place against the background of my departure
and Louise’s absence on maternity leave. And we brought in a consultant whom the
Arts Council paid for to work on that and I had to defer my retirement. In fact I was
asked by the Trustees to defer it in order to carry on with the strategic work. And so
when we’d finished the strategy in October, which was exceedingly difficult to do in
the absence of the Director, because she had to be part of it and yet wasn’t part of it,
we finished it in October 2005 at which point I made it clear that I was now leaving
because I’d always made it clear, and they knew that so that wasn’t any great surprise.
What was a surprise was Louise Taylor deciding not to come back. And so the Crafts
Council was left without a Chairman and without a Director at rather short notice and
the potential Chairman who’d we’d identified by a process of advertisement and
interview clearly didn’t want to come in if there wasn’t a Director. So they appointed
Julian Stair to act as an interim Chairman and set off searching for a new Director.
Now I’m happy to say, a few months later, they found a new Director and Joanna
Foster, who had been identified as my successor as Chairman, has taken up the Chair
and that turbulent period of difficulty is over. Now, it was very exaggerated, I’m
afraid to say, in the press as these things always are, who are always out to damage an
organisation that might have some difficulty. And the difficulty really was because
it’s such a small organisation. If it had been a massively large company, that
difficulty wouldn’t have seemed more than a passing phase. Anyway, it’s all over and
it’s back on the road again now and their task now is to build the staff to enable them
to implement the strategy.

And your role?

My role in what?

Any more with the Crafts Council?

Well again, I keep in touch. I think it’s true to say they weren’t terribly keen on my
leaving the Chair last year, but I know it was right. It would be quite wrong for me to
stay on to implement the strategy, it would involve travel, which I frankly would find
difficult, across the whole country. It would involve a huge amount of work and I
think I’ve done what I meant to do at the Crafts Council. I took it out of the
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Department for Culture, set it up as an independent charity, reformed its corporate
governance, devised and supervised its new strategy and then surely it’s time for new
blood to come in, new energy to get implementing, so I know I was right to go. I
want to be kept in touch, I remain passionate about the object and about the maker,
they involve me in looking after people at Collect, I hope they’ll do the same next
year, you know, meeting parties, talking to them about it, showing people round
perhaps, that sort of thing. I don’t want to interfere one moment in the affairs of the
Crafts Council itself. Past Chairmen should distance themselves from all policy
decisions and all implementation decisions, they should get out, they shouldn’t remain
at all.

And so with this new found freedom, one of the things you’ve done is produce your
own photographic book – could you talk about that please?

[laughs] Yes. I have rather enjoyed my freedom actually. Can we take a short break?

[break in recording]

…living in London at some point.

Well we talked about where you lived – no, you just said you’d like to – I’ve put the
recorder back on – you’d like to talk a bit about living in London which we may not
do today, but in what respect?

Well you talked to me once about retirement and how does one cope with retirement,
and I never had any problem retiring because I was so involved in so many other
organisations that I didn’t really notice that I hadn’t got enough to do. I had too much
to do even after retiring. And while I want to remain involved in certain current
events, I’ve always had that feeling that I want to contribute to debate and so on, I’m
coming more and more to realise what a delightful city London is and how very lucky
we are, those of us who live here. There really is no other city like it in the world
when you think of the cultural life that goes on in London. We’ve talked on previous
tapes about the music in London and we go to the Wigmore Hall a great deal and love
it dearly. But what about the visual arts, there are just incredible things that go on in
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the visual arts when you think of the, not just the galleries that exist with their longterm collections, but the temporary exhibitions that are put on that you generally miss
because you haven’t noticed the closing date. But there have been so many that have
been unmissable in the last two years. The great Titian exhibition at the National
Gallery, the Americas and Paris at the National Gallery now, the young Rubens, that
amazing exhibition at the Courtauld of the two great Manets facing each other, the
Bar at the Folies-Bergères and the Déjeuner from Munich. The British Museum’s
exhibition of Persia recently, the Courtauld’s exhibition of the classical tradition
surviving in Byzantine art and then right today you’ve got the Michelangelo drawings
at the British Museum. Now that list of exhibitions, which is only a portion of what
we have a chance to see, is a lifetime’s study and we’re so lucky. I always like going
to them and then trying to identify one piece that I would like to take away with me.
Do you do that? It’s a very good form of discipline. So the other day I’m afraid I
came away with Michelangelo’s Deposition, which unfortunately the British Museum
own or claim they own, so I was unable to actually take it with me but I’ve stuck my
mark of course and hoping that one day. That’s an amusing thing to do I think.

I’ll tell you what, yes, St Martin’s is an obvious topic. You mentioned it in passing
last time but you didn’t say what you’re doing.

There’s not much to say about it actually.

Could you say it anyway?

We could do it now if you like.

Yes. Let’s do those little bits, but let’s do the book next time.

Okay. Are you going to ask me a question?

Why did you mention in passing last time an involvement with St Martins-in-theField?
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Oh because it’s a project that I’m involved with. I sort of get involved with these
projects, people ask me to help them and if it’s a fascinating project I don’t like saying
no. It is, as you know, one of the great architectural monuments in London, one of
that amazing range of buildings that we’re so lucky to have round us, and it’s going in
for a major refurbishment scheme. Not only is the church being refurbished, but also
a great deal of excavation is going on north of the church to create new rooms
underneath and a chapel and the hostelry will be refurbished in the Regency building
to the north of the church as well, because the church does a great deal of work for
down and outs. It also has a strong link with the Chinese community. So that’s the
background. During the refurbishment they’re going to introduce quite a number of
works of art if they can raise the money to do so and they’ve asked me to chair the
advisory group which will advise the parish council on particular works of art. And
the advisory group is myself and the vicar and the church wardens and two members
of the congregation and the architect and then some outsiders such as Richard Cork
who writes on modern art a great deal in the newspapers and the principal of St
Martin’s School of Art and so on and so forth. It’s a good group, a good combative
group I have to say.

Who’s the architect?

Eric Parry. Who has done a very good job, I mean his designs for the refurbishment
are very good indeed.

Is there a head of St Martin’s at the moment?

Yes. Now you’re going to ask me names again Cathy, which as you well know is one
of my weaknesses and off the cuff, oh dear, it’ll come back to me. Anyway, it’s a
good group, good combative group and nothing can be more combative than works of
art. And our first task was to choose the replacement for the Christmas crib that St
Martin’s traditionally places in Trafalgar Square. The previous crib having been
mashed up by the rugger players celebrating the English victory a couple of years ago.
And we eventually selected a very interesting design by a young Japanese designer,
which is now in the making. And it was a very difficult discussion; it was a public
competition, we displayed the work of the last five we kept in the ring, received
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comments and then decided on this one. And we’re now engaged on selecting designs
for the east window, which must be one of the most sensitive pieces of internal
architecture in London, so I foresee an extremely interesting debate. Why I took on
the chair of this, some people have said to me, they don’t really know because I’m in
for nothing but trouble, because sensitive works of art in public places are, as you well
know, liable to create volcanoes, but I’m going to enjoy it. And I have experience of
doing it going back to the Iron Man in Birmingham which we discussed previously.
Incidentally the same consultant that advised me on the Iron Man in Birmingham is
advising us on these commissions.

And the window, will that be somebody with a background in glass, or it could be
wider than that?

Sorry?

The design of the window – are you looking at…

Well, we’ve got to the stage of a shortlist, which is still confidential but it will be
published shortly.

But are they people who work with stained glass?

No, not at all. We invited a wide range of glass artists and artists who’d got no
experience of glass to put in for the commission. And we received their submissions,
we then shortlisted five of them and by no means all glass artists. They’re people,
artists working with glass artists of their choice. And the shortlist doesn’t necessarily
mean we’ll choose any of them, incidentally, because they have to produce refined
ideas that eventually satisfy us. There’s also the question of cost. But what we
thought we would do is publish the work of these five so far chosen artists and get
public views and go through a process of public consultation before then meeting
again in July – this display is imminent – before meeting in July to decide whether or
not any one of them should go to the next stage and be chosen as the ultimate
designer. I see this debate as being wonderfully combative. I’m looking forward to
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it. [clock strikes] One o’clock.

[End of Part 39]
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Could you tell me who you are and what today’s date is?

The name is Goodison, it is the twentieth or so of July.

And the year?

The day? Friday, Thursday.

The year?

Thursday? Thursday.

[laughs] The year?

I think it’s Thursday and the year is 2006.

Are you sure about that one?

I had to think about that.

You were just telling me developments about St Martin’s which is what we last talked
about on the last tape, so that’s rather good.

What did we cover last time, I can’t remember. Did we…

St Martin’s?

Well I think last time we did discuss the commissions for the east window and I think
I did explain the role of the advisory committee, which is only advisory, it’s not
making the decision, we make a recommendation to the parochial church council
which the vicar chairs. And since I saw you we’ve had the exhibition of the five
artists we chose from the field of about sixty-one that we first considered, and the five
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artists’ proposals went up in the church and we had – and I forget how many –
representations from members of the public on it and members of the congregation.
And on the whole they were broadly in favour of – sorry, the most popular was Kate
Davis whose design was really the only figurative design. I don’t think that wholly
surprised me. The other windows did receive quite interesting comments, not least
the Houshiary design of the vortex in the middle of the twisted glass. That was the
most controversial design. It received some comments saying it was really a
wonderful piece of modern art and others saying they were quite terrified by it, they
were frightened of being sucked into a sort of black hole in the middle. Now to me of
course, it’s the sign of a great work of art that it causes controversy and I think if
many people are against and many people are for, it’s really saying something. So it
wasn’t at all to my surprise that when the advisory committee met to consider the five
contestants following the public consultations, that the strongest views were on the
Houshiary design. And seven of the advisory committee were strongly in favour of
recommending it, and that’s a majority, there are thirteen members of the committee.
One other member of the committee was in favour of one of the other designs – not
Kate Davis incidentally. No-one wanted Kate Davis, interestingly enough, although
they recognise her worth as an artist. And Alexander Beleschenko who was the sort
of runner-up at the previous meeting that we’d had in April, faded away because they
didn’t think that he’d quite developed his designs sufficiently and they were still
somewhat amorphous. I don’t think he really felt himself committed to his designs, I
think he felt they needed a lot more work done to them. I’m sad about that because
Alexander Beleschenko is a great glass artist and the most distinguished glass artist
really in the group, all the others were artists working with glass, they weren’t glass
artists themselves. So Houshiary had the very clear and strong majority vote of the
advisory committee and we duly sent it to the parochial church council who met on
Monday, literally this week, and turned it down, again by a majority. There were
members of the parochial church council who were in favour of it, but not enough to
carry the day. So really we’re back to square one and the vicar and I have got to talk
it through and see where we go next. I’m sad about it because I think the Houshiary
design was very strong. Clearly the members of the congregation who didn’t like it
and the members of the parochial church council didn’t like it, didn’t think it was
Christian enough and that’s a valid view, they couldn’t detect obvious signs of
Christian belief in it. And indeed how could they, because I think a work like that
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which has no figurative sense in it, no hinting of any belief of any sort in the abstract
design, leaves everything to your imagination and that to me is its strength, I think
that the twisted panes of glass, which very much echo the fenestration of the clear
glass windows that Gibbs would originally have intended, are in a sense a parody of
them but I think a very constructive parody. And the shading of the white light for a
more opaque light on the outside through to the very clear glass of the centre oval in
the design, I read as a progression from chaos into light, chaos into order. I read the
fenestrations almost as a form of ladder to climb out of the chaos into order and I read
the central light – although I’m not myself of course a deep believer, I’m an agnostic
myself – but I read the central light as a very strong glorification of whatever is at the
centre of the universe, I read it as the origin of order in the universe and quite frankly,
I read it as the glory of God in Christian terms, I think it’s God shining out from the
centre. Now that’s an imagery that I have read into it and so did the members of my
committee, because it’s an abstract design and because in an abstract design you have
to exercise your imagination. I very much hoped that members of the congregation
would sit there and reach similar conclusions, but clearly sufficient members of the
parochial church council didn’t take that view and some of them shared the view of
some of the commentators that the design was too threatening, they saw it as chaos on
the outside leading to a black hole in the centre, a hole into which they might sink.
They found it very threatening. So it hasn’t carried the day and I’m sad, I think it’s a
great work of art, I think that great works of art often don’t carry the day. History is
littered with people not accepting works of art, but I don’t feel remotely bitter about it,
I think that there it was, we put it up having very convinced views about it and it
hasn’t won the day, so we have to think again.

How much can you tell the artist about how close or otherwise they got?

Well it wouldn’t be, I don’t think good practice to say to an artist why their particular
design was rejected, I think I’d much rather, and I think this is the truth, say to artists,
your design reached the last five. And it’s like the final of any artistic competition,
every member of that chosen group of five is in a sense a winner because they have
come through from a field of sixty-one. And if somebody’s design for a public work
of art is not accepted it doesn’t mean that it’s not a good design, not a good idea, it
means that the body that rejected or rejected it didn’t actually have sufficient
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confidence to go with it. I think I would argue that in art commissions it’s extremely
difficult to manage. The most controversial art commissions tend to be chosen by one
man or by two or three people. The Medicis didn’t have committees, they chose what
they wanted. And I go back of course to the Iron Man in Birmingham which we’ve
had on tape in some earlier interview, that was a very controversial design. I had a
very small committee which I chaired and the difference I suppose, but I hadn’t
thought about it at the time, was that I was paying the bill with a TSB cheque and so
people were perhaps more inclined to defer to my views on Iron Man than they might
have been had I been an independent chairman of the committee coming from
nowhere in particular. So Iron Man was commissioned, it caused great controversy in
Birmingham. One of the newspapers said they wished it would go away somewhere
else. One of the city councillors said that it was clearly my decision and not the
committee’s decision, which wasn’t true. And then of course a year later it appears on
a Christmas card in Birmingham as one of the icons of the city, so people start saying
how clever we were to choose it. That is the nature of controversial art and great art,
it causes these differences of opinion and it is richer for it in my view. I don’t want a
bland piece of art that causes no differences of opinion, where people hardly notice it
after the first viewing. I want something to be there which will provoke thought,
provoke imagination, provoke spirituality, find the inner soul in man and not just be
bland and find nothing at all. In my view the Houshiary window design did that, but
maybe that was the reaction that I have to it and the other six members of my
committee who also backed it, it’s clearly not the reaction that others had to it, so it
fell.

How visually sophisticated is the parish council?

I don’t know because I’ve never attended it and I don’t know even who’s on it, so I
don’t know the answer to that.

I mean it’s difficult enough doing it with one committee, but doing it with two.

Well, maybe there’s a fault in the structure there that the vicar and I have to talk
about, but we will have a very searching enquiry between ourselves into it. I do have
the highest regard for the vicar, Nicholas Holton, he’s a great man and very
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sympathetic and I think he’s very sad at the rejection of this design, but he’s a realist
and we must think of the way forward. Were we right to have an advisory committee,
well I think he wanted that because it would give status to the works of art and give a
backing to them. But I’m not totally dispirited Cathy, our recommendation on the
Christmas crib was accepted, and that wasn’t exactly an easy work of art by a young
Japanese artist of carved wooden figures and the council went along with that. And
this is the second one and the second one’s fallen. There are many other works of art
that we will be discussing. The east window is particularly sensitive, it’s probably the
most high profile work of art in London, let alone in St Martin’s, this is one of the
great churches of the capital; it is the royal church, it is close to the place where
everybody congregates in Trafalgar Square, it will be seen by millions of visitors, not
just thousands, it’s very high profile. So I shall have to ask myself whether we
prepared the ground well enough for the acceptance of what was quite a controversial
work and have to think what we do next, do we hold another competition. I must say,
this is Thursday after Monday, I’m not inclined to hold another competition this
Thursday. I may change my mind in a few weeks’ time. I think my present
inclination is to stay with clear glass with Gibbs’s fenestration at the moment and let
things settle.
[13:24]
[The section between 13:24 – 13:39 is closed until June 2033]
[13:39]

Is there resistance in the parish council to the window being changed anyway?

No. Well I don’t know the answer to that, because as I say, I don’t know the parish
council. I’ve met the church wardens, I’ve met the Chief Executive, I don’t know any
of the other members. There is quite a strong feeling in the congregation from the
comments we received that the present blue, bluish window with the cross in the
middle has achieved great affection. That’s not universal. There’s also a recognition
in the congregation that the window presents an exciting opportunity to change. But
the view of, my own view of the present window is that it’s not appropriate. I
appreciate the Christian emblem of the cross, the cross is absolutely essential to
Christian iconography and I would want to preserve some sort of cross at the east end
of the church.
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[14:39]
[The section between 14:39 – 14:43 is closed until June 2033]
[14:43]
I would want to keep that Christian iconography, but not in my view in the window, I
think that the present window is not in accordance with Gibbs’s architecture. In my
view the original fenestration would have been clear glass to throw clear light into the
great baroque interior of the church, which is a great interior. And as soon as you
start bringing in coloured glass you are undermining some of that glory of the
architecture. So my view and I think this will be shared by a large number of my
advisory committee, would be that we need to institute the iconography of the cross
below the window on the back wall, or on the altar. That’s for discussion later. And
that the window should be something more symbolic, more composed of clear glass.
But these are early days, we’re only Thursday after Monday.

Who’s, did anybody ask you what your Christian position was?

No. No, I think that shows great broadmindedness and tolerance. I was not chosen to
chair this committee for being known as a committed Christian Congregationalist.
You did ask me on a tape some years ago and I think I replied that I found it very hard
to believe in the existence of a God and that I regarded death as extinction. I can’t
remember my precise words. My position hasn’t moved much since then. I think I fit
most easily into the characteristic of an agnostic, I don’t know, and I don’t know what
caused this extraordinary universe in which we live. I’m a Darwinian in the sense of
believing very strongly in evolution. I believe that life began as a chemical mixture
somehow, but what caused it to begin, I don’t know. I’m perfectly prepared to accept
of course that there might be a God and the people who believe passionately that there
is are not misguided, that’s what they believe. I’m equally prepared to tolerate that
people who cannot accept it, are atheists, have a right to believe that. I’m somewhere
in the middle. But I’m absolutely committed to the Christian ethic, I was brought up
in the Christian ethic, I believe very strongly in it. I have a great passion for the
Christian myth, if I could call it that, I think it’s a very strong myth indeed. Myth in
the classical sense, I don’t mean imaginary, I think it has very great lessons for us as
we live our lives today. I enjoy reading the Gospels, I enjoy reading the Bible, I love
the Prayer Book and the language of the Prayer Book, I think it has wonderful
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messages in it and any work of art that goes into St Martin’s I think should be
speaking to people with a very strong Christian message and a very strong ethical
message. I wasn’t quizzed on that at all when I was chosen to chair this committee,
but that’s my position.

When might you read the Gospels or the Bible?

Well any time that I will read anything. I have a copy of the Bible by my bed and I
will dip into it there. But I regard it as essential reading just as I regard Plato as
essential reading and Sophocles’s tragedies as essential reading. They all have in
them messages for man’s predicament, very strong messages, and they’re all actually
delivering the same messages - man is the measure of man and man leads a fallible
life. Great men are very silly to believe they are great men forever. They should
realise with humility that they’re not always going to be great. That message is in
Sophocles, that message is in Plato, it’s in the Bible, so I don’t think one should
differentiate between the great works of literature that have guided man, including
modern man, to lead their lives in an orderly and ethical and alright, Christian way.

When we talked about this in an earlier tape you, I asked you what Judith’s beliefs
were and you…

Well I think you’ll have to quiz her on that.

But no, what I’m asking is that you implied that it wasn’t something you and she
would directly talk about, has that changed at all?

No, we don’t talk about it, no, no. She was certainly more, when we married, was
more of a regular churchgoer than I was, but it’s not a subject that we discuss. We
certainly discuss the ethics of life and the predicaments of life, but not in a church
sense or a Christian sense. And we do incidentally, go to church on Christmas Day
with the family if they’re available, so we do do that. That’s out, I think, of a sense of
community. We tend to go to St George’s, Hanover Square, which is local. But I
wouldn’t be able to take communion because I’d feel I was being hypocritical if I did.
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What about the possibility of approaching Christian artists over St Martin’s?

Well within the sixty-one artists we approached were certainly some Christian artists.
And I wouldn’t differentiate. I think an artist’s an artist and any artist who goes in for
designing glass for that great church and that wonderful east window must be wholly
cognitive of the Christian symbolism of the church and the commission that they’ve
been asked to undertake. And indeed, Houshiary’s design, the write-up to it said that
she gained inspiration from St Veronica’s veil, so she was wholly cognitive of the
Christian symbolism of the commission and I’ve already explained why I see the
Christian message and the message of God in her design. And incidentally, I found it
an inspiring design also for an agnostic and to me, that’s important, because visitors to
St Martin’s are not all Christians, they come from all over the world. The church sets
out to be more than, to speak to people of other faiths and not just the Christian faith.
Prince Charles who is the patron of the appeal and will be our king has said, hasn’t he,
he wants to be the Defender of Faith and not the Defender of the Faith. That to me is
wholly consistent with a church of St Martin’s standing, to welcome people of all
faiths and clearly to try and feel, be very strong in the Christian faith particularly, but
to welcome people of all faiths. And I found her design, as an agnostic, a very strong
and appealing design and I hope others would, and I hope Christians would and I hope
Islamic people would and Hindus and Buddhists and so on, they would find
something mystical in it which spoke for the universal predicament of man and the
universal glory of whatever we call God.

Is it known what her faith is?

No, I don’t know. I wouldn’t presume to ask.

Have you any idea if the council would think that?

You see, I think a work of art’s a work of art, I don’t want to cloud it with dogmatic
messages of any one sort or another. To me a work of art speaks to you, speaks to
me, speaks to anybody who looks at it by itself and you read into it what you read into
it. That to me is the mark of a great work of art. And I would like to think that a
Moslem could look at a great work of Titian, which is overtly Christian, and find
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something much more in it than a merely Christian message. I certainly think it’s
possible for a Christian to find a very religious message in Islamic art. Mustn’t forget
that in the early days Christianity forbade the use of images in art for several centuries
and the way that Islamic art has chosen to go and the way Christian art has chosen to
go are accidents of history, they’re not anything you could work out logically.
Islamic art has chosen to go on with not representing the human face and the human
image, it’s gone down the path of non-figurative art and Christian art has gone down
the field of figurative art. We had little blips of course, like the puritanical movement
in the seventeenth century that bashed all the statues to pieces, but on the whole we
stayed with a tradition of figurative art.

What do you think about Coventry Cathedral?

I’ve been there several times. I think it’s a work of architecture of its day, of the
1950s and sixties. I don’t find the architecture deeply moving. I find it slightly too,
too temporary in a sense. That’s partly due to the materials. So I don’t find it a
deeply moving building. I think the works of art in it, Graham Sutherland, I think
he’s a great artist, I think he’s an under-appreciated artist and I think he will be seen
to be one of the greater figures of British art of the twentieth century in due course. I
think it’s a very, very brave piece of architecture set in the setting it’s in and the
moving part of it is the resurrection of a major building on the ashes of the old
building, that is moving. What I find a little unconvincing is its form to me is too
light.

John Piper?

I’m not too keen on John Piper. I think his best period was that period in the 1940s
when he was painting dark Welsh landscapes. I find his art too theatrical, he’s too
much of a theatre designer for me.

Geoffrey Clark?
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I don’t, I’ve not really looked enough at his work. I wouldn’t feel able to comment.
John Piper’s window designs – again, too theatrical for me. I find them pleasing, just
as I find the works of Chagall pleasing in windows.

Is there a contemporary in church windows that you admire?

Well, that’s a very difficult question. I admire Tremlett’s work that he did in France, I
think the – I’ve forgotten the name of the church – I think they’re very decorative and
very strong. What I don’t find in them is the, what I found in Houshiary’s design, the
inspiration to make the imagination soar. And that’s my problem with Piper, that his
window designs don’t make my imagination soar, I think they’re pretty, I think
they’re pleasing, I think they throw lovely light, but they don’t actually do more for
me. There is a window in Beverley Minster, designed by – oh dear, the name will
come back to me – Chadwick? I’ll have to think again.

Do you mean Lynn Chadwick rather than Helen Chadwick?

No, no, she’s a young artist, works in stained glass and she graduated from the
Prince’s School and there’s a window in Beverley Minster, quite a tall narrow
window which is abstract and works on the basis of the crossing over of the glazing
bars. Not totally dissimilar from the Houshiary design actually, because you end up
with coloured glass concentrating on a central point where there is clearer glass
shining through. And that’s a very moving window and in the context of Beverley,
throwing coloured light on the pavement of the Minster works very well and I found
that a moving window. But I’m afraid a lot of the figurative glass artists working
today I don’t get moved by, I suspect that figurative stained glass has broadly had its
day, but maybe I’m wrong, maybe there will be artists who will emerge. I mean I
love the work of Matisse, I love the work of Picasso, any medium they work in.
There must be other figurative artists working today who will turn their minds to glass
and we will be surprised.

[End of Part 40]
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Tape 27 Side B [Part 41]

...think one of the comments in the book you asked for people to write in in the church
said why is this not being given as a commission to glass artists, there was a protest
about that.

Yes, there was and I’ve also had a letter about it. Are we on tape?

Mm.

I’ve had a letter about that. And I think there’s a lot of misunderstanding. We did in
fact, did a huge survey of no less than sixty-one artists, including a lot of glass artists,
so it was quite untrue that we didn’t approach glass artists. The only glass artist who
got into the final five was Alexander Beleschenko, who’s not well-known for his
church work, but there you are, he’s a genuine glass artist. So I don’t accept the
criticism, I think we did indeed survey a lot of glass artists and the fact that the final
five included a majority of artists who are not known for their work in glass was
because we regarded their designs as very satisfactory and because they had chosen to
work with glassmakers and glass artists who we knew they could work with.

And how internationally were you looking?

We did look internationally, yes. A field of sixty-one’s a pretty big field. I mean the
alternative, we could have gone for one artist. We could have gone for only three
artists chosen by ourselves. We didn’t think that was right, we thought it was right to
look at a much wider field. We needn’t have put the five chosen designs on show in
the church to get public consultation, there’s no reason why we should. When the
monks in the Italian monasteries chose Botticelli or Fra Angelico they didn’t have a
competition, they chose Botticelli or Fra Angelico.

How did you go about selecting the sixty-one?

Well we employed Vivien Lovell who runs a little firm called Modus Operandi, who
incidentally also worked for me in Birmingham and I think that’s how I got, probably
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was invited to do the job at St Martin’s, they knew of my past working on public
commissions. And she did all the ground work for us and she came up with the
names of the sixty-one artists who she discussed with me and the vicar and so on and
then we whittled that number down in the committee. But she’s very experienced on
public commissions. And she talked to the schools who have produced glass artists,
she talked to the people in the trade as it were, before coming up with the sixty-one.

And what do you feel about the amount of time that’s gone into this?

[laughs] You could say in the light of where we are today that it was a terrible waste
of time, but I don’t agree with that. We’ve had a fascinating time, we’ve learned a lot,
I think the people in the parish have learned a lot, I think they’ll go on learning and
we’ll all go on learning. I don’t see this as a fatal setback, I think that we have a
programme of potential commissions in the total scheme of the restoration of St
Martin’s that goes well beyond this one commission of the east window and there will
be other commissions that will not perhaps be quite so controversial. This was
controversial, it was a controversial design. I stick to my point, I think it’s a great
work of art. Great works of art tend to be controversial. Look back in the history of
public commissions in the past and you’ll find many. Veronese’s Last Supper was
deeply controversial and we now admire it as a great work of art.

Speaking of controversial works of art, do you have any feelings about the portrait of
Wyatt that may or may not be by Holbein?

No I don’t have a view on that at all. I’ve not seen the picture. You ask me when I’ve
seen the picture.

And let’s move on now to where you do have total control, I’d like to talk about these
fragments.

Yes. Before we do leave St Martin’s, could I mention, because we’re already working
on the second commission before we destroy ourselves completely, and we’ve done
this in a different way. We wanted some lettering to go round the top of the oculars
that the architect, Eric Parry, is designing between the church and the Georgian
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 524
C409/133/27 Side B [Part 41]

buildings to the north that will become the hostelry and the oculars will, you’ll be able
to look over and look down into the new crypts underneath and we’ve ordered some
lettering to go round the top of the oculars to catch the eye of the visitor. And because
it’s the royal church the vicar, in my view rightly, approached the Poet Laureate,
Andrew Motion to write a poem that would go round the ocular, so we’re not having a
public competition in this instance. It shows the variety of approach that we’re going
to use. And Andrew has come up with a poem, which we will use. This is where I
have a confession to make. I amended his poem. [laughing] I sat down with the
vicar and Eric Parry and I said that I thought it would be a much more effective poem
if the first three lines were not there, I thought the poem would have a deeper sense of
mystery and the first three lines addressed somebody called The Traveller. And I
thought it was better if we started with the fourth line, not quite knowing who the poet
was addressing and leaving it to the imagination. And the vicar said to me, help, how
do I say that to the Poet Laureate. And I said well I think you write to him and say
that we’ve discussed it and that this young man Goodison has had the temerity to
suggest that it would be more effective if we started with the fourth line. So he did
that and Andrew wrote a charming letter back saying yes, he was quite happy with
that, content with it and so there we are, at the age of seventy-two I’ve achieved
something I’ve never achieved before, I’ve amended a poem by the Poet Laureate.
And I believe that will be a very moving piece of poetry for visitors to read when
they’re standing in that area, and I think people will stand and lean over the oculars
and I think they will congregate in that area once it’s become a public area and they’ll
be able to read a work of contemporary poetry. So while I regard the window as a
setback, it’s not a permanent setback and the other works of art will come through.

Are there any thoughts on what those will be at this stage?

Yes, we need to work on the altar, we need to work on the furniture to go in the east
end, we need to work on the concept of the cross that I mentioned earlier, either
beneath the east window or on the altar. I think those are the priorities. Another
priority will be – inside the church – another priority outside the church will be what
happens at the east end where there will be an enclosed space within the rings, the
place where people can congregate, and clearly we need to give thought to the seating
there, to a possible fountain, I don’t know what, some feature there, some work of art
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that will draw people’s attention. I think those are the main priorities, then there are
other works we must consider down in the new vaults, new crypt, there will be a
chapel, a memorial to Shepherd who was the vicar there for many years. That will
need works of art in it. There are a number of walls down there that will cry out for
tapestry or painting, I’m not sure what at this stage. But every single work of art will
depend on finding the money to do it, because the whole appeal for thirty-four million
or so is to do the basic conversion of the church and the new vaults. There’s nothing
in there for works of art that will be integral to the final design, so each work of art
will be seeking sponsors.

And will you be involved with that?

No. One of the conditions of my accepting the job was not to be involved in money
raising, so I’m very happy and have already done so to point the money raisers in the
direction of certain potential sponsors, but I really can’t be involved in the physical
task of money raising, I’ve got too many other commitments elsewhere and I’ve
become a bit of a joke in the eyes of givers, I try to raise too many funds to too many
people.

Are you contributing?

Yes, yes we’ve made a donation.

And is there pressure on you to make a donation of a work of art?

No. I mean I could do, but I asked the vicar to consider what he would wish us to
contribute our funds towards and he went back into my history and realised I had a
certain connection with the weather with my study of English barometers, he said he
was very sad that he couldn’t actually nominate anything quite as close to that, but he
suggested we might like to pay for the refurbishment and re-gilding of the
weathervane on the top of the steeple. I thought that was rather a charming idea so we
agreed to do that.
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Have you done anything about my wish to have a statue of Elizabeth the First
somewhere?

No Cathy, I’ve done nothing at all about it.

Very disappointing.

It shows that you’re a woman of great influence. I’ll go on working on it.

Very good. Tell me if you will, how the idea of making a book of These Fragments
came about.

Yes. It didn’t start as a book at all. When I became somewhat arthritic and had to
give up fishing because my wrists could no longer cope with the exertions of the rod,
and when I was fishing I was hoping not to catch a fish because the exertions of
catching it would be too great for the wrists, I took to walking more on the flat. I’d
always walked on the hills, but I took to walking more on the tracks in the valleys at
Ardtornish – we’ve talked about Ardtornish so I don’t think I need reintroduce that
wonderful place again – and the tracks in the valleys really go from the house where
we have our lodging – it’s called The Mansion House locally, it’s the great 1890s
house built by Valentine Smith on the site of the former house built by his father
Octavio Smith – they go from The Mansion House up to valley of the River Aline, up
towards Loch Arienas and Acharn, that’s one. Another goes along the side of the
seashore on the west side of the Loch to the village of Loch Aline, where the ferry
comes in from Mull and the third goes along the eastern side of Loch Aline towards
the sea and then curls round on the edge of the sea along towards where Ardtornish
Castle juts out into the Sound of Mull. And those three walks became frequent walks
for me from 1997. I’d always walked them before, but not quite so frequently. Then
in 1997, because I’ve always been interested in photography and I always carry a
camera, I began to take pictures of objects that I found by the side of those walks,
manmade objects lying in the landscape. They might be a piece of rusty corrugated
iron or remains of a fibreglass boat or a bit of a door of the old boathouse with a rusty
hinge and weather-beaten wood, a wire fence – the wire of the fence I should say, not
a wire fence – the plank of a little footbridge across a side stream of the river, and so
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on. And I did that in 1998 and again in 1999 and by about the year 2000 I’d
assembled quite a large collection of these photographs, many of which were very
abstract. They were finding abstract art in an object, manmade object of utility lying
in the landscape. And I stuck them all into three albums which I then used to take to
Scotland when we went there in the summer and our visitors used to look at these
albums and they seemed to like them. And then Faith Raven, who’s Judith’s first
cousin whose family owns the estate, Ardtornish Estate, started borrowing them to
show to her visitors, and then one day she said to me, Nicholas, you really must
publish these. So that was really the origin of the thought that I might publish them.
And life’s a succession of coincidences, but of course I went on taking photographs.
Now the last one in the book was taken in 2003 I think, and that coincided more or
less with republishing my book on Matthew Boulton, which I think we talked about
on a previous tape, and when I did that I used the team of editor, Mandy Gomez and
designer Ray Carpenter [hammering sounds] and printer and publisher. That noise of
hammering I think must be workers next door. What do you want to do?

[break in recording]

Now the Boulton book was published by Christie’s and they produced a team who
were largely freelance – Mandy Gomez the editor, Ray Carpenter the designer, Tom
Knott the printsetter, and the book was published in Singapore. And when we’d
finished publishing that, Robin Kern of Hotspurs came and asked me if I could help
him with ideas for an eightieth anniversary book for Hotspurs, so I said well Robin,
why don’t we use the same team for producing your book. And so I became the
general editor of that book and we used exactly the same team to produce that –
beautiful book – then when we finished that, this idea of publishing my photographs
was still in my mind as a result of Faith’s suggestion and I raised the possibility with
Ray Carpenter, the designer and Mandy Gomez and they said yes, what a good idea.
So we set about planning a book which we would self-publish. And it meant
whittling down the three hundred or so photographs that I’d got to under fifty in order
to make it a viable proposition. And I wanted to do that anyway because not all the
three hundred are of a consistent quality, so we ended up with about forty-seven or
forty-eight and that was the book. Now, I’ve left out of the story of course what was
happening in my mind between 2000 and 2003 and what was happening was that I
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began to realise that I had a theme on my hands in these photographs, that I wasn’t
just taking patterns and abstracts in the landscapes, I was actually taking pictures that
told a story about man in the landscape. The landscape is very, very old and the rocks
of that landscape date back, some of them, to fifteen hundred million years. And
man’s only been there for less than the thickness of a postage stamp and he’s
presumed to fill the landscape with these manmade objects; telegraph poles, wire
lines, boats, corrugated iron sheds, and they’re rotting already. And so the theme was
developing in my mind that I was depicting man’s very brief tenure in this very
ancient landscape in addition to producing pictures that were trying to show beauty
within a manmade object. So those were the two themes of the book and they’re the
two themes of the very short introduction that I wrote to it. And then I added a
slightly longer introduction, but still very short, on the history of the Ardtornish Estate
and owners of the Ardtornish Estate to give a picture of who were the men who
caused these objects that I’d photographed to be put in the landscape. And that came
together I think, rather well. We were all pleased with the result, all the team. We
produced it to the highest possible quality with cloth binding and all the things you
can do in designing a book. But I don’t think it will sell.

How was the shape of the book determined?

Well the shape was determined by the fact that we’re trying to produce photographs
of reasonable size but not too big. I didn’t want it to be a coffee table book, I wanted
it to be a book that people could actually handle very easily and if necessary read in
the bath too, because heavy books you can’t read in the bath. And so the shape
became what you wanted to produce a reasonable sized picture without being too big.
And we looked at a number of other books and came to the view that this particular
format worked rather well. And the other decision we took was to have no subtitle to
the pictures. We had quite an argument about that, but I was very keen not to have
any subtitles because the nature of some of the pictures is so abstract I didn’t want to
have under a picture, ‘Piece of corrugated iron’, I mean you must leave that to the
viewer to think what it is and then to think what is this picture saying to me. So I
suppose there’s a certain ambition of it to produce a book that is a work of art in itself,
not just a book. I wanted the book to be seen as a work of art and you, the reader or
viewer of the pictures can read into the pictures whatever you like. You’ve got my
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two themes to guide you, but if you want to work on one plane and say, oh, what is
that, is it a piece of a boat or is it a piece of a door – that’s up to you. If you want to
work on another plane and say, that picture is telling me something about what the
introduction says, the brevity of man’s tenure, because it’s a piece of rust, then that’s
another plane on which I think your imagination can run. And I want your
imagination to run. There are some pictures where it won’t run very hard because I
included them to demonstrate this is a book about the west coast of Scotland, so there
will be a rusty hinge and there will be a cattle barrier under a bridge, easily
identifiable objects that tell you you’re on the west coast. Others, might be anywhere.
They’ve got a certain timeless abstraction about them, which appeals to me very
much.

And the books that you’d made that you took up to Scotland and that people were
looking at initially, what format and size were the photographs?

Oh they were photograph albums of about ten inches by about eight.

The albums?

Yes.

And what size were the prints?

The prints are themselves ten by eight prints, but the prints in the albums were only
six by four, they were much smaller.

Were they cropped?

Not many of them were cropped, some were. Several of them were slightly cropped
along the edges to fit the format. One or two were quite violently cropped because I
only wanted half the picture in the book for example, and each picture I discussed at
some length with Ray Carpenter and we would look at it, not as a photograph, we’d
look at it as a work of art. We’d look at it and say, does this picture do what we’re
trying to ask it to do, does it feed the imagination. So one of the pictures was cropped
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to leave out for example an oat beard, which I’d rather included in the original
photograph because it was on the golden section. But when it came to considering it
as a stimulating picture in the book it didn’t work, so we only used half the picture. I
had some problems with Ray because you see, given my upbringing I’m very keen on
the golden section and I’m very keen on proportion in pictures and Ray said to me, oh
the golden section is old hat. So we had a very amusing argument on some of the
pictures. There are quite a lot of golden section pictures in this book.

If the crop was made, whose ultimate decision would it be?

Oh mine. But Ray’s suggestion, my decision. We would arrive at it together.

What did you say when he said the golden section was old hat?

[laughs] I laughed. [laughs] He was wonderful to work with.

What about the sequence in the book?

And so was Mandy, she was wonderful to work with. She was a very meticulous
editor.

What about the sequence?

Of the pictures? Well thank you for asking. They go back to what I was saying
earlier, using the three walks. So I’ve arranged the book in the form of three walks,
which is another reason for having no subtitles [telephone ringing], that you can…

[break in recording]

Which is another reason for having no subtitles, that you can imagine yourself
walking from The Mansion House, up the river to Acharn and you get some idea,
given the sequence of pictures, of where you are. So you start with The Mansion
House of details taken of drainpipes and so on – you might not know they’re
drainpipes, you have to imagine it – then you walk past the old kennels where one of
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the pictures is part of a window, and up the river. And the other two walks, one to
Old Ardtornish Castle, is very marine in its pictures, lots of rust again. Ends up with
the old lighthouse that’s no longer there and textures of the metalwork of the
lighthouse. And the third is the walk to the village and the ferry, where again you can
imagine yourself going through the sand mine where there are a number of textures,
but there’s no clue that you are going through the sand mine, you have to imagine that
if you want to. So it’s arranged as three walks. Which help of course to explain the
human background of the history of the place too.

And can you just talk a little about some of the photographs. Either taking them or
the excitement of seeing what you’d got, or something.

You want me to choose?

Yep.

I’ll choose at random, I have no idea why I’m choosing them, but I’ll choose three.
One, walking along the road to Old Ardtornish. My eye was caught by something
moving and I looked closer and it was a piece of sheep’s wool caught on a bit of rusty
barbed wire. The Ardtornish Estate is full of rusty barbed wire which nobody cleared
away, and it was hanging, the barbed wire was fixed to a rusty old nineteenth century
fencepost and the sheep’s hair was blowing in the gentle breeze and so I composed a
photograph which had a very small part of the fencepost and a bit of the barbed wire
and the sheep’s hair, with a green background but out of focus because that’s the
hillside. So that was one and that is one I included to show it’s the west coast, it’s not
abstract, but you know where you are. And another not very far away from that, it
was a seriously beautiful texture of a door in the cottage, the ferry and it was painted
green once but the green has faded with the very harsh weather of the west coast,
constant rain, to an extraordinary pastel colour and the texture of that faded green
door was very attractive and so I took a picture of a very small part of it with a knot in
the wood, which is one of my sort of golden section pictures. And it’s left to you to
imagine what it is. And then another one was on the quay of the ferry at the village.
The quay is made of concrete and iron and some of the clamp, iron clamps on the top
of the bastions of the ferry have rusted in a very extraordinary way. It must be the
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 532
C409/133/27 Side B [Part 41]

action of the salt or something on the composition of the metal, and there was a
particular little piece of metal, it doesn’t measure more than a few inches across, in
which there was a pattern that reminded me almost of constellations in the heavens, it
was a turbulent explosion of a nebular in dark colours.

[End of Part 41]
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Tape 28 Side A [Part 42]

Finally, I mustn’t leave out – I’m going to choose four – I mustn’t leave out
corrugated iron, because corrugated iron when it’s gone rusty has amazing colours in
it. And my belief is that people don’t see these colours, you see they walk by on the
path and they’re not looking to right or left, they’re looking at the path ahead where
they’re looking. They don’t see these seriously beautiful objects lying by the path or
standing near the path, and so there are two or three pictures of corrugated iron in this
book, which are quite extraordinary in the colours that they have gone to as the result
of the effect of rain and rust. Thereby hangs a tail; I was sitting at dinner about three
weeks ago next to William Parente, whose grandfather I think was the Duke of
Portland and William has inherited Welbeck Abbey, and we were talking about
holidays and he said he’s just come back from the west coast of Scotland where he’d
been camping with his tent, taking photographs of tin sheds. And I thought, that’s
extraordinary. And I said well William, I love taking photographs of rusty tin sheds
and he looked at me startled and said oh, how come, so I told him about these
fragments and that it was published and he said oh, I must get a copy. And I noticed
that his face was slightly crestfallen and he’s written me a very charming letter, which
I got only two days ago, saying that he was mortified to find that I had got to the
publisher first with pictures of corrugated iron rusting away in the West Highland
weather. But I did say to him that I wouldn’t be publishing pictures of whole tin
sheds, the field was entirely clear for him on whole tin sheds. But anyway, there’s
room for more than one book on rusty corrugated iron.

Can you talk a little about some of the photographs that use white?

That use white? What, in the photograph? Now why do you ask that I wonder?

Because I particularly like them.

You like white. Well you’re wearing white today I see.

No I was thinking of the photographs.
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This has given me an idea, that when I’m dealing with your statue of Queen Elizabeth,
I think I shall have her dressed entirely in white.

That’s fine.

Is that alright?

Yeah.

With a white crown. There are a few photographs of white – there’s one photograph
which is very abstract which is actually a photograph of some flotsam, cast up on the
shore near the path on the way to the Castle, and it’s a piece of – I’m not quite sure
what it is, it’s compressed fibreboard or something of that sort – and it’s entirely an
exercise in different shades of white, the photograph. And I took it because it
reminded me very strongly of contemporary art where artists are trying to use
different shades of white across a white canvass, to convey a sense of abstraction – it
again comes back to my theme – you the viewer must read into it whatever you
choose to read. William Scott after all also used different shades of white in his
paintings, coalescing into each other. So that photograph was taken very distinctly as
a photograph simulation of a painterly work of art. The other one that springs to mind
was taken on the old lighthouse, now lighthouses are white or tend to be, old
lighthouses. And this old lighthouse has now been pulled down and replaced by a
modern contraption and had on the steps leading up to it an extended metal floor that
was painted white, but the boots of ages had worn away some of the white from the
excrescences of the expanded metal, and so you ended up with an extraordinary
patterned texture of varying colour. So while white’s the predominant colour, it’s
really, that photograph’s an exercise in different coloured patterns. And it turned out
as a very abstract picture and when you go to a gallery and look at certain abstract
pictures that are playing with patterns on white, you can see exactly what I’m trying
to do as well.

And what about the one of the very vivid green looking as though it’s across railway
sleepers?
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That is seaweed and it’s not railway sleepers, it’s the ribs of a wrecked boat and it
illustrates my theme extremely well, because it’s no longer there. That photograph
was taken in about 1999 shortly after the wreck, well a few years after the wreck was
hauled up on to the shore and the green hanging seaweed had populated it and it’s the
first stage in it’s dissolution and it does, as you say, come over as a series of ribbed,
green ridges and you’re left wondering what on earth it is, which is my purpose.
When I went back to it last year to see what had happened to it, the green had gone
entirely and it’s now mostly rotted away and populated by that globular seaweed that
you can pop, if your fingers are very strong, dark brown. So it’s completely lost its
magic and I would not take the same object. So the photographs are composed of
colour and they’re composed of shapes, their composition.

And what about exhibiting them as photographs?

Well it has been suggested. When I launched the book at Fleming’s Gallery in
Berkeley Street, I had two of the photographs on an easel, because my son Adam has
ordered seven of them enlarged to double the size, ten by sixteen, to hang in his office
and he says they’re very popular. He hangs them against white walls. And
subsequent to the exhibition, a leading contemporary art dealer said had I thought of
producing folios of these photographs because he thought that there were collectors
out there who would buy limited edition sets. And we thought about it and I thought
about it and we got as far as virtually costing them and then somehow I’ve never gone
ahead with it. I think partly because I worry a little about – these are colour
photographs, they’re not black and white – I worry about the fastness of the colour
over thirty, forty, fifty years. Although I suppose in folios they would be alright. And
partly, it’s a lot of hassle and so I just haven’t really got round to it.

Who was the dealer?

It was James Holland-Hibbert, who I admire greatly. He’s a young dealer, he’s
established a very good business in twentieth century British art at Hazlitt’s. It’s
called Hazlitt Holland-Hibbert now. And he rather sweetly said that he would love a
set hanging in his own home, but we haven’t even got round to that.
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Why do you think you’re so reticent about that?

I don’t know. I think deep down I’m not an artist and I feel I’m being a bit
presumptuous producing what I actually think is a work of art when I don’t come
from being an artist myself and I think us volunteering to make prints available for
people’s walls is another step along the road to pretending I’m an artist when I’m
really not an artist. Or assuming I’m an artist, pretending’s not the right word. I
mean I quite like to think of it as a work of art so I suppose I must be an artist, but I’m
not prepared to take that step of presumption.

Which two has your son got?

He’s got – which ones has he got? Well, I can’t list all seven for you, but he’s got
one of the ones that I think is quite seriously beautiful, which is predominantly green
and abstract and is in fact a picture of the remains of a paint surface and a certain
amount of lichen mixing yellow with green, yellow ochre and green on concrete. It’s
actually part of the concrete base of the old generator in the sand mine, but you would
never know that looking at the photograph. What you have in front of you is an
abstract picture of wonderful texture. And on the whole he’s gone for the abstracts,
he likes the abstracts. He’s got a bit of corrugated iron, I’m delighted to tell you, with
plenty of rust on it. And then there’s an extraordinary picture, which even mystifies
me. I mean I know where I took it and I know where it is, but it’s no longer there so I
simply can’t translate it into fact, but there it is, the picture. It’s again a beautiful
abstract design of very strong colours; orange is the predominant colour with some
grey in it and some white and other colours and it’s actually a photograph of the top of
an electrical junction box halfway along the road to the old village, which the wind
and the rain got at over time and vegetation has probably stained it a bit and you end
up with this amazing contemporary painting, which is what many of the photographs
are about. So maybe I’m not an artist Cathy, maybe I’m simply a reproducer of
nature’s art. Nature working on manmade objects.

What’s the nearest you’ve got to painting?
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What’s the nearest I’ve got to painting? I used to draw a bit when I was young. I
played with my mother’s set of oil paints at home and I painted what I can only
describe to you as an exquisite Van Gogh chair in yellows, one of those rush-seated
chairs. Alas, I can’t show it to you, I think it was destroyed. So this is very sad,
because a great masterpiece has disappeared. That’s the nearest I’ve got to painting.

And why do you think you were taking the photographs, why didn’t you just look and
find it exciting on your walk and that was it, what made you actually record it?

Well I like taking photographs and I think I’ve always had a fascination for texture
and pattern. I have taken photographs of texture and pattern before, I just hadn’t done
it very methodically. But from 1997 I started doing it methodically.

Are there particular bodies of work to do with subjects elsewhere?

No, I’ve never thought of bodies of work and this only became a body of work some
years later when I began to wake up to the theme that was underlying them. The
theme grew. I didn’t start taking the photographs thinking, I’m taking photographs of
man’s ephemeral presence in this landscape, that theme grew in the thought process
once I had got a body of work and I began to think what is this body of work and it
suddenly occurred to me that that’s what it is. I’ve tried other bodies of work. I’ve
tried taking photographs of the barks of trees which are completely fascinating and
I’ve taken many of them. I’ve taken pine trees and beech trees and plane – plane trees
are beautiful. If you look at the bark of a plane tree in a London park, there are so
many abstract paintings in that plane tree you can’t believe it. I’ve taken many of
them. And I’ve taken ash trees and beech trees and birch trees. Birch trees are
beautiful too. But you know, it doesn’t work. You can tell just by putting twenty of
these together that they’re basically trees, they’re basically the bark of trees. Where’s
the theme? The only connecting theme is seeing pattern and colour in these, but
they’re all the same thing, so it does not work as a work of imagination. These
fragments is a work of imagination, your mind can wander over the different things,
the variety of them. I’ve also tried taking photographs of rocks in Scotland. There
are amazing rocks on the Ardtornish Estate, you get granites of extraordinary texture.
You get granites in the natural state on the hill, granites washed by the sea, it’s a
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totally different colour value. Up on the hill you’ve got basalts manipulated into
amazing shapes and folds by metamorphic activity, by heat, it’s melted them and
folded them together. And inside the granites there are crystals and there’s micaschist which shines in the sunlight, they all have incredible textures and patterns and
colour and a lot of beauty but again, put a lot of rocks together and you know they’re
a lot of rocks. What do you say? You just say in your very brief introduction, here
are some photographs of rocks on the west coast of Scotland, and there’s no story
apart from the geological story. Just as there’s no story in the trees apart from the
botanical story. So I’ve not really found another theme. I did begin a few
photographs when I began to notice in the landscape certain shapes that recalled other
shapes, just as you see in the passing clouds, you sometimes see an elephant or your
grandfather or a rolling wave or something. So in nature, you can see the form of an
ape or an animal or a lowering presence in an outcrop of rock by the seashore, or you
can see a creeping monster in a fallen tree. So I did take a few of those but then I
thought, this isn’t going to develop because, anyway Paul Nash has done it already.
And if you look at Paul Nash’s photographs, some of his ruined trees are monstrous in
form and very primeval. So I don’t think it’s right just to copy what somebody else
has done.

Years and years ago we talked about you suddenly having a Road to Damascus
understanding of abstraction. How do you think that’s changed, because that
conversation we had was a long time ago now.

That would still stand. I can remember the painting we talked about and I still love
that painting and I still regard it as the beginning of my active involvement in abstract
art. I mean I was aware of abstract art before, as I said to you on the earlier tape, but
I’d been rather dismissive of it. I’m no longer dismissive of abstract art and I think
some great abstract art is very great indeed. And of course through my photography
I’ve discovered even more about it.

What would you say that even more was?

Well it’s a consciousness of the combination of colour and shape and what it can do
for me as I look at it and the thoughts it can generate and the mystery it can generate.
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We’re in danger of getting back to the St Martin’s east window at this point because
the great strength of that Houshiary design was that the thoughts it could generate
were limitless, in my view. You could look at that window for life and still not get
through to the bottom of it. And I feel the same about abstract art, that – and,
although I remain very reticent about this, but I can say it to you – even some of my
own photographs actually move me very much and I can look at that picture, that
photograph and think I will never get through to the bottom of this, I can go on
finding things in it, finding thoughts that stretch beyond mere mortality, beyond the
stresses and strains of today through to some sort of eternity. I think that’s what
abstract art is really about.

And tell me about the paper quality and the typeface in the book?

Well I can’t tell you much about the technicalities, they’re all printed on the back of
the book, but I was extremely keen to have it very well set and that’s why I used the
same team again. It went through several proofings. Ray Carpenter chose the
typeface and I approved of it and we had the, he designed every page, he was
meticulous in his design, and we had very few differences of opinion on the design.
The biggest difficulty he had was with the pictures because he wanted two portrait
pictures opposite each other and two landscapes opposite each other on each page and
by an extraordinary coincidence most of them did indeed match up to that. But
clearly I wanted the sequence, I wanted the photographs to be in the order in which
they were taken on the walk, not the temporal order because some were taken in
different years, but the order in which they occur on the walk from The Mansion
House to the final destination of each walk. And we only compromised once I think
to get that correct. But we have kept them in strict sequence of the walks and I think
that he’s done a very good job in designing them. We then wanted it superbly printed
and we had to go to Singapore for that because although there are very good printers
in Holland, they’re very expensive and we wanted to produce something that was
feasible in terms of eventual price. I think Singapore’s done a very good job. When it
came to pricing it, I didn’t want it to be absurdly expensive so we brought the price
down as far as we possibly can to mirror the cost.

And the cover?
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The cover, I asked Ray to choose what he would like. I thought he’s the designer, he
should choose. He came up with three or four choices and then he and I sat down and
we selected the two that we eventually used. They’re both blow-ups of the
photographs, parts of the photographs. The original photographs of both of them are
heavily influenced by the golden section. [laughs] I think Ray has managed to undo
that quite well. The front cover is a piece of corrugated iron you’re surprised to hear,
be surprised to hear. It’s slightly lost focus in the blowing up – these are only thirtyfive millimetre negatives, so when you blow them up to that extent you are going to
lose some focus. I don’t think that matters, I think a number of photographers of
course deliberately lose focus in some of their photographs and a number of my
photographs are in soft focus, more or less deliberately. I’ve deliberately taken
backgrounds out of focus and in some cases I’ve gone for a fairly soft focus because
the texture I thought needed it and the front cover of the book is one of them. The
back cover is a mystery picture. Nobody has the slightest idea what that photograph
is, they can guess till their dying day and they’ll never get it. And there’s something
deep and mysterious about it. It is in fact a very small section of a gatepost with a
yawning cavity in it where the bar of the gate used to go – it’s metal – and the cavity
is irregular and I think as an abstract it works rather well, you’re left guessing what
this picture is about, what’s in the cavity, is anything in cavity, is it a cavity and the
textures of the rotting paintwork around it are rather beautiful. So I think Ray chose
well.

And the title?

Ah, the title. Well it started off with a completely different title whose name
temporarily escapes me, it’ll come back in a second – Footprints, it started off called
Footprints and the origin of that’s fairly simple, that there I was walking and I even
took photographs of footprints because after all they’re manmade, they’re in the
landscape, and I took a suitable footprint for each of the walks. One was in sand, one
was in dried concrete and one was in mud. And the working title went on being
Footprints and it was a highly suitable title because after all I was taking photographs
of man’s footprints in the landscape, not just his physical footprint on the path, but his
footprint in the sense of his telegraph pole or his junction box, they were his footprints
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in the landscape. And the more I worked with the title the less happy I became with it
because it was too literal, it wasn’t abstract enough. And the three of us were sitting
in the room that we’re sitting in today, poring over the photographs and the original
ideas and original design and we all agreed that Footprints was the wrong title and I
said to the other two, Mandy Gomez and Ray Carpenter, I said I wish I could think of
something out of English poetry that suited my theme and it came to me literally then,
within the next five seconds. I love The Waste Land, I don’t quite know it by heart
but I read it frequently and it’s one of the greatest poems of the English language and
towards the end there is the line ‘these fragments I have shored against my ruins’ and
I thought, these fragments, perfect. These fragments have been left by man in the
landscape, I leave to you to imagine what’s meant by shoring against my ruins, but
it’s a very personal statement. They’re my fragments, they’re these fragments. And
the other two said yes, that’s it. So that’s what we went with. And four people have
said to me, it’s T S Eliot isn’t it, which is pleasing.

Can you remember who the four were?

The other three hundred I don’t think have noticed. [laughs]

Who were the four?

Oh Cathy, I can’t remember, I can’t tell you that. I mean this is so many months ago,
they were in parties.

And the dedication?

The dedication, the book is dedicated to Faith, that is Faith Raven and it’s very simply
dedicated to her for, because she suggested it, it was she who said you must publish
these photographs, when we were looking at them together at Ardtornish. It’s she of
course whose family owns the Ardtornish Estate, it’s she who married my tutor John
Raven, at Kings College Cambridge, who taught me classical philosophy, and it’s she
who introduced me to my wife Judith who’s her first cousin, who is the only reason
that I go to Ardtornish, so there you are. What better dedicatee could one possibly
have?
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And is there a reason why you didn’t put her surname in?

No, there’s no reason. I call her Faith, she is Faith. I love her as Faith, so she’s Faith.

No double meaning?

No double meaning at all, no. I mean you can read a double meaning in if you want
to, but it wasn’t my intention. But I have avoided surnames, also, and I didn’t want to
splash about the book anything so unromantic as how is the Estate at present run and
who by. I wanted there to remain a certain mystery about the place. It’s a very
mysterious place and wonderful place and I find that people who come there are very
struck by this timeless quality of the place and I’ve tried to convey a bit of that in the
book.

And, typically when you go on the walks, would you be alone or in company?

Almost all those photographs would have been taken when I was alone. Sometimes I
would have detached myself from company, lagging behind while I’m busy
photographing. But I find when I’m thinking on these lines I’m much better alone.
Time is my own, I can dawdle, I can waste a huge amount of time composing a
photograph of a bit of wire and really I think the company I was with would find this
a little tedious. There is a photograph of me taking one of these photographs, taken
by one of our guests. And it’s not a photograph I used incidentally, but there I am
crouching over a rotting plank somewhere up river, looking like, I have to say,
somebody who looks completely mad, with my tweed hat on and bending over this
plank with my waterproof sagging off me and walking boots. If I met this character in
the street I would think he’d wandered out of the local lunatic asylum.

[End of Part 42]
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Well, can I just ask you the less interesting side probably, what camera do you use
and how is the photograph developed?

I deliberately used a perfectly ordinary camera. That’s how it grew – I was walking
with a perfectly ordinary camera, it’s an Olympus OM1, which has a number of
interchangeable lenses. So I use an ordinary thirty-five millimetre lens, I use a longer
– what do you call – a zoom lens and since I’m taking largely in close-up, I’m using
the close-up fitting of the zoom lens which gets you down to a very close, it gets you a
few inches away, twelve inches or so. And then I’ll sometimes use a close-up lens
which is – I’m afraid I’ve forgotten its focal length – but it enables me to get even
closer. So I can take a part of an object measuring only a few inches across, which
many of them are. But I did wonder after about the third year whether I should rewalk everything, re-take everything I’d so far taken with a better camera. I thought of
reverting to my Alpa camera, which is a very high class Swiss camera with wonderful
definition. And I thought no, that would be wrong. I even toyed, incidentally, with
the idea of buying a Rolleiflex, you know, with a larger format. And I thought that
would be wrong because this is [telephone ringing].

[break in recording]

I thought that would be wrong because this is an ordinary man taking a walk in a
landscape, he’s not a high-class professional photographer setting out to take
photographs in a landscape, I’m walking in a landscape and I’m finding objects, I’m
seeing them on the roadside as I go, so they’re incidental to the walk and I’m finding
art in the landscape and really an ordinary camera with an ordinary man walking in
the landscape is what I wanted.

How technical are you?

I’m not very technical.

How did you learn how to use all this?
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To use the camera? Well I learnt when I was young, when I was in the army in
Germany I bought myself a second or third or fifth-hand Leica. Lovely camera, very
old technology. Didn’t even have reflex viewfinder, you had a separate viewfinder.
But I learnt a lot on that and I learnt the basics of you know, shutter speeds and
apertures and things like that and I learnt how to throw the background out of focus
and all that by reading a simple photographic book and using that Leica. And then I
made a silly mistake, I sold the Leica to buy the Alpa. I should have kept the Leica
and bought the Alpa, and should later really have probably bought another Leica, but
the Olympus is a very serviceable camera and it’s very light, it’s easy to carry, it does
the job. I’m not into digital photography. I can’t master – you’ve asked how
technical I am – I can’t master the two million choices you’ve got on the viewfinder
there. I can take a digital photograph but I can’t control it in the way that the
professional can do it. And there’s something about film, you can play with the
textures very well. I don’t develop my own, I used to develop my own photographs
when I was young, black and white, not colour. And you can tell looking at my old
photographs that they’re amateur. And then when I married we didn’t have room for
a darkroom so I stopped doing it. So my process now is I have them run off very
cheaply at the local photographic shop for a first impression, done automatically
through their machines and then when I want a more professional job I take them to
Metro and they did all the prints for this book.

What film do you use?

Metro.

No, what film?

I’m using a Kodak colour film, two hundred. So it’s reasonably slow, so you don’t
get too much grain. I would for preference use an even slower film, I use much
slower film black and white. Because the faster the film, the more the grain and the
less you can enlarge. And Metro were very good, I mean they – they’re a commercial
firm – but I knew what I wanted in the prints and as I’m sure you know, when you’re
printing colour, the range of choice on what colours you can reproduce is legion. And
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you can take a colour negative and you can produce totally different colour values,
depending on how much of the three primary colours you throw into it. And they
were very kind, they allowed me to reject quite expensive prints in order to get the
colour values what I wanted. Because I wanted the colour values as close to my
memory of what’s in the landscape as I could retrieve and of course if you take the
print along to the landscape, you won’t see in the landscape what’s in my print, the
colour values will be different and they’re bound to be. The photographic process is
not faithful. Not only have you got to go through the original printing process with
Metro to produce the colour prints you want, you’ve then also got to go through the
process of colour proofing, and Ray and I spent many, many hours trying to get the
colours we wanted in the colours we wanted in the colour proofs for the Singapore
printers to print. And when we’d finally done it, Ray gives me the happy message
that of course it won’t look precisely as we’ve now decided because when they put
them all together they’re printing sixteen at once and not all the magenta will be
precisely the same magentas across all sixteen as what we’ve chosen for them
individually, so you have what you have and you can’t do better. All I can say is that
I’m very content with the product that’s come out and there are only one or two
photographs where I would want to tone down the colours.

Which are they?

Well the very first one of the front door of The Mansion House is too reddish, too
much magenta in it. And that’s in the printing process.

And one of the things that’s apparently absent in this house is a photographic
collection.

You mean hanging on the walls? No I don’t have a photographic collection hanging
on the walls. In the bathroom at the top of the house you will find some pictures of
me taken at the Stock Exchange, but you won’t find any others. We keep our
photographs in albums. The only substantial album that I have is of the family and
that goes back to grandparents, I think great grandparents on both sides, and it runs
right through to the present day, so it’s a series of, I don’t know how many albums
now of the family.
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And do you go to photographic exhibitions?

I’d go to see, yes I would go to a really good photographer, yes. I haven’t been to one
for some time, but I went to the Kertesz exhibition which I, I think he’s one of the
great photographers. But I’m not, it’s not my first love. I mean there are so many
exhibitions that I would tend to go to a painting and sculpture.

[08:51]
[The section between 08:51 – 15:36 is closed until June 2033]
[15:36]

I can’t remember, does she [Katharine] have a profession?

She’s a milliner.

Oh she’s the milliner.

She trained as a lawyer and worked for Slaughter and May for several years and then
left to become a milliner. And she has a glittering client list and she had forty hats at
Ascot this year, so she’s a very successful milliner.

And your third daughter?

The third daughter Rachel, she’s – second daughter, third child – she also trained as a
lawyer, they all trained as lawyers, and she was called to the Bar but never practised.
And she went into London First, which is the lobbying organisation on behalf of
London, jointly funded by local authorities and business, and worked on various
projects including the East End and then emerged as their specialist on the
implications of terrorism for businesses in London. And so she worked a lot on
guiding businesses on what to do about terrorism and wrote a booklet that was widely
circulated. And then latterly she’s been developing mentoring services for the
Metropolitan Police. At a very senior level, providing people from industry and
commerce to mentor the Commissioner and Deputy Commissioners and others. And
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that’s been a very successful project and so much so that she’s been asked by two
other police forces elsewhere in the country to replicate it in their police forces. So
she’s also showing no signs of marriage, I’m sure you’re about to ask that.

Have you, I mean we’ve talked about it before, have you got any more longings for
grandchildren than you had before?

Any more…?

Longings for grandchildren?

Well you know, I’d very much like grandchildren if they were there, but it’s their
decision and I’m not going to be one of those who says, oh for goodness’ sake
produce some grandchildren, it’s entirely up to them. And I’m rather with my
grandmother, you know, that Mr Right will come along.

Going to make a big jump. Tell me how the proportions of the bookcase that Wales
and Wales are making for you were determined?

The proportions?

Or the scale.

Well they’re making me two things, Cathy. They’re making a cabinet, a chest of
drawers actually, and then they’re making a bookcase, yes, but we decided it will have
a door on the front.

But what determined what sort of size it would be?

Ah, you’re going to ask me if it’s the golden mean or Greek architecture that says you
must have two by one.

I shan’t do that.
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Nothing I’m afraid so romantic. What determines the size is the dimensions of the
landings.

Is it not anything to do with what particular books will go in it?

Well let me start with the dimensions of the landings, because the landings are only so
big and therefore you can only have a chest of drawers where the drawers pull out so
far. And with the bookcase you can only have a door that will open without hitting
the banisters on the other side of the landing. Inside the bookcase which you’re
asking me to describe, there will be shelving that will permit books of at least twelve
inches tall, because I want to put in it all the Tintin books and the Asterix books,
which are at the present in a cardboard box in the attic and I feel rather at a loss not
being able to look at them.

And when did you develop an interest in those?

Oh, about thirty years ago, forty years ago.

Why?

I think they’re compelling, both of them. The Tintin series is extremely humorous
and very true to life, there’s a lot of life in them, the philosophy of life. And Asterix I
just think is an extraordinary series of books based on real research into what Roman
life was like and what Roman design was like.

When did you discover them?

Oh at least thirty years ago.

D’you remember where you were?

I can’t remember, it would have been in somebody else’s household, I can’t
remember.
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And incidentally, who made the bookcase in this room?

Alan Peters. And Alan made both tables, all the modern chairs and the bookcases.
And they were designed, the bookcases, of course to fit the room and went through, as
most of his furniture design for me, they went through a whole series of discussions
on what he wanted and what I wanted and they were collaborative designs and he’s
very happy with them and I’m very happy with them. And he had to come and fit
them before the builders had moved out and Alan was very, very nervous. He’s a
creature of nerves and he was horrified at the idea that he had to fit these before the
floorboards were even done, and nearly had a mental breakdown on the day and I had
to be with him the whole day to hold his hand and make sure it would be alright.

It should have been you that was having the breakdown really.

Yes it should have been. Well I probably was having a breakdown but I wasn’t
showing it.
[21:23]
[The section between 21:23 – 24:09 is closed until June 2033]
[24:09]

Can you tell me about the pieces from the Stock Exchange though?

Yes, the Stock Exchange. I’m sorry, I misunderstood you.

It was a bad question.

I misunderstood you, you said stones. I should have known what you were talking
about. They’re not works of art. This is a statuary fountain, or dribble – perhaps I
should call it a dribble because a bit of water comes out of a copper pipe out of a lead
face which I bought separately. But the basic figures, which are two lamenting angels
sitting on either side of this dribble, were the angels from the Boer War Memorial of
the old Stock Exchange before it was pulled down in 1968 or so. Now on the other
side of the garden we’ve got two Medusa heads which were also part of the Boer War
Memorial. And some of the other pieces of marble that make this Goodison designed
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fountain come off also the war memorial, they’re flat pieces of marble with a bit of
ridging in them that I’ve used to surround the fountain. And when I was finding out
what happened to the Boer War Memorial I was told that all the bits of statuary
marble had been sent down to a warehouse in south London and were going to be
crushed, because there was no room for them in the new Stock Exchange which was
then being built, which is now incidentally being pulled down again. And so I said
I’d better go down and look at them, so I went down and looked at them and I said,
well look, don’t crush them, I’ll have those. And I took them back to Clarges Mews,
where we were then living, and designed this fountain around these pieces of marble.
And I got a fountain constructor to come along and fit them together according to my
design and I said I’m lacking a pediment, need a pediment at the top. Actually that
was later, that was after we moved here I found the pediment, but he found it for me,
the pediment, in some sort of statuary and marble workshop. So there you are, it’s a
pastiche, it’s a botch-up, but it’s very pleasant. And I think the angels are very
grateful to be rescued, even though they do go green with all the algae.

And what’s happening to the Stock Exchange building?

Well it’s been sold and they pulled down the entire trading floor. They’ve kept the
tower, I don’t know what’s going to happen to the tower. I always understood they
were going to pull that down too, it’s a hopeless building, I wouldn’t recommend it as
a building to work in. It was always a very difficult building to configure inside. Too
much core and not enough space.

Who’s responsible for it?

It was Llewellyn Davis and Matthews I think, built it. I like to think what would have
happened if I’d been Chairman of the Stock Exchange when the redevelopment was
decided and what building would we have ended up with, because I never liked that
design, it’s interesting. I suspect I would have objected to it.

And what will happen to the Stock Exchange?

Well it’s moved, it’s now in offices in Paternoster Square.
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Why did it move?

Well it didn’t need the space, it didn’t need a trading floor any more, it’s all gone
electronic. It didn’t need the huge space devoted to the trading floor and the tower
block was really not suitable for it, as I say, it’s badly configured space. So they took
a property decision, and in my view the right property decision, because that island
site is far more valuable to somebody else.

And have you heard anything more about whether there’ll be any celebrations for
twenty years of Big Bang?

No, I’ve heard nothing at all. No.

And, I went to see John Craven for various reasons yesterday.

Yes.

Can you tell me what you would think his achievements were in the City and how he’s
regarded?

Well he was a prominent merchant banker. I don’t know much about his early career
I’m afraid, but you’ve interviewed him haven’t you? So you’ve got it all on tape. I
first came across John when he was running Phoenix Securities, which was a small, I
think the call them boutiques, finance house and of course very much involved in the
aftermath of Big Bang and the foremath of Big Bang – what is the word? Foremath of
Big Bang.

[End of Part 43]
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He saw an opportunity I guess, but you’ll have it on tape. He realised that a lot of
people were going to be interested in buying stockbroking or stockjobbing firms,
rightly or wrongly, but anyway he saw the opportunity and seized it and became the
major negotiator for quite a number of firms, who he got extremely high prices for.
So I think he had a very crucial role to play in the implementation of the Big Bang
reform. And I guess there are a lot of happy clients of his who’ve sold out their firms
for very high, if not preposterous prices to people who believed they were buying
something they weren’t buying. So full marks to him for being a good negotiator. He
then, as you know, sold the business to Morgan Grenfell and became the lynchpin in
Morgan Grenfell’s corporate finance, as I understand it. And must have been a man
of considerable talent because when Deutsche Bank bought Morgan Grenfell he was
the man selected to sit on the main Deutsche Bank board. Which must require the
patience of Job, because Deutsche Bank board seems to go on for forty-eight hours or
thereabouts, he told me. In German, which I think he taught himself to speak and
understand. So I think he’s a considerable figure. He has since then done things that I
don’t know about, like the Chairman of Lonmin and been an important figure in the
mining industry. But my knowledge of him Cathy is not as deep as yours.

If you had to sort of assess him as the City might have assessed him?

Well I think, I would assess John as a very able dealer, a very able fixer of
negotiations.

And what about Roger Gibbs?

Roger’s a different sort of man altogether. He I would describe as really old City, I
mean his traditions and etiquette are very old City. What is he, third generation or
fourth generation, I’m not quite sure which, and a really lovely man. I mean you can’t
have a more delightful and friendly man. I first came across him when he was in the
discount market and he was a member of my Stock Exchange Liaison Committee,
when I used to get the leaders of all the City institutions together once every three
months to tell them what was going on in the Stock Exchange and get their views and
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get their ideas. And so he became a member of that when he was Chairman I think of
the Discount Association – you’ve probably got that on tape. I think that’s right. And
– what was the company called? You know.

I do know.

No, you don’t know.

He was Gerrard and National in the end, but he was before that…

Yes, he was before that.

…Yes, it’ll come to me in a minute.

I think it – was he Gerrard’s?

He was in the end, but…

Which he became Chairman of I think. And then they were bought, I forget by who
I’m afraid. But you know all that. But I found him always a wise old bird and always
willing to contribute to discussion. I think people’s assessment of him was that he
wasn’t as clever as he it, they tended to be put off by his exterior which is, as I say,
old City. But underneath that exterior there’s a very wise man and a man not afraid to
speak his mind and it was a delight to discover that. Because it wasn’t what the
exterior told you. And he’s done wonders of course with St Paul’s, let alone the
National Life Story Collection, so I’m devoted to Roger.

And how like him or unlike him is his brother Christopher?

Well I don’t know Christopher well enough. I do see fraternal similarities in manner,
exterior manner and in a certain natural diffidence. And of course they’re both
educated at the best schools, so that comes through that they’ve had this very good
education and they’re very poised, both of them. But they’re both quite shy and
diffident. And both very able. Christopher I don’t know at all well, I’ve had dealings
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with him. He’s also a member of the Dilettanti Society so I see him there. He’s a
very good dealer indeed, he has a very good eye, he’s bought beautiful things and
multiplied his money on several of them as a dealer should. And he’s a very good and
wise adviser to collectors who want advice, because he’s got a huge memory, he’s
seen a huge amount and he’s got a very good eye. And he’s got a very good sense of
humour. They both have a very good sense of humour, they’re both very witty
people. So they’re both class acts really.

And I think he was the person through whom you got a very important piece for the
Courtauld?

Yes, he bought the – didn’t we talk about that earlier?

I didn’t know the Christopher connection at that time.

Oh no, well he was the buyer of the William Chambers medal cabinet, which is now
at the Courtauld, which was designed for Charlemont House in Dublin. Chambers
never went to Dublin, it was designed in absentia, and when the Charlemont estate
was all broken up, it was bought in the 1890s by the Guinness family and ended up at
Elveden in a bedroom, where it was used by the Earl of Iveagh to keep his socks in, so
it was the largest sock cabinet in existence, because it measures twelve foot by
fourteen foot. And Christie’s sold it from Elveden and I wanted to buy it for the
Courtauld because the Courtauld by then was in Somerset House and – I’m sure
we’ve covered this before – and William Chambers designed Somerset House and I
wanted things made by William Chambers, designed by, sorry, to come to Somerset
House. So I raised money from the National Heritage Memorial Fund, the National
Art Collections Fund and so on and I was the under-bidder at the sale and Christopher
Gibbs bought it for – I’m afraid I’d have to look up the figures – but shall we say
eighty thousand pounds, something of that sort. And I kept in touch with Christopher
and went to see him in his then showroom in Bond Street and said look Christopher, I
would still like to buy it somehow and he said I’m afraid it will be a much higher
price and he had other people he wanted to offer it to. But if he did offer it to others
he didn’t succeed, because he still had it eighteen months later and by then the price
was about two hundred and fifty thousand. And so I talked to the fundraisers and
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managed to raise enough money to offer Christopher two hundred and twenty
thousand. But I didn’t tell you, I went along and saw him and said Christopher, I’m
still interested in this. He said, well I’m sorry about the price, it is two hundred and
fifty and I could offer, you know, deferred payment on it, you needn’t pay it all at
once. I said well that sounds very interesting, that’s something I might be interested
in. What would the price be if I could pay you straightaway? That was a perfectly
logical question to ask following on his previous statement and he said well, I’d take
two hundred and twenty. And I said well we’ll deal on that I said, we’ll do it
straightaway. And he looked at me really very surprised, because of course he had no
idea that we were able to produce anything like that money, so that’s how the deal
was done. And the cabinet is the most sensational piece of cabinet furniture designed
by William Chambers and is not at present on show, which upsets me. But the
Courtauld have not got an adequate space in which to show it at present. And John
Murdoch who was the curator at the Courtauld has therefore put it in store and despite
my attempts to have it re-shown, they’ve so far been unsuccessful. So I don’t know
what to do about that. I’m looking at other places in Somerset House to see if there’s
anywhere else it could go, but after that I think there has to be a serious conversation.

Did you make other purchases for Somerset House?

For the Courtauld? Well while I was Chairman we also bought William Chambers’s
side table, which he designed for Gower House in Whitehall, which is a wonderful
early piece of Chambers, it’s very much the [inaudible], the French influence, the
heavy neoclassical influence. It’s a gilt semi-oval side table, fully documented. We
also bought the second version of Matthew Boulton’s King’s Clock, which was
designed by Chambers. So the policy has been to try and bring things back, not back
because they were never there before, but bring things designed by Chambers, and
they’re very rare, into his masterpiece of Somerset House.

Have you bought other things through Christopher?

No, apart from the medal cabinet.

And what do you remember of those premises that he had?
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Various?

What do you remember of the premises he had?

In Bond Street? Well there’s nothing facing the street, you had to go through a door
onto the street into the back where there was this cavernous, I think it was a sloped
roof, from my memory, cavernous space in which he has these enormous objects. He
loves enormous objects, huge tapestries and big sculptures and monumental side
tables and Augsburg Cabinets and things, that’s Christopher’s style. And of course
the premises he had later, which he moved to, similar style, you went into this rather
poky mews and into his front door then through into this big warehouse space behind.
I like that sort of dealer, I love the bravery of it. He was one, great chap for chancing
his arm on a large object without knowing where it was going to go to. And he’s a
great eye and a great memory, so if he sees a design he probably remembers it from
way back from some pattern book or something of that sort. So he’s a classic, classic
dealer of the old school and I’m very sad he’s giving it up.

Any thoughts on the changes in the Fine Art Society?

Well no, except that I guess that the company’s changed its business model. I think
it’s going in much more in future for temporary exhibitions of more contemporary art
sometimes, and no longer has a cellar full of extraordinary things they’ve bought in
the last hundred years. They’ve cleared it out. And that’s a break in tradition,
because they were able to bring out these bits of Pilkington, Royal Lancastrianware or
a print from 1890 or a Brangwyn or whatever, out of their store. So you lose a
dimension of the firm’s memory. But I’m afraid times have moved on and there
wasn’t any money in that and the merger with Bourne’s in Scotland has strengthened
the company financially and they need to think of new ways of keeping the business
going. I’m delighted to say that they did put on recently a very good show of
Brangwyn’s work, because nobody else is going to put it on. The Tate won’t put on a
Brangwyn show so it’s rather nice that somebody does.
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I can’t remember whether we’ve really talked about your interest in Brangwyn
before?

We did I think. It’s not an over-arching interest, I’m more interested in Nash,
Lanyon, Hilton, Hitchens, Vaughan. But I do recognise in Brangwyn somebody who
was quite influential and he was after all one of the leading painters. He was put on a
par with Matisse and so on in the 1930s and he was the one who received the big
commission from the House of Lords which was never executed, and other great
public commissions and he did the public commission in Missouri, he was on a
pinnacle. But since his death he’s fallen completely out of fashion.

There was an exhibition at Leeds very recently, did you see that?

No I didn’t see that, no. But, he was a master of colour and I’m one of those who
thinks for example that Keith Vaughan, who was well aware of Brangwyn’s paintings
because he was at Christchurch School and saw Brangwyn’s paintings in the chapel, I
think Keith Vaughan’s more influenced by Brangwyn than most art historians will
allow. I think in two ways, firstly his use of blocks of colour, especially blues and
yellows and second, into his crowding of figures into a canvas. Now, alright that’s
hallmark Vaughan, but somewhere lurking in the back of the mind, I think there might
be a bit of Brangwyn there.

[The section from 16:01 until 30:37 is closed until June 2033]

[30:37]
And I was delighted when the Trustees accepted the new strategy unanimously, which
is not the story you pick up from the press or a lot of crafts people today. And the
crafts are wonderful, there are such wonderful things going on.

[End of Part 44]
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Tape 29 Side B [Part 45]
And so they go from there and they do need to enlarge the staff and expertise of the
staff, particularly in the field of education. Meanwhile, we’ve had Collect at the V&A
in February, a resounding success, organised by the Crafts Council. Sold over a
million pounds’ worth of contemporary craft, brought in over ten thousand visitors.
We’ve got the reformed Crafts Fair from Chelsea opening at Somerset House in
October, organised by the Crafts Council. I’ve no doubt whatever it will be a
resounding success. Nobody talks about these successes, done by the existing staff.
So I’m very optimistic about the future, I think they’re on the right course now and
above all I think that for the first time for seven years we will begin to see a revival of
making in schools, of the encouragement of ceramics particularly, woodwork, textiles,
jewellery, at the school level because the Crafts Council will work in partnership with
local authorities to make that happen and we’ll see a revival of critical judgement of
crafts at the higher education level, neither of which have happened since the Crafts
Council lost education to the Arts Council in 1999. The Arts Council have done
nothing, but now at last it’s back in the right hands again so with luck we’ll see some
revival.

[The section from 01:57 until 12:30 is closed until June 2033]

[12:30]
And speaking of women trustees, can you tell me a little about your experience of
Jennifer Jenkins?

Jennifer Jenkins – well she’s not a Trustee of the Crafts Council.

She is a Trustee of the National Life Story Collection – or she’s an adviser.

Yes, yes.

Was she not with you at the Courtauld?

No, no. I’ve never served on anything with Jennifer.
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Oh right.

No. I know her because she was Chairman of the National Trust. I knew Roy, so I
met her with Roy and I’m devoted to her, I think she’s lovely. She came much more
emphatically into my life when she chaired the Royal Parks Commission. And her
report on the Royal Parks still stands the test of time. That is the report the Royal
Parks should be reading every day to decide on their policies. It recommends the
Royal Parks should be countryside in the city. They’re the lungs of London and so
they’re far and away the most important thing is to keep it as countryside in the city
and everything should be measured against that, which is not what they’re doing. So
she was right on that and she remains right. So I keep in touch with her whenever I’m
writing an angry letter to the Minister or to the Royal Parks I always send her a copy
and I get a lovely postcard back. But she’s a very wise bird, I think she was a good
Chairman for the National Trust.

And how did you know Roy and why?

I met Roy because of Stock Exchange, I mean I was Chairman of the Stock Exchange
and he had various ministerial appointments and I enjoyed his company. I didn’t see
much of him. But such as I saw he was affable, as everybody says, good company. I
think he was quite a good Chancellor of the Exchequer. It’s rather a shame he –
although going off with Shirley Williams and the others was essential because in no
way could he subscribe to what the Labour Party was doing. It’s a great shame it
happened that way, it’s a pity it couldn’t happen inside the party. Very different kettle
of fish from Denis Healey who, I saw much more of Denis Healey, he was a much
tougher merchant, not I think a good Chancellor of the Exchequer, much too in favour
of high taxes. And a delightful companion, quite an extraordinary thing. He should
have been Master of Oxford College, extremely intelligent, great expert on European
philosophy. Another photographer, incidentally.

Corrugated tin?
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I saw Denis about a year ago, he was coming out of the café at the National Portrait
Gallery and looking, I’m afraid, much older. And he said to me, ‘Oh, how are you
young man?’, which is rather nice because I was then seventy-one and [laughs].

And the other thing we promised we would talk about was fashions in art and the role
of Nick Serota.

Yes, have we got time? I’m alright for a quarter of an hour, late lunch. Where do you
want to start on that? It picks up naturally from what we were talking about earlier,
the extent of one’s personal appreciation of a work of art and the sense of mystery that
comes out of a work of abstract art, or indeed of constructivist art or any other form of
art. And I’m quite prepared to accept that Damien Hirst will appeal to some people
on that plane. Doesn’t appeal to me on that plane because I think he’s too literary. To
me he’s a throwback to pre-Raphaelites where you painted your picture then you had
to write five lines underneath it explaining what it was about and Hirst’s the same, he
makes his dead flies in a cabinet and then he writes a long spiel what it’s about and
you’re left without a great deal to imagine. And I don’t actually think he’s a very
good artist therefore from my point of view and I don’t think in a hundred years
people will look back and see him as a great artist. They will look back and say he
was a phenomenon, and that he certainly is. And I’m using him because he’s the most
prominent name in what’s called the Brit Art movement. And to me he’s a brand and
I think what’s happened in the last few years is that Jay Jopling and one or two others
have created artists as brands. Mr Saatchi has done the same. And it’s very clever
marketing so that if you buy the works of a particular artist and you then write them
up a lot and then other people feel they’ve got to have the work of that artist, it’s the
keeping up with the Joneses - syndrome, I think is the word, particularly in America,
the artist becomes a brand and the dealer can then market him as a brand at almost any
price he cares to nominate. And the salerooms take it up. I mean that ridiculous sale
Sotheby’s had of Damien Hirst’s work – and they weren’t even made by Damien
Hirst, they were plastic ashtrays and things modelled on his original design and I
don’t think he does make many of his works, I think he designs paintings and
somebody else puts them on – I’ve no objection to that, Rubens did the same, but for
people to say these are by Damien Hirst with no qualification, to me is not right. And
you get therefore, big collectors, both in America and here, saying I’ve got to have a
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Damien Hirst because my neighbour up the road’s got one and Jay Jopling obliges.
So I think we’re seeing this phenomenon of artist as brand, artist as fashion, almost
fashion accessory. And I think it’s, it may not be a totally new phenomenon, but I
think it’s an exaggeration of anything that’s ever happened before, because
international marketing is more powerful than it ever was before. You could argue
that Rubens was a brand, but I mean nothing like the same way. Rubens did his own
marketing and he did it by contact and by court influence. He didn’t have somebody
out there marketing in the active way that Jopling and others market. And the reason
I mention the word fashion is that I think it’ll all go out of fashion, I think we’ve seen
this before. We were talking about Brangwyn earlier, 1930s - Brangwyn, classed by
the Missouri people wanting a public commission, on a par with Matisse. Lauded all
through the country as the greatest living painter, now despised by most of the art
world. Modern British, out of fashion for the last forty years, now beginning to come
back. People paying prices now that were unthinkable ten years ago. There are so
many examples of public art which were praised when they were made, are now
despised and will probably be praised again one day. And these things do go in
fashions and I think we’re seeing a phenomenon now with branded art which will one
day go out of fashion. So that’s what I wanted to say.

And Nick Serota?

Well, I mean Nick has partaken in the branding. And I wouldn’t like to do Nick’s job.
I think he’s faced with an appalling dilemma. He’s not got a lot of money and he’s
got to buy art which strengthens the Tate’s collection in the eyes of people in fifty
years’ time. Now he doesn’t know any better than I do what’s going to happen to
Damien Hirst or Rachel Whiteread or whoever. He has to speculate, he has to buy
what he and his trustees and his staff think stands a good chance of being in the
mainstream of artistic development, and he will undoubtedly have made mistakes.
Now he knows that. And he will have made successes. Now, if you want me to
guess, I would say that Rachel Whiteread will be regarded in fifty years’ time as a
good artist. I think she’s doing something that speaks with all that mystery that I love
in art and I think she will survive. I don’t think Damien Hirst will. Now, Nick
probably thinks the opposite, or he certainly thinks both will. He may be right, but
he’s the man who’s got to make the decision with public money. So I don’t hold
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much against Nick, I think he may be accused of over-promoting some rather
worthless young artists through the Turner Prize, which I think he does, but they’ll
sink without trace and what he’s done is, he’s increased the consciousness of the
British public of young contemporary art. That’s a good thing to have done. The fact
that a lot of it’s rubbish will be forgotten in due course, and one or two artists like
Rachel Whiteread will survive the course and they alone will be seen to have made
the process worthwhile. If you want me to voice a real criticism of this it’s this, that
the hang in the Tate is appalling. That you go into Tate Britain at present and these
huge cavernous rooms and the pictures are hung with great spaces between them with
large explanatory placards and most of the collection is in store. There is not at
present at Peter Lanyon on show in the Tate. I think that’s terrible. One of the
outstanding artists of post-war Britain, not on show. And most people are not going
to go down to the store in the Old Kent Road to look at it. And in those huge
cavernous galleries you should be bringing your collections out and showing them
and hanging them three high if necessary, so that people can pick and choose among
them and not be preached at by a tiny canvas in a vast expanse of wall with a didactic
placard. I know I’m not alone in thinking this, but I feel it very strongly and I’ve got
the entire Tate against me so I must be wrong, but it seems to me if you’re a curator of
a great British collection of art, you should be showing it.

How do you know you’ve got the whole Tate against you?

I don’t know.

And how is the Goodison room…

I’m just guessing.

How is the Goodison room being used?

The Goodison review?

Room.
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Oh, the Goodison room. Well at the moment it’s empty because they’re repainting it,
so I don’t know what’s going into it. Has it been a success? It’s not been quite what I
hoped yet. What I hoped, and Judith hoped it with me, was that they would use it for
exhibitions of single works of art in a highly didactic way, so that you would go in
and you would see, shall we say, Paul Nash’s wonderful painting of the pillar with the
bobble on top and the moon in the distance, you would see that picture on the end
wall and you’d be looking at that picture and then round it would be the things that
influenced Nash in painting that picture and preliminary sketches and so on, as the
National Gallery do for Art in Focus in their room number one. And that would be a
really didactic show and I withdraw my objection to having a single canvas on a wall
for that because it’s teaching you to look at the picture in the context of when it was
painted and who painted it. And it’s only really used for that about once so far,
otherwise it’s been used for small exhibitions – a very good one incidentally, on the
making of bronzes in conjunction with the Lynn Chadwick exhibition in the Duveen
Galleries, that was a very good exhibition, it was very didactic, very focussed, so I
was happy with that. I was much less happy with a selection of pictures illustrating
Germaine Greer’s book, which I don’t think the room should have been used for. So I
hope they will revert to using it for these focussed didactic shows, and I shall be
trying to persuade them to do so, but we’ll see.

And you have a list to your left, is there anything you want to…

No, I don’t think there is Cathy, I think you’ve hounded me. You’ve hounded me
very successfully.

Just tell me, to end, what the rest of the summer has to offer.

I mean I think on the tape, if I could just, because you asked me another question
before I’d quite finished. Sorry, I thought I was in full flood. But going on from the
hang, I mentioned there isn’t a single Lanyon on show, nor is there any plan to have a
Lanyon show or a Nash show. We’ve got a Hodgkin show at the moment. Alright,
Hodgkin is an interesting painter, but the reason I think we’ve not had Nash and
Lanyon is they’re not good box office and I think the Tate is quite dictated at the
moment by box office. They feel they can only put on shows where there’s going to
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be a big take at the box office from the visiting public and they in their judgement
think they wouldn’t get that for Lanyon. They’re probably right, but it’s terribly sad
for the cause of twentieth century British art that they’re dictated by the box office,
which comes back to Government funding, which comes back to my review for the
Treasury, so we go full circle. I would like to see the Tate really presenting properly
twentieth century British art and I don’t think they do.

Tell me what the rest of the summer has to offer you. What does the rest of the
summer have to offer you?

It offers the cleaning up of a few articles I’m writing, one on Matthew Boulton for a
Dutch journal, one on William Chambers’s medal cabinet which we talked about
earlier, for the Furniture History Journal. It leaves me about three and a half weeks
before going to Scotland.

And how is the Matthew Boulton…

When life begins anew.

How is the Matthew Boulton biography going?

Well not very well at the moment, I’m still toiling through secondary sources and I’m
toiling through the sheer problem of all the primary sources that – I really don’t know
how to cope with it, I don’t know how to – you see I’m talking actuarily because I am
now seventy-two and I don’t think it’s possible to get through the entire archive to
produce a properly documented biography. That’s my present thinking. So the
choice is either to drop it or to do a short one, which is much more likely to be read,
and to dip into the archive and not toil through it and realise what the limitations of
that would mean. So I’m trying to decide between those two. Meanwhile of course
other projects come up and I’m absorbed in other subjects of equal interest.

Are you taking a camera to Scotland?

Yes. I always take my camera to Scotland.
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Anything else you want to say?

No, except you’ve probed well, I just hope my answers have meant something.

[End of Part 45]
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[Part 46]

OK, I’ve put it on for real. Could you tell me your name and today’s date?

My name is Goodison, and the date is, oh dear Cathy [laughs] Cathy, what is the date?
Try the 27th.
July the 27th. Thank you.
No, not July, I said try. 27th of what?
Oh try. 27th of October.

And the year?

2009 or so?

Very good. We haven’t recorded for quite some time, and, we’re doing an update for
rather odd reasons. So, I just wanted to read you a paragraph from a letter dated
August 2009 from the Prudential. Because when we were last recording, the world
was rather different in financial terms. And this says, ‘The past twelve months have
been remarkable. We’ve seen the worst stock market conditions in seventy years.
Meanwhile interest rates in the UK were cut to 0.5 per cent in March 2009, the lowest
level in the history of the Bank of England which dates back to 1694. In these difficult
times...’ blah blah blah. So I just wanted to set the scene, and I wondered if you could
explain what happened from the time of prosperity to cause these conditions.

Well that’s a large question. [laughs] I think I could go on for several hours on that,
but we have to try and be concise. What we saw in the last decade was a world
economy where money was much too cheap. I believe that’s the basic cause of all
that has happened. So if you’re looking for that fundamental cause, it is that the
monetary authorities throughout the world, led of course by the authorities in the
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States, the Federal Reserve, kept money too cheap for too long. And there appeared
to be a sustainable boom on the back of economic activity, and especially demand
from the Far East, and it appeared that the economy was in some sort of magic state
where cheap money would encourage industrial activity and financial activity. And
there was in short a period when assets became much too expensive because of cheap
money. And that’s the first thing I think one has to look at, the inflation of asset
values, that’s property, shares, and works of art and so on. And then... Can I pause?

[pause in recording]

[02:46]
OK. And at the same time, because money was cheap, banks throughout the world
started to root around for other ways of making money. You can’t make much money
on, on cheap money, unless you can create assets that earn more. And so they went
on to invent all forms of new, or types of new investment vehicle, derivatives for a
start, and then packages of derivatives, and then derivatives on derivatives, until you
get weird and wonderful instruments being traded across markets that many people
don’t understand, but which are improving the profit margins of the banks involved.
And in addition to that, this growth was accompanied by much higher levels of
gearing in banks as they financed these different forms of activity. So you had a
lethal package before the crash, lethal in the sense that asset values were far too high,
interest rates were too low, and banks were exposed to levels of gearing which in my
day would be unbelievable. I think I’m right in saying that Lehman Brothers when it
went bust was something like seventy times geared, which would have been
completely unthinkable ten years ago.
[04:18]
So coming back to what you said the Prudential said. Conditions have been quite
extraordinary. The stock market crash may not have been quite as sudden actually as
the 1974 crash, which had other reasons behind it, but it was pretty lethal, and asset
values dropped hugely, not perhaps as hugely as one might have expected given the
inflation beforehand. And that undermined a lot of the basis of credit advanced by
banks, and the world economy teetered on the brink of, of collapse. Big financial
institutions were in deep trouble on their ordinary loans, ordinary loans secured
against assets, but secured against assets that had gone down so much in value they
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clearly had losses. Investment banks had massive losses on these packaged, highly
geared products, and found themselves very exposed, and industry of course saw the
basis of credit disappearing because the banks couldn’t go on lending them money
they needed. So I do think we have been through the most hideous financial
experience in the last eighteen months that we have seen in my lifetime. The nearest
comparison is the 1974 crash, but that was a different crash, the world was not so
interlocked, it wasn’t a global crash, it was more local. Britain had only, hadn’t it still
had exchange controls, and we were a more isolated economy than we are today. And
this, it is this, it is this global aspect of the recent crash that is really the most
important thing to notice.
[06:20]
So, what happened? Well, faced with the appalling strains in the world financial
markets, governments came in and supplied huge amounts of money, the phrase is
quantitative easing, which is not a phrase I like, in order to bolster credit and bolster
confidence and try to save the economies going down the plughole. And that’s why
interest rates of course are so low, because that has been essential if you want to pump
government money into the economy. As for the future, I think it’ll be some time
before governments can start withdrawing their money they’ve pumped into the
economy, even though governments are now borrowing more money than ever known
before, or, perhaps that’s not quite right, that has not been known since anyway World
War times when governments were having to borrow money. And I think it’s going
to take some time to get through to a more balanced economy across the world:
America, Britain, Japan, everywhere have the same problem. And, we now have a
situation where governments are more heavily in debt than, than since the Second
World War. We have America depending now on Far Eastern money to buy its
government paper; we have Britain depending on foreign money to buy its paper to
keep government solvent; and we even have Japan now having to borrow, and that’s
new because, in the past Japanese savers financed their government. So that is putting
a new strain on the world financial economy. So I think it’ll be some time before the
authorities in those various countries feel able to start drawing back and pulling
money back into the government coffers, because they want economic activity to go
on, and the world economic activity depends at the moment on the, the money the
governments have put into it. [pause] So I wonder what the Pru will be writing to
you in a year’s time.
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[08:56]
How close do you think we got to complete collapse?

Are we talking of Britain or the world? [laughs] I think we were very close to
financial collapse in Britain. Let’s start there. And, the beginning of that was of
course the extraordinary sight of depositors in Northern Rock queuing up to take their
deposits out of Northern Rock. Now Northern Rock was, was not an example of what
I have been talking about; it was a very ordinary, obviously not very well run,
building society that became a listed company. And it was simply losing money on
its mortgage book, and it had gone in for a lot of irresponsible lending and found itself
depending on borrowing in the commercial markets to finance its loans to mortgage
customers, always a difficult thing to do, because the interest rates on commercial
loans can vary considerably and that is what happened with Northern Rock, and they
found they could no longer borrow on commercial markets owing to the starving of
credit, and frankly they were bust. And, customers got to know about it and queued
up. So that was the trigger domestically. But of course the same was going on in
Halifax and Bank of Scotland, where Halifax, having become a listed company
wanted to become a grown-up bank, so it merged with Bank of Scotland, which was
probably a mistake, and then didn’t supervise its lending policies properly and ended
up with an appalling loan book with bad potential losses, and wholesale markets dried
up, then you couldn’t borrow enough money to finance your book. And if Lloyds
hadn’t been willing or forced, I’m not quite sure which, to merge with Halifax, I think
the customers of Halifax would have been in the street the following week and the
Government would have had a really big problem. So I think we were very close to
collapse. And I haven’t mentioned Royal Bank of Scotland, which of course was an
extremely highly-geared player by the time it was shown to be in deep trouble,
committed the huge folly of buying AMRO for cash, and found itself grossly
extended. And I think the Government had to do something about that to keep it
alive, and hence the pumping of government money into the equity of Royal Bank of
Scotland. So I think the Government had a real dilemma at the depths of this last
crisis, they had to save the banking system. And I don’t think all the banks were
insolvent, but I think enough key players were potentially insolvent for the
Government to be forced to act. I find it hard to comment on the rest of the world,
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although it’s clear that a number of Continental banks had the same troubles that
British banks had, and in America, well you know what happened in America, we had
Citigroup in deep trouble, and other banks in deep trouble, and the American
Government had to do the same, they had to pump money into the banking system to
prop it up.
[12:40]
Now, I’ve been talking about banks as if all banks are the same, and they’re not. It’s a
confusion that politicians love to, love to persist in. We must make a very clear
distinction between the deposit banks, in Britain the clearing banks who take
customers’ deposits and loan deposits on, which is what creates credit in the economy,
and the investment banks who are more inclined to be doing the more sophisticated
types of trading in world markets. Now, they cross over each other’s businesses
obviously, but I do think we need to keep a distinction between those two types of
activity, the deposit banks and the investment banks. It’s true in America, it’s true in
Britain, and any conversation we have from now on we may find ourselves
differentiating between the two.

[13:48]
Who might have seen all this coming, who might have been able to stop this
happening?

Well those are two different questions. And some people do claim they saw it
coming, and one or two economic commentators did write about the dangers of the
asset bubbles as they were called before the collapse. And I, I believe a number of the
authorities saw it, they saw the inflation of asset prices and commented on it.
Bernanke did, the Governor of the Bank of England did, and many others did. But,
nobody knew when to step off. And that famous remark of the Citigroup chairman,
that as long as the music goes on, they have to dance, I think sums up the general
attitude in markets before the collapse. Markets were very active, people were
engaged in them, they were competing with their competitors in trying to seek the
business; they were subjected to pressure all the time from their need to produce yet
higher earnings every time they announced any earnings on their shares for the sake
of their shareholders, and they continued dancing. How many people liquidated asset
positions prior to the crash, I really don’t know, but I suspect rather few. And
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certainly the published figures since the crash show that most investment portfolios
suffered very badly in the crash. We know that property companies and property
investors have suffered badly, because the values have gone down. So I, I think
relatively few knew when to step off. A very large number knew that the inflation of
assets was dangerous. Does that answer your question? More or less?

[15:52]
But, if some of the commentators had written how dangerous it was, who could have
heeded that and actually changed it?

Yes, I’m sorry I, I didn’t answer the second part of your question. Who could have
done something about it? Well I think there are two particular classes of people who
could have done something about it. The first is the managers of the banking
institutions, the chairmen and directors of the various banks. [pause] We must go in
for some wicked generalisations here, but I would say generally that the level of risk
management at the tops of boards of banking institutions in the West, just simply
wasn’t good enough. And whether that was due to sloppy management or to the
ignorance of non-executive directors, I don’t know, but I think I am entitled to
generalise and say it wasn’t good enough. Not having been on boards in the last ten
years I have no idea what conversations went on in boardrooms about the inflation of
assets. But going back on my own experience, it’s essential for a bank board to
receive a, a risk analysis, I would say once a month, if you are meeting once a month
you should have that risk analysis in front of the board every month, which should be
telling the board what movements in interest rates would do to their book, would do to
the value of their assets and the value of their liabilities. I don’t know how many
boards were receiving that, or if they were receiving it, whether they understood it.
And that second point’s very important, because, with increasing sophistication and
complication of financial instruments, I really wonder how many boards of directors,
and especially non-executive directors, really understood the risks they were
undertaking. And in my day, life wasn’t so complicated, there weren’t these very
sophisticated instruments around that were dominating the market in the last few
years. Derivatives were just beginning, and one was very cagey about them, and if
you didn’t understand them, you didn’t do them. I remember Dennis Weatherstone,
who became Chairman of J P Morgan, used to tell his people, ‘If you don’t understand
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the product, don’t deal in it,’ which was very good advice. And it was certainly
advice I heeded. And, I was also very keen to explain to the board of directors at TSB
for example the nature of the risk that the bank was undertaking. When I joined TSB
there was no risk analysis presented to the board on the state of the bank’s book. By a
bank’s book of course I mean, what does the bank hold, what are its liabilities, what
are its assets. And when you get to Treasury activities, which in a deposit bank are
mainly aimed at balancing your liabilities with your assets by borrowing in the market
or lending to the market, as those Treasury activities grow, you may start dealing on
your own account. Now we didn’t do much of that at TSB, but some recent banks
have been dealing hugely on their own account. Look at Lehman, look at Morgan
Stanley, J P Morgan, Citibank, they were all dealing on their own account in addition
to adjusting their, their book. Now if you are doing that, and you don’t have an
absolutely robust risk analysis system, you are going to be begging for trouble.
[20:02]
Now one of the problems in some of the more sophisticated banks was that they were
using computer models which assessed what was called their value at risk. You fed
all the data into the computer and it spewed out what your likely risk would be given
certain values. But I don’t think they were extreme enough. We’re not talking here
about changes in interest rates of half a per cent or one per cent, we’re talking about
three or four per cent. And if you start building in changes of interest rates of that sort
of degree, you would find very soon that your very highly geared book needed some
very drastic changes if you were going to be safe, given the change of interest rates of
that sort.
[20:52]
So, I think the managements of banks have a lot to answer for. In an asset price
bubble, you should become more cautious. You should have more liquidity, you
should not have extremely high gearing. If you go into an asset price bubble with
extremely high gearing, you’re asking for trouble. That’s what Lehman got. And as
markets become more optimistic and yields drop and assets go up in value, you should
actually be increasing your cash, not, not continuing to dance with the music. So
managements I think have a lot to answer for. But so do governments. And, that’s
the second category I would say in answer to your question, governments and I
include in that regulators. I’ve already said that the Federal Reserve in the States was
pursuing a cheap money policy for too long, and that was reflected in monetary policy
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elsewhere in the world, and, that’s one aspect. And the second aspect is the
regulators. I think the regulators in some cases were half asleep on the job if not
completely asleep on the job. Northern Rock should never have happened. The
Financial Services Authority has admitted that its supervision of Northern Rock was
weak. It shouldn’t have been weak, especially at a time when asset prices were, were
booming, and it was well known that Northern Rock and others were depending to a
large extent on wholesale markets to find their funding. The supervisors should have
been in there much earlier. And, they should have had discussions with Northern
Rock about the state of its book, and persuaded it to reduce its dependence on
wholesale markets. So I find it very odd that Northern Rock did ever happen. In the
old days I think, had the old Bank of England system been in force, they’d have been
subjected to interviews, and would have been asked to control their book at a much
earlier date.

And why do you think that didn’t happen?

I think it was, sheer neglect. I, I have no other, no other possible answer to that. I
think the FSA have admitted they didn’t supervise it properly.

[23:30]
And how did we get to that position, given when we started our City Lives project
there was still a very strong memory of the way the Bank of England raised its
eyebrow?

Well life was simpler in those days. I come back to what I said earlier. The world
was not one unit, we were all separate countries with various forms of exchange
controls. And, you must remember that it was only three years after I became
Chairman of the Exchange that exchange controls were abolished. And up to that
time the economy was a pretty cosy sort of domestic economy; at moments it was
extremely badly run which we, we saw in the case of the 1974 crash when the
Government even went so far as to freeze commercial credit, which, which... sorry,
freeze commercial rents, which destroyed the basis of credit for commercial property,
which was a lot to do with the fall in 1974. But it was a, a domestic economy, and it
was easier to regulate. You had a much simpler market with none of these derivative
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instruments and derivative derivative instruments, and banks subjected to pretty tight
controls on their lending and everything else. And regulating the banks wasn’t all that
difficult in those days. In the Stock Exchange, the Stock Exchange was a very
effective regulator of its members, it had an extremely effective mechanism for
supervision, it was a community that could be regulated because, to lose respect was a
very important negative in your career, and the Stock Exchange Council had
enormous powers over the members to call them in at any moment to study their
affairs, to put in the Stock Exchange’s accountants into the firm, to talk directly to the
firm’s accountants. And no doubt in an earlier interview we discussed this and, I
probably said at that time that the Stock Exchange was able to pre-empt quite a
number of cases where the firm would have got into deep trouble had the Stock
Exchange not moved and told it to do certain things to clean itself up. And that to me
is the regulatory model. It isn’t regulation that matters so much, it’s supervision. I’ve
probably said that on an earlier tape. You can write regulations till you’re blue in the
face, but you must not believe that everybody is going to conform to them all the
time. You must have a supervisory framework whereby you are checking on them all
the time. In the case of Northern Rock, I think the FSA failed to do that. And
supervision means you require returns, you require the firm to accept visits from you,
to quiz you on your business model, to quiz you on your present situation, on your
present balance sheet, on your loans and assets. You should do surprise visits on
them, so they haven’t got time to prepare. And you’ve got to be very active as a
supervisor. And I just don’t think that happened.

[27:15]
But realistically, given the complexity of these sophisticated instruments, and the
speed at which things happen, how much could we ever hope to have a system of
supervision?

Well I think, I think that’s an absolutely key question because, the world is now very
large. It’s not just that business models have become so much more complicated and
financial instruments have become complicated, it’s that the same firms are trading in,
across different continents. And trying to supervise firms of that sort of importance
is, is hideously difficult. You’ve first got to keep up with the sheer pace of what’s
going on, and secondly, you’ve got to come to an agreement in a very disjointed
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world as to who’s supervising what. Is the American supervisor supervising the
activities of American banks in Tokyo, London, Paris, you name it, or only in
America? And I’m a great believer in that old saying that, the existence of a problem
doesn’t presuppose the existence of a solution. And I don’t know what the solution is.
I know one or two things. First that supervision has got to be more active. I know
you’ve got to have more skilled people active in supervision; I know you’ve got to
have very firm agreements between the regulators and supervisors in different parts of
the world, in different countries, agreements between themselves, not just who’s
going to do what, but also what are the standards you’re going to impose on financial
firms. So those are, are all fairly easy propositions, but, when you come to trying to
implement them, it’s very hard, and the world has been trying to reach agreements
and so on for, for decades now. I suppose the most obvious cooperative international
framework is the Basel agreements on bank capital and bank liquidity, but they’ve
been criticised recently as not being sufficiently sophisticated to take account of all
that’s going on. But this is a huge subject, and, people have to go on working very
hard on it. But it shouldn’t be impossible, it shouldn’t be impossible to reach
agreement on international standards of capital requirements, liquidity requirements,
and, and so on, and it shouldn’t be impossible to reach agreement on who does what
and where. Or if that is never perfect, it never will be perfect of course, at the very
least on sharing crucial information between the different regulators so that
supervision can be coordinated. And I’m sure a lot of work’s going on that, a great
deal of work was done in my time on it, and we reached, you know, quite an advanced
state but, what’s happened since then is this far more complicated market and far
greater global independence – interdependence, of businesses acting across national
frontiers. And that raises, that raises mountains of hurdles which have to be jumped.

[30:56]
How much of this would have been able to happen if we hadn’t had Big Bang?

Well I, I think I said to you on an earlier tape that, Big Bang is the cause of nothing,
it’s not... It’s an incident along the way. And I hate to belittle my past, but, it had to
happen, it was inevitable. It, it didn’t cause the globalisation, it reflected the
globalisation of markets, and it was absolutely inevitable from the moment exchange
controls were abolished in 1979, that capital and savings were moving across frontiers
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already, and Big Bang reflected that. And if we hadn’t done Big Bang, London would
not have participated in such a big way in these movements of savings. So, so Big
Bang reflected what was happening, but did, I believe, cause a great deal of London’s
greater activity.

What would have happened if we hadn’t had the abolition of exchange control then?

Well we’d be a, we’d be a pretty unimportant, isolated economy, struggling to pay our
way in the world. And, exchange controls were a completely artificial means of
restricting trade.

And if we hadn’t had Big Bang, would America have deregulated?

Well some say that America did deregulate in the Seventies when, in strictly stock
exchange terms, that is true. They abolished their commissions in ’74, fixed
commissions, in ’74. So they deregulated earlier in that sense, but of course they
were much slower than London in deregulating other aspects of their stock exchange
trade, notably the manner in which the trade was carried on on the floor of the New
York Stock Exchange where they, they kept their equivalent of the jobbers, the
specialists, for much, much longer. And I think, London stole a march really in doing
the Big Bang in the Eighties because it completely deregulated, it became a
completely open, free market, with really no restrictions at all. And there were still
some in the States which, and in Japan and other markets, which led practitioners in
those countries to bring business into London. And the absolute classic of course was
the Eurobond market which came to London because the Americans imposed an
interest equalisation tax in America which nobody wanted to pay, so they came to do
their business in London.
[33:43]
But, I’m not sure that Big Bang is really relevant to today’s issues. It reflected the
globalisation of markets which have marched on since then. What is relevant is the
turmoil really in financial regulation which has never managed to keep up with the
advance of markets. Markets move too fast, and the international development of
markets is way ahead of the power of the regulators to completely and effectively
supervise them. And that’s what governments and regulators have got to address.
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Take a simple instance. There are still too many regulators in the United States, the
SEC is not the only regulator, there are other banking regulators, other derivative
regulators. That seems to me to be crazy. I used to argue that in the old days, that
they had too many regulators; I would still say that’s true. At least in Britain we now
only have one financial regulator operating in London, and that’s an advantage that
we start with, wherever you put it; whether it’s a freestanding agency that it is today
or whether it comes back into the Bank of England, I think is immaterial. We do have
one regulator and supervisor, so we, we should be able to greatly improve the
standards of supervision in this country.

[35:30]
One of the consequences of Big Bang, as I understood it from the recordings, which
may be an imbalance coming from only recording certain people, but, my impression
was that quite a lot of the key generation left the City at that point, because they
became wealthy, and they therefore took wisdom away. How much do you think that,
losing that section of a generation mattered?

I think by Big Bang in that case you must mean not just the Stock Exchange reforms,
but the consequential changes in the ownership of merchant banks and investment
banks and so on as the foreign houses came in. And that’s certainly true. And I think
quite a lot of people did retire, but, I think a lot of them retired because they were out
of their depth in the new world, not just because they had made money. The forces of
competition that came into London after 1986 were huge. And you’ve only got to
look at the growth of firms like Goldman Sachs and J P Morgan and Morgan Stanley,
and so on, the growth of their businesses in London which grew phenomenally as they
brought international business into London, to see that the relatively modest
businesses carried out by the previous stockbroking and merchant banking fraternity
in London was quite small in comparison. But it was the new practitioners who came
into London who were doing the real business, and I think the number of the older
practitioners just faded away. It wasn’t true of every firm though, there are still
people around today who are carrying on the trades they carried on before Big Bang.
I suppose the most notable example is still Cazenove where, a number of the people in
Cazenove before Big Bang are still there. So I don’t think one should exaggerate the
change of generation, every generation changes every year.
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But I suppose in the past there might have been a more gradual transition, and, I
mean I...

Well they were living in a protected economy, up until the early Eighties, so, to have a
fairly small business making a very decent income on a loyal clientele, wasn’t all that
difficult, you just had to stop the loyal clientele from going to anybody else. But on
the whole you were thought rather badly of if you pinched somebody else’s client in
those days; now it’s free for all. I think the ethos has changed, and I think, I think that
what Big Bang did do was attract everybody into London, which made London vastly
more competitive, more cut-throat. Now a number of people would have retired,
either, well because they, they retired through age for a start, but a number would
have retired because they no longer fitted into this new landscape.

But the landscape did become one where young people rose very quickly.

Yes. Yes. And were paid too much. [laughs]

[38:50]
And we’re coming to that. But, but therefore, the implication of what you just said is,
goes back to what you had said earlier, to do with American regulation systems, if a
lot of this was to do with the American banks coming in. So, can we talk a bit about,
people like Greenspan and American governments?

Well I think I’ve made my main point there, two points. I think one, the regulatory
system needs to be reformed, but two, much more important, the lesson to be learnt
from the recent asset bubble and collapse, that is that, central authorities, governments
and particularly of course the reserve banks, have got to rethink the lessons from this
collapse. Is it going to be enough in future to regulate the money supply, in order to,
by means of having an inflation target, which is what the Bank of England now does –
it’s the monetary authority, its target is two per cent inflation, and it will conduct
monetary policy in order to achieve that target. Is that enough? I don’t think it is. I
think that the central authorities in the future have got to think about the value of
assets, not just the inflation of the currency. And, if you accept that statement, you’ve
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then got to think through what are the results of making that statement. It means that
the monetary authorities have got to take into account the inflation or deflation of
assets and the effect that they are having on the economy. If that had been enforced
five years ago, and certainly three years ago, they would have been trying to deflate
the value of property and other assets, which would have meant higher interest rates
or other forms of control on the property markets. What other forms of control? It
might have meant higher capital requirements on the banks, the lenders, thus cutting
down their ability to lend. It might, although I don’t think I could possibly support
this, have meant selective controls on the type of lending, which we used to have of
course twenty-five, thirty years ago, that the Government would say to banks, ‘You
must stop lending to property’, property being of course the basis of much of the
country’s credit. So, I do think they’ve got to rethink their, their monetary policy in
the light of the, of experience of what can happen when the assets get too inflated.
That’s a big subject [drinking tea].

[42:00]
He stopped. [laughs] Are you going to go on?

Well, I, I take encouragement from the fact that the FSA and the Bank of England are
thinking through this subject. I take encouragement from the fact that the Basel
authorities are also looking at it. What they will come up with, of course I don’t
know, but I’m back to what I said earlier, that there is a huge need to coordinate
international standards on this. And to my mind what is needed is a more flexible
regime on banks’ capital requirements, so that in exuberant times the capital
requirements are raised to dampen down the exuberance, and in depressed times
they’re lowered in order to encourage some exuberance. I think that’s necessary.
And I think the authorities have also got to look at liquidity requirements. And of
course they’ve got to do what I said earlier, which is exercise greater supervision.
Now I, I think, these lessons really have gone home to the authorities, because never
before have we had a situation where governments have been forced virtually to pump
so much money into the economy, and they don’t want to do that again. So they’ve
got to find a way of, of dampening down future bubbles.

Can I just...
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That’s a horrible mixed metaphor that, isn’t it. I don’t think you can damp down a
bubble. If you damped a bubble, it would burst.

Quite. [laughter]

I think what I mean is, damp down the exuberance that is causing the bubble.

[43:53]
How much would anything have been better or worse if Gordon Brown hadn’t given
the Bank of England independence?

Oh, I... I think that was a really good move. I had myself been pressing for it for
some years before that, and, I’m not going to go back on that. It always seemed to me
that the setting of interest rates to control a monetary policy was not a job for
politicians, because they were inclined to play the election cycle, and it can do such
damage to an economy to raise interest rates too far or lower them too far, and we did
have a chronic inflationary problem in this country. So, to have an agency separate
from Government responsible for the monetary, monetary control, monetary supply,
was exceedingly important. And the Bank was the obvious agency to take that on.
So, I’ve got no doubt whatever that that was a good move, and is really relevant to
this present discussion. I think that, the question I’m posing is, should it not have a
broader remit than just the, just the monetary stability and the control of inflation,
which I think it should.

And how do you think the Bank has handled this crisis?

Well I think it’s done rather a good job. I mean it’s, it’s not an easy job. I think since
it received this brief in 1997, I think it’s handled it well. And the only criticism I’ve
got is not really the Bank’s fault, it didn’t have a remit to, to look at asset prices and
be worried about them. Of course it was worried about asset prices, but its remit is to
keep inflation close to two per cent, and it was carrying out that remit, and I think it
did that very well. Whether in future you should charge the same body with more
systemic matters, I think is open to question. My own money would be on asking the
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Bank to extend its remit for financial stability into taking account of asset prices as
well. And that I would like to see. And the argument for putting whatever the future
FSA is under the Bank, is a very simple argument, in my view, it is that, the Bank is
responsible for the health of the financial system, the systemic risk and the systemic
health and so on, financial stability it’s called, and if it’s not actually supervising the
institutions that are causing the financial instability, it’s, it’s a little difficult. At the
moment the tripartite agreement between the Treasury, the Bank and the FSA,
attempts to patch the problem by, by making them liaise deeply, but, that tripartite
agreement didn’t work this time did it?

[47:23]
Can you say what you mean?

Well, we’ve had the mother and father of all, mother and father of all crashes. I
thought the tripartite agreement was meant to ensure that the Treasury, the FSA and
the Bank worked in conjunction with each other to avoid such calamities in the
financial system. It didn’t. And, I’ve already said earlier that the FSA fell down on
its job over the initial trigger of Northern Rock, and I don’t think the Treasury knows
very much really about day-to-day regulation of markets and supervision. The one
body that really knows a lot is the Bank, and, despite all that’s happened, I think it’s a
very respected institution. Its problem would be that it doesn’t want to take on, I
don’t know it doesn’t but I’m pretty certain it doesn’t and won’t want to take on, the
customer-facing regulation. It wouldn’t want to get involved in all those aspects of
the FSA’s work that control the behaviour of financial institutions towards their
customers. But that can find a different slot. And I’m talking here about financial
regulation, systemic regulation.

What have you understood the relationship between the Bank and the Government to
have been over the past year?

Well Cathy, I haven’t a clue about that, because, I’m no longer in close touch with
either.

But you have quite a lot of friends who are.
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Well yes, but that’s, I don’t think one should depend on, on gossip or, or third-hand
knowledge. So I just, I don’t know the answer to that question.

[49:20]
What about Mervyn King’s recent speech?

Well I on the whole agree with most things Mervyn says, but I don’t agree with this
one, so, it’s a first for me. He argues, since you failed to say it yourself, [laughs] he
argues that we should go back to a period when you tried to separate the investment
banking aspects of a bank’s work from the deposit banking, which is the, what we
were talking about earlier. And it’s an important point. Much of the very high
gearing and the high risk that banks undertook is on the investment banking side
where many banks were trading on their own account using customer deposits. Or in
the case of the pure investment banks, just using their own money and, whatever they
could borrow. And many of them, as I said earlier, became very highly geared. Now
that’s extremely risky business. In good times everybody wants to be in it and they
think it’s a sure way of making money, but that’s only as long as prices are going up
and asset values are going up. When they go down, as we have seen, we see the
bankruptcy of Lehman’s extremely quickly when they were borrowing $70 for every
dollar they owned. Which I think’s rather high gearing myself, I, I don’t even like
borrowing half what I own. So... Where did I get to?
[51:02]
The separation of that from the deposit-taking side of a business is I think important,
but I don’t think you can do it artificially. And, take a clearing bank, take Lloyds,
Barclays, NatWest, any of them, they have a Treasury function, and the Treasury
function aims to borrow money for the bank when the bank needs money, to finance
its overnight position, or whatever, or to lend to other banks if it has got too much
money overnight and so on. And that Treasury function is, is keeping the bank’s book
level. It’s also trying to find money when the bank has made longer-term loans,
trying to find money to match that, match those liabilities, if the bank’s deposit base
isn’t large enough to do it. It’s also acting for clients. It’s doing agency business for
corporate clients in various markets, and including of course the derivative markets
and all those more sophisticated instruments that we’ve observed earlier are somewhat
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risky. So it might for example be acting in futures on commodities for a commodityoriented client, or it might be doing any of those dealings in instruments that help
corporate clients hedge their own risks. I don’t think you can separate that into a
formal different entity from the basic bank. What I think you can do is, separate them
in regulatory terms within the bank itself. Coming back to what I said earlier, I think
regulators have got to think through capital requirements, not just for what I was
saying earlier, which is, raise them in exuberant times and reduce them in gloomy
times, but they’ve also got to look at the mix of a bank’s business and try and separate
out proprietary trading, the bank’s own trading, from clients’ trading, to try and
separate the bank’s business it’s doing on its own account from the money it’s got
from its depositors. And that can be done I believe with a very high degree of
supervision, active supervision. But to separate them into entities that have no
relationship with each other, I find very difficult. I don’t know where you draw the
line. Do you, do you draw the line and say that a bank taking a customer deposit isn’t
allowed to do anything else except match its book overnight between customer
deposits and customer loans, and it can’t have a Treasury function, or its Treasury
function can only do the matching? That would seem to me to be a pretty poor
business proposition, and, I would be somewhat gloomy about that bank being able to
finance its capital, at least through attracting equity investors. Because a bank has to
make a profit. If a bank doesn’t make a profit, it, it doesn’t last, and it will go bust
and it will not be carrying out the primary function of a bank, which is to match shortterm deposits with long-term loans. If there isn’t a bank, if there aren’t banks, how do
you convert your and my short-term savings into long-term loans to industry? If you
haven’t got any banks, you, you won’t have any industry. So, it’s essential to have
that function, and I, I think it’s essential to allow banks the freedom to run their
businesses in such a way that they can attract capital. So I’m not in favour of
Mervyn’s proposal. I am in favour of greater regulatory intrusion into how banks
organise themselves and the capital requirements and liquidity requirements that the
different parts of their businesses are required to have.

[55:50]
And given quantitative easing or whatever it’s called, why have the banks remained
so unwilling to lend to people needing mortgages et cetera?
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Well partly there’s less demand. That... This is something I don’t, I hope
governments understand, that when you’ve had an experience like this, most people’s
first reaction is not to rush out and spend, is to save. And that I regard as highly
desirable. And if I was running a small company in the Midlands, I wouldn’t be
taking on inordinate risk by borrowing more today, because I’m worrying about my
market. And if I build a new extension to increase my market share, where’s the
demand coming from? So I think there’s less demand for loans. And you can see that
very obviously in the property markets, which are the most sensitive markets to the
drying-up of credit or... And I think that’s true across the industrial world, certainly
true in the retail world where people are not aggressively expanding. And, I was
talking to a banker the other day who said he’s got no problems lending where there is
demand and where the credit proposition is reasonably reliable, but he’s not seeing the
demand that he saw two or three years ago.

How was it...

Now secondly, of course banks will be more chary about the quality of their lending,
because they’ve caught a cold. If you catch a cold you don’t want to get pneumonia.

[57:38]
How was it that people were able get 100 per cent mortgages, how would that have
compared with the past?

Well to me that’s completely crazy, but it was happening because of competition.
And if you are a small mortgage bank, trying to fight off competition from the bigger
boys, you relax your requirements, which you shouldn’t do of course, but, this is, I’m
giving an example of what happened, you relax your requirements on the lender and
find yourself doing risky things of that sort. 100 mortgages to me are, are just,
something you don’t do. And nor do you allow people to assess themselves as credit
risks. It seems to me completely unthinkable as far as I’m concerned. That’s taking
on a degree of risk which no bank should do. But it is, it’s a sign of competition, it’s a
sign of what I was saying earlier about, some of those mortgage banks wanting to
compete in exuberant markets and becoming ever laxer in their requirements.
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[58:48]
And, given that savings rates are very low, what would stop a bank offering a
considerably better rate and attracting everybody’s savings to it?

Well the cost. If it’s going to do that, it’s got to find the money to do it with. So...
And the bank, what has a bank got? It’s got its depositors’ money, and it’s got its
equity shareholders’ money, it’s got any money it’s borrowed from long-term lenders,
mortgage debentures or whatever, and then it’s got the wholesale markets where it can
borrow money. Now a wise bank doesn’t borrow too much money on the wholesale
markets, and then lend it long-term to others, because the money it’s borrowed from
the wholesale markets is all short-term and might have to be repaid rather more
quickly. That’s the Northern Rock problem. But what stops a bank being able to pay
much higher interest rates on deposits is, where is it going to find the money and
make a turn?

[1:00:03]
So what’s going to improve things?

Well I think it’s going to be a long haul. And firstly on a, on a global scale,
governments are in deep trouble because they’ve all borrowed too much, and that’s
got to be paid back. Not only have they borrowed too much but they’ve got vast
pension liabilities for the future which they’ve got to somehow fund. And I think, the
problem starts with governments. If governments are going to be trying to put right
years of what I can only call irresponsibility actually, it’s going to affect the whole
economy. The Chinese are all right, they seem to be piling up money, and so does
Singapore and other nations, Norway. But, the British Government and the American
markets, American Government, are both deeply in debt, and that’s got to be sorted
out over a period. You’ve got to have pension reform, there’s no way the state
pension can stay at, at where it is today, it’s got to go to a higher age. A lot of the
pension benefits have got to be adjusted, to take away some of the huge future
liabilities that are looming over the, the Government’s fiscal arrangements. And then
they’ve got to start finding more revenue from somewhere. That means of course
either higher taxes or cutting costs. Most of us I’m sure will favour the latter. And I
think we have to see that. Because until they do that, we won’t have the economic
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framework within which business can do its stuff, of earning real money for the
country. There will be businesses that will go on earning lots of money, there’s,
we’re talking here of, not 100 per cent of the economy, we’re talking of, whatever it
is, ninety per cent of the economy. It’s ninety to 110 that matters. There will still be
large companies that will continue to trade successfully even in poor times. But what
we need is conditions wherein new businesses, new enterprises, new inventions, can
be fostered. And I think they will be fostered if we can get to a position where the
banks are more confident and the, and can know that there is a future level of
economic activity into which they can feed. But I think the first thing is to sort out the
governmental fiscal position. That will take time, but of course the economy will take
huge encouragement if they see signs of it being sorted out. Markets anticipate. They
don’t all follow.

[pause – adjusting microphone]

[1:03:37]
And how do you think Gordon Brown has handled things?

Well I think he was a terribly bad Chancellor. I think, apart from giving the Bank of
England power over monetary policy, he then turned out to be a, a poor Chancellor of
the Exchequer. He spent too much, borrowed too much, fiddled around with the tax
system and made it much too complicated. And has left a legacy that his successors
will spend some years unwinding. As Prime Minister, I have no insight into his
character or anything, but, I think during this crisis he did rather well. I think that
taking the decision to flood the market with government money was the right
decision; not easy, had to be done.

[1:04:35]
And what about the recent thing of selling off the Tote et cetera et cetera?

Well that has to be. I mean, if you want to know what has to be done at a government
level, firstly they must sell any assets that government shouldn’t have owned in the
first place, including the Post Office – Royal Mail, sorry. They should certainly sell
all that. They should unwind any government position in productive or service
© The British Library Board

http://sounds.bl.uk

Sir Nicholas Goodison Page 591
C409/133 Part 46

industry. The Government shouldn’t be in those things. They should cut government
costs, which are enormous, far too high, there are far too many civil servants. Again
under Gordon Brown’s Chancellorship the number of civil servants has increased
enormously. Government expenditure has been raised enormously; that has to go
down. And they should do anything they can to de-complicate the tax system, and
they should get the Government out of a lot of stupid and fussy over-regulation.

[1:05:44]
How did Bush do?

Bush? Well I don’t know much about Mr Bush. Do you mean Bush junior, or Bush
senior? Bush...

Bush junior, at the beginning of the crisis.

Bush junior. Well he, he has presided over a period when, again the American
economy was exuberant, but we’ve covered that already. Action should have been
taken earlier to restrain the growth of asset prices. But I don’t think Bush junior was
anything of an economist, I don’t think he frankly understood that. And anyway he’s
got, he’s got a Federal Reserve who are, have the delegated powers. So I don’t think
I’ve more to say about that. Unless you want to get into wars, but...

[1:06:31]
What about Greenspan’s reputation now?

Well Greenspan’s reputation I think has been dented a bit. I think, for many years he
was regarded as the great guru at the head of the most important Federal Reserve,
central bank in the world. But I, as I said earlier, I think he pursued a cheap money
policy for too long. And he himself said there was irrational exuberance long before
he did anything about it, in fact, even after he had made that remark, he went on with
cheap money policies. So I, I think he is a bit dented.

And Bernanke?
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I’ve often wondered actually whether some of the problem was that no one could hear
what he was saying, because I remember sitting in meetings with him at IMF dates in
Washington and I couldn’t hear a word. Because he mumbles everything. It’s a...
And even the microphone didn’t help. But maybe I’m wrong.

What’s he like as a character, do you know?

I don’t know him, no.

[1:07:30]
Mm. And Bernanke?

I don’t know Bernanke at all, but...

No, but in terms of the way...

Oh well, yes. Well, well poor chap, he’s got the problem, to inherit that problem
wasn’t easy. But, as I understand it, one of Bernanke’s great strengths is, his
academic studies of the earlier crashes, and so he does know something about crashes.
But, he’s done the right thing broadly, which is to feed money into the system to try
and keep it going.

[1:07:57]
And how surprised were you that Lehman Brothers was let go?

Was let go? Well I, I find that difficult to answer, because I, I’m not in possession of
the full facts. And, I can understand why they let it go, because faced with this truly
appalling financial instability that they had at that time, here was a business that was
clearly worthless in immediate terms. And I don’t think they really understood the
complications of letting it go. [pause] What I can’t answer I’m afraid is whether in
their position I would have done the same. Because, I don’t think I understand the
complications, but clearly they were very far-reaching, and Lehman’s outstanding
contracts on all its dealings, and I’ve already mentioned it was seventy times geared,
were so complex that I doubt if anybody could understand them on the evening they
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had to take the decision. So I don’t know the answer to your question. There are
plenty of people arguing with hindsight that Lehman’s should have been propped up,
but it would mean another enormous investment on behalf of the US Government,
which might have been politically very difficult, into an unknown depth, a sink with
no, no perceivable bottom. I mean I’m reminded there of the Barings collapse, that, at
least in the Barings collapse we could identify the nature of the bottom. We couldn’t
see the bottom, but at least it was an identifiable area of activity that had caused the
problem. In the case of Lehman, you couldn’t conceivably do that in the forty-eight
hours you might have available, because the outstanding contracts were, were so
incredibly complicated.

How shocked were you about Lehman?

Well I was very shocked, because here was one of the leading Wall Street operators,
gone. And it’s not something that you are used to. And clearly it was going to have
big ramifications, but, I certainly didn’t understand the degree of the ramifications,
because I didn’t know the details.

And given that markets are very often...

You have to think back to that time, because, it cast into doubt the stability of almost
any financial institution. And that’s the shock. I can’t think of a parallel. Barings
wasn’t a parallel, because Barings was a small operator in the overall financial
markets. This is a big operator. And, when something of that size goes like that, you
immediately begin to think, well what about Citigroup, what about all the other
leading institutions? And that’s exactly what markets were thinking. And hence the
almost total collapse of confidence at that time. They stopped lending to each other.
A bank would not lend to another bank for three months. Well the nearest parallel to
that that I can remember is 1974, when banks were declining to lend to other banks,
but it was a very short-term problem, and it was solved as soon as the then Labour
Government un-froze commercial rents in January ’75. There’s no parallel to that
today. This wasn’t one political problem, it was a problem of the stability of the
entire financial system. So I think Lehman’s was a really big shock, and it
undermined confidence to a level that historians will be writing about for years.
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[1:12:16]
And given that you presided during years of prosperity, how much has this been...
What have you really felt over the last couple of years? What’s it been like for you?

Well it... Quite a number of things really. On the micro level, I’ve been very
depressed of course at the level of management, the competence of management, and
the failure of a number of institutions to see the nature of the risks that they were
running and take action to do something about it. And that’s rather a broad criticism
and, but I do think it’s a valid criticism in the case of a number of institutions. [pause]
The actual asset bubble, I certainly saw the dangers in the asset bubble, but, I then ask
myself, what would I have done about it? Would I have actually liquidated lots of
assets and gone into cash? And I, I don’t know the answer to that question. I’d like to
think I would have done. But I can’t say my personal record’s very good on that, and,
I can understand why a lot of people didn’t go back to the Citigroup saying, as long as
the music’s playing, we dance, and... But I think I would have said, had I still been in
management, I don’t like this, I want to reduce the nature of some of our risks, the
size of some of our risks. I think I would. Because, I did insist on having proper risk
analysis being brought to the board of the risk, and what’s the point of doing that if
you don’t take action when you think it’s getting dangerous? But then, TSB was a
very cautious bank, it didn’t like taking inordinate risks, and that’s the culture that I
come from. And I think, yes, a very different thing dealing with risk on a corporate
basis from dealing with risk on a personal basis. A corporate basis, you have
shareholders; [on a] personal basis, you are only answerable to yourself. In the first
case, you’ve got to think three times over before you incur certain risks. But I’ve
certainly been astounded by the depth of the crisis, and the fragility of the world
financial system. I think that took everybody by surprise. It certainly took me by
surprise. And thirdly, I was astounded by the apparently inadequate actions of some
of the regulators. Because they must have known the nature of the risks being taken
on by a number of financial institutions, and don’t appear to have done much about it.
So those are my three responses.

[1:15:50]
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Could we just talk about what happened to Lloyds? How would you imagine that they
came to be landed with these problems?

Well I, I don’t know the facts, so I have to guess. My guess is that, they, this is the
Lloyds banking group, sorry, the Lloyds TSB board, will have identified the Halifax
as a potential target, but on the grounds that it had a very strong mortgage book, one
of the, yes I think it was the biggest mortgage provider in the country actually, to
personal mortgages. Now I guess that, because in my day we did identify Abbey
National as a potential target, which would have given us a very strong position in the
markets for personal deposits and personal loans, and mortgages. But we were not
allowed to go any further with that because of Office of Fair Trading/Competition
Commission concerns on the resulting size of what was then Lloyds TSB’s book. We
would have had something like twenty-five per cent of the market in deposits, and a
bit more in mortgages, which was considered unacceptable by the competition
authorities. So my guess is that the board, since Abbey National was then taken over
by Santander, identified Halifax as a potential target if they could work their way
through the Competition Commission’s concerns by selling off bits and pieces in the
group to try and reduce the level below their concern, which is roughly the twentyfive per cent level of deposits and mortgages. They did a lot of work on that, and they
would have identified it as a good fit with the business. Then, the crash comes. And
then, nobody thinks any bank is stable, they’re all unstable, they’re in deep trouble.
The Government is worried sick about having to rescue yet another bank. I don’t
know when it was that Victor Blank met Gordon Brown. It’s like a game of
consequences isn’t it. Anyway, Victor Blank met Gordon Brown, and no doubt he
said to him, ‘What do you think about Halifax?’ And the Prime Minister would have
leapt at the thought that another bank might take on Halifax, because, the Government
will be thinking, help. If something isn’t done about Halifax, the Government’s going
to have to do it, and it’s going to have to take it over, because, it’s in deep trouble.
And so the Prime Minister will have said to Victor Blank, ‘There is a problem, but I’ll
try and fix that, and you can go ahead.’ And, at that point, I have no idea what
happened but, clearly the possible, the impossible became possible, and the board of
Lloyds said yes, which of course was disastrous, because they hadn’t done proper due
diligence, which they admitted later. And although they will have had some idea of
the state of the commercial property book, largely within the Bank of Scotland which
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Halifax merged with, they clearly didn’t know the full extent of it, and hadn’t been
able to do the due diligence to discover it. So in my view, to answer your next
question, they shouldn’t have done the merger without doing proper due diligence.
Now I don’t know what, what Victor Blank said to the Prime Minister, but, I’m pretty
clear what I would have said in his position, and I’d have said, ‘I am happy to take
this on providing you underwrite the risks on the Halifax Bank of Scotland book,
because I don’t know what they are. I think I can build a good business out of this,
but I’m not prepared to incur unknown risks in the next forty-eight hours,’ or
whatever the timing was. [pause] So I’m afraid I think the board of Lloyds Bank
was, was careless, and I think it should have insisted on doing the due diligence that
would have unearthed the full horrors of the property books.

[1:20:55]
But isn’t this fantastically basic?

Yes.

Well, I can’t grasp how it can have happened.

No, nor can I.

[laughs] OK.

[laughs] Not much more to say really.

I mean it’s sort of inconceivable.

Yes. Well I have to agree. I’m not pleased. It seems to me an extraordinary incident.
And... But I, you know, I do insist that I don’t know the details, and whatever I’ve
just reconstructed may not have been the, been the truth. I just don’t know.

And I suppose...
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And I don’t even know what the Lloyds TSB board did know about the Halifax Bank
of Scotland book. I’ve no idea.

I suppose I had imagined that they had been forced in some way by the Government to
do...

Well that’s been said in the press, but I doubt if that’s totally, I doubt if that’s true.

Mm. So what does it feel like...

I mean, I don’t think, if you’re running a bank and a government comes along to you
and says, ‘I beg you to take on this other bank; it’s got a few problems, but I will
waive the competition requirements,’ I don’t think that’s conceivable. Much more
likely that, that Lloyds TSB was already conditioned to the idea of taking it on, which
is why I’m guessing that they’d done strategic studies and they thought it was a good
idea, and then, this opportunity arises and they grab it. But you know, if you’re going
to grab an opportunity, you ought to know it’s not covered in prickles before you put
your hand up.

And what’s it like for you emotionally, having built the bank up, to see it wrecked?

Well I’m, I’m deeply disturbed by it, because I regard TSB-Lloyds merger as a really
good deal, it was a wonderful deal. And, we knew each other well, we knew each
other’s businesses, and it was a wonderful fit. And, the businesses were run on deeply
conservative lines, and, you know, we got the price of TSB shares up from 100 pence
when I joined it to over 500 pence when we did the merger. And it went higher after
that on recognition of the strength of that merged undertaking. And it’s all been
wrecked, as you say. The price has come down to below the price when I joined TSB.
So it’s twenty years for nothing in, in shareholder terms. And now they’ve got a
headache in sorting out the rest of this appalling Bank of Scotland book. Bank of
Scotland undertook risks the like of which you can’t believe, and, Lloyds has got to
sort it out. Now, I’ve no doubt that within three to four years there will be a very
strong retail bank called the Lloyds Banking Group, but it’s not in my view going to
get back to the levels that it achieved in the past, in, in shareholder terms. And
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they’ve got a very hard, hard road to undertake before they get there, because there
are more losses that they’ve got to, to stem. But we are talking a few days before
they’re expected to make an announcement about more capital raising, and then we
might have a clearer idea of the, of what they think the future is. Anyway I’m
appalled.

[1:24:48]
And given that the Royal Bank of Scotland also is disastrous, what’s the future for
Scotland?

Well I think, [laughs] it’s been a rather sharp reversal hasn’t it, from the, the strength
of the Scottish economy with its two great banks, into a, into seeing that the two great
Scottish banks weren’t great Scottish banks at all I’m afraid, they were poorly run
institutions, over-extended, and in deep trouble. And I think that is a real knock for
the Scottish economy, which I greatly regret, I think it’s very sad. I talked to Willie
Purves the other day, and, met him on the street, and we talked about it. He said, as a
Scot he was really boiling about it, he was so depressed that this could ever happen to
his country. Hongkong and Shanghai is of course a half-Scottish bank, so, it’s always
been run by Scots, and that’s a shining example of a bank that’s got its risks under
control.

Who is Willie Purves?

He was the Chairman of the Hongkong Shanghai Bank for many years.

[1:26:05]
Mm. And what about Barclays and the way it’s approached everything?

Well Barclays has fended off any government involvement, successfully. I worry a
bit about Barclays’ business model, and I think it’s going, its ambition is to become a
second Goldman Sachs, or even a first Goldman Sachs, and I distrust that ambition,
it’s not something I would feel comfortable with. So, there is a very good example of
a bank that’s going to need a fascinating regulatory model.
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[1:26:37]
I read an article yesterday by a Goldman Sachs person saying, one of the reasons for
their success was that they had hired people very individually and very carefully and
not in great blocks of takeovers.

Yes.

How much is that truthful, and why...?

Well they’ve been very successful in exploiting markets over many years, and that has
to be due to the talent they’ve hired. Recently of course it’s been due to cheap money,
hence the rows about bonuses and so on, because all banks are feasting on cheap
money at the moment. And, those wizards who everybody admired a few years ago
were shown not to be wizards and now they’re admired as wizards again for making
money. But a lot of their money-making is on the back of cheap money. That’s more
or less where we came in this morning, that, the fundamental cause of everything was
cheap money. And banks can make money when there’s cheap money.

So what about bonuses, what should be done about bonuses?

Well I certainly don’t think government should interfere in, in remuneration policy in
banks, but there is clearly a case for, for being somewhat vociferous about banks
paying enormous remuneration when they have relied on government money to
survive. And once they’ve paid back all that government money, I, I can’t see any
case whatever for government interference in remuneration policy. You either try and
operate free markets across the globe or you don’t.

[1:28:20]
How has Canada managed to do so well?

Conservative banking, and, natural resources. Fairly conservative fiscal policy
enacted by the Government. Norway has done quite well too. Natural resources,
conservative policies. And the Far East of course has done well in many countries
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because of, you know, young economies growing fast. I worry about our Government
position, because we have simply not pursued responsible fiscal policies.

And it’s very difficult to put them back.

Well, politicians are not inclined to put them back. Voters don’t like higher taxes,
unions don’t like reductions of workforces; politicians want to get elected, and reelected. They find it very difficult to control government expenditure.

[1:29:25]
And just a slightly weird question, because the world has changed so much. What did
you feel about what Brown did about non-doms?

Well I’ve almost forgotten what he did do. And I, I didn’t approve at the time. I’m
just trying to remember why I didn’t approve at the time. I think the... I think, was it
the amount? It’s £50,000 isn’t it?

Or thirty maybe, I can’t remember.

Or is it thirty? It’s a sort of tax to stay in this country. It’s interesting there’s not been
a lot of fuss about it recently, but I do know a number of people left London as a
result of it. I don’t know how many, but I know three, which is quite a large number,
considering I’m no longer in the, in the swim. But not perhaps sufficiently enough to
say it was a bad policy. So what do I think? Well I do think people should pay some
tax in a country they’re living in. It doesn’t seem to me to be right if you’re
benefiting from living in that country and receiving the services and so on, that you
shouldn’t contribute to its total wellbeing. So, I think my worry at the time was the
amount. Because, I don’t want non-doms to leave London, I want them to stay here,
to benefit London. And getting to the right amount is a very difficult calculation, and
I’ve no idea if the Treasury got it right or not.

Mm.
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I suppose the fact that a number have left might mean they pitched the limit too high.
So I don’t know, but I don’t disagree with the fundamental policy of asking people to
contribute.

Mm. And how distressed have you been over the last couple of years with this going
on?

How stressed have I been?

Yes.

[laughs] Well I’ve, a major stress for me was the collapse in the price of Lloyds TSB
shares, to be perfectly frank. But not any longer being in the business, I’ve not
suffered any stress whatever from the business situation, or indeed the political
situation, much as one would like to see it improve. But I’m not a naturally stressed
person.

I actually said distressed.

Oh distressed. Well I’m very distressed indeed about Lloyds TSB. And distressed,
thinking ahead to the implications for unemployment, because, look at the world
today, look at Britain today, you are now seeing the re-emergence of financial profit
in some sectors of the economy, and depression in other parts of the economy, and
that is, that’s socially unstable, and deeply unhappy for those people whose jobs are at
risk. And there will be lots of those. Now one can play the blame game on that but,
my version of the blame game would be that governments have not behaved fiscally
responsibly over the last fifteen years or so, and, I think if you don’t behave fiscally
responsibly, you will get economic trouble. I don’t blame the depression in quite a lot
of parts of the country entirely on the banks, I don’t think you can do that. Some
people love to do it, but I think you must find other possible causes as well and deal
with them.

[1:33:25]
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What about the degree to which America and Britain will lose political status because
of their economies in terms of major things we have to face, like climate change and
one or two other million things?

Well you won’t knock America off its pedestal for a long time, it’s still the most
powerful economy in the world. And one of the reasons for that is that it doesn’t
export very much, it’s a relatively domestic economy. Huge population, huge desire
to get on, open to innovation, very free economy. I think it will continue to be a very
strong economy. The only difficulty is that it depends so much on China and others to
finance its government debt. So America will run into bigger problems if the Chinese
find another way of investing their huge surpluses. Britain I think’s in much deeper
trouble, because, we do depend to quite a large extent on exports. North Sea oil is
running out. So I think the Government’s got a much more difficult problem in
Britain than in America, trying to get its fiscal balances right. Though I come back to
what I’ve said many times, that you must deregulate, you must get more competition
into the economy, you must get a less complicated tax system, you must allow
incentive to work, and you must reduce the dead hand of the State. I hope those
things will be done. I don’t see Mr Brown doing them.

Who do you think might?

Well, I mean clearly, the pundits are saying the Conservatives are going to win the
next Election. I hope to God if they do, they do all these things quickly, because it is,
it is the nature of their beliefs to do all these things, and I hope they don’t, you know,
I hope they don’t fluff it. I don’t see Mr Brown doing it; it’s possible that another
Labour leader might do some of it.

Who do you think are the key economic thinkers now?

[laughs] That’s a very interesting question. I may not even know their names, they
may be lurking somewhere, in think-tanks or the Treasury. I don’t think I know.
There are one or two people I rather admire, like George Magnus in UBS, and
commentators like that. But they’re not in Government. Do you know, I really don’t
know who the Treasury relies on at the moment. [laughs]
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[The section between 01:36:30 – 01:45:40 is closed until June 2033]
[1:45:40]
And anything to be said on Madoff or whatever he’s called?

Well he’s a crook. What else is there to say? Well actually, there is something else to
say. Why on earth didn’t the regulators find him out earlier? He himself has said
that.

Well and also they visited him didn’t they.

It passes belief.

Mm.

Passes belief. I have to come back to what I’ve said about supervision. Regulation is
useless without supervision.

[1:46:05]
And just to end on a note that’s not all about this. What was the last piece of
craftsmanship or art that you bought, and what was it?

Well the recent excitement was the installation by Edmund de Waal at the Victoria
and Albert Museum in the ceramics galleries, which is a huge round piece of
aluminium painted bright red in the dome, straight above you as you go into the V&A,
which you see through a, a peephole. And he has lined that with over 400 ceramic
pieces in celadon. And we actually kicked it off, we gave the V&A the first bit of
money to enable them to commission it. So that was very exciting.

Actually, can I...

I wasn’t going to cut that back.

[1:46:56]
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Good. Can I actually ask you one more thing that’s occurred to me as you were
speaking, which is, what are your thoughts about Charles Saumarez Smith leaving the
National Gallery, and his successor?

Well I, I guess it was a good career change for him. He certainly thought so. He had
one more career change in him at the age he was. I suppose deep down he may have
felt he never quite fitted in the National Gallery with his background not being in
painting, and, I think he had some difficulties with some of his curatorial staff and,
and his chairman, if reports are anything to go by. I’ve not quizzed him on that. But I
have asked him about the change, and he’s delighted. He’s got a few problems at the
Royal Academy, but I think he can solve them.

Any experience yourself of the National Gallery chairman?

Well it’s difficult to comment Cathy, because I was never a trustee, so I’ve only seen
them from the outside. So I only have to go on reports in the newspapers or in gossip,
and, I, I don’t know how engaged Peter Scott was. He’s a man of great integrity. I
didn’t get the impression on visits abroad with the Beaumont Group that he was
engaged in a public manner, but he was engaged privately. I think Mark Getty’s
probably very good news, because he’s got the good background in the arts. But it’s
so difficult for me to comment, and I have not had direct experience of working with
them.

And, we never talked about you being part of the Beaumont Group, and I didn’t know
till this minute that you were.

Can you turn it off a second, so...

Yes.

[pause in recording]

.....nothing there that matters.
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[1:48:55]
I was just asking you about the Beaumont Group.

What were you asking me?

How you came to be a member and what it means to be a member.

Well the Beaumont Group is a group of supporters who pay so much a year to the
National Gallery to be members. It’s a patron support group. And, when it was
started under Neil MacGregor, I can’t recall whether it was straight away for a year
later we became life members. All museums now are forming these patrons groups,
and, you know, they clearly all deserve support, but you can’t support them all. And,
the Beaumont Group is I think a, it’s rather large, so much the better for the National
Gallery because, they pay an annual fee. And it goes off on visits to places abroad
once a year. We haven’t done many of those. We went to Madrid with them once
and we went to Munich. They were both great visits, because the curators come too
and you can learn more about the pictures you are looking at. But the group is a little
too large to travel with, you really need a smaller group to be truly effective. But the
principle of the group is very good, it’s supporting the National Gallery financially
and getting involved with the gallery and with the pictures.

And when you went to Munich, who was leading that?

Oh I think... I think Charles was there. Yes, and Peter Scott, they were both there.
But, leading is not the right concept on those occasions, because you, what you are
doing is listening to particular curators. There’s no leader in that sense.

Did you have a sense of how Charles did at that?

Well I think... Did at what? Did at... I mean he wasn’t leading. He was there. And,
if you are there as director, you circulate among people, which he did. He did actually
conduct people round some churches, which we didn’t go on. He conducted a group
round the churches, now you raise it. But I think they both melded well with the
group. My only criticism was that nobody thanked the resident director who had gone
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to such trouble and even turned up on a Sunday to come and welcome us to the castle
outside Munich, and nobody stood up and thanked him. And I thought it was not
good enough. But that’s the only criticism I have.

Anything to say on Nick Penny?

Well Nick’s an outstanding scholar. He has the respect of all the curators as far as I
know in the National Gallery. I think Nick’s test will be whether he is a good
administrator or whether he has got the administration under him that will do what he
needs to, to strengthen his role. But he’s greatly respected, and, I’m very pleased he’s
got the job.

[1:52:26]
And actually, one more question occurs to me, which is, I was interviewing a sculptor
on Friday who said that Rodin had originally wanted The Burghers of Calais to be on
the ground and not on a plinth.

No he wanted them sixteen feet high. Why do we suddenly talk about Rodin?

Because it suddenly came into my head actually.

Yes. You will find all about it in the book that was published at the NACF’s
centenary exhibition.

And so there was no question of it being on the ground in London?

Well Rodin, I’ve got to tax my memory here. He first wanted it in a completely
different place. I think it was in front of the Wallace Collection in Manchester
Square. We can check that. Then, he wanted, when that was turned down, he wanted
it outside the Parliamentary entrance, the other end of the, of Westminster Palace.
And he finally agreed to the then new gardens that were being constructed at the east
end of the Palace and now known as Victoria Gardens, and he agreed to it being there.
But he wanted it on a sixteen-foot high plinth. And if you look at early photographs,
it was indeed on a high plinth, quite close to Westminster, to Victoria Tower, and the
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complaint then was that people on the ground couldn’t see the lower parts of the
figures, which indeed was true. So at some point, I think sometime in the Thirties, I
forget when, I think the high plinth was taken away, the sculpture was moved to a
more central position in the gardens, more or less where it is now, and only the top bit
of the plinth was kept, which raised them about two foot six off the ground which of
course was far too low, because that meant children clambered all over it and vandals
came along and cut their fingernails into the wax that the Parliamentary committee put
onto it. So what we did was, remake the plinth using the same general shape of what
was there and raise it again to a height where you can see everything very clearly.
And, oh it’s just wonderful. And, I adore going by it and seeing them as they more or
less were meant to be seen.

[1:55:13]
And last question, because you didn’t actually quite answer me, because you told me
about the wonderful gift to the V&A. What was the last piece of craft or artwork you
actually bought yourself?

Oh. Good heavens. I’d have to think about that. [pause] Well, [laughs] what a bad
memory I’ve got. The last piece of craft we acquired was a small gift from Edmund
de Waal to commemorate what we did for him at the V&A, so that’s the last acquired
piece. You said acquired didn’t you? You didn’t say buy, did you?

I think I amend it buy.

You amended it, to what?

I amend it to buy.

You now want to have buy? Well that’s, it has to be for the Fitzwilliam, because we
haven’t actually bought much for ourselves.

I’m meaning for yourself.

You mean for ourselves, so I can’t go on wriggling?
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No.

I’ve got to stop wriggling and actually identify something. Well it was some time ago
now. And I’m racking my brains which was the last as opposed to one of the last.
But it may well be, it may well be a glass vase by Clare Henshaw, who went to
Sweden and studied techniques of, of cast glass, and has come back with a completely
different style, and she makes wonderful tall, quite complicated vases, simple in
shape, simple in colour, but then, inside the glass she gets a cross texture, extremely
un-figurative and very beautiful. So it’s probably her. [pause] For the Fitzwilliam,
we’ve gone into a few bits of, of contemporary, non-precious metal jewellery, which
is a new, a new area of activity. And so the first gifts were a wonderful bracelet by
David Poston who specialises in laser welding tin, so he’ll take a Coca-Cola tin or a
Golden Syrup tin and strip it down and turn it into a bracelet and the edges will be
laser-welded, which is an incredibly fine technique. So it’s a real eye-catcher, the one
we’ve given to the Fitzwilliam. And then in the last Collect exhibition we bought
them two pieces of glass by David Reekie, and a quite extraordinary ring and pair of
earrings by Nora Fok who works in knitted nylon, so, the ring is astonishing. You
don’t think it is a ring, it’s a great bush of nylon thread, all done by careful knotting
long filaments. And the ring is invisible, and when you put it on though, this bush of
nylon thread blossoms all over your hand. It’s a wonderful thing.

Did you wear it often?

I did, I tried it out. And then a pair of earrings that she made out of knitted nylon
which are two cherries that you can see through, and inside the cherries there are two
pips of course. Very intricate work, admirable.

And any...

But there’s so much interesting non-precious metal jewellery being made at present
that it seemed to be an area that we should try and build up. There’s some very good
precious metal being made as well.
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And any music being commissioned?

Well the last one we did - did we talk about the Huw Watkins quartet which was
performed round about the last time we spoke I think? That was in 2007. And Huw
Watkins wrote our fourth quartet, and he based it on a Dylan Thomas poem which he
included in the quartet twice with a long quartet piece in between the two renderings.
And that was performed in the Wigmore Hall in 2007. And the real delight about that
was, firstly it was a very fine piece of music, and I’m sure it will be re-performed. It’s
already been re-performed twice, once at Prussia Cove and once at the Presteigne
Festival, but I’m sure it will get into the repertory. And second that, it turned out
quite by chance really, not planned, to be a King’s College evening, because, I was at
King’s and commissioned it, Huw was at King’s and wrote it, and Mark Padmore
sang it. So that was a, a very nostalgic evening as well as an evening looking to the
future. And then, the fifth quartet, we have reverted and we have asked Peter
Maxwell Davies to write it, so Max is working away on it, and that will be performed
in April next year. And, that’s very exciting too, because, first he’s a, he’s a really
good composer, and second, he, when I said to him, ‘You’ve finished the Naxos
Quartets,’ there were ten Naxos Quartets, ‘are you ready to write another one?’ And,
he said yes. And, I said the tenth quartet was really very good, but it seemed a bit
unresolved at the end, and he said, ‘Yes, that’s deliberate, because I want to start my
next quartet referencing that end of the tenth Naxos.’ I said, ‘Would that be ours?’
And he said, ‘Yes.’ So, I’m very much hoping that the beginning of the quartet he
writes for us will reference back to the tenth Naxos Quartet. We’ll see. It will be for
tenor and string quartet, and he has chosen the performers, and it will be a great day.
Put it in your diary.

Anything you’d like to add?

I don’t think, no, I think you have quizzed me quite hard and fast haven’t you.

[End of Part]

[End of Interview]
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