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It isn't a trend, 
and it isn't a trick.
Its just tw o of God's children.
Looking and sounding much as they did. 
When they were born.
Only a little older.
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In this edition o f Unit we decided to explore the theme o f environment. We have drawn together a 

collection o f artic les and interviews which represent differing reactions to environment, and which 

illustrate the w ays in which the various people have attempted to come to terms with it. In a ll cases  

the individuals concerned have made some sort o f ana lysis  o f their surroundings, in order to reflect or 

change them, or both.

We have not attempted to make judgements — our role in producing this m agazine has been to 

discover, through the medium o f other peop le ’ s  experiences, what the word * environment’ can mean.

We have become aware o f c lo se  interrelations between personal and public  aspects o f environment, of 

the confluence which is  taking p lace  in the areas o f art, architecture, sociology, psychology and other 

fields.

The cover w as designed for us by Mike Cain, an artist who is  at the moment working at the 

Stoke-on-Trent C o llege  o f Art as  a Technical Assistant.
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m um m y ,0 s  O f .

In September 1955 a tube of 
Gibbs SR toothpaste in a block of 
ice  (melting furiously under the arc 
lamps) appeared on fifteen million 
te le v is ion  screens. Since then 
about 50,000 T V  commercials have 

bounced into our homes peering 
into our mouths, under our armpits, 
along our alimentary canals, leering 
at our scaly scalp, sluggish bowels, 
saggy breasts and tired blood. L ike 
it or not they have become an integ

ral part of the ring-a-ding swinging 
scene of today.

It takes about a day actually 
to film a 30 second commercial; it 

cost s — in time, talent, ideas, 
actors, writers, composers, music
ians, singers, artists, cameramen, 
prop-builders, hairdressers, agents, 

technicians etc. — about £2,000 or 
£3 for each frame o f film (about
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by Daniel Wiles

twice as much, second for second, 
as a top feature film, and that 
doesn’ t include the cost o f showing 
them on T V  at up to £6,000 per 
minute). Hundreds of people spend 
their time figuring out ways to 
prevent you from making the tea 
or going to the loo during their 

microscopic masterpieces o f sa les 
manship.

T e lev is ion  commercial prod

uction is nowadays big business 
and one of the leading producers is 
Ewart and Company (Studio) Ltd. 
The driving force behind this organ
isation is dynamic Keith Ewart, who 
f l ie s  his own plane and plays the 
clarinet for relaxation, and who last 
year moved from a small studio in 
Chelsea  to his new studio in Wands

worth -  “  Cost? We stopped count 
ing at £6000,000” . The studio 
includes cutting rooms and dubbing 

theatres provided with the best 
equipment that modern technology 
makes possible, and the design and 
decor is  unique. Modern paintings 
hang in the passages and each 

visitor is provided with Japanese 
slippers “  because we want our 
studio floors to stay the leve l- 
lest in the world” . Ewart and his 
employees all wear a ‘ uniform’ of 
slacks and sweater, although he 
has a reputation for independence 
and fiery unpredictability.

“ I ’ ve been making commer
cia ls  since 1954. When televis ion 
commercials were threatened I 
gave up s til l  photography and



started an experimental workshop 

for commercials, so I ’ d made about 
200 before Independent Te lev is ion  

started. In the early days there 
were more ideas and better ideas, 
but unfortunately they were irrel
evant. Now commercials normally 

contain some relevance nut no 
ideas. I don’ t think the plain- 
spoken hard-sell commercial w ill  
ever die. You get, say, the Arch
bishop of Canterbury to give a 
sincere endorsement for a product, 
and that w ill  always be e ffec t ive . 
But i t ’ s difficult to get people who 
are trusted and this is  the reason 
why Arthur Godfrey in America 
makes more money than the P res 
ident, because he ’ s a really 
believable  fe llow.

There are two types of 
advertising, informational and 
‘ puff ’ . Millions o f pounds a year 

are wasted on useless puff. I ’m 
in the business o f communication, 

and puff isn ’ t communication. You 
get people prancing through the 
woods in slow motion and riding 
horses into the sunlight for a dozen 
different shampoos, and I can ’ t 
remember one o f them. Th is  tech
nique is a sort o f crutch — ‘ as we 
have nothing to say le t ’ s show a 
beautiful scene ’ . As  soon as there 
is  a generation of excellent writers, 
people who can really communicate 
in a concise and intersting way, 
those commercials w ill  be out of 
the window fast. The only reason 
for their ex istence is  that nobody 
can think of an idea. I f  one asks 

the advertising agencies about them 

they say they ’ re increasing peop le ’ s 
‘ brand awareness’ of the product, 
but I think there’ s a long step be
tween knowing a product exists  and 
actually going and buying it intent
ionally.

I think T V  commercials are a 
writer’ s medium. We have then to 

communicate visually as best we 
can. Peop le want to know, quite 
simply,- what benefits w il l  accrue to 
them i f  they spend their money on a 
particular product, and I don’ t think 
there’ s any substitute for that. There 
are plenty o f  commercials that I and 

others have made, and they ’ re the 
ones that win the prizes which 
communicate very l itt le  and just 

create a nice rosy atmosphere; 
they say nothing at all and I think 

they are probably pretty valueless . 
Commercials which show cars

whizzing along the beach driven 
by a v ir i le  young man with his sexy 
girl don’ t persuade me to buy 
National Benzole  petrol. I f  they 
'want people to change they must 
provide something different, such 
as better serv ice at their stations. 
I f  the petrol manufacturers can’ t 

improve their product then they 
should stop advertising. There 
are sopietimes very good reasons 
why firms shouldn’ t advertise.

Ask the tobacco companies how 
much they’ ve lost by not advert

ising on T V -  they’ re crying all 
the way to the bank! But when 

you get two giants who won’t co
operate in this way like Procter 
&  Gamble and Leve r  Brothers, 

then they have to keep advert
ising or bust, but they must 
couple this with constant product 
improvement to back up the 

advertising.

I think a Freudian analysis 
of T V  advertisements is often 
mistaken. It may be that in harness
ing our basic sexual urges advert

ising can score a point, but take 
for example that extraordinary 
Regent petrol shot of a gigantic 
petrol pump penis being put into 
the car’ s petrol tank orifice. That 

never g ives  me any urges, but I 
can see what they’ re getting at 

and I think i t ’ s a bit s i l ly .  You

can’ t manipulate the public further 
than i t ’ s prepared to go. In the 
fie ld  of the pop music of my gener
ation the ones who have lasted,
Frank Sinatra, E lla  F itzgerald, 
have been the best — the public 
knows what it wants. Admittedly 
there may be manipulation at first, 
a group may get a record in the 
charts by sheer pluggery and so on, 

but that won’ t work in the long run.
The public isn ’ t as stupid as it 
looks. I f  a woman thinks a product’ s 
going to wash her clothes and they 
come out all stained it won’ t last 
for f ive  minutes. Undoubtedly a house

wife may buy a product for the first 

time because she’ s seen it on te le 
vision (I be l ieve  advertising works) 

but a product which is not up to 
standard could have an initial sale 
of 50 million due to advertising and 
then go out o f business; people 
wont’ t go on buying a lousy product.

Commercials, like all design, 

can influence peop le ’ s taste for the 
better. Sooner or later the ideas sink 
in and the housewives,think ‘ Why 
not have a potted plant in my kitch
en?’ , to this extent they do make 

society  more aware.
Advertis ing is not the driving 

force behind our aquisitive society 
but i t ’ s an essentia l part of a 
materialistic society. I think i t ’ s 
absolutely sick, but nobody’ s found
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a substitute. Mao might do it but I 
doubt that he ’ l l  l ive  long enough; 
humanity is  so unpleasant that it 
won’ t allow it. It hasn’ t even happ
ened in Russia unfortunately. The 
system is sick, .but i t ’ s easier to 

blame advertising or whatever than 
to say that humanity is sick, which 
is  the truth. Advertising stimulates 
a demand for material goods, but 
this is an essential part o f  mass, 

production in a materialistic society 
Without advertising the standard of 
l iv ing (in terms of this society ) 
would go down, but I ’m will ing to 
jo in you in attacking this society  
whenever you like.

Some people object to the 
use o f children in commercials,

equating it with sending them up 
chimneys or down coal mines, but 
my children have been in commer
c ia ls  and they thoroughly enjoyed 
it. I f  the children aren’ t enjoying 
the day then they aren’ t much good 

because they don’ t look nice and 
they won’ t se l l  the product. I f  the 
parents are pushing their children 
for money then i t ’ s the parents 

who are to blame, not us.
My Fairy L iquid commercials 

have been running for a very long 
time, and the manufacturer and the 
agency o f this product are certainly 
aware o f  the fact that their advert
ising should be subject to change; 
but it would be irresponsible o f 
them to change without proving

that what they’ re putting in i t ’ s 
place is  going to do a better job 

than before (revolutionary students 
please note). Th is  product is  the 
leader in its f ie ld  and they haven’ t 
yet found anything that w il l  do 
better as an advertising campaign 

than this one. Women might easily  
buy this product because they like 
the commercials (although I think 
on the whole they must be tired of 
them) but in the last analysis the 
reason why Fairy Liquid is the 

brand leader is because i t ’ s a better 
product. Look at Lux L iquid. They 
started first, they had a better name 
and their’ s was the ‘ quality ’ 
product; I think there was only one 

thing they didn’ t have, (and I hope

Keith Ewart at the control. desK



this isn ’ t l ibe llous) and that is  a 
better product! O f course the advert
is ing played a part, but people do 
have a chance to try different 

products and i f  they keep going 

back to Fairy L iquid there’ s only 
one possible reason — they find it 

works better. I mean le t ’ s face it, i f  

when a housewife put her hands into 

that liquid her skin fe l l  off, no 
matter how many times I show her 
that sickening mother and child, 
the moment her skin fa lls  of she ’ ll  
be onto another product fast. 
.Anybody can make a fast buck with 
good advertising, but in the end the 
Ro lls  Royce must be a better engin
eered longer-lasting car than the 

mini.

We are refiners o f commer
cia ls , not initiators. We are given 

the basic message by the advert
is ing agency but we may influence 

enormously how the material is 

put over. Every day I have trouble 
with the agency people who don’ t 
appreciate the film medium. Their 
sense o f timing as between sound 
and picture isn ’ t all it should be. 

Take a commercial about a toilet 
roll. Given that you can’ t have a 

demonstration, what do you do? 
Well, f o r a  start you can keep, a 
sense o f proportion. I t ’ s no good
— as was once suggested to me
— heralding the appearance of the 
article with a crash of Mahler 
which sounds as though a Messiah 
has genuinely arrived.

I don’ t think making comm
ercials is  an art (whatever that

may be) but i t ’ s a craft. A  craft 

o f  communication. Funnily enough, 
about one in a million commercials 

move me as much as, say, Mahler, 
but I don’ t think it makes them 
very good commercials.

Feature film directors can 
earn up to £700 a day working on 

commercials and such people as 
Joseph Losey ,  Dick Lester, C live  
Donner, Peter Brooke and John 
Schlesinger have been seduced 
by the 30 second epic. Dick Lester 
made 53 commercials between the 
first Beatles film and “ The Knack” . 
“  That works out at about three a 
week1’ he ca lculates happily. “ I 

enjoy making commercials because 
they provide me with an opportunity

for experimenting in film techniques. 
No feature could afford to do that” . 
Lester is  scornful of the ‘ superior’ 
commercial maker: “  I have to get 
involved in making a commercial, 
i f  I weren’ t emotionally involved 
I wouldn’ t be doing it. I prefer work
ing with someone who gets enthus
iastic about the idea, who says, in 
effect, ‘ this is  going to be the 
greatest 30 seconds you ever had, 
baby!’ to the one who says ‘ well 
i t ’ s only a commercial, hell why get 

worked up?’ .
Keith Ewart thinks “ Some 

feature film directors make very good 
commercials — Dick Lester did a 

brilliant series of After Eight ads, 
but making commercials is  not a part 
time job, and there are sufficient 
differences between a person who 
makes a feature film and a person

who communicates concise ly  in 30 
seconds, that each one is separate. 
I ’m not terribly interested in the 
cinema, although I used to be before 
I was married, and I wouldn’ t make 
a feature film i f  I was offered a 
million pounds. It would be like ask
ing a man who sends beautiful 
concise telegrams to write a book 

like Dickens — he’ ll just make a 
hash o f it. Hitchcock has the ability 
to hold one in suspense for 90 
minutes, but it would be extraordin

ary i f  he was also the very best man 
to communicate that P e rs i l  Washes 

Whiter in 30 seconds. I t ’ s a complet- 
ly different medium. The fact that 
they both use cameras doesn ’ t mean 
a thing. P ica sso  and the man who 
painted this wall both used brushes, 
but with very different results.

I never watch underground 
films, but agency people often go 
tothemand get their ideas. There ’ s 
no substitute for creativity. Often 
I ’ ve been asked to make “ bast Year 
in Marienbad” or “  Un Homme et ane 
Femme” in 15 seconds, but they 
don’ t realise that the e ffect they ’ re 
aft er probably needs 40 minutes o f  
build up. Out o f context it would be 
ludicrous.

I sometimes use well-known 
people in commercials such as 
Spike Milligan or Clement Freud.
I f  the personality is relevant to 
the product, i .e .; i f  Clement Freud 
looks like a Great Dane and 
Milligan looks like a Fruit and Nut 
Case, then they w ill  probably se l l  
the product, but i f  they are inapp
ropriate they are merely a distrac
tion.

Sammy Davis Jr. and Bing 
Crosby have both done commercials 
for Shell; Orson Welles did a comm
entary for Shredded Wheat, and fees  
have escalated to the point at which 
a person like Benny H ill  can earn 
half his annual income in just ten 
days making commercials. Dick 
Lester  recalls Groucho Marx doing 
a cigar ad: “ He was supposed to 
chase a girl up a corridor, pause and 
and make a wisecrack. Anyway, on 
one take he missed all the cues, 
forgot the words, and then took the 
cigar out o f  his mouth, gave me that 
sour, s ideways look and rapped “ I 
suppose you ’ re gonna tamper with 
perfection?” ”

Photographs reproduced by 
permission o f Mr. Keith Ewart
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Beneath the tense
the ripple sky 

this earth 
a riverbed

here I spider through 
journeys 

— clutch and investigate my 

bubble of air

the widths of this bubble 
is a horizon

a star is 
the height of it

within it variety 
of vegetation

such crops as require 
the help of sun and rain

a shifting population too
components of which it is

said decay 
even perish if 
kept away from food

yet in its 

favour say most 
things here

are to touch
and see to grow

glow 
and die

and certain it is that here 
you may breathe in

and out

reflect when the clouded surface 
moves

n
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in this way you may 
find no item here of

profit to itself

some doubt exists

i f  the bubble at all
has uses we

may call reasonable

and with the curious
life of swimming things

feel
at times 

the river’ s depth
wind its currents in your blood
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As a younger child I often pictmed God as a sort of harassed G.P.-figure and I used, i f  
possible, to avoid prayer from the charitable i f  concealed notion that his in-tray was full enough,
— my own requirements being less  serious than those of (say )  cabinet ministers or repentant 
catburgiars. As  I grew older and greyer, however, my position changed. I began instead to envy 
Him his omnipresence and to consider myself the careworn figure with two ears, one mouth, and 
a limited amount of time amid the nonstop baying of all the K ing ’ s telephones.

Th is  state o f mind too has lost some of its terror and I can now even take pleasure in the 
differences between my small personality-and-art jumbleworld and the big paternal jumbleworld 
in which, I am persuaded, I exist. I f  something I write resembles what I see, I congratulate my
s e l f  on a s l ice  of faithful reporting, — i f  it does not I am duly delighted to have made up some
thing new.

Nevertheless in the whispering o f such cabalistic phrases as TH E  P O E T  IN SOCIETY, THE  
A R T IS T  AND HIS ENVIRONMENT, I tend to hear the innocuous words ( ‘ in ’ , ’ and’ ) hinting 
opposition rather than conjunction — ‘ the poet against soc ie ty , artist v environment’ .

by & about ■ I
The reason why these things disturb some people for a l itt le  while, others not at all and 

s t i l l  others, myself included, perpetually -  is not, again, that I am better at being God than any
one e lse, nor that it is  at all noble to be worried by them rather than by a leak in the roof. ( I f  a 
pipe were to burst as I write this, I would probably take an hour or two making a mess of the job, 
consulting an expert and stemming the tide. I should then sit down again and try to remember my 
train of thought.) The reason, as I see it, is that a poet’ s stock-in-trade is his sensit iv ity , his 
vulnerability — just as a military man’ s professional ability is  based on a lack of such vulner
ability. When asked to scale the c l i f f  and take the redoubt, the good officer does not break o ff  to 
expostulate on the sunset, the g i l ly f lower  and how they contrast strangely with the hoarse rattle 
o f the machinegun fire, causing his irresistib il ity to brood on the condition o f c iv i l iz ed  man. 
Instead he sca les the c l i f f  and takes the redoubt, pausing only to put Perkins on a charge for 
improperly buckling his equipment.

Since my job, by contrast, requires me to hear everything, see everything and say a little 
more, it is hard for me to be content with the time honoured solution which is to build one’ s own 
pattern of limited, calculated ob ject ives  and achievements. So I am reduced to coddling my own 
sensit iv ity , the limit o f my control being to nudge it into various situations which I rosily be lieve  
to be stimulating. At times this may be a steady job, at others complete insecurity, at others 
travel.

I f  I may be permitted another purple generalisation, — the certainty o f environment’ s 
hugeness is often accompanied by the suspicion that it doesn't much like the individual and 
obviously doesn’ t understand him. (Despite  its dossiers full of his intell igence quotient age 
occupation sex criminal record and le ve l  o f  resistance to polit ica l and commercial propaganda.)
In other words the brain’ s inability to take in more than minute quantities o f information at one 
go means that the remainder must be categorically  lumped'into big oppressive blocks and carried 
on the shoulders. Worse sti l l ,  the categorical habit of mind makes the individual fee l  as pred
ictable as his environment.

For this largely urban condition there appear to be a wide range o f antidotes from suicide 
to hallucinogens, to posts o f responsibility, to considering the l i l ie s  o f the field.

For such general problems I have no suitably general solution to hand, — and in any case 
this article was originally supposed to be a personal statement only. The poems printed here 
are probably quite capable in themselses of providing that, — so I w ill  conclude with a few 

loosely  relevant attitudes:-
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— that of the earth to its atmosphere, —
— that of an electric wire to its insulation, —

— of a waterspider to his airbubble, —
— of a seed to the Spring, — and a wave

of Dame Nature to herself, —
of Walt Whitman to America, —

— of Dr. John Donne to islands and bells.
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PREDICTABLE THINGS

predictable things settle 
kisses into pleats 

tuck up to sleep 
and a goodnight prayer

yes
and all that gone

from your blithe
kitbag

onto highroads 
step out

with a slogan

soon enough 

some crosslegged slot 
achieved 

among turntables 
coffee 
posters for

wallpaper

Pe te r  Dobson is  a writer and poet 
l iv ing in Newcastle , where he is

at present working on a novel.

where thin walls
wail of the street 

and your harmonies 
would j ingle

sympathy 

at the nearest coincidence of flesh

and thus
the kisses slide again

in through slats 

and under doors

comes the prayer too 

incision through the windowdust 
and similarity of hours

repeating
Lord unlock our
bodies from labels and leeches

Lord walk with us by
canals 
and kiosks

with us still past
the empty houses 
where telephones ring
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If you want to take the question o f why one is  in it,
I ’m in architecture bas ica lly  because I ’m intei 
ested in people, and it’ s from there that I start.

I look upon architecture as being very much a marriage, an integration of art with technology. But 
architecture is not a ‘ vacuumatic’ art, and by this I mean that a painter, a sculptor, could l ive  in a kind 
of bell-jar and produce something, irrespective of what is around him. But we can ’ t start until we have a 
person, so we are a particularly socia l art.

One of the first things you have to realise is that Birmingham is the second largest city  in the 
country, so that inevitably one faces enormous pressures, whether they be polit ical, economic — or just 

whims, or the socia l pressures of people needing somewhere to l ive .
Our basic problem is that w e ’ve got to house people. The programmes set out for us are pretty tight

— in the Chelmesley Wood area, which is something on the scale of a small town , the programme is for 

15,000 dwellings, and the completion date has been cut back from 1971 to 1970. We have already built 

over 4,000 dwellings.
The important point here, though, is that w e ’ re not satis fied  with just banging up a large number 

of houses. We put considerable emphasis on the tenant — we make sure that the landscaping -  trees, 

grass, etc. are in when somebody moves into the house, rather than three years subsequently — and this 
is  not an easy task; the tenants’ halls must be there, as well  as the shops. Th is is difficult because one 

has to contend with the state of the ground — the roads and the drainage and the general development of 

the Scheme.
One can get swamped by the ‘ bread and butter’ stuff, it is  true, but creative ideas about people 

and how they are going to l ive  do not altogether get pushed under in the need for greater and greater 

quantities of housing.
One of the best ways o f explaining what I mean is to take my own case. I was away from here for 

four years — kicking around a bit — sort of knocking up things here and there; and when I went back, one 
of the first things I did was to go and see a building which had not been completed before I le ft .

And when I saw it I was relieved to find that it was not bad. It was not brilliant by any means^ and 

not a particularly big one — but at least it sits there and i t ’ s not too obj ectionable -  you know, i t ’ s not 

ruining people ’ s l ives , and it g ives  them opportunity to do things.
Then I though back to one of the buildings that I'had just finished, which was in a small town -  

right in the middle and 250’ high; and I thought: my God!
You know, an awful lot of people, consciously or otherwise are going to be influenced by that 

enormous thing there -  by the time I left the town it had already become a landmark -  and this humbles 

me. So looking back at a small aged person’s bungalow, I try to retain this sort of feeling.
On the other hand, this feeling about people, rather than deterring one, can in fact be stimulating

-  I find it difficult designing a house from a written brief -  I would much rather design a house for a 
family I ’ ve got to know. In an informal way, without getting involved sc ientif ica lly ,  I ’m trying to find 
out what influences people in buildings. I ’ m aware that research into the psychological e f fects  of 
buildings upon people is just beginning. It is something that seems to me non-obvious, for example 
whether a roof has red tiles, or blue slates,seems to be immaterial in itse lf.
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There is opportunity for using one’ s own initiative within a Department like this. There has been 
a tremendous ‘ ringing in ’ of new blood lately which has been putting pressure on the whole Department, 
and making the whole Corporation vibrate. I can give you an example. At the back of the C iv ic  Centre 
of the C ity there is  an intersection of canals. When you look at the history o f Birmingham in terms of 
what the canals have done for the city, suddenly it all starts to mean something. The Department in fact 
has stimulated the Corporation to the extent that there is now a contract for the whole of that area to be 
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“Stone walls 
do not aprison make 

nor MetalBox a cage”

W hat do we mean by taking such liberties w ith  the words of Richard Lovelace ?
We mean that at Metal Box you w ill never get that fenced-in feeling. There are no 
unnecessary restrictions.

Our graduate training course w ill give you the chance to  prove w hat you're worth.

You can specialise if you like, but we don 't see w hy people shouldn't move around.
That way you get a chance to  measure your ability against a diversity of problems.

We have over 70 bases in Britain and overseas. In places like Africa, India, Malaysia, 
Jamaica, Trinidad and Italy. We're the largest packaging organisation outside the 
United States.

As a company we're progressing all the time. A fast grow ing light engineering and 
marketing organisation that employs graduates as company administrators, factory 
and commercial managers, engineers and scientists. We're th inking ahead all the time, 
we have a Research and Development team of 800 involved in engineering, food 
technology, physics, chemistry and microbiology.

So if you w ant a career w ith  a company that isn't staid in its outlook, either contact your 
Appointments Secretary or w rite to  Mr. J. W. Thomson, Head of Staff Recruitment. All 
we ask is that you should be graduating at the end of this academic year w ith  a science, 
engineering or arts degree and have the personal qualities that count in a successful career.

Metal Box
There’s more to Metal Box than metal boxes

The Metal Box Company Limited, 37 Baker Street, London, W 1 A 1 AN. Telephone: 01 -486 5577
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landscaped, and the canals are being opened up. Some old cottages which I think were about to be dem
olished are now being renovated and w e ’ ve generally taken a strong hand on retaining the character of 
the place. There ’ s a cafe going in, and a pub being built right down by the water-side so that the whole 

of thet area, together with the Repertory Theatre when that is opened, w ill  bring the old canals back 

into li fe . Added t8 this, a fest iva l is projected for this year, trips on boats, a rally, films across the 
river. I t ’ s rather fun really, exciting, because although one sees very l ittle  o f it — it takes about 1% 

of one’ s time — one keeps trying to throw in these l ittle  things whilst coping with this great bulk of 

work.
The degree to which an architect can be creative or individually-minded while working for a local 

authority depends upon the quality of the person involved. A  colleague of mine had a remarkable oppor
tunity to implement something he had been talking about for a long time. Suddenly EX PO  67 cropped up 
and he found himself with an opportunity. Up until then it was scruffy, rave drawings and hot air. He 
has brought it at last to l iterally concrete form,

What I would like to see is not the product of EXPO  67 produced in this city, but I fee l  that the 
quality of thought, the intent behind it, has made it a lot easier for us. Unfortunately, like anything you 
try to do in l i fe  the further you get from the problem, the slower it gets, because you have to take people 
with you. The most difficult thing — obviously, and this isn ’ t restricted to architects at all — is to keep 
at it, and not let yourself be ground down by it. Looking at the work that’ s been done in Birmingham 
over the last few years, I think considerable strides have been made

I think that it is  part of li fe  generally that one has to have the Arcgigrams*, the way outs, and be 

disconnected, this is essential. Things like inflatable walls and portable building Units you can carry 
around with you would get precisely nowhere with the Corporation, I agree, although you get the im
pression that somewhere in among that lot there is some really good stuff — there is  an impression of 

■nobility. Because it is technologically feasib le  to do these things, you can find change desirable: 
Instead of a rigid structure, they make them flex ib le . Obsolescence is an obsolete word here.

T fee l that there is  an essentia l need for such act iv it ies , but it isn ’ t difficult to produce one

*  ARCH IG RAM ;-

an underground architecture 

magazine which was posted  

to us from the U.S.A.

Extremely futuristic  and 

way out ideas. We took i t  

along with us to the interview

world-shatterer. That ’ s re latively easy. What is difficult is  producing a hell of a lot in no time for an awful 
lot of people you don’ t know without making them all the same; and producing them to a higher standard 
than yesterday.

There is a problem of fashion — how much the same can you make it without people objecting? 

Different from what? Obviously the fact that you ’ re putting in gas fired central heating instead of the kitchen 
kitchen stove is making it quite different from the way it was before.

You could reproduce a scheme that you already know — Kentish or Sussex cottages or Lakeside 
cottages which have been highly successful for hundreds of years and which same people in the comm
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unity would give away their eye teeth for. But the people you were offering them to would not see the so- 
called attributes that the others see. So what do they see? They see a planned outlook; a stainless-steel 
sink; a nice little garden, the bloke next door wants a bigger one though; the central heating’s nice -  

lots of variety here. That little old lady down the road -  "oh .it ’s so bright, it cost me so much to move 

in ‘ ere -  it 's  the curtains you know.” One old person may say she likes to be where the children are 

playing, but the lady next door writes to the Council complaining that the kids are playing outside until 
late at night.

What I ’m getting to is that the biggest problem’s a sociological one -  the fact that you are uproot
ing a lot of people ....Demolish the slums — shake all the beings out — and throw them into a new 
situation....it takes a long time for them to shuffle down and rebuild their community. It’s terribly difficult 
to get an answer within a generation. People say ‘ new town builders -  blah, blah, blah*, but the limit
ations are there to be seen — when Harlow was built, in the late 40’s everybody was striving for wide 
open spaces — open aspects etc. The sort of complaint which seems to be flying around now is: I ’m too 
far from the neighbour,’ ‘ It’s nice open spaces, but the wind blows like hell through them’ — and so it goes 
on. It’s terribly difficult to give what’s wanted — you can only feel at any given moment what is appropriate 
and desirable.

When people come from houses which have doors that won’t close, windows that won’t open, but won’t 
keep the draughts out; open fires which don’t heat but draw a terrific draught across the room, carpets 
that are always squelchy from rising damp, or alternatively floorboards that have gone through, one of the 

biggest problems is educating these people into a new dwelling. It’s not like buying a car — you can get 
out of an old car and get into a new one, the differences don’t seem to cause very great problems. But take 

a person out of a dwelling, a home — and this is the point, it’s not just a house, it’s a home, and he’s 
lost. Put him in a new one, and he doesn’t know how to handle it. I ’m talking internationally when I say 
that there’s no programme of education for people going into new housing.

There is this critical problem of taking them away from an environment in which they’ve been 
established. It was there before them. If we were to put them into a stark, cold, clinical sort of position, 
into an environment where there’s no trees, without paving, without decorating, it would be a hard slog 
and I would go so far as to say that you would break a lot of lives — so what we are trying to do is to 
give them a start.
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What is heartbreaking, what gripes one, is the vandalism. I don’t know how many telephone kiosks 
we put up in a certain area, but the day we put them in, they’re out of order. We must replant all the 
trees we put in two or three times — we don’t give up. We struggle on as long as we can persuade 

people that the money’s well spent.
It doesn’t matter what aspect you refer to — I saw a pathetic example the other week — a little 

play area on which again, we had spent a lot of money and effort in designing each of these little comp
lexes for the children, the toddlers. Little Edie aged two, playing with her two friends picks up little 
pieces of a broken glass bottle which her brother aged fifteen had smashed against the implements on 

which she was playing.
One has seen on other developments which are completed — the first two years are the critical ones

-  you get a hell of a lot of valdalism and stupidity, but then it starts to settle off. People’s front gardens 

begin to show evidence of care.
People create their own environment. I had to deal with a problem that caused me to go round a two 

year old development with which I has had no previous experience. I had to go and look round the houses. 
They were all out of the same literal mould, but inside they were not -  the character of the family, the 
mode of life, they were all there. That’s the fortunate thing — being individual. Somebody was talking about 
standardisation is building materials, and people like me out of a job — my attit.ude was to go on creating 

new components. This is creativity. Moving forward is always going to happen.
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The point about progress and variety is that one can argue, one can struggle, but there is still the 
point that you’ve got to do it and at the same time argue. Whatever the attitude is there’s no better weapon 
(or arguing than to producr something. To produce something and argue is a much stronger case than to sit 
back and do nothing and argue, which tends to be destructive. O f course you have to compromise and cur
tail your ideas, but what you have to bear in mind is what you're here for. You’ve got to house people. 
There are people who are alive today, sitting back and theorising about producing the ultimate in fifteen 
years time — this is really little contribution. That is the advantage that Archigram have — they haven’t 
a programme.
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There were four o f  them, o f course, and more than that o f us, a ll in a small room.
J f  you 've  seen the F loyd , you ’ l l  know that the in tegra tion  o f their act is  remarkable

— on stage they become very much an entity, a s ing le  sound p ro jecto r cimed at you. 
Ta lk ing to them g ives  much the same kind o f im pression; they don’t disagree  

v io len tly  about anything very much, though only two o f them were really  
prepared to talk  — N ick  Mason and R oger Waters — and these two seem to 

have a longstanding and fa irly  c lose  friendship. A fte r a while, i t  became 
clea r that i t  was the group ta lk ing, not ju s t them; for this reason none o f  

the remarks are attributed to ind ividuals.

TALK
group 
to ha 

copied us 
they would 
have had to 
spend a lot of 
bread, and any
way, from the 
musical point of 
v iew , i t ’ s fuckin’ hard 

Any group that wanted 
do the same as us, found 

that in London, we were 
doing it already, and outside 
London, nobody wanted to know 

At the time when it was at all 
popular, we were doing it pretty 
badly, but everyone else was doing 
a lot worse. The emphasis is now on 

sound, because we can’t be bothered to 

fuck about with lights any more — until 
we’ve got enough bread to get them together
and a stable place......
You want a place of your own?
Yeah. If we had a theatre we’d get involved in 
light shows, but we don’t really want a theatre any
way. We’ re not interested in travelling light shows 

that get broken in the back of the van, they’re too

You first made your name with music that was outside the context of 
conventional pop. Was this a conscious reaction to conventionality?

When we started, in fact, we were an extraordinarily ethnic blues 
group.

Your early renown was a result of your unconventional melodies.
Yeah -  that’s the reason we came into the public eye.

Was this what you were trying to do?
No, what actually happened was, we found it was 

becoming more and more boring to play twelve-bar 
numbers, and we stopped being at all interested in 

the lyrics and in singing them, and in the form, 
really,and we found we could get more out of seeing 

just how far we could take improvisation round the 
root chord. The thing about the twelve-bar is  that 

you have to stick to the chords — we started 

working out our own chord sequences, playing 
what we felt like.

Do you think that the light shows had 
anything to do with your becoming well 

known fairly suddenly?
No. That’s another misconception.

much of a drag, and they’re inferior.
You’re going to stick to your normal show for a while?
We’ re going to do something in darkness, as a matter of fact.
Basically, it’s a ...a work, I suppose — not a play or a series of 
pop songs. It’ll probably last for an hour and a half to two hours, 
with an interval in the middle, because forty-five minutes or an hoi 
is about as long as anyone can really be involved in anything. The 

audience will sit within a ring of about eight speakers, and the basis o 

the whole thing w ill be on tape. We’ll be working live on our instruments 
and doing other things as well, and then there’ll probably be dancers. The 
whole thing is built around this machine we’re had made, called a spacial 
co-ordinator; it can direct or focus the sound wherever we want it inside the 
circle.
Does this need a permanent place to work properly?
Ideally, we’d like a huge hall, with days to prepare things, and no-one else allowed 
near it.
You can’t take it on the road then?
The scene is, if you’ve got a big enough place, it doesn’t matter what the shape is, 
because you form your own circle, you just ask for a hall that’s big enough across.
What part do lyrics play in your music?
On stage, not a very large part at all. On record, they reflect our attitudes to life.
Do they have any ‘ social’ content?
When we were labelled as the underground group’ we were expected to be involved with I.T.,Black

But there is one thing -  at the time 

when most of the music press was 
raving about us, we were 

clearing more dance-halls up 

and down the country than a 
team of storm troupers. We 

may have been famous, 
but we were never too 

popular.
Is that why there’s 

no other group on
the scene at the 

moment doing 
the same 

ind of 
thing as 

you? 
For 

any
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Power, and all the rest of it, and to 
be experts on every kind of drug
prob lem .......  i t ’ s not that w e ’re not

interested, i t ’ s just that we don’ t 
choose to discuss it. You name it, 
we’ re in favour of it, so long as 
it ’ s not reactionary, but we haven’t 

got time to be militantly involved 

in it because w e ’ re doing this.
But this isn’t reflected in your 
lyrics.
No. And writing lyrics with soc ia l 

comment in them is a very hard 

thing to do. If I could do it, I 
would — I try terribly hard to write 

incredibly moving and wonderful 
lyrics, in fact, I ’ ve spent minutes 
on end desperately trying to write 
sentences of mammoth soc ia l 

s ignificance, and they always 

turn out to be incredibly shitty.
But now, I think lyrics play rather 
a s-mall part in what we do.
What do your lyrics represent then? 
Nothing. T h e y ’ re just the thoughts 

that one has.
What about doing other peoples’ 
songs?
I t ’ s a joke. The only real bread is  

in publishing and songwriting, so 

i f  you write yourself, and se l l  it, 
there’ s no point.
Are you interested only in 
electronically modified instruments? 

No. We’ d be very happy, for instance, 
i f  there was a piano here tonight. But 
that, I suppose, would be modified td 

our purposes when we put a very 

trembly mike inside.

You must find it very limiting being 

on the road.
Very much so. A l l  the time w e ’ re 
incredibly limited by the amount o f  
things we can carry round, by the 
amount o f stage room we can have.
So you can’t really do what you 
want?
I get f i l led  with fantasies all the 
time o f doing p ieces  o f music in 
Which somebody tweaks away at a 
violin for about forty-five minutes, 
and then, out of the blue, I fire a 
twelve-bore into a dustbin full of 
broken glass. I t ’ s this kind o f thing, 

terrifying, dynamic and entertaining 
as well, that we want to do to the 

audience.
Do you understand what you’re doing?
.........Y e s  o f course.
„ , „ „ N o ,  not at all.
.........You know, sometimes people

interpret it in a rather extraordinary 
way. But we don’ t just say ‘ le t ’ s all

get on stage and mess about and 

hammer around, and we won’ t 
keep time, and you play in D and- 

I ’ l l  play in ’E and w e ’ l l  be alright 
and they’ l l  ca l l  it a fantastic new 

art.’

The funny thing is that now, after 
two years, people are beginning to 
say ‘ These Pink F loyd chappies, 

they seem to be rather avante-
garde.........’ Y e s ,  w e ’ re winning

now.
Have you any aspirations to get out 
of the pop idiom into any other field?

Oh yes.

How?
A l l  you have to do is something 
that’ s incredibly spectacular and 

rather hard to understand, and you 

immediately start being labelled 

as something e lse .

How much do you respond to a good 

audience?
Oh incredibly, -  that was what 

was so good about America.
You know when you play badly?
Yes .  I t ’ s a very bad feeling.
We’ re aware of it — we don’ t 
just think ‘ w e l l  fuck them, 
bloody teach them a lesson . ’
You have a conscience about it 
then?
I t ’ s mainly to oneself, isn ’ t it?

There are some occasions though

if  there’ s a crowd, say, in the 
Starlight Ballroom, Greenford,

and they expect us to give them 
‘ Knock on Wood’ fo llowed by 
‘ Ride Your Pony ’ and ‘ In the 
Midnight hour’ , we tend to think, 
it doesn’ t matter whether we 

play badly or not.
Where do you like most to play?  
Anywhere they’ l l  pay us. The 

choosing has been done for us, 
you see; i f  we had the choice 

we wouldn’ t play, for instance, 
the Top Rank or Mecca Ballrooms, 
or anywhere with a revolving stage, 
but we played them a few times in 

the past, and they’ ve a l l  made quite 
sure they’ l l  never see us again. 

Universities are nice — we don’ t 
immediately think ‘ I wonder i f  they’ ll 
throw bottles here.’ The other place 

that one might fee l  some kind of 
identity with — the psychedelic 
underground club — well ,  you see 
everyone in their beards and beads 

and you think ‘ I t ’ s not really home 
is i t? ’ . There are some places that 
are very nice, like ‘ Mothers’ in 
Erdington; they’ re what one would 
like to see — a plug which is 
s lightly avante-garde and which 
really digs what we do.
What are you going to do when you 

get too old for this game?

I don't know.
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Men should be the architects of their environments, 
not the creatures of them. Obviously, the distribution of 
power in what we call our ‘ society’ , and the system of 
economic and social relationships make it impossible 
for this to happen to any great degree. It is  often artists, 
intellectuals and students— people who have considerable 
freedom, and who can make very much what they want of 
their liv e s— who realise this, and who fight most against 
the things that restrict them. But any restrictions they do 
have appear enormous next to some city environments 
where people are little more than victims.

Cannon Street has a new tarmac surface and new 

street lamps. It carries traffic from the Newport Bridge 
to the centre of Middlesbrough, a stretch of the three- 
quarters of a mile. Alien cars zoom through a depressed 
area. At the bridge end is a bundle of two-up two-down 
terrace houses, stretching up to the railway lines and 

down to the Newport Road, a busy main street. A ll the 
side streets have cobbled surfaces, and most have gas 
lighting. Beyond the gasworks and towards the town, 
buildings become sparse. Cannon Street runs through a 
wilderness. Six of us are engaged in full-time voluntary 
community service in Newport.

by Marshall Colman

In two months I ’ve got to know a little about the 
Cannon Street environment. To work more effectively, we 
need a far more complete understanding of it. We need the 
fruits of academic community studies. Unfortunately, we 
are too busy and too well known in the area to undertake 
them, and are all untrained anyway. And as such research 
is  for entirely practical purposes, and not for the mere 

advancement of knowledge.it w ill probably neverbe done 
by anyone in a university.

The prevailing atmosphere of the area is one of 
barrenness and destruction. There is  wilderness and 
dereliction in both the environment and in the heart. The 
whole place is due for demolition at an unspecified date. 
After a short period of time, empty houses are torn apart 
by children of all ages — for the fun of it, and for the 
money that can be got for scrap. While we were trying to 
recondition some large, old premises for community use, 
young teenagers started to tear lead off the roof almost 

before our eyes. On the adventure playground, the great
est frustration came from the apparent impossibility of 
channelling the children’s energy into creative play. So 

often it found outlets in destruction, fighting and bully
ing. Tom aged nine, derived all his pleasure one after
noon from hitting four and five year olds. While I told 
him off, a boy of sixteen came past and hit him round the 
head. The older boy is now in a detention centre for 
pinching a scooter. He will most likely be beaten by the 
screws. Dog eats dog. After a while nearly all the

inflammable materials on the playground were burned — 
tyres, doors, barrels, and eventually a hut used by the 
volunteers and as a first-aid post.

Usually born into large families, Cannon Street 
children experience a violent and openly authoritarian 
or neglectful upbringing. (Perhaps this has some advant
ages over the more subtle forms of middle-class authorit
arianism, such as possessiveness and parental ambition). 
They are subjected to demands and restrictions re-inforced 
by violent sanctions. Very soon they learn to behave 

towards other people the way they have been behaved 
towards. Children tell smaller children to ‘ Do as you’re 
told, son, or you’ll get a bat in the mouth.’ At the nursery 
we run, a boy of four, too young to realise what adults 
regard as cheeky or naughty, said to me as I came in the 
door, ‘ Shut up, or I ’ll hit you with that hammer!’ When I 
protested that I ’d said nothing, he said, ‘ Yes you did. 
Get out!’ One mother told us that her twelve year old son 
was allowed to hit his five year old nephew, because the 
little lad was too soft. ‘ Like with Russia and America,’ 
she said. I t ’s the survival of the fittest round here.’ As  
long as the children go to schools which employ a 
repressive regime and the cane, the local violence is  
bound to be reinforced. Probably all the children leave 
school at fifteen to enter the lowest levels of a brutal 
economic system. For many men, work is a brutal exper
ience because it consists of extreme physical exertion
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demanding little skill and evoking little interest. The 
myth that any exploitation of workers is  now only tech
nical, involving an unequal distribution of wealth but a 

fair deal for all, would soon be dispelled by a short stay 
on Cannon Street. Exploitation is  real. There is depriv
ation and powerlessness and spiritual poverty.

Several teenagers act tough with their girl friends-  

‘Shut up, you. Who asked you to speak?’ — and with the 
young people we have come into contact with, sex is  a 
cursory act enjoyed, as much as it can be in the circum
stances, in an alley or on wasteground, and only rarely 
indoors. It seems to be not infrequently forced on girls 
and is  referred to in terms that make it clear that little 
affection is  involved: ‘Did yer get yer prat, then?’ ‘She’s

good meat.’ Two girls were dragged forcibly into our house 
one evening, and subjected to a crude sort of third-degree 
treatment to get them to submit to being pratted.

L ife  is  passed in a physical environment that is  
itself brutal: mean houses, grey streets, wastelands, 
factories, smoke, noise and an almost total absence of 
trees, flowers or grass. How soulless such an urban en 
vironment is! Not until 1 passed a small part and saw that 
its trees were leafless did I realise how far advanced the 
year was. I don’t think we hear birds round here. (The  
local joke is  that they don’t sing, they just cough.) To 

live  in Newport is  to be assaulted eveiy day, only, if 
you’re brought up here you become indifferent to it as you 

do to physical blows.

1  E
S in ce  th is  a r t i c le  was w ritten , the Cannon S tre e t  P r o j e c t  has been w recked  — by the p e o p le  who were  

in tended  to b en e f i t  by i t .  T h e  new s rea ch ed  us by word o f  mouth, and we have had no further in fo rm a tion

— or c o n f irm a t ion .

Violence is  accepted without question. Ted spent 
about fifteen minutes telling me about fighting, about his 

views and his experiences. Throughout the discourse he 
never questioned violence itself, just discussed the best 
tactics to use, and how, when you mature (he’s in his 
late teens) you don’t go in for fighting in a gang, ’Just 
one on to one, or two on to two,’ and how, once one has a 
reputation, one has to keep on fighting just to defend it 
and oneself. This was the nearest he got towards saying 
that fighting was futile. I think he was aware, in a way, 
that violence gets you nowhere, but that on Cannon Street 
it is  essential. O f the youths who have provoked us, threat
ened us, stolen from us, assaulted us and destroyed our 
things, one or two occasionally became very explicit about 
why they were doing it: ‘We’re trying to show you that 
round here you’ve got to fight for your rights.’

There is  so much boredom on Cannon Street. For 
many young people, especially the unemployed young, 
life  is  such an endless chain of gaping hours, and they 
can do little more than hang round the streets, or the 
bow ling alley, or the pub or the chippie, or perhaps drive 
off cars, steal, fight or prat.

A group of lads were walking over the bridge one 
night. They saw someone walking over the other side. 
‘Bet you couldn’t hit him’ one of them said. So another 
crossed over and socked him so hard he fell down. ‘You 
call that hitting him. I ’ll show you.’ So just as the man 
was getting to his feet, another lad walked over and knock
ed him down again. ‘Sometimes I hit a fellow if  he bumps 
into me,’ said Terry. ‘Sometimes I ’ll hit him even if  he 
apologises.’ Although these lads are members of a small, 
fairly well defined Cannon Street gang, and are not entirely 

representative of the area, they fit into it quite well. Seen 

in the context of the total environment, their violence 
appears at the same time understandable and insurmount
able.

A girl o f fifteen was asking me how often I had it. 
‘That’s a llyou live  for, isn ’t it, pratting?’ No, I said, that 
wasn’t all. ‘I reckon that’s all there is  to live for for most 
people,’ she said. Her friend agreed that pratting was all

there was to live for.
A low level of education is  an obvious factor in 

this awful boredom and these narrow horizons. In this, 
there is  more than the ability of the child to consider; 
there are the pressures of the environment as well. When 
a child comes from a home that is  probably indifferent or 
even hostile to education, when he goes to a school where 
middle c lass teachers, perhaps unwittingly, try and impose 
middle-class attitudes and values on working-class children, 
when he comes from a family which couldn’t possibly afford 
him to do anything else but bring home a wage-packet as 
soon as possible, then he is  not likely to benefit much 
from schooling. There are people here who, although they 
are very narrow, are obviously intelligent. But many of 
them would have neither the mental stamina to read this 
article, nor any other in this magazine, nor the vocabulary 
to understand many of the words. This whole environment 
contrives to hold people back.

Within this country alone, within this society, there 
are environments so vastly different, that the people who 

are confined to them can be said to live in different worlds. 
When you live on Cannon Street there are things a mile 
away in Acklam that are really foreign. When you read 
‘Unit’ , gotoaplay, listen to Bach or dig the Velvet Under
ground, look at paintings or have intellectual discussions, 
you are in a realm of experience from which large sections 
o f the working c lass are effectively debarred. For it needs 
great independence and strength to tear oneself away from 
the pressures and traditions and moulding of environments 
like Cannon Street. Cannon Street teaches you that it is 
ridiculous to talk of society and to mean one thing, to 
mention social values and to expect people to know which 
social values you are talking about. Patrick Wall said of 
the students who broke up his meeting at York that they 
were trying to undermine the values of western civilis
ation. Reading that here it’s clear that he could mean 

either of two things: that they want to destroy the material 
and cultural wealth that Mr. Wall shares with a minority 
or that they want to destroy the barrenness of Cannon 
Street. The values of western civilisation produce them 

both and make the divide inevitable.
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it is  remarkable and mysterious when people do 
manage to break away, to transcend the environment. 
This means more than moving on to one of the new 
estates. Mickey is  in his early twenties and works in the 
Dorman Long steelworks. While in the army he met 
people who broadened his outlook and learned to be a 
chef. A trade like that gives him considerable freedom, 
as he can go almost anywhere and be sure to find work. 
He’s also beenin the Merchant Navy, and bummed around

a bit. Mickey’s quite different from his mates, regards 
himself a cut above them, an intellectual. Showing us 

hard and dirty palms he says, ‘ They were artist’s hands, 
they were.’ One of the things that makes him odd is  the 
fact that he discusses politics and knows a good deal 
about current affairs. He supports Enoch Powell and 
asks us about anarchism, seriously interested in what 

we have to say. One evening he bet Ian that he could 
write a poem about anything. Ian challenged him to write 
a poem about an ashtray. This is  what he wrote:

FOR IAN

I am square and concaved in the middle 
On the table I am set 
I  see minds in a muddle 
They are minds that can’t be set

I see fights I see love 
There is  bloody mindedness 
I see people who trust in Heaven above 
I see the man who hits first, he is  hurt less

I see the pattern on the wall 
I see the stains on the floor 
I see the troubles of you all 
I see you supping beer now I don't know what for

I see the lass  you loved .
I see the lass you hate •*.- —
You talk to the one you love 
You talk to the one you hate and you call her mate

I see most of your actiotis 
I hear all your whispers
I see all your carry ons
Your wife won’t like it, who cares

Who am I to know these things 
Who am I to shed news o f its wings 
Have I the gift o f the holy kings 
What is  my method, what is  my way? 

r -  It is  easy when you are an ashtray

Two other lads we know have found a partial escape 

through bumming, music and pot. Both work on a Wimpey 
site. Bert despises the people round here and loathes 
the area. ‘ It’s  all beer, work and fuckin’ girlfriends 
round here,’ he says. A s we stand on Newport Road on a 
freezing Saturday night he says he’d like to be on a 
warm beach somewhere, smoking all day and playing his 
guitar. In the summer he probably w ill be.

Things are far more difficult for older, married 
people. Escape is then almost impossible. One is then 

tied down to the wife, the job, the house. People involved 

in these responsibilities are even more trapped than the 

young. What makes people here more trapped than those 
in Acklam is not only the apathy, boredom and conserv
atism of the area, but powerlessness. We encounter a 

great deal of ignorance about the way authority works 

and how it should be approached, about welfare services, 
about civil rights. Just how powerless some people feel 
can be judged from the woman who asked us if  she’d 

get into trouble if she moved to Yorii........

On October 28, Bob, one of the young workers 
about whom revolutionaries talk a great deal now. asked

us, ‘What was it they were marching about? Vietnam, 
wasn’t it. They’d never march about Middlesbrough, 
would they?’ The thing he liked most about the demon
stration was the picture in the ‘Mirror’ of the bobby 

getting his head kicked in. That Sunday, Cannon Street 
was much the same as usual. Men looked after their 

pigeons in the pigeon park. Kids played in dirty streets 

or on a playground that looked pretty desolate by then. 
Quite a few of them were bossed or clouted. Youths 

were bored, but perhaps got their prat, despite the rain. 
The cars of strangers passed through. At ten in the 

evening night shifts began. October 27 was Mary’s 

seventy-third birthday, and she had no food or money in 

her house. None of the neighbours helped. She was afraid 

to sleep upstairs because of the night noises and be
cause of the boys who ran through the continuous attic 

of the terrace. Her room was lit with candles and oil 
lamps. A year ago her electricity was cut off, she 

couldn’t explain, she didn’t know why.

In London, thirty thousand middle-class romantics ran 
down the s tree t........ shouting slogans .
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T h e  purpose o f  the theatre is 

to go out to peop le ,  rather than 

s it  back and wait for p eop le  to 

come to it. “ I think there has 

a lw ays  been a great dea l  o f  snob

bery about attend ing the theatre, 

and so many p eop le  think ‘ i t ’ s 

not for m e ’. ”

“  I suppose this dates  from 

the c lo s in g  o f  the theatres  when 

the aud ience becam e a com p le te 

ly  a r is tocra t ic  one as opposed 

to the theatre for everybody  

which it was in the 31izabethan 

period. T h is  o f  course is 

com p le te ly  wrong — the theatre 

is  there for eve rybody  to make 

up their own minds about i t . ”

T h e  point about L e s  M oxon ’ s 

Lunch Hour T h ea tre  which he 

started in S toke-on-Tren t a few  

w eek s  ago is  that it  makes every  

e f fort  to go out to p eop le .  He 

dep lo res  the e x c lu s iv e  a tm os

phere o f  West-end theatre.

T h e  p ro jec t  is  s ituated  in the 

m iddle o f  S tok e ’ s shopping and 

bus iness  centre  — it is  based 

at the M itch e l l  Memoria l Thea tre  

in H an ley .  T h e  Lunch Hour 

Thea tre  is  a kind o f  underground 

theatre a imed at eve rybod y  as 

opposed  to a s p e c i f i c  m iddle- 

c la s s  aud ience  as are c i v i c  

theatres g en e ra l ly .  It is  unpret

entious, con ven ien t  and uncomp

l ica ted ;  som ewhere  to ‘ pop in ’ 

for h a l f  an hour. In th is case  it 

is  underground -  L e s  r e je c ts  

the e s tab l ish ed  concep ts  o f  the 

theatre.

L e s  Moxon is  as a professional 

actor who runs a pub: ‘ Y e  O lde 

F rench  Horn ’ in H an ley .  He 

p rev iou s ly  spent som e time with 

the Old V ic  and w as the A s s o c 

ia te  D irec tor  o f  the B e l fa s t  Arts 

Th ea tre .  He exp la in ed  that the 

Lunch Hour T h ea tre  is  a comp

romise -  he is  not fo rced  to

LUNCH HR. THEATRE
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very  short or it would beg ing  to 

be b o r in g . ”

One o f  the important things 

about Lunch Hour T h ea tre  is that 

it is  performed in such a s imple 

manner. T h e re  are no l igh ts  or 

s e t t in gs  to fa l l  back on — most o f  

the propert ies  are mimed. The  

props are l im ited  to a table  and 

something to s it  on, but e v e r y 

thing e ls e  is  mimed — te lephone, 

a r t i c l e s 'o f  food, money. T h is  is a 

convent ion  that has to be a c c e p t 

ed.

T h e  experim ent o f  the las t  

p lay  was a su c c e s s .  It was d i f f 

icu lt  to gauge how rep resen ta t ive  

the aud ience was, because  there 

was l i t t le  time to get to know more 

than a very  few  peop le .  T h e  big 

hope at the moment is  to s lo w ly ,  

with the help o f  e x te n s iv e  pub

l i c i t y ,  to draw in peop le  working 

in nearby shops, warehouses, 

fa c to r ie s  and o f f i c e s .  A t a later 

point I hope it w i l l  be p o s s ib le  r

ge t  back to w o rk . ” T h e  attraction 
to the actor is  that o f  “ so many 

g lo r ious  l i t t l e  p lays  such as 

‘ V i l l a g e  W oo in g , ’ ‘ Dock B r i e f 'o f  

John Mortimer, w h ich  I would l ike  

to produce in the future. Th ere  are 

quite a host o f  them, which very 

se ldom get an a ir ing. Th e  lunch 

hour is  an id e a l  time to do them.

A  c o l l e c t io n  o f  one-hour p lays  

during the even in g  is  ve ry  mixed —

— one ser ious , one com ic  and so 

on. P e r s o n a l ly ,  i f  I ’ m go ing  to 

the theatre in the even in g  I prefer 

a three or four act p lay  as opposed  

to a c o l l e c t io n  o f  o n e -a c t e r s . ”

‘T h e  next p lay  w i l l  be a c o l l e c 

tion o f  pre-Shakesperian farce  with 

the w oo ing  sc en es  from* R ichard  

111,’ som eth ing from C on greve ,  

som eth ing from O scar  Wilde, and 

I ’ m hoping to f in ish  with a scene 

from John Osborne — a thing ca l le d  

‘ Courtsh ip through the a g e s . ’ In

fac t  th is would be very  d i f f icu lt  
to do in an, e ven in g ,  it must be

Village wooing1
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to take some o f  the shorter p lays  

alon g to some o f  the fa c to r ie s  

around the c i ty ,  and p lay  in

can teens .
B e tw een  September and C h r is t 

mas o f  1968, L e s  Moxon proved 

that there is  room for a theatre 

o f  th is type . T h e  id ea  o f  Lunch 

Hour T h ea tre  has becom e an e s t 

ab l ished  thing in London over  
the past yea r  or two with exper

iments such as the ‘ A m b ia n c e ’ 

th ea tre/ co f fe e  bar on the 

Q ueensw ay . L e s  has not been 

in vo lv e d  with these  p ro jec ts .

H is  exper im ents  were made in 

A u s t ra l ia  where they have been 

a tremendous su c c e s s ,  and s t i l l  

continue. “ We had a l l  the house

w iv e s  coming to town to do 

their shopping, and popping in 

to s it  down for an hour.”

L e s  f e e ls  happy, working in 

S toke-on-Trent where he has 

d is co ve red  a l i v e l y  in te res t  in 

the theatre and where his id eas  

have been r e c e iv e d  with enthus

iasm: “ I f e e l  op t im is t ic  about 

it  — it might take a l i t t le  time 

but I ’ m p e r fe c t ly  sure, i f  it 

can be p e rseve red  with, there 

w i l l  be a ready sort o f  aud ience 

to attend. It is  sad that there is  

such a w ea lth  o f  ta lent in this 

area, and an enormous number 

o f  p eop le  who are in te res ted  in 

these  th ings, and so l i t t le  opp

ortunity for them .”

•••then become a 
Chartered Accountant

For a man or a woman, the Chartered Accountant’s life  

is  out of the rat race, away from the treadmill.
The Chartered Accountant’s liie 

is what you choose to make it. No
rung-by-rung climb up a predetermined 
ladder, waiting for the man ahead to 
move on. As a Chartered Accountant 
you move ahead by merit, and 
merit alone.

The Chartered Accountant’s life 
is where you choose to make it. In 
the world o f industry or commerce; in 
private practice or public service. As a 
Chartered Accountant you are free to 
choose how and where you work— you 
are committed to nothing till you choose 
to commit yourself.

And the Chartered Accountant’s life is 
more, much more, than totting up 
figures and analysing accounts. In every 
field, your training will be a passport to 
the best jobs and your professional 
qualification equally respected here 
and abroad.

But freedom has a price. The 
Chartered Accountant’s career demands 
ability, character, a real will to succeed. 
I f  you can meet this challenge, the 
rewards and the satisfaction are 
unlimited.

Take the first step now into the exciting 
world of Chartered Accountancy.

The Institute s Students Advisory Officer w ill be available at 
K EE LE  University for interview on February 25th, 1969.
Arrange a meeting today through your Appointments Officer to 
find out more about a career in Accountancy._________________
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Model 1967 Extension o f ‘ Space P la c e ’ Exhibition at Stedelijk Museum^Amsterdam 1968

o'
cn  V

*  Q )

Our idea is that people should come to us and say, ‘ I ’ ve got an open space, come and 
help me fit it together something to put in i t . ’ At the moment, we have to ask industry, 
with its vast resources o f money and power, to help us do this; we ask them to ‘ contribute’ cx

O f course, i t ’ s only a c lever con really. However, in supporting projects we think valuble, ^
say, ideas for schools or urban parks, industry always gets a return in the end, whether g  /r\
in the form of a mention a mile high, or in terms o f marketing the ideas that an artist had

ten years after he had them. Th is  has happened with many artists working in new materials 3- C/J
today. In fact, i t ’ s a familiar process altogether in art — forty years after some painter 
has died in the gutter, his ideas are picked up by someone and made into a ‘ new w ave ’ .

8 SIt remains that there is no direct market for the things that we make. Renting is a poss- g Q J

ib il ity ; but last year we had three invitations to do things that, but for adequate money, g ’

we were quite capable of. There have also been exhibitions in which w e ’ ve taken part — o-
in Oxford in 1966, and at the Stedelijk Exhibition in Amsterdam in 1967.

Rea lly ,  however, we want things to happen naturally in the urban environment, so making 

structures to order for sale, or limiting them for exhibiting purposes, doesn't really q
interest us. Th is  is why we have a workshop; people can come in i f  they want and look ^

round, but they needn’ t i f  they ’ re not interested. We can wait for them. Those that do 

come are intrigued — they have never seen anything like it before. a

7T
Often these compromises, like museum and exhibition demands, have to be made. The g1 ( / )
structure we took to Amsterdam was eight months in the making, and even that didn’ t 

come from nothing. The fixed three walls o f that structure were a compromise — the thing 

became immoveable, and far too solid. We couldn’ t shift it around. But any artist has to 

contend with this i f  he’ s going to make a total form. The first thing we did had no walls; 

it covered the whole workshop, and took us two years.

T
0■O

This  artic le  is  written from an 

Maurice Agis, two artists who

interview with Pe te r  Jones and 

set up their ‘ Space Structure

Workshop’ in an old factory in

South East London about three 

years ago.
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Miss production doesn’ t interest us either. There can be no duplication on our part, nor 
on anyone e ls e ’ s. We make a prototype, in which each part is interchangeable, and which 
first and foremost is an experiment. Idea lly  we would like to g ive people an instruction 
booklet and let them get on with it themselves.

Conventional canvas painting has no v ita lity  in terms o f developing ideas that are lelevant 

to today’ s socia l situation. In that sense, it is  obsolete. However, we are working in a 
different area o f activ ity — public art, as against private art. I t ’ s a difference o f ava il

ability; our structures are there for every Tom, Dick or Harry. Not that any question of 
utility enters into this, for a structure that is v isually and physically  an exciting thing 

is  valid just as a sculpture or painting is valid. But by putting that structure in a museum 
it is  being pulled back into that situation which we are opposed to. I f  i t ’ s built in the 

street, at first it w ill  shock people, they w i l l  wonder why i t ’ s there. It could be ca lled  

something, a bandstand say, and a pop group could play on it. Th is  would make it a useful 
structure, for teas and dancing, and people would not be identifying the thing with ‘ art’ . 

They  would be getting away from a ‘ fine art’ attitude.

However, we are just as much opposed to consciously creating say, a cinema or a theatre. 
Use  must come out o f development, out of the process. T o  take a particular direction 

above any other is  dangerous, and we try to maintain a development process, not a static- 

type one. I f  there is  a space in a building, we could put something up in it, and people 

would be free to make what use of it they wished. But most structures and buildings 

today are categorised as p laces where particular things happen. A  cinema might only 

open for six hours a day, and i t ’ s wasted for the other eighteen. Schools are exactly the 
same.

In any city, there is a great poverty in the obsolescence of the structures and buildings 

that one looks at and which don’ t mean a thing to anyone. Sculpture and painting isn ’ t 
obsolete  as a private form o f expression, although today i t ’ s narrow and restricting. But 

on the public side, what we are trying to achieve is a rethinking o f man in space and the 

things that affect him, to create an awareness o f  h imself.

* * * * * * * * *

* * * * * * * * *
M odel 1967 — Stedelijk Exhibition, Amsterdam

Industrial design, pots and toilets, doesn’ t interest us at all, because there is already a 

pre-determined use for objects like that. Such a concept doesn’ t a llow for man’ s need to 

change. For example, we could bring into question the whole idea o f a family unit. The 

whole housing system is  built around the concept of bedrooms, l iv ing rooms, p laces for 

children. We could say, scrap that, le t ’ s have one big space, or tiny private abodes, maybe 

we just want a place to sleep, or maybe we eat communally. The house of the future won’ t 

be a house. We work from the needs o f man; he needs to l ive  with other people, and maybe 

the idea of privacy might just be the physical idea that you can go somewhere and shut 
yourself off. You don’ t want to do it all the time, and it doesn’ t have to be in a room. If  

you could think o f  an area where all the parts could be changed, you could enclose a bit 
i f  you wanted to block the scene from view  and be quiet for a day or so. And this means 

f lex ib le  structures, changeable, multi-purpose, that don’ t have merely one function.
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Application is  another thing that doesn’ t interest us. I f  a structure is good, then presumably 
it w ill  have an application. More generally, we think that peop le ’ s awareness o f each 

other and themselves has increased, yet this makes them very vulnerable to the sort o f 

things that happen in c it ies  today — everyone is literally  bombarded, shattered, in the 

normal run o f things. There have got to be p laces like the squares built outside churches 

in the Middle Ages .
yh e  most important job an artist can do 

is  to demonstrate poss ib il it ies , and to get people back into contact with the world again. 
Even ideas such as c it ies  with plastic domes over them contain the concept o f enclosure, 

o f  limitation; it is  not for us to say what the outcome o f the problem w ill  be, for we are 

merely the beginners of the developing process. Ideally, the answer is to scrap the whole 

mess we have now, and start again, but you can’ t do that. Town planners, however, are 

making a solution even more impossible, by exchanging one static situation for another^ 

and given this, the only answer is  to make people become more responsible, more aware 

o f  the chronic situation they’ re l iv ing in.

* * * * * * * * * *

At the moment, we are watching the reactions o f people who come to see us, and listening 

to what they say. The e ffect of our structures upon people is far more important than the 

‘ fine art’ bit; is  it art or isn ’ t it art just isn ’ t the question. I t ’ s very dangerous when you 

show yourself in front o f  critics who pre-determine, pre-judge, categorise, because they 
never ask the big question o f the relationship o f your work to man. A  common reaction to 

what we do is  that people can v isua lise  say, a chair in our environment. They  can’ t see 

that chairs won’ t be wanted i f  the structure is organised to f i t  the person. With different 

le ve ls ,  people might sit on the floor; the Japanese have always had the element o f change, 

and don’ t need chairs. We have this anti-object thing, we don’ t like chairs and tables 
because they don’ t cater for peop le ’ s needs. Ideally, you would turn on hot air taps and 

float on the warm airthat came out, but to say that is merely to illustrate the gap between 

ideas and technological developments. Until we can do that we produce the physical 

object which is nearest to it in terms of the structure.

One idea would be to inflate your clothing and sit on it. There are two problems which we 

find most d ifficult, clothing and seating, and we are working on a combination of the two 

now. We could make some sort o f inflatable clothing which would be sympathetic to what
ever structure we were involved with, and people would just lay down anywhere and be 
comfortable; and by that we mean not only the comfort o f resting, but the comfort of 

watching other people move around. Clothing is  a terrible thing — the first time people 

come into a structure and look round, they become aware o f just how terrible their clothing 

is .  C lothes do nothing at all to make a person more beautiful or human, they are not 

comfortable, and they don’ t keep anyone adequately cool or warm. In fact, they don’ t 
function at a ll  apart from hiding the private parts. Interestingly, a couple o f people came 
along, and said that their sexual desire increased.

Oxford Exhibition 1966
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One thing we have learned is that forms evoke intensive attitudes, they can be dangerous, 

and therefore i t ’ s essentia l that one should do a lot o f work before anything is made 

public. The e ffect of a specia l experience upon people who suddenly find its realism is 

remarkable. We don’ t do that kind of thing at the moment, we can’ t afford to. I t ’ s sort of 

fee  LSD, you get high on experience. The recent general need for stimulation by drugs is 
probably a direct response to the crap that’ s going on out there, in our c it ies . I t ’ s not 
constructive, it 's  m t  an outward-going thing, but is a way we are trying to relate our work 
to the kind of thing that this is. Science has been quite remarkable, that’ s a ll  that has 
happened. Peop le are the same as they always were, except that they are making every

thing more and more difficult for themselves. You find that w e ’re bombarded with all these 
atrocities, riots, rebellions, wars. I t ’s very difficult to think in human terms. The arch

itects of today have fa iled miserably in trying to give us something that is bas ica lly  

satisfactory. We’ re being pushed about by machines and roadways and God knows what, 

and what’s happening is that i t ’ s just gone on and nobody’s stopped, because they don’ t 
know how to stop i t .T h ey  can only stop it i f  they’ re educated to stop it. It was mostly 
chance that a few of us have become educated and the rest of them haven’ t — they’ re 

victims of the system, whatever it is ,  communist or capitalist.

But in this context the artist can serve to demonstrate poss ib i l i t ies , and really this is 
the first role of the creative mind — it demonstrates ideas and ways. Many people would 
say that these possib il it ies  of the artist only apply to a tiny minority of the population; 
but we are not talking about our own lifetime, rather in terms of hundreds of years.

IB ,  Gilman Street (Nr. Bus S tation,) Hanley.



P e o p le ’ s reactions to our environments are partly the reason why we go on working. T o  

most people modern art means P icasso  or something; here was something that they didn’ t 

s ee  as art, but which we did, to which they reacted. Popular taste in wallpaper, carpets 

and chairs has all fi ltered down, for good or bad, from the initial idea o f some artist or 

the other, but people are totally unaware o f this. In making people aware, we hope, in a 

way, to re-instate a sort o f seventeenth century concept of creating your own environment. 

In those days, people thought o f time much less, and yet much more, in a natural way; in 

a city today, you can be totally unaware of whether it is night or day, the sky matters so 
li t t le .  Peop le  are not aware o f what’ s happening around them because their responses 
have been neglected. T h e y ’ ve been so shattered they ’ve gone inwards, and have been 
degraded. L it t le  is being done to help this situation — look at schools for instance; 
certain types o f schools are probably better made than others, or better designed, but you 

wonder what the learning capacity in such a space is. Th is  is  why impact is  as important 

to us. We could say that as long as someone somewhere has an idea that has quality and 

importance and is completely valid for human beings, then that idea w il l  survive somehow, 

and have an effect.

There is something about making a work public, in a park or a city centre. Peop le , conf

ronted by this, will, we hope, come to grips with themselves more readily, become aware 

o f  themselves. I t ’ s the need to communicate, which at present is being ignored by both 

artists and urban planners. In these exhibitions we were at, and in the workshop, people 

would suddenly open up, their minds working on a different leve l.  Th is  is the most exciting 

thing o f a l l ,  peop le ’ s responses, their ways o f moving, their behaviour to each other. The 
function of art has, we think, always been to te l l  the truth about something, in such a way 

as to stimulate peop le ’ s consciousness — to make people conscious of themselves.

T o  ask how this can be achieved in the urban environment is asking a question that’ s 

not for us to answer. Th is is not why w e ’ re doing what w e ’ re doing. We don’ t work in 

terms of ‘ how can I do i t? ’ and then sit down and think of a way; rather, our work is  part 
o f  the way we live , what we are. Work is based on the senses o f seeing and feeling and 

sound, and to allow these things to operate you ’ ve just got to get on in oneself. We can 

only say that w e ’ re stimulating an awareness o f ourselves, and hoping to affect others 
by this. We rely on what people have in common, and obviously use ourselves while w e ’ re 
working, as ‘ peop le ’ . But i f  people don’ t respond generally in the way we assume, w e ’ re 
wrong somewhere. Then we have this new response to incorporate within our next project. 

Th is  is  why peop le ’ s reactions are so important to us.
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each year 
Michelin seek
Graduates of above average all round 
ability for entry to one of the Company’s 
several Management Training and 
Development Schemes leading to 
Sales * Organisation and Methods 
Work Study • Production Management 
Engineering Management.

Further, details can be obtained from 
the University Appointments Officer, 
or direct from the Recruitment Manager, 
Michelin Tyre Co., Ltd. Stoke-on-Trent Staffs.
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Job  in industry ?

Why not write to us ?

Rubery Owen have openings for 
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and administrative aspects of the 
engineering industry.
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T H E  O W E N  OJROA N IS A  T IO N
Q  A U N K E D  FAM ILY  O f  M O RE THAN E IG HTY COM PANIES



DESIGN IN G JEW ELLER Y . Most diamonds are mounted in engagement rings 
and become treasured symbols of enduring love. Others help create 
beautiful and elegant pieces of jewellery

t h e  e n g a g e m e n t  t r a d i t i o n .  The earliest form of engagement ring 
was a troth ring made of plaited grass or rushes. In Roman times 
‘promise’ rings of iron were used to mark a betrothal, although the Romans 
are known to haveused diamonds in gold rings asearly as the4thCenturyA .D . 
T he first recorded diamond engagement ring was given to M ary of Burgundy 
in 1477 by her fiance Maximilian of Hapsburg.
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