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APPENDIX 1 =~ EDITED INTERVIEWS




1+ Toni del Renzio 17 March 1982

GW: When did you join the ICA? Do you remember?

TdelR: Yes. The Winter of '51,

GW: So that was quite near the beginning.

TdelR: It was soon after. It had moved into the Dover Street premises during
the Festival year.

GWe: Why did you join?

TdelR: Many of my friends were responsible at that time for it and one in
particular, a man called Peter Watson, who was something of a
collector, He hated to be called a collector - he didn't feel he had
enough pictures to warrant it being called a collection and he bought
what he liked and things of that sort. He'd been a friend of mine from
before the war - I can remember him in Paris -~ and he invited me

fnitially to organise an exhibition for the ICA and then while that
was going on, Dorothy Morland asked me if I would work. So I really went
into the ICA as assistant to the Director.

GW: I was going to ask you what you were doing at the time you joined but

you were in fact invited to join.

TdelR: Yes. You see, the point is, I had just left an organisation which was
called the National Trade Magazines and I had been working chiefly on
their furniture but some of their fashion magazines. And I left and
took a break, going to Italy and looking around. Some of the results of
my trlp in Italy appeared in odd things in the Architectural Review of
that time, sometimes only under my initials = that was a practice.

And then, as it were, I was invited to join the ICA on its staff. That
I continued until 1953 when I left and went to work on Newnes and
Pearsons women's magazine group.

GW: So you were only with the ICA until 1953%?

TdelR: But I continued as a member of an exhibitions committee operating with
the Independent Group but no longer on their payroll, but I continued
as an honorary member, I suppose.

GW: You got involved in the de31gn of catalogues, didn't you - and writing

catalogues?

TdelR: Yes. Well, a lot of d081gn work., I had, in a sense, been a painter.

GW: You were tralned as a pam’cer’P : . .

TdelR: No.

GW: You were a. palnter.
TdelR: I had been a painter and a designer, and I'd done a lot of typographical

design..sAnd I did some of the ICA's catalogues from time to tine.

.GW: You were there at the inception of the Independent Group, presumably?

TdelR: Yes, and when it orlglnally started w1th Richard Lannoy..

GW: Why did it start?

TdelR: It was felt there were young people who were out of touch with the
management of the ICA or the ICA was out of touch with what young =
people were interested in doing. It was sort of a way of creating some
interest and there were various informal gatherings going on and it
was an attempt to institutionalise. In fact, it never did that. It
became a fairly small, selective group of sufficiently like-minded but
sufficiently different-minded to have a lot of argument. There really
can't be said to.be a simple Independent Group.line on anything., There
were some broad things:held in common but there were a lot of differences
held among people. - . : :

GW: Do you know where the name came from? S : .

-TdelR: I don't know at all how the. name came about; I thlnk it was almost by

' accident that they were regarded as 1ndependent. I don't think anybody

actually invented the name in that way. I think it just got to be called

that, and quite early on at one of the things that were put on -
because part of. the other aim for the ICA in backing it was that the




Independent Group would do things and if they worked then they would be
presented to a wider audience through the ICA -~ and quite early on,
on one of those occasions, Lawrence Alloway was introduced as a
corressponding member of the Independent Group. Now people like
David Sylvester were anxious to know what it was and were deliberately
excluded and never asked. And in a certain sense, in addition to
everything else it did, there was a type of, let's say, intellectual
terrorism carried on by members of the Independent Group at the expense
particularly of people like Alan Bowness, Ronald Alley...

GW: Presumably people like Penrose and Herbert Read were not involved?

TdelR: No, except by giving it their blessing.

GW: They did do that?

TdelR: Ch yes.
GW: Do you remember the first meetlng° Were you there? Was there such a thing?

TdelR: Well, what anyone calls the first meeting compared with what perhaps
was the first meeting, is a...there are a lot of things there...there
had been even lunchtime and early evening meetings called of people
and it's very difficult to say...there's a sort of received line that
the first evening was when Paolozzi showed some work,

s Were you there?

TdelR: Yes. I was there,

GW: It was an epidiascope?

TdelR: Yes, epidiascope.

GW: Can you remember it well?
TdelR: I remember it well enough.

GW: Because it's legendary, isn't 1t?
TdelR: It's legendary. The legend has been embroidered, I mean, quite honestly.

Because all those collages of Paolozzi which used the material were

not made then.

GW: So he just showed the material.

TdelR: He just showed the rough material. Things as they were torn from
magazines. And there was a sort of notion around a bit that that was
all you need do, you know. There was criticism which, if it was ever
openly voiced, was present a bit - I think I mentioned it in that thing
on Richard Hamilton ;feferring to catalogue notes of Hamilton's 1978
exhibition in Germany], you know, even of what Richard Hamilton was
doing as though, yes, we were all very interested but you can't make
artworks out of it, not in that way. However, Hamilton persisted and
showed he was right and we were wrong, who criticised. I was one. I'm
saying this because 1. know I was critical., But I do know that the

Paolozzi collages were produced later. They were not produced at the time

when that material was first shown. However, there were these, I
remember, comments - 'What an imagel!' - and a general tendency there
I suppose, more than anybody else, to use advanced American slang
expressions. So 'man' would probably have been used.,
GW: It's said in one source -~ I forget which one ~ that Banham gave an
impromtu commentary with the epidiavcope images of the Paolozzi 'show!'.
Do you remember that?

-TdelR: That's not strictly true. RBanham may . have talked a bit more than most
others. It was a very informal evening in a small upstairs room that
the ICA possessed, with an epidiascope. Ve were virtually standing
about. And I remember several things, because there was a thing around
that time. The V. & A put on an exhibition which took Art Nouveau
seriously, provably for the first time since the 'nineties, as it were,
in this country = and I've never becen able to find the catalogue again.

. The V & A doesn't seem to have it, certainly not in their library.
However, there was some discussion there and one of the people called
Peter Floud from the:V & A came along. And that was a typical early
Independent Group activity. I remember we were again using the
epidiascope and I had images that came out of a big Swiss Art Mouveau
exhibition which was on at the same time and was commenting on the




similarity between some furniture by Adolf Loos and Gio Ponti more
recently, and things of that sort. There was a lot of argument about how
ideas went about and Peter Floud taking a very snooty, élitist art
historian's attitude, saying there couldn't have been any publications
that they could have seen for these ideas to move about. However, I've
since established that perhaps there was not a magazine - an art magazine
or an architectural magazine — with an international circulation that
would have carried it, however there was a big sale going on all over
Europe of illustrations, that is, the blocks, the wood blocks that had
been engraved. And in that way, a lot of material moved around because
I've seen the same blocks - and I've not done the real research on this
to prove my point, but I did enough to staisfy me that if I carried on,

I would have found what I was looking for. But there weres wood blocks
that one could find that appeared in the London Illustrated News that
appeared in a similar Milan illustrated paper, L'Illustrazioni Italiano,
or something like that, I can't remember now, but which was an Italian
equivalent of the lLondon Illustrated News., There had been material there;
there was material that had come from Germany, Austria. So there was a
lot of information going around, if you didn't think of the sort of
publications normally respected by art historians,

GW: And that sort of argument...?

TdelR:And that sort of argument came. Floud was denying that there could be

interchange of the sort...that the material suggested.

GW: So in that way, the Independent Group questioned, investigated.

TdelR: Well, in a sense it was inclined to question all established positions
or academic positions, if you like, in the bad sense of the word
academic. You see, I was particularly very influenced by Rosenberg's 1951
action painting essay and in one of the series that were organised in
connection with the Independent Group - how far I don't remember it was
Independent Group because Robert Melville was one of the people involved-
Peter Banham was the chairman the whole way through - 1 did one on
action painting which was, in many respeuts, a re~hash of some of
Rosenbergese.

GW: That was the 'Non Formal Painting'. That's 1955...Under the chairmanship of
Melville, a series of lectures of whlch one is yours called 'Non Formal
Painting'.

TdelR: Well I had a feeling that He1v111e wasn't the chalrman and it was Peter

Banham -the chairman and Melville gave one of the lectures.

GW: Yes, Melville did give a lecture, and Banham also,

TdelR: But Ranham, I think, was the organiser of that because I remember Banham
did the summing up of it in the final one of the series. Then that was
followed the next year 1 think, or over that sort of time, with one in
which we re-examined the great books of art in one way or another. And
Robert Melville did Gertrude Stein's Picasso and virtually had people
screaming, as it were, because he began by saying, "Gertrude Stein was
a nasty old woman and I'm glad she's dead." I did one on Corbusier's
Vers une architecture. I think at that time Banham was also doing some
of the Astragal column in the Architects' Journal, and so if you want to,
you might find over that period. of time reports of things. I think
that over the mid 'fifties it's well worth looking at that because lots
of information got recorded there by Banham one way or another which
didn't get anywhere else., )

Gw How did the, Independent Group meet? Mas it formally, 1nforma11y, both?

TdelR: It was a mixture of both., There were attempts to have fairly serious

~ formal gatherings. We had Treddie Ayer come once, through my influence.
There had been, under Banham's first go at it, a.series of people
including whoever it was talklnv .about hellcopter design. I wasn't
present at that one.. s

GW: Yes. That's the . one Alloway mentions. He waqn't present either, he says.,.

TdelR: Yes. And then somebody called Bingo lyers, some name like that - you'll
get it out of Banham I should think — started to talk about information




theory, And this led to, you know...it wasn't totally new to people
but it gave us stimulus and information theory became very much part
of the ICA Independent Group interests. Pushing on much farther, I
pushed it on into locking at Von Neumann's Theory of Games and in fact
I collected all the books that had come out on the theory of games but
somebody stole them., You know, they were going the rounds of the
Independent Group and somebody never returned them - that sort of thing.
There was even something by a Cambridge philosophy don called
Braithewaite called The Theory of Games as a Tool for Moral Philosophers
which was among the books. But the theory of games did get also

- discussed.

GW: Presumably there were friendships outside the actual meetings of the
Independent Group.

TdelR: Yes, and there were two sort of areas which sort of overlapped, came
together -~ were on different periods of time. One as a whole series of
lunchtimes in the ICA bar when Banham and myself particularly were the
most constant attenders. But various other people, including Alloway -
and Alloway, after all, did work for the ICA a bit too - were there.

And then Saturday mornings in the French pub. Sandy Wilson, Jim Stirling,
Frank Newby, Alan Colgquhoun and myself, and other people used to meet,
after we'd done our Saturday morning shopping in Soho, at the French pub,

GW: And presumably things grew out of that,

TdelR: Yes, a lot more of the noticns got batted around.

GW: Alloway talks of two seasons or two sessions at the Independent Group. He
talks of the first one that Banham ran which was to do with techniques, he
calls it, and then he talks about the one that he and McHale apparently ran,
which was to do with popular culture. Did you see it like that?

TdelR: Not quite like that. The popular culture thing had been there from early
on, hence the interest in the Paolozzi images, whenever they were shown,
and I really don't know if there's any record of the exact date of that
showing. There had been lots of interest in aspects of popular culture
both before and afterwards., Banham probably during the time he had
anything to do with it was perhaps a bit more forceful in doing what he
wanted., Alloway and McHale - Alloway because he was at the ICA took a
certain eminence in the thing, and lcHale to the extent that he was a
friend of Alloway. But I think a lot. of the things were a mutual decision,

GW: Yes, So there was no set programme as such.

TdelR: No. There were interests. There were evenings when people did bring
together images from the chiefly - there was always a strong tendency
to look at American popular culture rather than popular culture in a more
general sense of the word.

GW: That wasg the time though, wasn't it, of post-war austerity? .

TdelR: Well, I think also it was a time when we looked wistfully at the success
of MOMA in New York and felt that America must be a good place to
support that. All we were fJghtinp for on one hand had apparently got
backing and success there. -

GW: Yes, because when the ICA opened...the ICA archives talk about MOMA and

trying, not to emulate, but to set up a similar thing in this country.

TdelR: So there was a.certain admiration for what had been achieved in the
Museum of Modern Art. That led to a certain pro—Amerlcanlsm, in certain
senses, not necessarily... : :

GW: Politically...?

TdelR: Politically, though it's very difficult to say how people stood. We were
fairly critical of the then Marxist positions but then that was because
.we were inclined to see Berger and Marxism as 1dent1ca1 and we certainly
didn't want much truck with Berger.

GW: Was there a political side to the Independent Group or was it 51mp1y a

cultural 'gathering'?

TdelR: Not a real political side, any more than, let us say, if you read those
crucial essays of Harold Rosenberg you would say that was political.




Obviously, we were against reactionaries. But, for example, when I
remember on some occasion or other, making criticism of Harold McMillan,
it fell flat. It didn't even get, you know, any reaction.

GW: The other sort of legendary story that comes out in bits of writing is McHale

opening the trunk full of goodies which he brought back from the States.,

TdelR: Yes. An enormous amount's been made of it. I think in a sense it had no
effect because most of us thought he can go down Charing Cross Road and
there are several stores and that little alley-way by Leicester Square
Underground Station off Charing Cross Road - which hardly exists now -
had several stores which had the American pulp magazines,

GW: So you could buy them over here.

TdelR: There was nothing that was not available here,

GW: And he'd been to the States and brought all this stuff back?

TdelR: It said he did and perhaps...l believe he was, what can one say, liberal-

minded enough to do it. I never had great admiration for McHale personally.

But you know, when he put these collages up, it was all material you
could have got. It was all material that most of us had seen in one way
or another, if not those particular examples, It didn't have this real
effect that has been created by some of the people there. You know, all
the magazines were available. I, in my work of course, had .access to an
enormous number of American publications. On the women's magazine group
we often bought material from them, so we had the Saturday Evening Post,
Look, Ladies'Home Companion, Woman's Home Journal, or whichever all these
things were. I used to see lots of those as well as things like
Seventeen, Glamour, Mademmoiselle, to say nothing of Vogue and Harper's
Bazaar as the Americans were already beginning te¢ call it. Life was seen
by everybody a lot. '

GW: So in a way, it's second-hand material he used.

TdelR: Yes, and in fact some of the-discussions we got on to very interesting
things as to how...I remember we spent a whole evening discussing a
particular Coca Cola double spread from Life because of the fact that it
had clearly to have been produced - I explalned it from the technical
point of view -~ from several different photographs because at that time
nobody had a camera that would take that with the depth of focus and
field of focus without distortion, at any rate. So you know, this had to
be done by composite photographs going back to - I don't know if anybody
mentioned it - but, you know, to nineteenth century techniques of making
a picture up of several -negatives, And it was in colour of course. .

GW: Do you remember. which exhibitions at the ICA came out of the Independent

Group? Growth and Form, for example. . - . .. o

TdelR: Growth and Form pre-dated. ‘

GW: Man, Machine and Motion and Parallel of Life and Art?

TdelR; Well, Parallel of Life and Art... :

GW: The. Smlthsons... ' s g : L

TdelR: The Smithsons, Paolozz1 and ngel Henderson., I suppose that was related.
It was their exhibition. I don't think it had any discussion with the
Independent Group before being done, though there probably was a lot of
discussion.once it was installed. And Man, Machine and Motion of course,
did create a lot of discussion,

GW: But that again, that was Hamilton.

TdelR: That was Hamilton's.

GW: But did that come from the Independent Group or from Hamilton? :

TdelR: It came from Hamilton. I don't think there were any exhibitions that were
a collaboration of the whole of the Independent Group. And then there
was the other one, the collaboratlon between Hamllton and Pasmore.

GW: Was that An Exhibit? Wasn't Alloway 1nvolved? N

TdelR: Alloway was involved.It was when he created the phrase "maze wise or
maze dim" -~ your ability to find your way.e..

GW: Yes. It's An Exhibit,
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TdelR: Is that what it is called? I can't remember what it was called.

GW: Yes, It got a lot of bad press.

TdelR: It was followed by an exhibition that had some title like Place or
something of that sort.

GW: Yes, Place. That's right.

TdelR: But which gave things to different artists - a limited group of artists.
Ralph Rumney was one of the people in that and I think Richard Smith,
but I don't really remember. And that, as it were put itself down in
the same way that An Exhibit had been, though not with the same
technical means, that is, that the panels were not suspended on wires
or that sort of thing, but they were placed and you would see things
backing each other which it was up to whoever looked at it to decide
whether they did relate by intention or chance.,

GW: Was Richard Smith involved in the Independent Group at all?

TdelR: Only coming in at the end of it, as a number of Royal College students
did. So, somebody like Roger Coleman came in on the end but I really
now don't remember whether the Independent Group as a group any longer
continued.

GW: Do you know when and how the Independent Group finished?

TdelR: I don't remember the thing that they all recount where they stopped and
all went off to see a film, That was supposed to be the end of it.

I don't remember that but it could have been an evening I wasn't there.
I didn't again completely see eye to eye with some of the B movies

that they were all rushing off to see., You know, one or two were quite
interesting but on the whole I thought they were pretty bad. I wasn't
that interested. And I felt myself a bit separated by attitudes. At that
time, I don't think Alloway had ever seen a film in the French

language - certainly in no other Buropean language. And Alloway had an
admiration for IBM and not Olivetti. Things of that sort.

GW: Maybe I shouldn't ask you and I don't mind if you don't answer, but was
there anybody you really admired in the Independent Group? I mean as an
artist, or as a thinker...

TdelR: Yes, I think that I admired as equals, if you like, not as, you know...
Banham tremendously. Alloway I had great respect for, even if he could
make mistakes. I was interested in the ideas of the Smithsons. Certainly
the notions of James Stirling, as far as they were then expressed.
Sandy Wilson... = : L . .

GW: What about Hamilton? SR e '

TdelR: Hamilton, yes, who I knew a lot. I was very cr1t1ca1 of Hamilton but
yet I could respect what he was. a01ng. :

GW: And Paolozzi?

TdelR: And Paolozzi too. But ‘Paoclozzi at that time did not express a very
coherent point of view. One understood Paolozzi more from what he did
than from what he said. Turnbull on the other hand was, in a way, very
lucid and very interesting, and I myself at the time thought that.
Turnbull had a problem over the two sides of his character, as it were,
He had not at that time succeeded.in integrating a very informed and
intellectual critical approach with what his own work was. I think a
problem for many artists. I wouldn't like to say about which time he
overcame: it but I did detect in some ways, sometimes he was doing what
he was intellectually convinced but not always, as it were, convinced
as an artist working, and this led to:problems.

GWs Lastly, can you tell me about This is Tomorrow, because’ you were involved

weren't you, in one of the aspects of that show? What do you remember of it?

TdelR: Well, I think the thing that's hillarious about it is that I was
involved to an extent on working with something with Lawrence Alloway
and Geoffrey Holroyd, which as a collaboration was in a sense expediency
for all.of us I think., The organisation of the exhibition as such, I had
not really been involved in. I only got called in, as it were, along with

Geoffrey Holroyd and Lawrence Alloway and then later I.got involved for
-other reasons because Lawrence was away somewhere and I was:-around, and
I was the . sort of contact and liaison for it., I think the stories that
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there are about are roughly true, but initially it was something that
.was linked to what had been a purely abstract art movement group and
then got dragged out of that by the intervention of various people
that were involved. What I do remember is that they had spent a hell of
a time to get the right sort of acronym for it. And then gave up, only
to discover that they'd saddled themselves with TIT. This I always
thought terribly funny; you know, these wordly wise people who'd been
trying to get the right acronym, and they said, well let's call it
This is Tomorrow, not realising what this..e.

GW: Your exhibit is spoken about as a tack-board...a pin board about pin boards.

Is that right?

" TdelR: Yes. My design for, our section of the catalogue is almost what went on to
the exhibition space, though there was a lot more imagery added to it,
Now what the idea was, and this I think was tackling something that was
fundamental, which is why there was some criticism of what Hamilton
was doing and why Paolczzi had not, even by This is Tomorrow, started to
put that material into collage form, The idea was that all artists had
things pinned on their walls and that this was a technique of formal
investigation and that we all had boards in our homes or in our work
spaces where we constantly pinned things up, removed things and they were
always in odd juxtapositions and we were making this relationship and
contrast between them. This seemed to be something fundamental to
Independent Group notions, as far as there were general notions, rather
than what each individual did.

‘GW: You saw that as a fundamental notion?

TdelR: Yes. This was aluiost, if you like, making a principle out of something
which was not all that new. Artists had always done it but we believed
it was a technique, if you like, and that had been a strong thing.

I think this had led to the other important Independent Group thing,
which was that the difference between art and non-art was not quite so
abrupt as people supposed., That advertising and things of that sort were
not only worthy of serious critical attention but might also be solving
problems which art itself was not sodlving and might offer possibilities,
It's only in that way that the Independent Group can be regarded as a
forerunner of the Pop Art movement. At least it pointed out this
material and its importance for art, I don't think any of us had any
idea that we were going to start a Pop Art movement.

GW: The Pop artists themselves, people like Phillips, Boshier, talk about not

knowing of the Independent Group at all nor even going to Thig is Tomorrow.

TdelR: Well, anybody who was at the Royal College knew about it.

GW: They deny it.

TdelR: I know, but they were present where various of us went there and talked.

GW: But at least the atmosphere was created. .

TdelR: Yes, and in a way, out of this attitude to the tack-board notion and the
images, grew, obliquely, Kitaj's early techniques and Kitaj carrying
over into painting traces of the sources of the images he was doing, so
that you get different painting techniques used in the same picture.

Now that comes out of that sort of attitude and I think it can also be
seen in some of Peter Blake's early work, the On the Balcony, which looks
like a collage and isn't,

GWs: It's very interesting you were talking about games before. Phillips's early

work is very influenced by games and that sort of thing.

TdelR: There's something else...during those mid 'fifties, exactly when I can't
tell you, was when the notion grew up of expendable aesthetics of
which Peter Banham made a lot. And there were ideas about, that
expendable aesthetics were not necessarily limited to advertising and
the ephemera of that or even built-in obsolescence, but also could,
perhaps at a different time scale, I don't know we even said that, be
similar in the fine art to...well...Again, an odd little document of
that time was I wrote a letter to The Tines when whoever was then
President of the Royal Academy was talking, you know, about artists,
meaning members of the Royal Academy, should be given work by the
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advertising agents to produce the posters and things. I can't remember
how he put it but it was a little ridiculous and I remember dashing off
a letter saying, you know, when the Royal Academy started to put the best
ads of the year on its walls, this might be a possibility.

W: Did you see the breakdown of the division between art and what is supposed

to
TdelR:

GW: Yes
TdelR:

GW: No.
TdelR:

be non-art as important to the Independent Group?

I think that what we did do then was I think that we were all very aware
of being anti-established art history, so we didn't do a lot of the
other work we might have done on it. But I think that we knew in some
way that art as a category was of recent historical origin. Really what
we were saying was that all the scholars who wrote about what was art or
not, is really only a question about how you're going to use the word
art and whatever you're going to add it to and what not. And that there
was a whole world of visual experience that was there and that everybody,
whether they knew it or not, drew upon. You grew up in this world of all
this printed ephemera - posters, newspapers, and things around you -

and that was there and that was part of the given of your visual
repertoire. Inevitably it would carry over into the other given forms

of art and then could go the other way as well, obviously. And this was
the thing which to my mind has developed. I think in certain ways, what
the Independent Group did was to - and Banham in particular, it was his
own work - was to lay the foundations for design history to be a
possibility. I think that without the Independent Group, the notion of
design history wouldn't have come about,

, and that's very important now.

There was a thing I wrote for The Times ngher qucation Supplement five
or six years back, about design history which calls upon Independent
Group principles. I'm not sure whether I mention the Independent Group
but I think I probably do...And I think it also underlays the work of
Roger Taylor. Do you Know him?

Well, he did a book called Art - Enemy of the People and his latest book
is called Beyond Art. Now in many ways, I see what he's doing as
carrying on some of the attitudes of the Independent Group in certain
areas in much more rigorous ways. I don't agree with everything he says
at all - obviously ~ but I think he probably doesn't even know that these
were preoccupations of the Independent Group, But nevertheless, to me

it comes through quite clearly and in some ways for me, there is a
longer trend in this because I think that these aspects of Independent
Group interests and in developments from Surrealism when Surrealism
itself couldn't carry on in the post-war period. That certain aspects

of practice in France that any rate carried on ihese attitudes. And I
think that fed into Independent Group notions through the fact of
Hamilton, Paolozzi, Turnbull having been in Paris quite a bit.

GW: Penrose perhaps?

TdelR:

Penrose less, though he sort of came back in on it when he did this
exhibition Wonder and Horror of the Human Head, on which Hamilton was
involved.




2. Dorothy Morland 26 May 1982

GW: How did you become involved with the ICA?

DM: Well, I suppose I just happened to be the right person at the right moment.
Friends had asked me to be on the committee dealing with fund raising and
I became interested in what tiiey were doing and so I offered to do some
extra voluntary help; so I used to go in part time every day, and then
Ewan Phillips left as Director and there was going to be a gap, obviously,
until they found the right person to fit in. And funds were pretty low
then and so it was difficult to advertise for the sort of candidate they
wanted with academic degrees and so on. BSo they asked me to fill in the
gap until such time as they found the right per.-on. There I was for
eighteen years, So that was that.

GW: Richard Lannoy came to seeyou about some dissatisfied members. Do you

, remember that? v

DM: Yes. and he was working in the gallery then. It's all in the history of
the ICA.

GW: What was his actual position?

DM: Well, he was the manager of the gallery and general factotum. I mean,
whoever was working there had to do a multitude of jobs. e locked
after the gallery, the books; he looked after the loft where the pictures
were stored; he talked to people when they came in. He helped in the
evenin,'s - we had to get the chairs out, you know, and make the room into
a lecture/discussion, whatever it was, room. And he just did whatever was
needed to do. lle was very good, the best gallery assistant we had 211 the
time, because he was very identified, very enthusiastic. Dut he's written
out; there's a tape of his.

It was he who came to me to say that there was some discatisfaction amongst
a group of younger members - artists - who felt that they weren't getting
an opportunity to exchange views and who didn't fit into the pattern perh=zps
that was set by Herbert Read and some of the older members on the committee.
And so it was agreed t:at they should have the use of the gallery - I think
it was once a month. DBut it ghould be a private gathering to which people
would be invited - not open to any members of the ICA who just thought
they'd like to come. And particularly the personnel of the committee, the
founders, were not invited, except by special invitation, if there was some
subject they were particularly interested in. I think I was the only one
who used to go sometimes. And they respected that attitude; T mean Roland
and Herbert and Peter Watson, Peter Gregory, respected that attitude, they
gquite understood the feeling uand they didn't interfere in any way.

Gid: Do you remember who took over convening the meetlngs after hlchaniLvnnoy
left?

DM: I don't remenber who took over after Lannoy when he went to India. He was
always passionately interested in photography and in India and he went out
to India and he lived ocut there some time, He tausht and did varicus jobs
and he did a book of photographs which I think was pretty successful. And
now he's working up near Norwich at some college there. It's a private
thing.which deals with ratner esoteric subjects.

GW: How did the name Independent Group come about?

Dt Vell, it just happened that I think that I named it the Independernt Group
because I had to put something down in the diary to say that it was
booked and I thought that they were independent so that's how it went,

GvW:s There was a point in one of tine interviews where you call them the Young
Group. Do you rcmember that?

DM: No, I don't. Well, I mean I didn't call them the Young Group in the diary,
I know that. Because they weren't so very young, you know,.

W: Did you attend any of the Independent Group meetings and do you renember
any of them?

Di1: Yes, I did attend some of the meetings and particularly the first orne I
remember. I don't remember all of them but I do remember that one because
of the difficulties we had with the epidiascope and the rattling along of

various illustrations which came and went ratner fast and then occasionally
- caught fire.
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GW: Were you aware of the ideas being thrown around within the
, Independent Group?

DM: No, I hadn't known much about the ideas that were heing thrown about
ezcept from Paolozzi who was living in our house at the time.

GvV: You don't remember any other meetings?”

DV: Well I have a general impression of the meetings but I can't remember it
because it's a household word now, you see, It's so well-=-known, all that
they talked ab-ut, that I really can't separate all that I heard then from
what I've read and heard since, I really can't. I just have dim picturcs
of Richard Hamiltcn showing pop images of motor cars and thinrs like that
tut I can't remember very clearly.

GW: I believe you used some of the Independent Group programmes as a basis for
a number of ICA rrogramme:, Do you remember which these were?

Dii: I don't remember which programmes we used but we did use quite a few.

I think Paolozzi's was one and I think the Smithson's too, but I really
can't remember which. If I went through all the talks I'd probably
recognise which ones I'd picked up but I can't now.

Gi: In an interview with Toni del Renzio he talks about resentment between
ordinary ICA members and the Independent Group. Vere you aware of this?

IM: No, I don't think there was resentment. No, I don't think so. I wasn't
conscious of that at all. I mean, there was the Free Painters' Grecup and
they were very pleased tc have the gallery too, and I don't know why they
(other ICA members) should have resented it. I don't remember that.,

GW: Did Lawrence Alloway's involvement in the Independent Group change its
ideologies as far as you know?

DM: Yo you mean change the Independent Group's ideologies?

GWs Yes .

TM: No, I don't taink so. I think he was learning then and I should think it
was more the Independent Group ci.anged him than the other way.

;Ws  Richard Lannoy says in an interview with you that Alloway, lMcHale and Magda
Cordell had their own little group within the Independent Group and they

. were quite scary to be with, to which you agree. Can you elaborate on this?

DM: Yes, I think that's true. 'They did give the feeling of being a little
rather, what shall we say, supercilious and the feeling that they were going
a bit further than anybody else was going in their ideas. I can't be very
clear about it,

GW: VWhat's your opinion about exhibitions which involved Independent Group
members, such as Parallel of Life and Art , Man, Machine and Motion
and An Ixhibit ? A

IDM: Well, Parallel of Life and Art and Man, Machine and Motion were both
very good indeed, I think. 'Parallel of Life and Art' particularly, I
mean it really woke cne up to viewing things in an entirely different way.
Very exciting. An Exhibit , T can't remember what it was now.

Gd: Alloway, Pasmore and Hamilton. It was a maze of panels.

DM: Yes, it was a sort of honourable failure, I thinkj; I mean it had brilliant
ideas but it didn't quite come off as an exhibition, It was a very
difficult one to mount. I can remember having terrible headaches over it
Lecause all these panels and things had to be put away every night, you
see, for our activities., No one ever understood what problems we were
facing with having to have a gallery plus a discussion room and having to
clear it all and put it somewhere and be ready for people to come in again
in the evening. It really was a Herculean job.

GY: Yes, whereas the premises at Carlton Terrace are much better,

TH: Well yes, but they don't make as good a use of it.

GW¥: Do you remember or know anything about the end of the Independent Group?

-DM: Well, it sort of petered out. It was as though they'd 21l said what they

wanted to say and now they were getting on, they were beginning to have

jobs and things to do and teaching jobs, and they were disappearing all
over the place and it just terminated in a natural way. I don't remember
any moment when it suddently wasn't there. It just shot its bolt and
they'd all exchanged their ideas and then there was no lonser the necessity
for it.

Do you remember Roger Coleman being involved?

o

416 /



DM
Gl
DM
GW:
s

GWs
DM

Oh yes. Certainly.

Because he was quite late. Late fifties. So it was still going then?

I'm sure he was involved ...

Do you remember tiie painter Richard Smith being involved?

I don't think he was you know. He':s quite a lot younger than the others,

Some of those drifted in as students occasionally and would be invited by

somebody. They would come in and sit there quietly but didn't contribute

anything. There were quite a few like that who would be invited by cne or
other of the Group. There was always about twenty to thirty people there.
I have met people who've said, you know, I used to go sometiumes to the

Independent Group but I was too nervous to open my mouth., I think actually,

Dick ©mith did say to me when I saw him not long ago that he came in rather

at the end to one or two m-etings.

Which puts the end of the thing about the late 'fifties.

Yes, it sort of dribbled on, you know. But my memories of it are not at
all clear. DBecause I wasn't really personally involved. I was glad it
happened but I was always tired out. I was constantly having to put on

a new programme, think up new activities two months ahead, make sure that
everything was ready for what was going on in the evenings and I hadn't
time to be too involved in what the content of it all was., It's terrible
to say that and I feel how much I missed out in a way. DBecause half the
time I was too tired to listen to what people were saying ...

Just one last thing. low did you find Peter Reyner RBanham, since he sat
on the Management Committee with you?

I think he had an abrasive manner of projecting his ideas. I think he
was always conscious that he was, not shocking people exactly or even
offending them, but in some way he was jolting them. I always enjcyed
that and I enjoyed him very nuch and liked him exdeedingly as a person.
Ve were good friends and also I think he's got a wonderful wife, Mary,
who's a marvellous rerson. He was also very helpful to me. I relied on
these people trewmendously to help me with this continuous programme which
had to come out on a shoestring. I mean, it wasn't as if I could offer
people nice sums 6f money to come in to lecture or talk or whatever, I
mean nobody ever got paid for coming to a discussion. All they got was a
meal znd a drink,
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Donald and Ann Holms 9 June 1982

DH:
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DH:

T suppose my background very much determined justhow I regarded the ICA
and more particularly the Independent Group and its members und what they
were up to. First of all, I.am a Canadian. 1T came to this country in
1948 but it was my bdcxmround Just beore that, that was probably factor
in how I responded to what was going on in Dover Street.

I did a programme in chemistry and mathematics ai the University of
British Columbia for about three years - chemistry, maths, some thysics
and some zoology - until the end of VWorld “Yar II, and then at that time
I decided that the sciences would not be for me as a life-long occupation
and so I turned to the humanities aznd did another couple of years in
history and philosophy and sociology. But at the end of the five yesars, and
by this time it was 1947, I was beginning to feel uneasy about the whole
verbalising, rather it seemed to me, arid world of university studie=. T
wanted very much to have something to do with feelings #nd sensations and
this sort of thing. I turned to the idea of somehow getting an art training.
1 was attracted in those days, as I still am to some extent, b the work of
Iric Gill; and so when I left Canada in 1948, I'd no clear idea of what I
was going to do once I'd got here, but I had a little money I1'd saved from
some teaching and one of the first things I hoped to find was a place in an
Tnglish art school. T did find such a place, in the old Canterbury College.
Well, I was only there for about a year and a half but it was sufficiently
long for me to learn to do some drawing and modelling and painting, and also
to get a feel of what at least that particular grouy of artists - teaching
artists - felt about their work, Then I had to leave because of shortage
of funds. I then did about a year and a half on the County of ILondon
Development Plan as a researcher, because I had, it seemed, all the
appropriate things to write some of the reports. But late in 1951, early
'52, I had landed the job of editor of the journal and lecturer in
communication for a body called BACIE, which is the British Association for
Commercial and Industrial Fducation. This had an office in 014 Management
House in Hill Street, Jjust off Berkeley Square, and it was from here in a
way, that I managed to get in touch with the ICA,

I suprose it was when I had to come to London on one occasion in 1949,
whilst still at the Canterbury College, that I saw what I telieve was the
first exhibition ever by the newly formed ICA. This was at a time, Toni
del Renzio has recently told me, before they moved into the Dover Street
premises. DBut I went to see 40,000 Years of Modern Ayt , which was held
in that floor below Studio One in Oxford Street. Well, I was intrigued by
this -~ to see such a panorama of pieces, all the way from thre Paleolithic
to rather odd looking works that were more contemporary to the time. And
so when I learned that they had a place about five minutes walk from my
office, and when I further discovered that they had a coffee har znd they
made fairly decent open sandwiches at lunchtime, I becume a member., Now
I think this is an important point to note: there were members and members.
I was a quite ordinary, visiting member who dropped in at lunchtime and
who would come all too frequently in the evenings, from the jpoint of view
of my then fiancée. But there were these others, who subsequently it
emerged, called themselves the Independent Group. 1 could never make out
in all the time I kept going there quite what it was of which they were
independent, though I got the notion later on they were as a grour of
largely young men, in some revolt against the moderation, as they must hzsve
seen it, even of such figures as Herbert Read and Roland Penrcse, There
was a third figure who diéd. I remember seeing him only a courle of times.
Was his name Watson? ‘
Peter Watson.

A rather elegant, pleasant man, I thought. But on the whole, despite

Penrose's Surrealism and Read's Anarchism, this was all rather too mild
stuff for the people who made up this group. I've put together some names:
we can start with Toni [del Penalo] who was, if I can put it this way,
probably the most amiable of the group. T could never really quite make




out what he was on about but he was very amiable. He seemed a little older
than the others. He declared tinis close connection with his native country -
Italy: and he also claimed to have had some sort of bickground in the
sciences., I think this was perhaps one of the topics that we discussed
when I first met him in the coffee bar., Then a man I came to know rather
better - once or twice we met at each other's flats in Hampstead - and that
was Peter Banham, better known as Reyner Banham, and his wife Mary. There
was Lawrence Alloway, and I'1l return to him. There was Ronald Alley, who
is still, I belisve, the director of the modern collection at the Tate
Gallery . There was Hamilton and his late wife, Terry, who was a totally
silent little creature. She never spoke.

AH: Very pretty.

DE: She was very pretty and she would always sit in the audience with him if
he was not speaking at one of those evenings or she would sit alone in
the audience if he was among one of the speakers. But she was just totally
charming and I never remember speaking to her or hearing her speak. But
it was after her death that she became, well, the reason for a memorial
lecture. 3o there were the Hamiltons. There was also Paolozzi. Fduardo
was very round in his , hysical characteristics and still is, I believe,
Then we have Nigel llenderson ... he was a photographer,

AH: Surely it was with Psolozzi that he did that exhibition. :

DH: Well they worked jointly on Parallel to Life and Art. Those are a few
of the names, '

AH: The Smithsons. 4lison and Peter Smithson.

DH: Yes. They were very central to the Independent Group. And just while
we're mentioning them, because it's in a way a peg upon which to hang
some of my othercomments, it was they, I believe, who were.credited with
a style of architecture in which all of the structural members were
exposed, and which, I'm certain it was Peter Banham as literary editor
of the Architectural Review, launched as the New Brutalism. This was a
rather good peg, especially the choice by Peter of the name the New
Brutalism. Because I thought in a way this was something characteristic
of, not the ICA as a whole - because the older generation were rather a
gentle lot - but of these young men and one or two women in the
Independent Group. I1I'd better say quickly that I thought that Banham,
in the main, often seemed tc be talking with his tongue in his cheek. He had
a vry Hvely sense of fun and he loved spinning cut the-ve elaborate
arabesques cf language which characterize his magazine contributions as well
as his book, which was his FThD. thesis. But in the main, 1 thought that
here were a group of youn:er people - we were zll, I suppose, in our late
twenties, mid to late twenties; Toni would have been in his early thirties -
who were very ambitious, very intent on quickly creating reputations for
themselves, and one or two of them were really quite aggressive, not only
in their views but they could even be aggressive in their contacts with
people with whom these matters were to be discussed., They were very
aggressive witl: members of the general audience or the general membership
if they were challenged about some of the extremer views they held. In
fact, just to pitch one point in on aggression and counter-aggression, in
1954 I believe it wes, ... Wyndham Lewis published a little book called
The Temon of Prosress in the Arts ... and what it is, is a polemic against
what Lewis in that bookdescribes as extremism in the arts. And he declares
that he can speak with soume conviection about this as possibly ore of the
first, if not the most extreme of extremists in the British art world
beginning around about 1912, DBut this was 1954, and he launched an assault
broadly speaking on the ICA. There was in the book quite overt hestility to
the views of Herbert Head which Lewis thought -~ and he was after all of
Read's generation - were letting in all sorts of extreme attitudes which
could only be destructive. The title, The Demon of Progress was really a
central theme, that as soon as people conceived that there could be progress
in the arts as there had been progress, so called, in the sciences and
technology, then art was doomed. He said it would lead ultimately to
absolute zero., Wwhich cof course, curiously enough, when you look at the
history of the later modernist periods, as it's been described by people
looking back on the seventies, this of course has happened. To return to
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aggression and counter-aggression, "the boys" — I remember this quite
clearly from one day I was up for my coffee or lunch - they'd just read
of tris boock. I suppose just the first reviews had appeared; pernaps _
one of them had got hold of a copy. But it might have been Toni himself,
was very angry and was saying here iz this attack on our dear lHerbsrt head
and this man should te sued; they were really in that sort of frame of
mind, even though they themselves, I thought, as I say, had been critical
of the comparative moderation of llerbert Read.

LAKRRKKLEKSA%
I'11 interpose something else and this is going to make the transcript
circular, I've told you a bit about what I had done up to that time, and
perhaps as I'm talking to you now, you'd better know what I did subsequently.
After the middle of 1953 I left BACIE and became a producer with the BBC's
North American service. I was there working from the Oxford Street studios
until the beginning of '57. During all this time 1 would still come down
to lunch from the Langham Hotel where I had an office opposite Broadcasting
House - 1'd come down to the ICA for lunch occasionally; so I kept in
touch then.

Then I went off to Prighton with the family and I was the first
lecturer in Liberal Studies, so called, at soon to be, they hoped, the
College of Advanced Technology. Then I floated off from that within about
a year because I was doing more and more free-lance broadcasting. For
about five years - well, for a total, in & way, of about «even years - 1T
was a free-lance broadca ter and writer. I had a spell of work in J. Walter
Thompson's; then I decided I would pack in free-lance work. It was getting
to be too much of a strain with a growing family, and I was attracted by
the Dip.AD experiment and managed to get into Ravensbourne just hefore they wuee
awarded the Dip.AD. And I became the lecturer in General “tudies; but
prior to the arrival of other people who were better qualified in art
history than I was, among them Bernard Denvir, I stopped with liavensbourne
until 1969 and in '69 I returned to the Corporation as a producer to become
one of the founding fathers of the Open University operation. I went to
Alexandra Palace, Vhen I say founding fathers, specifically my partners
the Senior Producer, Television and the Dean - the triumverate which .
started the Faculty of Fducational 3tudies at the CU. And I've just
retired from that., Last year when they moved they gave me a premature
retirement and now_I do some part time work as a tutor here at the College
of Art [Canterbury] .

I said earlier on that really my own background at that.time very much
conditioned what I thought abcut the whole operation df the Independent
Group. I would say that they were pro- ... well, they would have thought
of it as science, though it's not specifically science but all contemporary
studies, I thought some of their interests amounted to scientismj in other
words, I wasn't at all sure that they properly understood some of the
references that they made. They were, it seemed to me, very anti-art, in
inverted commas perhaps, though if the art was from a distant enough time
or a distant enough place, that would be alright. But they were certainly
very hostile to much of what I had come to regard as an acceptable alternative
to the very intellectual activity that I had done in Canada. They did
reject totally the work that was being done in schools at the time. But
not only the work done in the schcols but almost all of what the work in the
schools was based on and was referring to, to the extent that it was still
being done in their own time. They were certainly very hostile to this.
And they were pro-America, so you can imagine that as a Norfh American who
had come in search of things Luropean and also ...

Particularly a Canadian who's funny about Amcrica.

Oh yes, of course that is a factor, that as a Canadian at the time, and
this is still true of many Canadians, I was very critical of our larger
neightour to the south. Well, as such a Canadian who had come in search
of things FEuropean, and who also had been in search of what an art school
could provide in the way of training and actually meking things, I was
abzolutely bewildered bty these people with their rejection of ... well,

I said anti-art but what I really I suppose meant can bve best exemplified
in the person and work of Victor Pasmore, Pasmore, as you know, had
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painted flowers and nudes and landscapes and so on; he later appeared
occasionally at the ICA = he was certainly not a member ofthis group -

but around 1955-6, I think it was, he appeared on the scene in the Vest

nd with these abstract pieces in plastic and so on; they were shown

again recently at the Royal Academy. ‘lhey have stood up badly to time
because they seemed to me to be largely falling apart. Whatever he was,

he wasn't a very good carpenter and these bathroom fittings, as I saw

them, puzzled me. And I remember, and I'm certain about this ... I do
remember asking him, because there was a private view of his work in the
gallery at Dover Street, I said, 'I can't honestly understand how someone
who obviously so enjoys handling paint with reference to things that were
sensuous, how you could turn to this', 'Oh', he said, ‘'well this is,

you know, what they want these days'. Now that was a remark over a drink
and it might have been seriocus but ...

There is one interesting thing about those Pasmore things: that his
paintings had been so careful and beautifully applied. But these ...
whether it's deliberate it's difficult to know because they were so

badly made, you wonder whether it was a deliberate thing to casually make
them, ,

Well that is possible to a point because things being thrown together or
very badly made seem to be characteristic of some of the work of this group.
Sort of an idea to create unselfconsciousness or something perhaps.

Well you can apply a similar stricture to some of the earlier work of
Iduardo, because later Iduardo obviously had money, but it's so amusing

to me now that he as one of these younger rebels, I just discovered a

short time ago when I became an artist/subscriber at the koyal Academy,
that there was Eduardo - liduardo is an RA. But he did in later years have
the wherewithal to hire some very goocd craftsmen and his later pieces of
sculpture are undoubtedly well made because they were craftsman made., But
some of his own work, some of his own pieces were being sold around about
the time all this was going on and were not all that well made, I believe.

I did hear of one piece that had come apart in its purchaser's hands and
Mduardo had to go back and do somethiing about it, There was probzbly o
feeling of anti-craft as well as anti-art., What I am still really struggling
to say is that there was an element of tossing the baby out with the
bathwater in my view, Certainly some of the establisted practices of painting
and sculpture had become very stereotyped. In fact, there was work much as
you'd see in the Summer Exhibition today being produced &nd sold which,
understandably I suppose, people trained in art history and territbly
ambitious to see something new emerge,vwere just scornful of. But it went
beyond that. I seemed to me that their rejection of such works also meant
a rejection of a certain part of living. I was intrigued by the concentration
of these teachers down here in Canterbury on such things as the play of
light on surfaces, their appreciation in still life, of fruit and wine and
so on, was almost gustatory. I thought there was scmething gquite puritanical
about the emphasis thuat was being placed on structures, on verbazl equivalents
in some ways of material sensuously used ... They were very keen, several

of them ~ and I've not been able to remember what he had published around
this time - on the writings of Lancelot Law Whyte. Whyte, I @ther, was a
physicist of some standing in this couniry who was probably, I recall -
because I didn't read his book = doing some of the work done locday by some
of the particle physicists, trying to convey some understanding of the new
physics. 'The other fipure, who stood behind the Growth and Form exhibition,
was D'Arcy Thompson. And then there were two other areas. Lawrence .
Alloway, I remember, was very keen on one - the emergent field of information
theory, and there was also later what was called games theory. Now this is
where I began tole a little worried by them because, doing the work that I
was supposed to be doing with BACIE at the time with this other chap, we
were talking about communication and vie were referring, in a very generzl
way, back to studies such as semantics in order that people begin to
understand how language actually operated in action. DBut the sort cf thing
that they were keen on at the ICA was really the mathematical information
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theory. There was a man called Colin Cherry who wrote books about these
matters. All of this of course has subsequently provided a background for
the present development of micro-electronics. The games theory that they
were very excited about has been something that has been behind the develop-
ment of some modern business studies and, rather unfortunately, war games.
Well, this was another reason why I found a good deal of it not only
bewildering but rather repellent. I think these were, for the mecst part,

if you think of the names I h:ve mentioncd, young people trained primarily
in art history ...

AH: This thing we've said before; slightly cargo cult.

DH: This is it. The cargo cult is a very good way of putting it. Do you know °
what we mean b; a cargo culi?

Gd: No, I don't.

DH: During the Second World War, when the American forces were in the Pacifie,
occasionally a plane would crash on a remote island and either the pilot
was killed or the pilot lived., Bits of aeroplane became, for the tribe,
cult objects and became representative of some kind of great technclogical
mystery in the sky. OJome day this person or these persons would return.

AH: The point about mentioning cargo cult was that the tribe made wooden
réplicas of aeroplanes believin; theywre capturing the essence of the
aeroplane in the sky.

Dis Well, there was a bit of carzo cultury at the ICA, toth with respect to
new emergent disciplines and to things North American. They seemed to
me to see possibilities only over in those regions beyond the rainbow, as
"it were., There was also, I thought, a marked lack of real understanding
of some of the content of these emergent disciplines, as I'm calling them
for want of a better word. I remember one ludicrous evening - and this is
how I became known to them =~

AH: As a barracker, really.

DH: Yes, as a barracker, I think it was on the occasion that Toni - and this
was Toni's finest hour - had declared that it was he who was instrumental
in bringing to the ICA the great Jackson Pollock exhibition. At the time
they mounted these large canvases, together with some otherbits and pieces
under a curious heading - and I wonder whether this was Toni's prose =
non-non form and neo-organicism. Well, there was a joint or multiple
lecture that I think indirectly related to the exhibition. I remember
Banham talking at it and Alloway and the theme was sometl.ing like Non-
Fuclidean Geometry and Ron-Aristotlean Logic. At any rate, there were
conversations going on between them at the table at the front, because they
had these evenings with more than one speaker drawn from their owvn number,
And 1 think it was Banham who said, '¥rom this day,' in effect, 'the gecmetry
of Fuclid is out.' Rounds of applause. I had to put my hand up from the
back of the hall and I said, 'This is nonsense and T'm sure if Mr. Banham,
who seems to me to be a practical sort of fellow, were ever to set out to
make himself a good, sound kitchen table, he would immediately have to have
reversion to the geometry of xuclid. Ile would find that the geometries,
for example, of Lobachevsky and Riemann would be of absclutely no use at all
to him. DJo that this notion that from this time on luclidean geometry -
iuclid is out - is rubbish.,' Well, this got an applause from other sections
of the audience. After it was all over, I wondered whethler tl.is gang
would greet me with some hostility in the bar but fortunately they didn't
because there were some generous spirits among them and I can't recall who
it was said it - it might have been Banham - 'I've been interested to meet
you for some time as an intelli,ent reactionary.,' There was a mecasure of
friendliness. §

But also, more seriously, there were occuazions when others not as btroad
and jokey as Peter Barnhiam, [ think, tock themselves with incredible
seriousness., I remember on one occasion too, when some other rather obscure
topic was being explored ana I said to a man sitting next to me when it
was over: 'They seem to me to be like primitive necromancer:s. They seem to
believe that by making certain marks, they are somehow able to change the
external world.' 'Yes', he said, 'I quite agree., I am a doctor and it's
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exactly what I was thinking., They think they're doing magic.' I know
one can't wholly dismiss these ideas but, again, it seemed to me they were
carried to an extireme, until the preoccupation with images - and this was
a word always on the lips of Zduardo Paolozzi for example - seems to have
given way to a dismissal of things visual altogether in this growing pre-
occupation with various forms of sort of in-jargon of the currently
fashionable emergent disciplines. They were always ranging along the
wilder shores of the smaller journals in a variety of disciplines trying
to pick up the most recent tiing, which was then, somehow or other, to be
translated into art terms.
It was a sort of science fiction exploration thing really.
Well, science fiction was very much a preoccupation of Lawrence aAlloway,
Alloway was constantly on about science fiction. He was also a very
agaressive young man., I remember there was an aged creature from Central
Europe who always used to turn up in ratherold-fashioned clothes. Perhaps
a refuge from Vienna or something of the sort, who would persist in asking
long, rambling questions in a sort of broken Inglish - fractured English
at least « and I remember Alloway steaming, and partially we might have
still been within hearing, 'I could have dealt with her by using my blaster'.
He seemed to me to be living an adolescent fantasy in the=e works of
science fiction,

Banham and Alloway used to have a great thing about science fiction.
I remember they gave a lecture Jjointly in which they set out categories of
science fiction. Whether they were borrowing somet:ring from Kingsley Amis's
New Maps of Hell I couldn't tell, They seemed to be more concerned with
these adventures into realms of ideas than they were necessarily with
making things. 3Some, of course, went on making things, notatly Hamilton and
Paoclozzi. Hamilton said very little. lamilton was always a very taciturn
sort of character,

L]
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I can recall asking Alloway 'How did you get into doing what you are
doing?', because I wasn't even clear what he was doing ~ he was very often
unemployed, . but he did for a time work as an assistant with Mrs. Morland
and he was all the time publishing in these various, somewhat obscure
quarters - 'Ch', he said, 'I was at an art college but I didn'tthink I was
going to be very gocd at that', so he turned to criticism. It was either
cn that cccasion or on anothercocccasion when he was chatting with someone
like, say, Ronald aAlley, I remember that he stoutly maintained that the
writing of criticism was din itself an art form. 1 don't think this was in
respgonse to the charge - I might have myself have made it - that you seem
to me to be using the works themselves simply as pegs on which to hang all
of this writing. Uell, I think criticising or, as Wyndham Lewis had it
in that little book, punditry I think became the order of the day for a
number of them., More specifically Banham and Alloway; Panham I think with
much more onwhich to base his punditry than Alloway.

Talking about Alloway of course, we're missing out something which
connected him with Richard llamilton ~ the whole Pop Art thing. Alloway
is credited with devising the term Pop Art. I think the word pop itself
probably cropped up initially with Banham talking about pop culture. These
discussions of pop culture were really to do with American pulp fiction and
advertisements and that kind of thing. :

ERE LTSS ST IR IEES I

They advanced one another's reputations by quoting one another in various
places as though they were all established figures.
Is this what goes on anyway? Decause we were amazed and amused by it,
but has it always happened in groups?
VWell, it can and it can't. How self-conscious all this was I don't know,
but I think for many of them, the fact that they belonged in this group,
in this place, .somehow put them at the centre of a universe of their own
devising. And they would refer to one another, as I say, not only in
articles but in lectures and conversation as though they were guoting world
authorities. I mean, Banbam would say, 'As Alloway has written ...'
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Magda Cordell got in on all of that. Ohe was referred to as one of the
people referred to as well-known (i.e. when she was still comparztively
unknown). v

And later still McHale, John McHale, All of this you see because, I
suppose, 1t constitted the nucleus of what was soon to e a literature and
has now become a part of the art history of the time.

Maybe they were just writing to the little sort of proup and it wasn't

so odd they would be referring to one another.

Well I don't know because at the same time they were bringing to the
masses news from afar of the doings of particularly, and often, obscure
artists in America, more in America than from elsewhere, and trese still
obscure artists -~ obscure in their own land - were being raised onto this
same plane of already established authority. This is how it came across
to those of us who were there.

This is a time to talk about some of the other members. I always
remember a little chap who came from the British Non-Ferrous Metal
Yederation or Association. He was a researcher and I remember him coming
out of one of these evening meetinrs, I can't remember what it was, and’
he threw his arms in the air and he said, 'How can one satirise that which
satirises itself!, and went in for his coffee. Anothermn we came to know
who was a bit of a bizarre figure himself ~ he is, I now fear dead; I
heard that he hadthroat cancer and I think he's gone now, poor fellow -
was Masud Khan, who subsequently became a pillar of the Freudian school
of analysis. He was a high born Pakistani who was then, in the ICA times,
himself in a training analysis - he later set up in Harley Street. Masud
was inclined himself to be a predator, but he of course had other weapons
as a result of his training analysis. He would always use his Freudian
concepts as bludgeons if someone crossed his path. He used to come into
the ICA with one of these woolly astrakhan hats on and look about him and
observe the inmates, as he would regard them, and he was very cutting - he
was very odd himself - though he became quite a distinguished figure. He
reminds me of another figure I did not know at the time and who had also
been a bystander and I think not a sympathiser with the views of peorle in
the Independent Group, and that was Anton khrenzweig, who wrote The Hidden
Order of Art ... I later discussed the ICA with Anton. When Anton died,
it turned out that in 1953 he published an earlier work on psychoanalysis
and art which won the highest praise from Read. And there was a vast
memorial - not service, but meeting held ...

Kol S KW R N K KKK K K RN K KN
«es Occasionally there were lectures by the older members and one Ann
recalls was about the art of the blind ... There were events other than
those put on by the Independent Group which were really quite significant.
I remember earlier on an evening with T.3. Lliot, because the place did
have that other kind of stature. It ought not to be recalled and wholly
coloured by the operations of these then younger men.

WK A T AR F KWWK KA KoKW Ko KW N RN
ees I must have stepped into that place [the ICA] probably in January
1952 ... I might have been to see one or two things there when they moved
into those premises [Dover Htreet] but I probably went there to become a
member when 1 got into my office in Hill Street, which would have been
either in December '51 or January '52. So that would be the time around
which I'm talking. I must have gone to see Growth and Form from the LCC.
I must have gone up at the lunctime to see that,
I think I saw that ... I don't remember going to the opening but I did
go and see it. -
I became a member when I had moved up to take the BACIE job and it would have
been from then on through the period that I was subsequently with the BEC

until we left for Brighton in early 1957. So it's a period for me of about

five years as one of the members,

The two things that for me conjure it up, is the drip painting thing ...
That was Jackson Pollock.

Yes, but Magda Cordell surely exhibited. Various people exhibited their

- drip paintings. There was an exhibition.,

Oh yes, and Alloway was a great exponent of not only the earlier abstract

T o

424 |



AH:

DH:

DH:

works ... but he became a great exponent of gestural painting and there
was an incredibly funny exchange - Iremember writing down somewhere -
between Alloway and Toni. I don't know who was the principal speaker,
they used to play these double acts. But Alloway had talked about the
Jackson Pollock procedure and I can recall a dialogue going something
like this:

'Oh,Lawrence.'

'Yes, Toni'

'when you say that he would himself go round all four sides of the
canvas dribbling paint, do you know actually whether he ever had this
done communally?!

'Communally, Toni?!

'Yes, lore than one person going round dribbling paint.!

Well, it may be a serious point but in the context of the time it seemed
hilarious. And one began to feel that all sorts of somewhat trivial actiors
were being invested witn tiiis kind of significance.

I suppose one of the things that galls me, because we've all got our
forms of vanity, I felt that throughthe work I'd done at the LCC, through
the work I did at BACIE and through the work I was doing as a real, live
radio producer in what was itself a rather significant group -~ the old
North American Service - that I was much much in touch with the modern
world and that I was making my own form of contribution to it and Iwas in
association with other contributors. And here in this rather rarified
atmosphere of the ICA were people who would ignore all that seemed to me to
be of importance that was going on currently because they had hold of the
truth about the emergent future. And much of what they seened to be
discussing had little relevance, I thought.

But in fact, when you look back, you find that no one else was doing it and
they were the people doing it. :

That's right. I remember on one occasion there were some Abstract
ixpressionist works up in the gallery and I overhead, { think again,
Lawreice talking with someone., He raised his thumb and obscured just
another minute patch of crimson - the whole thing was just a sort of
dabble of crimson and deep blue and so on - and he said, ' I think if
he'd just not put that in he could have not lost the balance.' Kow you
are meant, I suppose, when you overhear a remark like that in those
circumstances to feel like a rather insensitive, philistine oaf. But on
the otherhand, it doesn't seem to be to be other than a wholly personal
and subjective observation on the part of that one person. But given
that he writes for the art press and so on, it is then to be taken as
some kind of canon.

eos With the coming of the Pop Art thing, of course one was into
another ball game, as they say; one heard less about information theory
and games theory and modern science and very much more about the dynamism
of American society. 4nd I think it was contemporary with this that
there was the preoccupation with science fiction and therefore the pulp
magazines.

R KRR A AT KA KA R
Let me-talk about kduardo for a time, because it is extraordinary how
one participates in what later others see as history ... His wife came
up to me one time in the gallery. I hadn't seen Eguardo for a long time
and she knew I worked for the BBC and she also knew I was not far from
Gower Street and all that. She told me that %Yduardo had gone into hospital
and she was very worried ... he was in fact overweight and he'd had to take
a treatment to get his weight down. Would I take Eduardo some magazines?
» [ she asked]. She would get them together but she couldn't get over there
because she used to act as some kind of receptionist for the gallery and
she couldn't get away at the visiting time. So I agreed to take these
magazines to xduardo - he knew me vaguely, but we got to know each other
a little better at his bedside. Here he was, sitting up in bed, presiding
among the nurses and so on, and very pleased to have a visitor and also to
have the magazines. These magazines were the ones from which he tore out
bits and which later were built into the collages. But I'm not knocking
Zduardo and what he did, because I can't appreciate it; but at least he was
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'mucking in', up to elbows in materials of one sort or another. This
was very much a feature of the whole thing too, I felt; the older
disciplines of translating impressions through drawing and painting and
carving and so on were being swept aside and the making activities were

increasingly, it seemed to me, becoming those of collage.
K AKRAK e LA AR KKK SEKR

DH: This is an addendum ... I think that apart from the quite understandable
interest in establishing careers and that sort of thing, which was only
natural for people of our age group at the time, I think there was a
certain amount of genuine probing out to try to somehow contact a new
ethos that would make some sense of the post-World War Two world. One
could not foresee in the fifties the extraordinary things that would
happen in the sixties, not only the flower power generation but also the
horrors of the Vietnam War and, only a bit beyond that again, the beginning
of an awareness of real environmzntal crisis. Imaginations were necessarily
limited by what had been experierices in childhood during World “war Two
or just before. I think orice again there are people wishing to probe out
and try to discover what is the emergent culture., We have now perhaps got
a clearer notion of not so much new possibilities but new limitations.

And there are once again works abroad such as those works by Lancelot Law
Whyte which I imagine ex¢ited some of them. We've got a whole new spate

of writing which is introducing us properly at last to the post-Cartesian/
Newtonian world, even the post-iinstinian world. And in the arts there

are stirrings or concerns which are not being this time so highly verbalised
because part of the new culture, if one can wll it that, which is being
pointed to by some true frontiersmen of modern science, contains a far
stronger emphasis than ever before onsuch practices as meditation. There
are certain influences now coming from the iast which are the counterpart

of our technological influences which ae still playing on countries in

that area. So one can't, 1 think, be too unkind to the young men and
women, of whichve were among their number, in thosedays. The only thing
is, 1 think that there was perhaps a notable lack of restraint on the

part of several and an unrecognised hostility, it may have been a sort of
last kick of an 0ld order curiously enough, not so much a mark of something
new but as a sort of last kick against certain things which wre perhaps
about to return.

4H: wvhat it looked like to a person of about the same age, or in my case a bit
younger, it looked as if they were playing a game and what Dorn and I
sometimes felt was that we could go and invent something; our name was
going to be neo-harmonicism. 4nd we'd sort it all out, we can work it out.
But the thing is, we didn't really believe in it, you see., 1 think they
must have really believed in what theyere doing, though they looked as
if they were playing a game ... it looked like that but maybe they really
did feel it. ‘

DH: Yes, that's right. Let's run it up the flagpole and see if they'll salute.

AHs The fact is, they did do it. I mean, that's all one can say looking back,
We didn't ... they actually did it and they believed it.

DH: Yes., Mind you, I'm happier that we did just entertain certain ideas and

we didn't become - not obsessed, but imbued with them.,
° WK KRA LR
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How did you become involved with the ICA?
I would have thought through the Central School, becsuse you

Peter Smithson] were teaching at the Central School. Paolozzi was there.
I mean, that's how you got to know Paolozzi, I'd have thought.
They did an exhibition, didn't they, on ... it was the period of
explorations of systems of proportion. Didn't they do something on
D'Arcy Thompson? :
Yes. Hamilton organised that for the ICA.
I think we would tend to know it existed because of that, but we didn't
know Dorothy Morland or any of these people in advance. \ '
ixcept we must have gone to exhibitions. We probably knew them from }
having attended lectures or meetings. I can't remember the order in which S
things happened. You know, I remember being there with Theo [Crosby] and e
Theo introducing us to people like Bernard Meadows. 4And there was =a
Young Sculptors exhibition and Theo knew most of them. There was an

Israeli because I remember him [Theo Crosby] being so horrified - this ,¥
Israeli talking about shoeting up Palestinians. Theo - he used to - well, #
he still does - knows all artists and goes along, but I don't think he n
was ever in the Independent Group; I don't remember him ever going there.
But giving this as an example, we must have been just to shows. James Joyce
was the very firstshow I remember going to. A
I remember the James Joyce exhibition. I think that's the very first thing .
we ever went to,

I think it was the first thing at the ICA in Dover Street.

But we must have been to a meeting when the Form and whatever it was
exhibition was on. -

Growth and Form,

Corbusier opened that, apparently.

Did he? Well, I know 3andy Wilson went along to that, you see ...

And also I remember seeing the Poem of the Right Angle on the wall at the
ICA, just between the windows somewhere. But whether that was a gimilar
time or whether it was just an exhibition of modern books or something, or
lithographs +.. but it was far too expensive. But that was the sort of
time that one came into contact with someone like Dorothy Morland and
Feter Gregory. .

But in a way, it is a sociological question, isn't it? Recause now, if
you go to a place like Bristol, there are about five possible rendezvous
for artists, and in London there must be thirty, but there wasn't zny
except the ICA,

That was the only one.

And that is the base reason.

But I don't remember Hamilton being so against that awful Herbert Read

at the time |referring to a comment made in the film Fathers of ng] .

Wie were violently against Herbert Read because of all this aesthetic
nonsense, you know, his writings ... Hamilton was a kind of servant of
the ICA, that is, a lot of exhibitions he'd helped out with. He used to
make models, his wife had the equipment and they used to do things; she
would do something like a series o lampshades, an order for somebody.
Therefore, they had plywood cutting machines and so on. I don't know how
he earned his living. Then after that, of course, he went up to Newcastle.
I think she earned a living by this kind of jobbing. I don't know what
he did. ;

Well, at some stage he got a Central 3chool job but again it may have
been 1953, He used to put on the Newcastle gallery shows. But the
business of playing with different coloured perspex screens, it was the
Pasmore manner, you see, and all the little catalogues - they looked
brilliant at the time - but actually, if you knew anything about
catalogues, you'd find the original somewherej that is, a lot of it had been
done before in the thirties.

Were you in at the beginning of the In:ependent Group?

I think we were, the first evening.

When they were talking about Faolozzi's epidiascope show (}eferring to
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the Fathers of Pop film].
Oh, that was quite late., Yes, if that was the first winter I'd be

surprised, because we used to sit to the left of the door in a funny little
group facing the corner to start with, the evenings Pasmore attended,

and a lot of discussion. 4And this lad McHale taking notes in the background.
And then, I think the second session - now one might have been before
Christmas and the other after Christmas, but they may have been a year apart,
and I would guess they were a year apart because the second time we used to
sit facing the stage and the epidiascope was fzcing the stage at the time,
projecting onto the side wall beside the stage, I think. There was a sort
of bulkhead store; under that we were, I think, for that group of meetings.
And then at several times it almost petered out; Richard Lannoy at one
stage = who I think had been around as the 'odd lad! during the first stage -
certainly went off to India and I remember Theo Crosby giving some kind of
farewell party upstairs in Doughty Street. And therefoxe, that must have
been before Theo moved to Chiswick, which agalnlqulte early, you see.
Richard Lannoy said he only organised three 'official' meetings of the
Independent Group.

Yes, well you see originally it didn't have any organiser and this is why
I think it had an hiatus because we organised one meeting with the
aeronautical chap and Banham, McHale and that lot boycotted that because
they reckoned that that was their preserve to kijow all about aerodynamics
and so on. There was a lot of in-fighting going on. But Banham again, I
thought, was not an organiser, not a voice in it, until the fourth series ...
But you see, that makes sense, because the model that we would be avoiding
was one with a president and a secretary who took notes and all that,

In other words, a mini-ICA.

Otherwise you get the ICA. And that was the model we used for Team 10 and
it survived twenty-five years without any minutes, presidents or anything.
And like this [the Independent Group] s 1ts origins have become beyond
your memory. But how would you take a minute of a showing? All you could
write down was that it was a Paolozzi show, a selection of advertisements
he had taken from magazines. What is the ideological content? Nobody
knows until fifty years later.

I think that was the first meeting [ i.e. the Paolozzi epidiascope show] .

I don't think it was. No; it was at least the third batch, because the
first sessions were held to the left of the door, then there was the series
in which we were involvsd when everybody said they could organise an
evening. Therefore, there was a whole lot of in-fighting brcause there
were people actually wanting to organise it., And I think that after that
second sessionh there was the in-fighting, I think Lannoy organised a few
and went off. And then I think there was another bit of a break ... Toni
del Renzio may have taken over., Then there were some meetings held
upstairs - right up in the offices - which Paolozzi tipped us off were
being organised because he thought they were becoming a faction. I
remember we went upstairs with him ...

There was no need for an organisation because Paolozzi'e wife worked in

the gallery.

Yes, that's right. And they stayed with the Morlands,

It seemed natural that it was all done by word of mouth.

What were the early meetings about? Do you remember any of them?

We Jjust used to talk, you see. You know, itwas just ... they were very
funny, I remember. 4nd always from the earliest Turnbull was there - and
you see, he never got a mention }in Fathers of PQp] .

No, and Turnbull was nearly always there.

An absolute steady at every meeting. I don't think he missed a meeting,
because he used to have to wait until he would collect his wife, who was

a pianist, and thereforehe would be there right to the very erd of every
nieeting.

And again, he was much more articulate than ... that is, Hamilton talked
about painting, he didn't talk about sculpture; he knew very well that the
sculptors were particularly articulate ... I think that Bernard Meadows,
who everybody dreaded, used to go to the very first sessions and you know,
none of them dare ... I mean, I may have got the wrong guy, but there was
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somebody who had this welding kit and none of the sculptors dared
antagonise him ... and Hamilton used to need him,

But you see, what is also missing is the apprenticeship cide; that is,
that where lduardo would be following Dubuffet and Turnbull worked in
Brancusi's studio and that kind of thing; that is, the beginning of
professional life when you are the, like the journeyman of another person,
and my guess is that those early meetings were - and in our case, you know,
Le Corbusier - a lot of it may have been reminiscence, because you see,
these people were very much older and very famous. Well, Dubuffet wasn't
but Brancusi and Corbusier appear in all the books, therefore if youere
twenty you'd be interested to hear just what theywere like.

I think they were talking about what their interests were and what they
were working on and I think that's why Pasmore dropped out, probably
because he found everybody too young, and probably too much levity, though
he was very funny himself ...

Did the Parallel ... exhibition come out of all this?

Parallel of Life and Art?

Yes, Or was that yours and nothing to do with anybody else?
We probably felt we should put our view forward but I don't think it was

anything to do with the ICA.
Parallel of Life and Art ... I think that was just a need for an outlet

of we four. That is, I don't think the idea came from outside.

And it was purely using the good black and white photograph, because you
see, Nigel Henderson was one of the first people to start sending people
0ld postcards and I think we may have got our whole cult of the appropriate
postcard to send people from him. And he had the most amazins things ...
these moving platforms on legs., In faét, we've kept most of the stuff he
sent usj he used to send cultural food parcels and the most amazing Christmas
cards and things ...

VWVas Ronald Jenkins involved in that qurallel of Life and trt] with you?
He put some money up and helped. e talked about it and so on, but you
see, somebody had to pay for the photographs.’

All the things on the film about pop imagery and science fiction, did you
see that as one of the themes of the Independent Group? Was it a big issue?
No, no. Not at the time., I think a lot of that imagery, if you actually
dated it, would be later. And you know, Alloway was probably going out
to the cinema with Paolozzi in the years that the Independent Group was
ending. And then, by which time I think that the meetings had a much
wider audience, I think, bec.use the room used to be full by then - those
last sessions,

Wwhen would you date that? Could you date it?

'52 and '54. I know we went quite a bit to the ICA because I remenber it
being very hot in '53, The attendances were so large but I don't think

it was always the Indeperdent Group; I think that there were just
interesting thing:s on. And then '54 there was a run of things that were
interesting because I remember we had baby sitting problems that winter
or early '55,.

But the film seemed to suggest that it must have ended sbout then because
Banham said there was then a long gap before This is Tomorrow,.

Banham said '55. .

I think it ended before FicHale went to America. And also one of the
reasons why it was erding was it wasn't convenient to a lot of us any more.
You see, the bit that it Bhe film] played down - the Institute thing,
interest in technology as such; that is things like information theory,
were new; the technologies in other disciplines - aviation particularly
and sociology. The pictures of Nigel's of the East End were taken with

a sharp eye but one that was tuned by traditional inherited reading in

the sociology of the Xast End - it wouldn't have been called that in the
nineteenth century. But it's informed by that and of course that is what
we were inferested in in that period. That is, the survival of the life
of the streets and would it survive into the next generation. £And one of
the classic ways is twofold - sociological investigation, which Nigel
Henderson's wife was doing, and just pure natural ébservation, like Engels -
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you just hike around. The Fathers of FPop film because it's a work of art
in its own right - edits out material which doesn't fit. _

when you're talking about social changes and social aspirations, you
can't produce compelling images for the cinemaj it's to do with life
cycle change and family structure and all that which is.very critical to
architects but is an invisible structure in the streets. It's not guite
invisible. It's observable but it's not exciting.
Another thing is, one crucial date might be the time that Figel and his
wife moved down to Thorpe-le-iloken and gave tle Paolozzis a house. You
see, together with ourselves, it might have removed a great big slab of

energy.

. They were living in the kast knd and we were living in Bloomsbury and

everybody shifted round in that period. Ve moved to Chelsea in '53,

Yes, but I'm just thinking the Paolozzis had just gone from Foulton

BSquare [?] by the time we hit Limerston Street because I don't remember
nipping around the corner to see them and you'd think we would have done it
once if they'd been there at all. I mean, I know they lived with the
Horlands e« but I think also what haprened was that at the moment we

moved inte Limerston Gtreet they had actually gone. Because I can remember
saying to them, if you want a bed you can always come to us for a room;

but they never did, they used to go to the Morlands,

And that would have been when PMclHale and Alloway presumzbly took over?
well, I think it died because, you see, once you removed the caucus,

as it were, that was it.

But you read Alloway's article and he says, I and Mcllale became cornveners
after Banham in the season '54-'55.

Yes, but that was when there were actual lecturers being organised.

More formal, .

That's it; and I think this is the time Paolozzi says,hey,there's something
afoot and led us upstairs to the meeting., This was at the time when they
were formalising it into formal meetin:s and organising a series of speakers.
And one of the very last ones was when Nigel showed some paintings ...

and that must mezke it that there must have been some final meeting sometime
after Thig is Tomorrow. Occasionally somebody would say, let's have a
meeting ... Dorothy lMorland had a group of people in the back room once,
too, to talk about it - presumably ten years after or something.

Banham said that you and Paolozzi reconvened the Independent Group to try and
clear your names for being responsible for Pop Art,

Well, we can't hold responsibility for what Hamilton does; and that was

all very, very late, because I'm sure we were in Priory Walk when Hamilton
Sent the ad round for us to buy one of those very strange things.

Somebody organised a meetinz; I thought it was “duardo.

This would have been in the early sixties,

Yes, .

Dorothy Morland organised a meeting which we held in the back room - the
so-called library of the ICA., Because I said Klandinsky instead of
Kandinsky and everybody fell about and the meeting ended very soon after -
that, because it was obviously Jjust, you know ...

What was the point of the meeting?

I think it must have been a decade after or something ... or maybe Dorothy
felt she wanted ... I don't know. Maybe she can remember. But we may
again have had one funny odd meeting because I can remember Nigel showing
his paintings and being very strange.

That also triggers my memory about one of the missing things in the film -
the interest in the emergent force of advertising - two things - I'm sure
Toni del Renzio talked about both of them - one was the emerging social
force of advertising which, in the same way as the imagery, you could say
the middle classes were interested in it ... but also the making of adverts;
how did they get such a high technical standard; the photography, all the
things you said about the perfection ...

Paolozzi was interested in that.
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ees the perfection you could get nadvertisements that you couldn't get

in the fine arts.

Toni del Renzio, when he spoke to me, spoke ahout this and said it had
been discussed.

Yes. When these BBC people came to see us in the first place [about the -
Fathers of Pop film ], we said the key person is Toni del lienzio because in

that particular field, that is the impact and techniques of advertising, he
was the only one ... who had read the books., You know how it is, just like
day school, if some boy has read so-and-sohe becomes the master of it ...
I'd ncver even heard of the books they mentioned, I mean, there were various
factions, I don't remember this science fiction thing being mentioned
Treferring to the film] at all.

No, I don't remember that either.

«ee We had quite close contact with Alloway but he knew what to talk to us
about and what not to talk to us about. He never, I am sure, ever
mentioned science fiction or films., I'd no idea he was interested in film.
And, you see, Paoclozzi always had, you know, he had the 'artist alone', his
Bohemian life, and he had ... his day must have been dealt out like cards,
that is, he would be with really different groups throughout the day.

Also there are evenings, functions as it were ... you don't go to, things
you're not interested in and of course, that makes gaps in everybody's
memory, because there may have been a lecture or a talk or a discussion,
but you didn't go. A

Yes, It's quite likely that Alloway gave talks towards the end on films

or something and you know, one just wouldn't go. And that again, if they
did actually have meetings on that, that's probably what killed it.

But I thought Alloway's summary at the end [of the film:]was very good,
that like I was trying to say earlier, a work of art reveals something to
you at the moment that you're ready for it., That the interpretation

of films, the films that are almost made without any reason - because you
can't even say they're made to make money. I mean low budget films don't
even aim to make a million, you know, they're more like the evening newspaper
in Nottingham - there's a necessity for them ..,

They have to come out.

They have to come out somehow, And they actually are a real measure of

the culture, because the man who owns the newspaper knows he's not -
probably his father's newspaper - he just feels the obligation to keep

the Nottinghamshire Courier rolling. And its: advertising, and its format,
and the people he employs, its photographers, are a tremendous mirror of
the real culture. And of course, the blockbuster films, etc., are much
less - they're an indicator as well, but that interest in this flow of.
materials as a gauge of the popular culture is like, I suppose; studying
the development of bone tools in archaeology; that is, you're measuring it
by something you find by the thousand. Then you say, at this date they
learnt to do such and such. ‘

But you see, a lot of the images they showed[}n the film] I think are
things that belong to the 'snigger class'; that is, there was a quality

in the choice of any image Paolozzi showed., 1 mean, a lot of these he may
not necessarily have showed, even though they may have been among his

Junikk or signed by him -~ post-dated. I remember him showing quantity - you
know, the fridges full of stuff, piles of stuff, that sort of thing. That
is, Just a sort of orgiastic, sort of too muchness, because I think he

also used to show those Mama Mia things out of Ladies Home Journal with
fantastic amounts of tomato sauce on the spaghetti. He was already thinking
towards the collages he was to make later and this is whatls interest was,
in the precision and balance of things. He was turning it over in his
mind,and they were quality images, the best of their kind, whereas a lot

of the ones you were shown [in the film] were lewd and not the best of their
kind, not even among the underwear or the nudes. The thing about a lot of
the Marilyn Monroe pictures, why everybody liked her, was that they were
quality of their kind, and I think this ccmes out in this latest book on
her. . Anybody vwho tells the story of Marilyn without the quality, that
is, she knew what she was doing ~ therefore Paoclozzi had this same instinct
for quality. «nd in our opinion, Hamilton didn't have this. He would show
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a bad car when Eanham happened to have got hold of a good car. But I
think at that period, if they'd all been told to go out, here's some
money, hire a car, they would have bought a lousy model. I've no doutt
about that; McHale couldn't tell the difference between a lousy model and
a good model, he didn't know what the hell we were talking about} this is
why he was taking notes so that he knew which magazines to go and buy.
When he was looking at Paolozzi's images, he would be writing down the
date and name at the top. We didn't know what he was writing down, but
that was obviously what he was writing down. That's why he went and
bought his trunk full later. It was like a kind of, well, in fact we
used to make cracks about these island cultures, you know, cargo cults -
that they didn't actually know what they were doing half of them. That
is, they didn't know why the rest of us were looking; we didn't quite
know, but there was a taste mechanism and a guality seal. 4nd that's the
sort of ad Paolozzi would put on the screen.

Did Hamilton write to you after This is Tomorrow with that list of ...
the famous definition of pop art?

No. But again it's the discretion of who to send things to.

The Hamilton catalogue at his Tate exhibition says: "Shortly after This
ig Tomorrow , Alison and Peter Smithson discussed with Hamilton how its
achievenments might be extended.”" That is, how the achievements of the
exhibition might be extended, And then it goes on to
say, "llis considered reply, " that is Hamilton's, "was the letter of the
16th of Janu:ry, 1957, in which he formulated a definition of pop art", and
it lists things like popular, transient, expendable, et¢, etc.

Well, I can remember going up to Hamilton's two or three times because
they used to occasionally hold a partyof a meeting which Jonathan Miller,
when he was Jjust hitting the headlines, would be atj; but that might have
been after Terry's death ... but I remember the Banham s bteing there
because I'd made ... I had a long tartan dress and tartan maxi coat and
I'd made slippers to match [“arlng 1974]

You don't remembexr him (Hamllton talking about maybe another exhibition
being organised?

It's very possible ...

Is that the letter where it says we never replied?

Yes,

I don't think we ever received a letter.

Well, if we had, it's the sort of thing that would go in the bucket,

You see, Banham used to hold open Sunday mornings; then there used to
be evenings sometimes when they moved away from Primrose Hill. And
Magda Cordell used to occasionally hold an evening. It's possible at
one of these times something was discussed because undoubtedly it was very
interesting .- and the failure_of at least half the hall was unbpllevably
shocking [in This is Tomorrow] .
eee This is Tomorrow ... the first meetings were held at the studio of
a fellow called tcott and somebody else, at the top of Charlotte 3treet.
ind it was the old, you could almost say ramnants of the Luston Road group.
That was a whole winter of meetings,

But all in somebody else's studio; nothing to do with the ICA, the
Independent Group.

Absolutely. And of those first meetings, I think ohly the two Martins -
Kenneth Martin and his wife - and ourselves and Paolozzi went through to
the last lot. As the older bLoys couldn't decide what it was that could
be done and couldn't be bothered and couldn't get themselves organised,
and Theo, when he joined, started leaning towards the side that it should
be collaboration. And I think thatmight have been one of the first ideas
was this collaboration, because very early when we were there, it had to
have a painter, sculptor and architect.

I think that'sthe idea that may have come in the letter [referrlng to

a letter Peter Suithson says was received by Kenneth Martin from what he
calls "the International Constructivists'Union, or whatever", suggesting
the exhibltiont]

We kept coming up with archltects names, but a lot of them performed very,
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very badly. You see, Voelcker, who was the licHale and Hamilton

architect l}n the exhibition] didn't get any mention at all lin the film]| .
They mentioned Magda Cordell as being involved in that, yet she's not
credited in the catalogue.

Well she was there. There was this flaming row with Hamilton.

She was fientioned in the film as being part of that Robbie the Robot
set-up.

She probably organised Robbie the Robot to open the exhibition. They

may have even bhased their whole thing on the fact that she could organise
himj; the fact that zhe knew she could get him,

Which exhibits did you think worked?

Well, Kenneth Martin and his wife had John Weeks, a very old friend,

as an architect and they just built blockwork walls ...

What did you think of the del Renzio; it was a tackboard wasn't it?

I think you know, that again he wasn't able to bring it through. I
remember Zdward Wrisht's graphics because he worked with Theo in the
entrance. I think Theo got fquite an eye-opener that somehow it wasn't
the quality he had intended; it wasn't just the money, it was the ¢uality
of ideas. After that, when Theo got to Architectural Design, he did

some very nice stands for Architectural Desipn and suddenly he got into
gear ... But most people, they Jjust didn't know how bad they were wren
they had to actually perform. But I think that prcbably, painters of

the meeting in Charlotte Street - 0ld Scodt and everybody -~ I think that
why some of them didn't come on to the end was that they were sufficiently
able to visualise what they could do to know what they couldn't do and
weren't going to chance their arm.

Yes. -Looking #tthe photographs of it, some of the exhibits were poor.
The Stirling one ... plaster of Paris and so on ... i ’

Oh, unbelievable. ixactly. Thurston Williams, who was very, very vocal,
I remember, fell flat on his face. I mean, there was just nothing there;
they fell out or something before the end; some reasonwes given but I mean
ess And, you see, I think that what was so extraordinary was that when it
came to performing, they were scraping the barrel to get the group and
this again, the background where our architect friends who we could talk
to were bkuropean. That's how Team 10 came about. There was virtually no
one you could talk to here.

I know it's an awfully difficult thing to ask, but do you think belonging
to the Independent Group affected your work?

Well, it might have helped us formulate ideas and so onj that is, it was
making you talk, making you clarify your mind, though when I say talk

I probably didn!t talk at all in those days because you can't become a’
two ring circus act ... and Peter did all the talking., Therefore any
talk that was fruitful to us, probably went on behind the scenes,

But just at purely realisation level. But I would have thousht that the

patio and pavilion was one of the best things we'd ever done.

But he [Banham, in the film] was critical.
But again, that was not what he was saying five years ago. He's right that
it wasn't pop in his sense, _

AR ESW L AENR .
ees When you build you can never be sure that youcan sustain a sense of
place unless your own thing has an almost unalienable territory and it
turns out that without «nowing it, we've always done that. Therefore
you could say that that is an allegory for everything we've going to do.
It's defensible space. '
I don't think artists work intellectually, if you see what I mean, Nerely,
artists work and you just do it somehow. '

Yes; that is, the intellectual preparation is there and you know what you're

scrabbling towards and then you do it kind of on instinct. And then your
intellect works at it and you mecke all these realisations and post-

‘realisations and so on afterwards. That is, you're still consuming what

it is you'd done ... a sort of feedback.
But just in terms of its enjoyment [}he patio and pavilion in This is
Tomorggﬂ] because those stills‘[in the film] are off our slides ... 1
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still get a boost out of them., I think, crikey, it looks lovely. ;
W: Was Banham right about your House of the Future when he said it was ;
tstyled-up' like a car?

PS: Well you see, I don't think the Independent Group had any influence on
that because we arrived at all that prognostication by what Alison has
already described., That is, we put a fixed forward projection, which I
think was twanty-five years, which brings it more or less to now, and
because the pace of things going from experimental stage to availability
is pretty constant, we merely said that if such and such is available in
America in small numbers, it will be generally available at a certain period.
Similarly, the constructional material; that if the price of plastics is
x pounds a kilo now, it's likely to be such and such in twenty years time.
That's actually turned out to be wrong because of the oil crisis. DBut
the prognostications were made on normal projections., That is, what you
found in a posh idwardian apartuent house in New York in '95 you'd find in :
almost everybody's house in 1925, ind of course, by that period, I think ;
even the books like Mechanization Takes Command already existed, which were :
histories of modern technology. '

AS: Yes, well that existed in my last year at Newcastle because you lent it
to me, '

PS: I mean this is why Alison stresses our relationship to American magazines
during the forties, or her relationship. It meant we had a fair picture of
the technical future because in terms of donestic machines - aewing machines
etc. - since the 1880s America has always pionecered them. There's no sign
yet of a change in that, except there's.a little shift to Japan now.. ;

AS: Yes, but you see in the choice that we were making - Paolozzi, Henderson ;
and ourselves - you could say that it was the tasteful selection that the
Japanese have made of the American market. And we were also big on the
smally that is, the one thing that I'd seen in the American magazines
during the war was the tiny Singer Bewing machine that went into a box,

" and that was the first item of equipment we ever bought. #nd also that
day, we owned a very primitive glide projector at a time when many people
didn't have one, and the small object, absolutely simply that could hardly
go wrong, things that were at a peak of their technological simplicity,
these were the things that interested us. Everybody else was on the gross
eee What America's really like, you know, the strip. Not the strip that i
some people later made out, the sort of glitter, but just the sheer
vulgarity of it, you know.

GW: This ties in with your architecture.

AS: Probably. And we've always telieved in hitting off the absolute inglish
scale, 'le're probably as near the early Smythsons and Inigo Jones in
that. [iverything else to us looks very gross ... The House of the Future -
how things were made, the flowing forms: there were things we were able to
do there that we haven't actually been able to do again simjly because
one's never been given a programme that was suitable, or so obviously
"suitable as that. DBut a lot of the things that we would have liked to v
have done, just couldn't be found. Response to the weather, to maybe to
be able to cover the patio if the weather turned really very cold so that v
you've got an insulated patio. There was nothing that could simulate even ;
that at the time, But a lot of the early diagrams-d0 show sun ... and I v
think this businessof a piece of territory again, it's more like This is |
Tomorrow than it might at first sight appear. They are more of a family
than someone like Alloway may realise.

PS: Some of the obsessions you could say are to do with the very history of

the discipline because the bit in the film by Banham about the articulation i
of a car, through the pressings and the joints, giving it its ... well, ?
of course, that's a very architectonic thing because you look at any : !
building until the nineteenth century, the way the stones are put together, &

the architrave around the window - where it was joined in, if youiwanted : i
the joint to show or not show. Iecause it's built of discreet things, it's E“
a very architectonic interest. Lven in This is Tomorrow, the busiress of ‘
the aluminium sheets mentioned in the film which incidently, I heard 5
Nigel say [}n the film] it was his idea -~ aluminium ... dull, reflective ...
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ees I thought it was your idea [ Alison Smithson's] « But you see how
hazy it's all become. I'd assumed you'd thought of that but he might

well have thought of it.

Yes, well you see, often it's "I 1like", "Oh yes, I like", "Well, let's
do it" ~ it's done like that.

There isn't a true version. There's a story.

I'm discovering that. )
But what is interesting is to put in all the versions ...

Of course.
And then it becomes absolutely lucid later, who's bending what.
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Can you tell me how you got involved with the ICA?

wWell I was never directly involved 'til much later with the ICA, but as

a young architect in London, working a the GLC in the 'fifties, one was

always looking for conversation thut was going on that you could relate to.
It's very difficult to describe the 'fifties. I guess as a student -

just recently qualified architect - there were very few architects that

cne could respect in this country. And very few offices where one could

work, and one of the few was the GLC, funnily enough, where tpeople like

the Smithsons had been working, Alan Colquhoun was working and Sandy Wilson

was working ... and so it was a very lively place. And apart from that
office and the recently formed Smithson office, which was very small - they'd

won Hunstanton by mid-'fifties - and an office like Lyons, Isresel and

Ellis where Stirling was working, and Gowan, there were very few other

places. and very few places where a young architect who was perhzps new

to architecture like me. Although a Londoner, you were not guite aware .

where the conversation was going on. And I know when I first went to the

GLC you started to hear about places like the ICA, whereas the traditional

places like the RIBA were places you just never went to. I mean, they were
just so boring. But the aA and the ICA were two of those places where

reople of interest, younger artists like the Smithsons and Stirling, and

critics like Banham and Alloway, were talking; and talking about architecture

in a way that I found interesting, that brought in the moment. I mean,

the Smithsons wrote that lovely piece, I forget ... 'But Today ‘e Read ‘ds'.

And there was 'Letter from America'; those things we were absorbing like
mad frow AD and ARK. The Royal College was another key place. My friends

and I at the GLC had those con.acts with reople at the Royal Collepe. One
of my friend's brothers was in the same year as Cohen and Richard Smith.

And so we knew Smith and Cohen and so on. And we used to go the Young

Contemporaries shows. And then there were those amazing exhibitions like

Parallel of Life and Art at the ICA and later, This Is Tomorrow = what is

that? 'Fifty-six? - at the Whitechapel. And it just seemed to me that

it was opening up all the things that I found interesting in the architectural
world. Things that I thought were not architectural at that time. You know,
the interest in science fiction for instance, and strange technologies
outside of architecture; the movies and jazz and so on. And suddenly you
found these things being talked about in an architectural context, and one
related immediately. So I guess that was how I discovered the place, through
talking to people and really looking for somewhere where there was
conversation. And through these exhibitions.

You went to Parallel of Life and Art?

Yes.

What did you think of that?

Well, it was most extraordinary because it was primarlly photographic

and with apparently no sequencej it jumped around like anything. But it

had just amazing images; things that one had never thoughtof looking at in
that sort of way, in exhibition terms. And the Jjuxtaposition of all those
images. And I was just knocked out by it, as I was later by the

Whitechapel This Is Tomorrow and the juxtaposition of writers and photo-
graphers and artists and architects ... It was just anextraordinary eye-
opener for me. In fact we did an exhibition [Archigram] some years later

in 'sixty-three that borrowed, or owed, a lot to both those exhibitiors,

but probably just took it to the next step, or up-dated it, rather than

took it to the next step.

Do you think Archigram owed a lot to the Independent Group?

Oh yes ... to the Independent Group and particularly people like the
Smithsons and Banham and Paoclozzi. Hamilton I find personally most
interesting as well, But our influences were extended through Bucky

Fuller. But then again, that connects with the Independent Group through
McHale., Yes, it had a big impact. on that generation of young artists.

Do you remember This Is Tomorrow?
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Very, very well. I've still got the catalogue.

Can you think of some of the exhibits and what you thought of them?

At the time I was tremendously impressed by the more architectural

exhibits, like the Carter, Wilson, Newby piece which was very architectural -
this sort of ceiling and the two walls. I was also very impressed but

didn't know quite what to make of the McHale exhibit, but in retrospect,

it was more important to me because it was an area I was interested in -
robotics, the movies and the sort of optical things and so on. But at the
time I found it difficult to put that into my own architectural terms,

so I found it difficult to ;ut that intogymenab architectural termsz,so
it was easier to handle even the Smithsons'! patio and shed and the FPzolozzi
things than the McHale thin,s. But I think in retrospect, the McHale -
Voelcker exhibit had a longer term effect. And in retrospect, the ones

I found least interesting, I still find least interesting. The Weeks

wWall, the Stirling actually is also one. I still think that the Smithsons'
exhiblt is important and I now think that the NcHale -~ Voelcker one is more
important.

Do you remember the del Renzio, Alloway and Holroyd?

Geoffrey Holroyd. Yes, and again in retrospect, I see that as important.
At the time it didn't click. Geoffrey Holroyd's a good friend. I see

him almost every year in Spnta Barbara and we talk about this quite a lot.
But at the time that had very little impact on me; it was a throw-away one
almost, but.... I now see its association with xames and so on, and, yes,
it's another important one. And I think most of the others I would almost

- dismiss.

The Independent Group meetings you went to; can you tell me about those?

I think there were obviously a lot of meetings that were not public and

I went to one of the early Paolozzi meetings and sort of stood at the back
of the hall and watched those amazing slide shows of his. "I causht another
one by Alloway which I have very little memcry of other than the event -

the people and the conversation. iAnd it was more to do with that because

as a bystander and as a young architect you tended to just listen and absorb.
You tend to sit at the back and listen and my recollection is of coming

out and wanting to do things, being very excited by what they were talking
about and by the sort of juxtaposition of conversation; that it was not

just an architectural conversation - very little architectural conversation,
in fact. They were talking about advertising and music and Jjazz and movies,
science fiction imagery. And certainly the advertising comes across very
strongly. And Bucky, from McHale and so on. So it's more a sort of
ambiance thing than any particular thing that jumps to my mind. And that
rather strange place of course, I always felt that the ICA made a great
mistake moving; it killed it, Ttworked so well there, with that little

bar tucked around the corner and you could get a sandwich and join in the
conversation or stand at the back or watch a show or see an exhibtit. But
it's very difficult in retrospect being a non-participant to actually
pinpoint anything.

Were the meetings formal?

No, not the ones I went to. I would guess there were very formal meetings,
there must have been meetings that were very private and very small in-
group type meetings. And one never heard about those until afterwards, you
see, -1 don't even recollect that I knew I was attending an Independent
Group meeting necessarily. It was a meeting at the ICA with someone talking,
which were meetings established by the Independent Group. And one only got
to hear about this much later.

Do you remember the-dates of the meetings you attended?

I would have said they were in the 'fifty-four, 'fifty-five, 'fifty-six

sort of period.

Because Banham, you see, says the Independent Group actuazlly finished in
'fifty-five.

Wiell, This Is Tomorrow was 'fifty-six ...

Well if you read the ICA Bulletins, there was lots of stuff which
obviously came out of the Independent iroup which was going after
'fifty-six.
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Yes. I think that's where people like mysclf were more able to sit in
and it's where Banham may well say it had finished because it became more
open. I thlnk tha earlier meetin s in 'fifty-three :nd 'fifty-four were
much more elltht, in-group Weetlnvs.

Do you renmember whother the meetings ere downstairs or up?

The ones 1 attended were in the main space,

And there was a stage?

There was a platform they used to wheel out, if I remember rightly.

It w:s a sort of L-shaped room ... thers were two doors ... and a bar in
the recess with a guy who used to run the bar and sandwich plasce. 3o it
was an L-shaped space and they used to set up a platform ... and black out
the windows,

- Do you remember who was at the meetings you went to?

well, the people who jump to mind are the Smithsons, Banham, 11loway,
McHale, del Renzio and Paolozzi and Ilimilton. Probably people like

Cordell - but I didn't know him, I only knew of himj he was playing music
on the radio at that time. DBut I wouldn't have recognised him. And VMagda
Cordell I wouldn't have known even, it wouldn't have meant anything to me.
But I assume they were there. [Iorothy lMorlznd, of course. Then I think the
people who were around occasionally - Sandy Wilson, but I think he was
involved in the group meetings but I don't recollect him particularly
being around on these other occasions. But then I got to know him later ...
Collu houn I wouldn't have known at the time. 8am Stevens, yes -always
very Yocal at these things. They were the sort of people that I renmember
being there. Stirling I don't particularly remember being there.

Do you remember talks on science fiction and so on?

Wall only vaguely. 1 remember the amazing discussions about it. The
problem is I don't know if I ever saw the Paolozzi show there,because

I've seen it since, you see. A4ind I've read about things so often now,

it gets a bit confused, DBut Paolozzi to me is extraordinarily important;
the amazing collages and the slides he throws up, the Jjuxtarosition of
things, incredibly related to my own interests -~ technology and today and
so on. Yes, to me he would be an important figure, and I think even to

the Independent Group he was zn eye-opener, Sandy Wilson had the same
reaction of '"wow, it's breathtaking". ind again, if you know Eduardo,

he dcesn't say a lot and he'd say, "this is a whatever", and up it comes,
one after the other, and it would just ... the first time I'd ever seen
slides used like that., You were used to sitting in a lecture with a man
putting one slide up, another slide up, talking. But Eduardo just banmed
it out one after the other. Amazing things, you know.

Presumably your interest in the technology thing is why you like Hamilton.
eee His collages. I am someone who has used collere in architecture

quite a lot since, and my first real avareness of that technique and the
power of collage wasn't through Dada; I only became aware of it immediately
I'd seen the Hamiltons. And his Just what is it ... is a great favourite
of mine. And his rooms ... I've just always been knocked out by his work
and juxtaposition of paint and collag: and so on. And the conmunication

of devices, which was very much to do with the Independent Group, putting
all those thinzs together and opening up art znd architecture into all
those other spheres. But there was someone actually putting it on paper,
like Paolozzi was.

Yes, because a lot of the Independent Group didn't actuslly do that,

No. They were talking. PYaolozzi did, Hamilton did, and the Smithsons did.
Sandy Wilson?

No, not at all, Jandy again, I've known gince nuite vwell. In fact I worked
with him for a bit, and he doesn't fit at all if you look at what he's don~,

his work. Totally, in fact. I was going to say in recent years, but totally.

It no way has any bearing on what those conversations were about. In no way.
What did you think of lclale's talks?

Well the one that itands out was post-Independent Group. He did a huge
lecture at the TUC or somewhere on .Bucky and the 'Yorld Game'. I don't

know when it was. 'Cixty-seven, somewhere like that. It was three hours
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and it was amazing, sbsolutely amazing. Very meticulous m=n, I would say.
Very caught up in the Bucky world at that time. Even prior to that, very
interested in technology. But I didn't know enough® about him; I didn't
know how he fitted in even until later ... The This is Tomorrow thing he did
with Voelcker, fits more lMcllale than Voelcker, to me. John Voelcker I got
to know some years later and he didn't juite fit somehow [wlth the
Independent Group] .

What do you think of Banham?

well, he's a good friend you see. I know him and Mary very, very well.

And they were, from Archigram's point of view, important ... e used to
publish a magazine in the 'sixties, a brozdsheet originally, znd about

the fourth one we did - it was the fourth one -~ was very much to do with
science fiction, science fact. Banham used to live in Aberdare Gardens
opposite Peter Cook, who was one of the Archigram Group. Peter bumped

into Banham one day and shoved four or five copies into Banham's hand &nd
said, have a look at this magazine we're doing. And Banham was at that
moment leaving for the States; and Banham showed them to Blake and people
in America and opened up for us a bhigger audience, and then wrote a lot

of things about us in New Society [and thé] Architectural Review and so on.
50 we owe a lot to Banham. I think he always saw us directly somehow
relating to what was going on as the next generation. And we saw ourselves
like that.,

You did see yourselves as related to the Independent Group?

Oh yes. As having the same interests and wanting to push it along. But
the amusing thing is that at the time we were making a lot of noise then -
this is 1960 - we were making noise and the Smithsons wouldn't talk to us
about it; they took another position at that stage. We were seen as
upstarts, I'm sure, by them, 4nd I think they didn't realise that we felt
that debt to them, which I think they now see that, But at the time they
would have seen us perhaps as they saw MNcllale, being upstarts and borrowing.
oes But we didn't think of it like that; we were excited about what they were
saying and they had an amazing influence ... For instance, Feter OSmithson
was Feter Cook's teacher you see at the Al. And we were absorbing every-
thing they wrote or talked about. But Banham is a good friend.

I think Banham and Alloway are two very perceptive writers.

Yes., You see Banham is, in the architectural/art world, quite an extra-
ordinary man. I mean, he's an art historian and he's written a number of
books. One book, his doctorate I think, was Theory and Design ... was a
very important book ... for a lot of people, it opened their eyes to the
sort of cross-currents; it was less doctrinaire and showed the cornection
of all those things that were going on. And somehow it's becsuse he's
actually a very good journalist. lis pieces in New Society were, I
always felt, absolutely knockout. Marvellous pieces.

Alloway too. :

Both of them. And they were perceptively spotting things that were going
on that were beginning to have an impnsct before anybody realised so. You
know, the business of the movie and the advertising, the product .design,
industrial design, technology and the effect it should be having, the
effect it was having on our lives without us noticing, and all tho:e things.
Yes, I would say those two were very imgortant. And they were very vocal,
and very able to write about thoze thinmgs in a clear, concise way, which
some of the other people were not able to do.

You say you kiew Richard Smith and Bernard Cohen? Do you see any relation
between your work and painting?

Pine arts ... I'm a fan. I enjoy art work. My library is probably half as
many art publications - art books - as architectural books. And :
particularly in modern art -~ well this century, I suppose. And starting with
the same premise that"Hamilton ... with the Dadaists and Surrealists is
where I find the most interest, with the use of collage. Smith - well, I
think for me, Smith was talking, like mos¥% of them, about America. And

as a young man brought up as a teenager late in the Second World Jar and
in the early ‘'fifties, my view of the outside world, other than a wartime
world, was America: American movies and American literature. And for
many years, 1 was only reading american literature - Dos Fassos and so on
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were my main ... and Kerouac and On__the Road and 21l that was what I

was reading. ©So to suddenly hit the art world, like Smith, who was
relating to Pollock and the new wave in America - Lichtenstein and so on -
was very important. It suddenly opened up another world to me. And then
Smith using collage and advertising ... those cigarette packs ... yes, I
would say he was important to me but not ruite as direct as say, a Hamilton
or a Paolozzi,

I was thinking that iArchigram was 1960 and the kinglish Fop Art thing

was 1961 ...

Yes., WWell we were parallel. We didn't know any of them; people always
assume we did ... It's very strange we've only got to know most of those
people since. DBut at the time, you certainly were aware, - very aware ...
I remember going to - 1 can't remember what it was called - there was a
very good Dick Smith show at the ICA which he did with somebody else ....
Yes, it was Smith, Denny ... Place.

Yes, I dlstlnctly remember,.. being knocked out by it. And their
references you see in Ark - with Roger Coleman. tUe were very aware of all
that through Warren - “Warren Chalk, one of the Archigram group. Ilis
brother was in the Royal College at that time.

What's interesting is that you admit your debt, as it were, to the
Independent Group. Interviews with people like Boshier, Fhillips ard
Allen Jones, they say they had never heard of the Indeperdent Group, they
weren't aware of what was going on, they didn't know very much about
people like Peter Blake and Richard Smith, _

Well that cannot be true. Blake and Smith they would have known through
the Royal Colleg:. They were all at the Royal College.

And certainly Ark, when Coleman cdited it, was full of stuff by del Fenzio,
Alloway and so on.

Sure. No, they could not have been aware.

Yes, well I wonder why ...

Vell, they want to take their own position, you see. They'vre writing
their own piece of history, aren't they. They were a slightly laler
generation and want to define their own position rather ... I would doubt
that they didn't know,.
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Laurie FPricker 14 March 1983

LF;

My first acynaintance with the ICA was as a student at the University of
Reading doing landscaps architecture and our tutor, one Franl Clark, had
been chief landscape architect at the Festival of Britain and he'd met all
that generation of sculptors, painters, designers of one scrt or znother,
And he was the person who was more concerned with teaching us about thr
twentieth century than almost znyhody else vecamwe into centact with ...
And there was an exhibition in 1556 at the ICA of the most mvant garde
landscape architect in the world called Roberto RBurle-Marx., 4nd so two
of us, my great friend who is in Califoruia now, Michael Laurie, and I,
went off to look at this exhibition. ‘

I don't think T went to the ICA again until possibly 1'd left Reading
and there was something to which ¥Frark [plark] was contributing about the
landscape of the modern road, and we went to that. 4ind that was about it.
30 we met, in my carecer at least, to 1959 when I'd finished as a stulent
and 1'd finished a year's employment in a local authority and T just got
sick of it all, packed it up and went and sought my, not fortune but,
girlfriends - a girlfriend -~ in London. T was sort of on the bum really.
And advertisements were appearing on the back of the lew Strtesman for
jobs = which they don't do nowadays. Decause everybody used to rezd the
New 3tatesman thenj there was Derger and Dinham and an extraordinary talented

got interested in the arts, or the other way round. &nd I saw a Jjob there

one day: barman wanted for the Institute of Contemporary Arts. Co 1T

applied for that in complete confidence because I'd run the student union

bar at ileading on two or three occasions. I was interviewed by Dorothy

¥orland and she said, "We were looking for somebody with slightly more :
experience," I felt distressed by that. 0Ghe said, "We could give you a E
job putting out the chairs and give you fifteen shillings a night." 5o
I said I was willing to do that and so whatever nights 1 wss necded for, -
symposia, they were always grandly called, or occasionally lectures ...
I would turn up after I'd finished work, where I was in a studio in |

Chelsea as a painted entique furniture restorer; I was teaching one day = i
a week, painted antigue furniture restorcr for the rest of the week - i
four days - and then filling in at the ICA in the evenings. As a . 1]

consequence, I was going to all these lectures and meeting all these peorle.
I used to put out the chairs, fix up the epidiascorpe, slide projector . L
(always a cock-up of one.sort or another), take the pictures down, re-hang i
them, move the sculpture, see that pecple got a drink, tazke the tickets,
count.up the . nmoney, hand it in, put the chairs back, put the epidizscope
back -'oh God, it was a nightmare. At least that was the ... task ...
once or .twice a week but never more than that. But the rewards were that
I was meeting sone extremely interesting people and I .could sre that
what I had done as a student of landscape architecture - large parts of
which I wasn't very interested in, but the ‘introduction to contemporary
art I'was very interested in, and that's what I was getting from the TCA
for frée.,. I was getting fifteen shillings each nigrht for doing this job.
One day I said.to Dorothy Morlund, "You ought to have some things on
landscape", and she. said, "Yes, do it." And I said, "VWell, no, no, what I ,
mean is you should have sonme", and she said, "Yes, I understand what you i
say. Do it." Ohe said, "Je'll either give you five pounds for each one
you organise or if you come into the office and do it, we'll give you ten
shillings an hour.: And if you work four afternoons a week organising it,
you'll get eight pounds, won't you" .So I.said, '"Yes" to that, and it
took me much longer than the enuivalent of fifteen qguid to orgsanise those
three. things.. But I'd apparently-dons it sufficiently well for Dorothy
to say, "ell, you stay on as my assistant.” Now, I was never assistant
dire¢tor, I wan alweys director's assistant and what I found fron this
position was that I could write letters to anybody and they would turn up,
or.at:least they would reply ... Mucford wonld write to we, even funny
old Leavis wrote to me about Ezra Pound. I mean, the youngsters. were
very easy to get. - : - o :
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So I stayed there from early 1960 until I got an appointment at the
University of Edinburgh. And I was very reluctant to go, but various
personal eventsceincided to suggest it was a good thing to do, so I left
the ICA ..o I was there during those two years aznd it was a great post-
graduate education. The residue of the Inderendent Group was getting
quite well known, and they'd travelled and they'd got back with a great
deal more information. They weren't identifiable as IG men; they were
just part of the ICA. The ICA was never the same after Lawrence Alloway
left; I mean I was a non-entity ... because I was just & chap who could
read and write and answer the teleghone but that's not to say that I
didn't contritute something. I was hospitable, I suppose. But beczuse
I'd got no axeto grind with the arts, I wasn't championing anything, 1
was always willing to learn, I was always there. The others were zlways
going off doing important things but I was always there at the time I was
supposed to be there. 4And so I went tc all the exhibitions. I wvent to
every exhibition there was in London for about two years. And so the
youngsters of my own age were ... I mean at the Royal College, Navid
Hockney., I think that the first lecture David llockney - I mean the first
symposium to which David ever contributed was a conseguence of my asking
him because, I'm not saying nobody else knew who he was, but nobody else
at the ICA was of the same ape. David used to come up to my flat ... we
used to fool about playing bridge sometimes and I'd never got any cards, so
we used to make sets of cards; I'd always done that when I was a student.
We'd all be half drunk and °1y, "Let's make a pack of cards", and this
was an occasion when David was there ... and ,we played btridge and dranx and
I chucked them all in the waste paper basket. The next morning I thought,
I think I might keep David's, Which I did, and for some years T had them;
they were done up with a bulldog clip in a suitcase snd they went with
me to Scotland with all the other rubbish in suitcases. By that time
David was getting to be quite famous, 1 mentioned this to somebody and they
said, "Where?" - he was an arl historian - and T said, "Ch, in a suitcase
over there.," And there was nothing left ... Just a lot of mouse droprings
in the suitcase and they'd heen eaten ,.. And then a few years later I saw
David at a private view at Kasmin's. "llallo Pavid, how are you?" ... =nd
he said, "You've got some. drawings of mine," : ,

Jo those are lhe sort of youngsters I was able to rreruit. Fronm the
theatre, from the Royal College ... but the generation which interested me
was Turnbull, Banham, in particular; and I suppose Banham, from his position
as assistant executive editor at the Architectural Review, it was almost
as. if he was supervising a graduate student.. 350 that za lot of the things
which were done when. I was at the ICA were thought up by Peter Banham and
I would put them into effect. I would do the leg work, I would write the
letters, 8o0:1 was a brisht and w11ling pupil who was bping tavght by
Peter Banham. .

Now my reldtithhlp w1th Alloway was that he had gone off to thp
Guggenheim and there was nobody there[at the ICA] to have his job, and
they were really looking for somehody. Lawrence wanted ... ltobert Freeman;
he was. a bright spark who had come down from Cambridge and he was very
keen to get into the ICA. But he wags not popular, not efficient, he was
altogether too flighty by half. ind so they didn't have Bob Freeman, tut
they did have me., Now,Lawrence went off to the Guggenheim, I was in his
position, and he wanted somebody to look after his housej; he lived at
38 Chepstow load. And he said, "Look, if you look after the house ard do
everything that needs to be done - don't 7o into this room, that room and
the otherroom,"... which had got lots of paintings which lawrence had
somehow:or other got in gratitude-from people who'd shown, thanks to him,
at the ICA, or he'd been given: there was a Turnbtull, a Bernard Cchen, a
John Flumb, a Peter Stroud, all those So those rooms were where I wasn't
surposed to go but I looked after the hou e, rent free, and answered his
mail and wrote.to him. And T got to know Lawrence very well and liked
him- immensely; I mean, the man didn't open his mouth without you learnt
sorething. But he was . quite frightening in many ways; extrenely funny ...
it was like Perelman with the gloves off, sort of like being in the studio
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with Croucho Marx instead of actually making a film with him that went
public. You get the rough end of it and, you know, it was all sort of on
the cutting room floor. ILawrence could be vicious, but I never disliked
him, any more than I disliked any of them; they were 211 too bright to
ever dislike, you ,Just had to be careful in the way in which you prezented
yourself.,
ees Just before Alloway quit the scene, it must have been in 'sixty-one...
I'm pretty sure it was 'sixty-one ... FFreeman wanted to re-do the Independent
Group and he brought them all in., Lawrence gave a lecture called 'Cn a
Planet with You', John licHale gave a lecture on 'Plastic Falaces!', del
Renzio spoke. 3o it was a sort of Independent Group re-visited ... to
that, some of the loyal College people came and ... Roger Coleman is the
link man. When I talk about people having love affairs, it was the case
bvefore Lawrence left the ICA that he could spend an hour or more on the
'phone to lloger Coleman at the Hoyal College about a movie they'd heen
to see together the night before. 4ind it's very difficult to say whose
ideas are whosej; you know, whose baby is it, the husband's or the nother's?
And Roger 1 think is a precocious man - I know somebody who knew him very,
very well indeed. Roger turned up at the Royal College from his art school
in Lincoln looking just like a Lincolnshire poacher - I mean, a very ¥Fnglish
gentleman, Within no time at all, he was neat, top to tail Italian, with
Italian shoes, the striped Jjackets, everything. And then a few years
later, he's drinking malt whiskey, smoking Sheraton ripes ... everything
Coleman does, he does extrenely well: he could have been a professionzl
art critic, he could have been a professional graphic designer ... he
was one of those unfortunate people with so many talents that he didn't
know which one to choose. And during the time when he was editor of ’rk,
he influenced Lawrence and Lawrence influenced himj; I think they would
willingly acknowledge that.
The other 'mate' that Lawrence had was of course, John Mcllale. And
the person in the personal relationship to this who seens to be so
interesting - I've only met her once, and that was in Puffalo - was ‘
Magda Cordell, Frank's wife, but she was living simultaneously with !
John McHale. iverybody loved Magda Cordell apparently. I mezn ... she o
was a great lHungarian beauty who seemed to attract all these young men ' '
to her. Lawrence was one of them, but Lawrence married somebody called
3ylvia 3liegh, who I think had been married to someBody called Greenwood;
the marriage wasn't at all successful. And she had a house. And
Lawrence somehow saw himself as being a ... I mean, his whole culture
vas in America, as everytody's way, most people's was anyway, and
Lawrence somehow saw himself as being a Clem Greenberg. I remember he
talked about artists hunting in packs and nothing Lawrence liked more s
than after an opening, for everybody to go off and have a Chinese meal
together. He didn't like the idea of artists being in isolation and this
really reached its crescendo when he orgmnised an exhibition - it would
have been in 'sixty-one at the Marlborough - called The New London Jituation o
show, which had Plumb, Stroud, Turnbull, Caro, FMarc Vaux, Hoyland, the "
Cohens,. Peter Coviello,.I'm not sure whether Bob Law was in it or not,.
I mean, Lawrence saw himself so grandly ... I see that Turntull talked
about it as first name situations['Notes from a Conversation with William
Turnbull'] . Not from Lawrence. it wasn't. He would get young painters
like Bob Law and he would write to them, "Dear Law ..." Ixtraordinary this
duplicity of roles -~ the.sharpness of New York (and it really was lew
York, not America, as I now realise) and then the sort of knglish
patronage of '"we'll give you a show ... maybe you'd tike to try it out
in the. library first.'" .And Turnbull - I loathed it - I rermember Turnbull
saying when he gets offered a drink by Roland Penrose: "Will you have
a whiskey, Bill? - Make it a large one.," And Bill.somehow thought that .
this was condescending. 4And that kind of 'Phllylﬂ?’S' vas nlu?yq there' b
it was part.of the friction, part of the ‘tension.: : 1
And, of coure, the willingness to fritter away money on champloang
people -~ cften for their own ends, I mean, when Lawrence put on - the
Morris Louis show, nobody came; it lost us a fortuvne. And Lawrence
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didn't give a fig about that; he wanted to be the person who was

. responsible for making Morris Louis's name in London. Which of course

he did; and many other people too. Ile was always sort of using the ICA

to put the artistic establishment to rights ... so that the ICA was =zlways
an irritant to the system. And he was very critical when we were hard

up and we had the John Moores show, and he just said "The ICA used to

start thinss."
But #s a youngster, as somebody own the fringe of it - I mean on the

fringe of it artistical 1y, but physically and personally and administratively

slap bang in the middle of it - it was frustrating, it was exhausting, it
was very demanding. You could never guarantee anything was going to
happen. Yet because of the personalities there, it was always exciting,
and one was dazzled by the ideas that were being offered because trey were
the only people in whose company 1 spent any time who were talking about
the present. I mean, anybody who'd doné Inglish or painting ... who was
a bit older than me, was talking about the past., They were the only
people I knew who were older than me who were talking about tle present -
and more about the present than I knew,
Were you aware of the Independent Group when you went to the ICA? I mean,
were they a name?
No, they weren't. They were just individual names, Lawrerce was still
there after all, Banham was frenuently there. They always used to turn up
and the friendships were retained until some great row ... Banham and
Alloway were very close and then Alloway came back from ... teaching in
Vermont - he'd only been away for about three weeks - ard he said,
"Wwhatever happened to Reyner Banham?" And I said, "What do you mean
Lawrence? He's grown a beard." "A beard? The schmo," And I think I
wrote something somewhere at the time: I said, 'I'm entirely in favour
of the Kleenex aesthetic until it's extended to human relationships,'
I mean, I just felt so hurt ... but it seemed that everything was there
to be sucked out, even including people's personality; if that gave you
your own 1dent1tJ which furthered your own career.
Banham, I don't think was ever unkind about anybody, but Hamilton
certainly was, even to Banham, [Lawrence Alloway]llked Herbert, but
he said there wasn't anybody else to knock. 4And that seems to me to
be a strange ... I thought then and I still think now a bit ... a strange
creative position to have to take up -that you must have somebody you can
attack. But as soon as.it ceased to be Herbert, then it became Roland.
And if it hadn't been for Roland, there wouldn't be an ICA. I think some
people acknowledped this but they were always very rude about him and &s
soon as the FPicassc show was.on, the first thing Lawrence did was to get
all his mates together - Robyn Denny, the Cohen brothers snd I can't
remember who.else - and Lawrence said, "The younger generation talks
about the Picasso exhibition, and there wasn't anybody there who liked
it at all." 4nd I-don't know whether Lawrence fived this up but, you
know, let's get lioland. Ithink they never wanted anything permanent,
fixed. As soon as somebody was there, they were out. I remember that
evening.l was sitting in the front row, I'd done 21l the organisation for.
the day ... and I said, "Tell me, would you, each one of you, given free
range, allow yourself to possess a single picture from the entire Ficaseo
retrospective?" And the only person who said "Yes" was Bernard Cohen and
he wanted.[the work on| the cover of the catalogue. 4And I thought,for
me, that's the only picture you've seen in there because it's on the
catalogue. + You know, I think they took up their positions intellectually
regardless of what the palntlngs were about.
But they:did spend a long time talking ... and all fixed themselves
up as Americans. Lawrence looked like a 'preppie'; he had khaki drills cee
buttoned down pockets, buttoned down collars ... a pocket with a pen in
it and one of those low belts ... and he'd come up and say, "lawrence
Alloway., Hi." But when I saw him in Chelsea [Iew York] just two years
ago, there was less American in his voice, having lived in America now for
about fifteen, twenty years, that there ever was when he lived in london
and got it from B movies at the Pavilion, which he used to go to with
Paolozzi, S : : :
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All the Independent Group was when I encountered it, was nmemories
of individuals which you didn't have to be nostalgic about because they
were still represented by their own personalities. They all came at
some stage or another., The Omithsons I met there. The Smithsons did
a turn on - or at least, Peter did when the Independent Group was re-born
for a week under Robert Freeman ... I think of them all, the most loyal
person was most certainly Banham. I mean, he would try something out
at the ICA which might later get into Architectural Review. Rut an
immensely enthusiastic man, bubbling over With znergy ... he was writing
everywhere. A lecture he gave at the RIBA: 'The llistory of the Immediate
Future' and old-fashioned architects who were only about ten years older
than he was, had to go and look the words up in a dictionary because
they didn't understand what he was talking about despite the fact that
he was using perfectly respectable English.

This re-birth of the Independent Group; can you renenmber in detail what
that was, because Banham mentions it in the Terry Hamilton Femorial
Lecture? He talks about necrophilie meetings called by Taolozzi and
the Smithsons.
That wnsn't it ... Freeman was the chap who did it ... he was a recent
Cambridge gr~duate ... but he did the credits for Ann Jellicoe's The
Knack and he did the second Beatles LP cover. lle was merried to an
thraordlnarllj beautiful girl and he put her all over the Yirelli
calendar for the year 1963, T think. and drove a white Ferrari and was
on all kinds of drugs and I don't know whether he's been seen or lLeard of
since. He was a firework. He was an understudy; he was an understudy to
Lawrence but it didn't seem to me he had any ideas at =1l. But he'd got
all the jargon, he'd got all the clothes, he'd got ihe appearance and he
just sort of winkled these people out to do a repeat perfqrmarice ...
Lawrence's lecture was called 'On & Planet with You', which was from an
old sther Williams' movie called On an Island with You. And God, don't
I remember it. I used to have to put out those bloody chairs ... if you
filled the place up you'd only get twenty people there, if you put out
twenty chairs the place would be full. And I said to Lawrence ... "Orn
you tell me how many people you think might be coming tonisht, Lawrsrce?"
and he turncd to me and he °aid, "You mean it isn't enough juqt to glve
a lecture,

The last thing I dld was to orpganise a big symposium at the International
Union of Architects building, which-had been organised by Theo Crosty ...
the big talk-in at the IUA headquarters ... and there Lawrence had already
decided exactly how that debate was going to go. e didn't like Max-rell
Fry ... Bowness ... it was wvhen one of the patrons who was called ".A.
Dennison = Tony Dennison - managing director of Cape Building 4Asbestos,
he said that he thousht it had been a2 wonderful opportunity for zrtists
to mess about with materials ... Lawrence lashed at him and said, "It would
seem that every man is an island unto himself, as long as it's‘made of
Cape Building Asbestos." Oh, he was clever. 4And I passed him a note
saying, do you think you ought to offer a vote of thanks to anybody, and
he said, "I think Alan Bowness has already done that three times.,"

" eee I wouldn't say the most influential people in the Institute of
Contemporary Arts were only in the Independent Group. I think that would
be unfzir to a lot of other people. .DBut everybody who was in it [the
Independent Group] was ejually brisht; I don't think there's sny shadow
of a doubt about that.: Though I wasn't there at the tinej; I merely met
them afterwards when I suppose, they were ten years my =zenior ... and I
Just stood in awe of these reople.  And I think I wes accepted becau=e

I wasn't trying to. score any points - I was just willing to learn. #nd

tco rreen to know any bettfr, probably.
. ' LEF FEE P E PR S B

What artists never liked about the architects was that the architects
wanted to be mother of the sister arts. That was how they had been.
trained and it was the position in the ... hierarchy that they were znd
still are very reluctant to relin uish on any ‘grounds whatsoever - socially,
artistically, 1n*e1]ﬂctu 1ly I think, and cert alnly academically .., but
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they're the ones who get the money and dispense the jobs, so their
phraseology is: we used so-and-so., Well, you can't use Hamilton, you
certainly can't use Bill Turnbull. 1In Living Arts there's a piece from
Turnbull where he says: "It is as patronising for an srchitect to ask
me to put some art works on his walls as it would Le for me to tell him to
put some wzalls round my art work." And he wouldn't have it. And he was :
aided and abetted br Lawrence, of course, And it was Hamilton who poin‘ted "
out to me for the first time that what was happening in the Bauhaus was :
merely an attempt to impose on the world a new international high style
in place of the Gothic which to me was shocking. I thought, no, it's not’
that., And he said, "There's no difference", and of course, he wonld never
elaborate on anything. MNone of them would. There was just the 'one out'j;
you sort the rest out for yourself ... we're certainly not eoing to teach
you; we're going to say something and you must catch up with it. #nd you
would reel, They weren't all bits of sulphuric acid chucked in your face ...
if you took them to bte that, then it was often an indication of your own
lack of perception about the world in which you lived. £nd these people
who'd thought more seriously about it than T had, certainly weren't going
to stand there with the patience and tolerance to teach somebody who
hadn't got their ideas together. P
I think there's no doubt about it. It was the workshop for the coinage :
of a eritical vocabulary which hadn't yet been made, and it's still, I
think, used. _
GW: People like Turnbull, the 3mithsons and Henderson, I think feel that
Banham has used, through the film, the Independent Group as the fathers
of Fop, and they were a lot more than that. And it's doubtful anyway
whether they did influence - directly anyway - the so-called Fop artists.
LF: T think it's doubtful. Certainly, I don't think if you loek at Ieter
Phillips, Derek Boshier, Allen Jones, that lot at the Royal Collese, tley
didn't know a damn thing about the Independent Croup.
GW: Yo, they say they didn't.
L¥: And they didn't either, Take my word for it, they didn't. The only person

whom they mlwnt have had anything to do with at all was Peter Bl:nke.
: : u'(nx«m%;-evwnx

Picture Fair was a preat tribute to people's willingness to see the 1CA
survive because the ICA was always broke. Roland would sell yet another s
one of his many paintings on the market to try and keep it going. And

there was Lady Nortcn, who was another member of the British establishment

who seemed somehow to find moriey at the bottom of her purse to Keep the

ICA going. Quite why, I don't knoa, althouyh Lawrence, uhpn the lisw Year's
honours list was out one yesar and ioland's name wasn't on it, qurence

Just ueld,‘"Bad luck, Roland." I wasn't there when it happenod but .
Lawrence told me about it afterwards and he said, "I saw Boland wince," o
and he gald "For the first time it dawned on me th=t that's why he was .

in it." I don't think that's why he wus in it. I think Roland as an .
amateur Sunday surreallst who's zlways enjoyed mixing with those people - T
and he knew them all - and he wanted to keep il going. I mean, that's i
why contemporary art is always and must be 3urrealism for Roland ... oy

.1 don't know whose idea Picture Fair was but it's very innovative.
They used to write to colleectors, gallery owners and artiste, and say,
"Jould you please give us," and they would ‘all come in. Then what they'd
do is to sell tickets at ten suid a throw which would guarantee you one
of the works of art. Well, whst they'd do - and it'd te the likes of me
who would have to do- it - is put a piece of paper [bn the palntlngj and S
cover it so you didn't know where the signature was. And then they'd be ‘L
numbered. ‘oo the exhibition was people coming in and looking at them. b

And they'd ook at the list and there'd be arp and MNiro and ochw1tterq. S
xrmwuwwf» AR ‘ ) '

I thlnk that one of tn@ thlnp% th t;all those Lndependeht Group peopie
had in common was a very sharp sense of humour, which I suppose is a
natural concomitaent of having @ very bright, well-polished intelligence..

I think they could make each- other laugh but it was often at the evrense




of other people. There was a lot of ridicule ... it wasn't Fonty Python
humour, it wasn't Goon 3how humour. VWhere was the humour from? I tLhink
one of Lawrence's heroes was certainly Perelman. OCne tlourht it was his
own but it was 1lifted and he didn't acknowledge it. 1t was "Next week
at the Prado, Franikie Goya plus monster cast of thousands". But that's
Perelman. It's not Alloway ... And I think that's where I might have had
something in common with them, because I could mzke them laugh znd they
could make me laugh. 4nd the source of it wzs not British humour but
American humour which one got from thie movies and what little there was
that was published and available ...

eee It's in 'The Avatism of the Short-Distarce Mini~Cyclist', it's
in Alloway = all that he's written at that period - and it's in the film
['Fat%ers of PQR] . llemember that that generation, and I'm only ten years
your.ger, we were living under an army of occupation in southern Ingland
and our culture came at second-hand frow the movies and at first-hand from
the G.T.'s. And when you then go to school and you've got to shed all
that = I mean it's not like kids now wno go to school in the same clothes
they're going to wear when they go out in the evening - whatever we wore
at school was our identity at school and then we had another identity in
the eveniny, especially if we were elementary schoolboys. But then when
you graduate from school and you're trying to find some - aesthetic is an
extravagant word to use - but some scheme within which Chakespeare is in
the sare ranks as Supermzn, I mean it's very difficult. lobody &t school
is going to help you with that., 4nd that's what theywere on about and T
think 4lloway describes it very nicely by saying touchability, and zgain
Allcway talking atout a pop-fine fartl continuum, as o}posed to what we've
been brought up with - the pyramidal.

PORS RS R Y T EEE -

I think that what Danham wmeans when he says it finished in 1959, Jjust

meant that they didn't go on meeting at the ICA. But they certainly wvent
on talking to each other and I think Banham is right ,.. they established
a critical vocabulary which other people used ...

Basil Taylor criticised Lawrence dAlloway for being American and
Jawrerce said, "I see no more reason for you criticising me for being
American than my reason for criticising you for being Italizn.," That is,
Kenaissance ... being able to read Dante or whatever. "Just as the
I'nglish took their identity from the Italians in the eiphteenth century,
why on earth do you exclude my generatioh from teing influenced by America ..."
Banhan stood up at the Institute of British Architects in 1961 2nd said,
"The Italian Renaissance which youy're all going on about was invented by
the number of people it takes to accommodate the front row of this lecture
theatrs. * You could get them in the top deck of a London bus." 5o why do
you say that nothing can happren in the prezent. ‘
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T Thom:=s Stevens 15 April 1983

7S: T first.went to the ICA because various friends of mine were in london or
were arriving in London and they were looking around for places where
things were happening. Possibly by that time, I don't remember, we'd
already encountered Toni del denzio who was very much in opn all that kind
of thing: he said, "Why don't you come to the ICA cometime; it's very
pleasant you know. There'll be something there to interest you." And
we found we could get a light meal and a drink at the bar and there were
frequently exhibitions there which interested us. And that most people in
our line of business ..., who we krew who were aiming to do anything or b=
anything, could be met there.

GW: The Independent Group itself ... when you went to the ICA, do you remember

this actuslly haprening - a group of people getting together?

No, but I think what probably happened, if memory doesn't play me false,

was that various groups of people simply met together on the various

occasions when we met there at all or at the York Minster or outside,

and said, "Why don't we start sometling, why don't we get sonething going?"

it was a time in London after nll, when new movements were getting off the

ground two a penny.

GW: Why do you think you had to start something? Was it dissatisfaction?

TS: It was the feeling that “nglish culture ... presents a very curious impression
if you're trying to mzke zn impression on it. That is, of something which
doesn't react hostilely or even negatively but simply receives you like an
enormous mass of damp cottor. wool ... in other words, you have to shout in
order to be heard, which is bad for pecple; you shouldn't rhout, they should
be able to carry on in their normal =zpezking voice and 2llow for a good
deal of pardonable exargeration, particularly when one's young znd one always
wants to exaggerate. They cshould be able to make themselves heard without
shouting. And this reaction of James Ctirling, that in Ftngland you had
to wait until you were at leazt thirty-five before you got anywhere. ‘ell
it maybe that it's not only in *ngland that you have. to wait 'til you're
thirty-five before you're anywhere or anybody but it's true I think in
English politics, that only once have we landed ourrelves with a prime
minister - William Fitt the Younger - aged twenty~-one. The rest, the
majority of. them, constitute someti.ing which the young feel burdensome
becauss it appears to be a gerontocracy —'a rule by cld men who've arrived.
And of course, all one had to. do in Ingland if one lived.long enough is trat
cne's predecessors die off, one siisply finds oneself ... knowing all" the
people who are'in' because they're the only survivors. Vhich is a ludicrour
situation; “to have to waii so long for that io happen, it's basically a°
ludicrous situation that somebody who has never really done anything at
2ll in his life apart from acting as a go-hetween and kind of vague culturzal
marriage broker like myself, should arrive at the curious position that
when I went tec teach in the States in 'seventy-two, every time I was
introduced to dnybody,,tu@y gaid, "’o you're the great, (or famous) “am
Ztevens," And I was so »stonlsned - But it wasn't 'til. I remembered a
conversation with Kenneth irampton in.Berlin in 'sixty-two, when-he r ‘tod
me on the shoulder (a little- atrunlslnglj, but I can take that from hen)
and said, "Ah, 3am, the last great exponznt of the oral tradition."” But it
is to a degree true; I mean, I was terrified that one of my oldest friends
oo nobert Maxwell, landed himself up the road for about fifteen year:
instead, which I hoped he would -have done, getting the hezdship of the 24
LArchitectural-Association) a3 an understudy to Lord Llewelyn Davies.
But then, suddenly, he was picked off a ghort-list of seven, after an .
original short-list of some three hundred and fifty, and asked if he'd
be willing to take the headship of Princeton School of Architecture. ‘ell
that, for a man whc must be the sume age as me, in other words about sixty .
two, was a very good thing. But cne does complain that one has got to -
wait 'til sixty-two until it happens.

GW: This Independent Groupj;.it's said by Frank Whitford that it was organised
through the Management Committee of the ICA and that you were in & meeting
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with Dorothy Morland and a number of other people ...

ees I cznnot actually remember. N¥o doubt I attended many meetings in
those days when I didn't really know what was being transacted or wasn't
fully aware of what effect it would have for subzequent prople like
yourself who are writing up a history.

Do you think it did go through the Management Committee or the Management
Committee sanctioned it? _ ‘

OCh, I think so, very probably, but so small and informal a froup as the
CA was in those days, I think it very probable that everything was above

board because nothing had to be done, as it is dope in D'zrlisment, in

all-party sub-committees and things like that which never reach the floor

of the House.

Do you remember who was arocund then?

Well, I think but cannot Ye sure, that by that time -~ in 'fifty-two -
Lawrence Alloway would have been on the scene, but I'm not absolu-ely
certain of that. Francis lorlind certainly was., Various grcups of

people were, as they say in the Society of I'riends, attenders but not
regular members, znd there were therefore a sufficient number of people who
camre through the place or who came to it, who were not zctually affiliated
to it in any form or official sense,

Do you remember Banham being around that early? |

Oh yes; very much so. 4nd so I think at that time were probzhly - I mustn't
comnit them because they are old friends and I don't want them to hecome

new enemies = the Smithsong; and practically everybody else who was fairly ,
recently on the scene ... and a rather wicked statement against a Cheshire
friend of mine, Christopher Tlean, architect; he suddenly appeared on the
scene full of fresh youthful enthusiasm and said to me, "You must introduce

me to everybody at once, I want tc be in the picture."
PR R P REED D ENE SR NSRS NS E S

You say you were never a member, if there was such a thing, of the
Independent Group. ' ‘

No. You say that I was.

I don't say. It is said that you were.

Well, it's like fird’ng that one is notorious in ‘America but not in ;
Fngland. oo I had to complain to a Bos tonian friend of mine about this
treatment: "So you're the famous Sam Stevens," I Qald "The Americans

are frlg}tfully polite aren't they?" He ald "Ho, they mean every word

of it.: VWhat happens is they've heard you mcntlon@d by so many peorle

and meét your name in so many texts, that they wonder who fhe kell you are, g
and then they actually meet you in the ‘flesh.,"

The meetlngq you see, were supposed to have heen by 1nv1taf10n cee

Jell the one meeting I can remember, which may not have been the

Independent Group but was uowethln" very like it, vas one at which Erro
Goldfingser was present and gave a lecturo on one one of his pet hang-ups:
arltbmetloal and mathematical proportlons., T was certainly present at

that.‘ There was certainly a ;plendld evenlng ‘meeting. at which Sir Alfred

Ayer - Preddie Ayer as he was then known ~ spoke,

Toni’ ¢§1 Renzio said he got Ayer to come along. |

He would. That's just,what I'd expect Toni del uanIO to do. I mean, ' '
if there was one man you could rely on with his ear absolutely to the

ground or to the keyhole for the merest breatn of who's new in every single
field of endeavour, it'd be Tonl del Renzio. Vcrj, very good like thaf '

Do you remember somebody 'aLk;rb on aproplane de51gn?

I can't place thdt ses ‘ o ,

One of Banham'ﬁ people, I think. o o :

I think if he was an ‘weroplane man he wiis almost certalnlj one of Ennhan s
people beC°uoe Banham had been a grounded 41rcraftqman during the war in a
factory assembling 'plunes and had a great interest in them ...

Another lecture was Banham's on car styling «..

Yes,.  -That was. very: important because it was part: of Banham's critique -
which'ig a very fair one in nmy opinion - of the whole of the point where

the modern functionalist movement in Furope, and rngland later, went wrong
in‘believing tnat the natural process of eccnomic a&nd functiorialist product
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design was towards a fixed end point. Nothing of the sort, said Parham,
Once you'd settled a few things about the engine, the performance znd

a few other things, and the position of the driver, the chassis, the
bodywork is ... a matter of aerodynamics in some consideration - especizlly
in these days of expensive petrol.

Gid: Do you remember Frank Cordell?

T5: Yes, because he must have been the husband of the Magda Cordell I
mentioned te you as this splendid, ebullient extravert llungarian woman
who was around the place in those days, who was decidedly noisy and out-
spoken and we all rather liked her.

Gilt  The exhibitions that took place in the early 'fifties - the ones which
members of the Independent Group took part in - did you go to those? I'm
thinking of Parallel of Life and Art.

T5: Yes, indeed I did but I can't remember a great dezl about the detail. 1In
other words I was more pleased that that sort of thing was taking place than
the actual content of the exhibition itself. Perhaps I was insufficiently
critical of what was put there., I was glad merely that it was put there
and that there was a venue where people could assemble, ratrer like the
Salon des Inde“endentq in Paris ... It didn't necessarily follow as I
now realise, that everything that was exhibited deserved to be exhibited ...
and probably nobody thought that it did. The gesture wzs the important

thing, the gesture of indn~pendence.
KA EARKCRAXRRLKN X €X &% £6%

" T5: What I do remember was the expensive llouse of the Future which arpjeared
to have cost £23,000, given that exhibition buildings always are very
exrensive because they re one off, last for three weeks[%nd then] are
taken downj and they have to be put up in a great hurry, ~ven thoush

they don't have to be weatherproof under the roof of Clyrpia or Farl's

Court ...

What did you think of the House of the Future?

How extraordinarily easy it is to be trad in spite of oneself. That ore

of the hardest things in the world is to anticipate the real future without

actually making it,ie. fabricating it ...

GW: The themes that aye mentioned when the Independent (roup is spoken about
are themes like popular culture, science fiction, thazt scrt of thing. 7To

“you remember any of that?

TS: well, 211 that sort of thing came in in a big way partly because of
Richard Hamilton's 'influence. You remember Richard llamiltion's pastiche
collages of photographs of muscle-hound heroes along with presumably ...
Marilyn Monros, various other things like that, that wes part of pepular
culture of course. As always happens when people with their tongue in
their cheek take it up, immediately it's put on to 2 new level and
becomes esoteric culture - iustantaneously. The one thing that no €litist
body can ever suCCPSanllv, or very rarely do, is to take something out
of popular culture and put it on a podestal 2nd hope to retain its
popularity, because 1t no longer exists at the same level of arpeal. ZPut
undoubtedly, this wasz a very real resource, undoubtedly they were doing
something quite correct. Most artists become in-bred, not to cay
incestuous, and ill-bred, if they don't look qldewayﬂ occzsionally at
other things and what other people are doing.

Gid: Do you remember people talking about communications theory and games
theory?

T3: Yes., Games theory and communications theory were just in then, poszibly
owing to Toni del Renzio who had a marvellous pair of sensitive antennae
for that.sort of thing. The subject wias just beginning to come up and I
remerber one very clever lecture hy I'rofesscr Lolln Cherry, I think of
Ldinbunﬁu which ceeplj impressed me. oo
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GW:  You would say the Independent Group were not influential,

T5: Mo, I wouldn't say that., I think they obviously were influential in that

' it acted as the proving and promotlon‘ﬂround for a number of individuals
who've since kept their heads clear and are in pocket, have been promoted
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and are famous. Others of course, are not necessarily not doing what they
want to do but other people haven't caught fire at it. I hope Mr. Lannoy
is well contented. I know that Mr. Hamilton, who I see qguite often because
he's a not very distant neignbour, at the moment is somethirng more than
contented. On the other hand, the market for his products is inevitably

a dightly fickle one = subject to chunges in fashion - znd my chief fear
for a man like llamilton, whom I regard #s a really good painter vho has
stuck to his last, is that merely by doing better and hetter what he's
always done, 1nevit1b1v will find himself relegated to the lumber room of
old masters.,

Do you think that architecture henefitted from what went on in the
Independent Group, because Ctirling and Ut. John Wilson don't seer to show
any direct influence?

Well, T can't speak for St. John Wilson at all but you must remember tlat
irdirectly Stirling shows & very strong influerce of it. He picked up
something that obviocusly the painter Ozenfant taught lLe Corbusier in the
early 'twenties, which is don't look at buildings previously dore ... look
at other objects, buildings if you like that nobody has previously recognise
fort constructions, dams, factories, power stations, even a bit of peasant
architecture ... and pick out of that, thematically, the usahle material
from transformation ... Stirling has done that too beczuse he picked off Le
Corbusier's ship-like decks of his t. Andréws buildings, he ricked off

the leicester Ingineering faculty off industrial architecture plus Corb ...
wholly Jjustified because it was an engincering faculty and those were the

engineering workshops ... and again and again re's done tnat type of thing.
WA ALEEC, {XH AL LR A€ R K%

If you dismiss that the Independent Group were the precursors of Pop Art,
the question arises, what were they? What, did they do? ‘“ere they +ru1y
influential, were tley Just a clique, an elltP group which discussed &lite
mattera?

Nos I think there you're misreading the way things are dore, perhaps on

a more general level, but anyhow done in Iingland. And that is, people
come together for one reason, stay together for other reaons, and what
other peorple then find in them or what thoy have done,is very much up to
tnem,

Do you think that you owe anything to what went on at the ICA? .

Of course I owe a great deal to what went on at the "TCA, because in the
first place I met a good many people at thp'I“A whom I alreaﬁy knew ...

I met a good many other people whom I kept up with for a bit whom I
wouldn't otherw1§9 have met., And I,think everybody could say that who
went there.

In terns of Jour development as a teacher and an architect, you ove a lot?
Yes, oh yes. A great deal. .In the first place, certain of the subjects
thaf got to be discussed at the ICA were. the early stages of subjects

that I've been interested. in, intermittently ever since - communications
thpory and’ ngr“ tbeory, amongst others ... ‘ o

a:
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Robert Melville said in an article that the Independent Group had a direct
line into the Royal College of Art through Peter Rlake. How that can't be
true, can it?

No, that wasn't trve. It was through Dick [?mith]and me. Well, actuzlly
it was through me and Robert himself, because when I was doing my first v
Ark, T wanted an article on action painting. And before that, for years
I'd known Robert Melville's writing and 1'd always liked him, I'd always
thought he was the best art critic ... and so I asked him to do it and he
said he would. Then T learnt he was on the [ICA Advisory Council} . And
then I wrote to Lawrence Allovay asking if he'd do a piece for mé - that
was for my second Ark I think, so some time had elapsed, Lawrence then
asked Dick und I if we'd do something for an evening [at the ICA]) and so
we did a thing about men's clothes: 'Man About FMid-Century'. After that,
David 3ylvester was leaving the exhibitions committee and it was thought
somebody in contact with the young artists ~ and the Royal College was
beginning to sparkle a bit - Eﬁhould Join the exhibitions committee] ...
Peter had gone by then; 1 was doing Ark in my fourth year and Peter was on
his Leverhulme Dkﬂoarch award | and was trotting around Europe ... When I
Jjoined it [}he ILA] s it became very kind of close. But Feter certainly
used to come to evenin-:s and thinss like that; but he never took part.

He occasionally would say the odd thing, though hardly ever.,

Before you went to the ICA, when you were in Leicester, had you heard
about the ICA? :

Yes, I remember reading about its formation ... I remember reading about
it and I'd always known about Roland Penrose ... They had curious kind of

exhibitions didn't they? Australian bark painting and that kind of thing ...

But my own taste was around Sickert and Coldstream; I felt it didn't quite
arply to me; I felt, it's terribly interesting but I can't do it. Vhich is
why I started to get involved in writing because it came as quite a shock
to me to discover that ... wnatever visual abilities 1 had, were not in the
line in which everything was moving. I could draw reasonably well but not
in the direction that Peter was moving ... I'm sure my attempts at abstract
painting were quite competent but I just didn't believe it and felt wrong
doing it
When did you first go to the ICA?
Well it must have been 'fifty-seven, because I wags still at collere ..
and I.did Ark for a year and it was in that year that T went to the ICA

as that when you first went to the ICA? -
Oh I see, Not joined the committee or aﬂythnng? Ch, before see wken vie
used to go the rounds of the exhibitions.
You presumably at that time had n=aver heard of the Indﬁpendprt Croup becaure
they were fairly closed ... :
Yes {i hadn't heard of them). Thej were closed, I'd heard of L=awrence

Alloway but 1 didn't know who he was or what he was ... T didn't wun+[£L~,tJbé]

another student magazine when I took it on. I didn't want articles zbout
barging down the Auvergne or vhatevrr - nd I trled to ret as many people
as I was interested in... :

How did you bpcone ealfor of Ark? . ‘Uere you m,med to do it or did you
apply? - -

It was an appointment; you were asked. It was awarded you ag a fourth
year and you were given ... money; you were kind of a paid student, I
have a feeling that the first consideration was the thesis snd T got an
A+ or something for that.

What did you do for that? :
It was absut abstract art, curiously enough. It was about the sort of two

poles - kind of constructionist and Ivon Hitohens kind of ... because 1
knew Hitchens or got to know him through 1511 Taylor, libtrarian at the
Royal College. +ind the othor thing, I'd ledyS wanted to do something
about Pasmore ... at Leicester he was everybody's hero ... ‘

Lawrence Allowaj said you T‘—"Yaﬁﬁd Atk



AC: It was a very parochial thing., 411 it was, was a professional marmazine to
#ive to the graphic designer ... a chance to layout a real magarine. 2And
I think they discovered thzt they wanted some material for it, so they
appointed an editor as well ... I got a terrible lot of stick fror the
students' committee and things like that beczuse_ I didn't employ enough
students; I got too many out:ide things ... [but] it got me a joh when 1 r
finished at ccllege - I went tc Design magazine, )

GJ: VWhen you were on the exhibitions committee [;t the ICA] » you weren't then
editor of Ark?

itiC: Yes, I was. This is what I'm saying. T asked Lawrence to do this thing
and he did ... it was about that time ithat he asked nme (}o Join thre
exhibitions committeej so it was in the middle of 'fifty-seven.

GW: So all the articles - by the Smithsons, del Renzio, #1llowzy and so on
came through you being on the exhibitions committtee?

RC: Yo, they came ... the Umithsons, I'd always rather admired them ... T
thouszht they were the kind of people who ought to be given the chliance to
say something. No, I just wrote to them; T didn't know them at all. This
was the first one Edition of 53&] I did. T mean, that was virtuzlly what
I did in each case; I just told them what T wanted to dc but then, by the
time I asked Luwrence - I was able to send out the first one as a come-on
for the second and third ...

GW: Vas Richard Smith your art editor?

RC: No. The art editor was always a graphic designer. It was a graphic

department you se2, but somehow the tradition evolved that a painter

always edited it ... Dick and Teter Llake and Robyn Derny spent a great

deal of time in the Ark office, which was in the same buildirg as the junior

common rcom - next door to the junior common room and the music room ...

and Dick and Peter used to play table~tennis & greazt deal znd then they

would comme in and stick their feet up on the desk and tzlk for hours. %o

we'd often, [say], "Why don't you do something about ...?, "Jouldn't it

be great if ...7?", that sort of thing. Iut he was not anything to do with

the magazine,

GW: Tfrank Cordell wrote in it and this was a cut-down version of a lecture hLe
gave to the Independent Group.

RC: Yes, it was,

GW: Then there was an article, which T thought was odd in a kind of way, about
aeroplane design.

RC: Bernard Myers. He was a funny sort of chap. He was one of those students
who was always a student, if you know what I mean. He just never left the
cclleze, 4And then he became a member of staff - he just stayed on. lle
was a terribly serious student ... he was a btit older than me because he
served in the fag-end of the war, so he would be about four years older,

Iy connection with him was that we were both very keen on the movies ...
he had a breadth of knowledgze. And I'd always liked aeroplanes, always
bren interested in them ... and he used to come into [ﬁhe Ark office]y
end I said, "I'm looking for somebody to do somelhing about aeroplanes.”
There'd been a lot of American movies about that time about Strategic
Air Command and I was terribly intrigued about these aeroplanes where
everything was added’ on ... and Bernard was quite sympathetic to this and
I said, "Okay, do it." T mean in that sense, a lot of it was policy and
a lot of it was opportunism and a lot of it was to do anything to krep cut
the people from the weaving department who, you know, wanted to do some
articles on the decoration of barges, which we were desperately trying to
avoid. And so anything, 2s long as it was made of -2luminium, you know,

) and went fast, then it was okay and would get in.

GW: In retrospect, those three copies of Ark in relation to the Independent
Group, manifest a lot of the ideas of the. Independent Group. ‘ere you
aware that that was happening or that they wuld he seen like that?

RC: No, but I can't remember what I asked the Smithsons to do. I think T just

asked them to do something. -And of course, when you're not paying anybody

any mohey you can't say, you know, I would really like some definitive

piece about the nature of cast iron or something. And so, I think T just

left it to them ... but when I joined the ICA, after I joined the committee,
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then I used to go fairly regularly, I met them all, and I think it vas
pointed out that these things were in the air. 4And so then I learnt from
them direct, so there was a double thing.

But I think one of the things was, T don't know, btut I think ... for me,
a most signficant thing happened when I was a rtudent, significant not
necessarily personally, was that Lucky Jim was published. And Jim Dixon
would have been exactly my age, and there were certain aspects to him that
felt very true. There were lots and lots of people in, say, 1948 like me -
I mean, I was the first member of our family to have secondary cducation,
like lots of people - and so it was all new and there was no marvellous
school where you had a background of culture; the only culture, such as it
was, I took to art school at the time, was the movies, which I adored. A
bit of jazz ... 2nd it wasn't until T met people who had done Latin, you
know, and things that I later, &s it were, taught myself ... In that sense,
T suppose it's inevitahle, like Peter Blake's painting, one doesn't have the
courage to deal with your own stuf Like Jim Dixon seemed to think it was
kind of phoney to take on something he hadn't learnt, T suppose it was
something of that kind of thing ... T mean, I didn't always apgree with it,
There were a lot of people and they vere all very different, The ones T
was most sympathetic to ... I was very sympathetic to Toni [del Renzio]
because he was good company and he seemed to me then to have a wide knowledge
of things ... T was least sympathetic to say, Frank Cordell and John Mclale
because in one sense, John licHale was such a strange kind of utopian -
like all Buckminster Fuller's followers - and also, I don't think John
was a very good artist - 1 don't think he had the flzir ... he was a rather
stodgy writer, _ .

I think it was this thing cf kind of making it up as we went along ...
part of me envied it very much - the knowledge that somebody with a decent
education, whatever that is, would have., Looking back on it, indeed at
the time - looking back on it perhaps less so = I think T felt rmuch more
reserved about some of their ideas and it weculd suggest that I did at the
time. I think I was sufficiently old-fashioned in that respect.

Yes, You see, superficially, just reading what people have written, you
seem to be somebody who's come along from perhaps a later generation,
interpreted thid stuff and then, via frk, passed it into the Royal College,

Yes. I think this . is to some cxtent true. Although the resistance zt the

Royal College was very strong. £nd not only to that. I mean, Jsckson
Pollock was ridiculed by the students on the first showing in 'fifty-six...
About resistance at the Royal College, Toni del Renzio said to me in

conversation about Independent Group members going to the Royal College and
lecturing without permission from the College.:

I can't recall thazt at all., T have a feeling that Bill Turnbull nLRy have

gone along to the junior common room, but I honestly don't rec2ll ... T
can't imagine hostility coming from the pairtxn@,staff They Jjust weren't
interested in anything enough to be hostile to it.

Do you think Ark got through to the so-called }op artists - your copies

of Ark? _ : ‘ .

Oh, I think so. Most probably'yes. T fhlnk nrk probablj paved it so that
T think Dick and Robyn Jjust weren't nen-entities. Curiously atl the time,
Dick hzd not had a show ,.. but Robyn ... was:tzken on by the Redfern

Gallery and Dick was very upset by that. Because in one sense, including
Peter, Dick was the most creative personality ... where Robyn was all
trainwork ... By the-time they |the so-called Pop,artists] came along, I'd
done & show - it was completely Fabricated in order to get Dick and Teter
in-a show at the ICA, and 1 chose three other artists ... so that he
[DlCP']haS getting a reputation. 4and I would hiave thought that ultimately

upon those three painters, the influence of Dick and Peter and Robyn them-
selves was stronger. t‘an Ark, because I think Ark was a bit hereticzl in

a sense,

The Fop artists thrchlveg - Dhllll“ﬂa, Boshier, Jones ,.. flrst of a11

say they knew nothing of the Indppend;nt Group eee

I'm sure this is so. :

Trey algo say they dldn t rsal]y ]OOK dt qrx.

¢



RC: Yes. I'm sure that's so as well,

GwWs  And tbey didn't know much about Peter Blake and Richard Smith - so they
sS4y .

RC: It's difficult to know. I would have said it was irpossitle for them not
to know. I can see they weren't interested in reading because neither was,
say, Peter. You see, the Independent Group itself ... the more you looked
at it, It floated away.

Kk A CEL AT ANEGE

RC: If I did an evening at the ICA, or if Dick did one, then all the Independent
Group would automatically come, just as we would go to theirs. And thken
there was another lot from the AA later on that came in... Up until that
point, one of the problems about the ICA ~ before Lawrence's time and before
the Independent Group settled on it - it was very much a kind of precious

haven, pecople 'nymphing' about ...
AR L ed CRAECtARE

RC: The first Situation show, we formed this committec to get it going, to
raise money, simply on the grounds that galleries wouldn't sell lerge
pictures, they wouldn't show large pictures. 4And so we formed this
committee and I think Lawrence was the chalrman, and either'I or Robyn
was the secretary., And lots of people wanted to be involved in it, and
it was a bit doctrinaire. I remember Robyn being very ... like a member of
thn Central Committee, discussing whether Joe Tilson's pictures were

bsolutely eligible because there were certain suggestions of naturalism ...
&nd all these problems. 4nd then, when it came to do it, Lawrence went
off to Denmark to write the life story of isgzr Jorn or something, so I did
the oatalogub and I was in charge with RBernard [Cohen]... and then when the
second one [Situation show] came up, Lawrence and I were inhabiting our
rather difficult territory, and we were looking for a new venue ... and
they got the Marlborough, didn't they? By that time I was doing tco much
work as an illustrator ... and it seemed like a good time and I just kind
of faded from that ... Aind of course, 1 was also working full-time on
Design magazine., 4nd I certainly brousnt Independent Group views there and
got castigated for them. DBut, I mean, that was one of the reasons I rot
employed, on the grounds of my frk.  They wrote to me: 'wWe're looking
for an editorial assistant. = VWould you.like the job?"

When I got there [Desigg] , ileyner Banham wrote an article about me for
Architects' Journal which was supressed by the architectural press and
Gordon Hussell becauge it implied I had been put inside to throw bombs into
the lavatory or SOWPthlnF. I saw the artlcle- Peter Panham showed me the
proofs of it. You'see, he was one I was in great %ympathy withy T had
great admiration for Peter ... In a sense, I was very intolerant of the
kind of routine Desimm Centre rollvj and 1t really hs sn't cha nyed very.
much in lots of way.

'&éﬁk&£K{Aﬁ&A£}k*

GJW: Do you recall Robhrt Preenan being around?

RC: Yes, .very. well. “lie and, Dick got together qulte a lot in America, I think,
He was from Cambridge, wasn't he? He mus-t have come ‘hrough andj Wilson,
I suppose. ‘ ’

G It'° st that fieemdn\/as u;pooed to have got a klnd of 'Tndppendent
Graup ra—v151ted' goins and one of the things Jou did in 'sixty-one

[for this group of -lectures organised by'rreeman] was called 'Slogans

and People'. Alloway did 'Cn a Planet with'You' and McHale did 'The

, Flastic Farthenon' lecture ... '

RC: Mine might have been a discussion r“ther than a 1ecture.

G¥: In the bulletin it simply says: “Imaga of Tomorrow: Slogans and Teople”,

RC: [Looking at the list of events for the ICA in January/Februdry 1961] T
certainly remember that - John Chrietoper Jones ['*utomatlon and Logical
Deglgn'J because. I brou*nt hin in ... it was about industrial design.
John Phrlstopkev Jones was extraordlhary oee lje was one, of the pioneers of
what is ergonomics and hé worked for what was then Petropolltnn Vickers
in Manchester... and he used to write for Design'magazine and I ceme across
‘an ertlc]e at the back of Design and said, "“Thl is marvellous stuff. Let's
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do a series on this sort of thing." And so we got him in to do a series
and we became very great friends. Then I introduced him to the ICA and
took him 'round to everybody's studio in London practically and he ws
absolutely .fascinated. But what I said [at this series of lecturesj I
can't remember., A lot of it, we were ... a lot of it was about the
influence of ergonomics and that kind of thing ... and it seemed to me that
the design establishment seized upon it as another:way of extending form

follows function ... and they could say, here you are - all the requirements,

vhat they wanted to do was remove aesthetics from design ... nonsense, you
can't do it; there are never enough requirements.

Another thing you did was with del Renzio called 'Minority Pop'.

Well, this was the reaction to sort of Elvis Presley and Tommy 3Steele and,
you know, roughnecks coming in from the streets with a broom and a tea-
chest = that kind of thing. It was an auwdio-visual thing; we had slides
and tapes and it was trying to define a certain kind of pop ... because

it seemed to us then that pop, as oprosed to classical, with the advent of
rock and roll, had split into two, into something which was really pop =
which eyerybody out there suddenly saw as this great energy - and then
there was this other thing which was left and they didn't want any part of,
which at the furthest extreme would be Dave Brubeck or perhars the NModern -
Jazz (uartet ..., and at the other, perhaps Doris Day or something. But in
between there was a whole mass of very professional, elever ... It was a
presentation with no commentary at all - a succession of images and sounds.
And then we had two intervals. One was Toni reading a piece and T did a
piece on Sinatra. Hine wasn't written down, as far as I can remember ...
and it was Jjust using Sinatra, coming from a bobby-sox hero ... to becoming
this symbol of sophistication and excellence, to separate him out from the
people like Presley who were starting as he started ...

Anotherthing I've come across is something called 'The Top Tens of the
Fifties' which you did. '

Ah, yes, I remember it. I did jazz ... but in detail I can't remenber ...
You chaired thwemeetings on'lDesign and the Body Arts! ...

ese I remember some [participants] « Michael Farr was the editor at
Design, Brian Shackel worked for GiC or something like that and he was

a world specialist on dials or something like that, And that was very much

a scientific one. CJsppr Brook, at that time, ran Yhich ...
' o CARAELER K G AR RRAR AN

One of the things which does strike me now is how unpolitical they the IC]
all were ...[Rlchard Hamllton] is the exceptlon and his wife Terry ...
They used to go on Aldermaston marches. Well, they used to drive and
leave the car ... Lawrence was very oontemptuous of that.” le was
contemptuous of themngoing on it and he was contemptuous of them not going
on it properly. You would only have to talk to Richard for a little while
to realize 'he was involved and there is in someé sense, a belief in '
permanont improvement and I've never had that belief ... I think things
change, . that progress implies that things get better. They may get better
but I don't think it's the inevitable’ thlnp cee I think they chango‘...
The ‘Place exhlbltJon you got involved w1th° that was quite a big thing,
wasn't it?

Viell, it was a mad thlnb.j It was a kind of an offshoot of a thing that
Vlctor end Richard did - Fxhibit. It was one of those daft things which
came up and somebody said, "Wouldn't that be great with big pictures?"

And sowe did it. There was‘*hls strange chap called Ralph Rumney who lived
in Venice with Peggy Guggenheim's daughter. IHe was a difficult chap.

He'd been on the fringes of the ICA. He belon*ed to the Cobra group. And
he would appear suddenly and GIlbntlj anarchic ... I can't remerber how

he got involved with it, why he should have been the third painter ... I
do remember big rows that we had to settle. We had to decide on colour
schemes and things like that. At the time that we were discussing it,
Robyn was doing all blue pictures and wanted it to be blue, and Dick was
doing red and green pictures and wanted it to be red and green - and white
and black. mhen Dick got bored with red and green because he'd been using

it for 4 1ong tlmn, and I remnmbor Robym! S then wife rang me up, one day
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ees and said, "We've been along to see Dick"~ Dick borrowed a studio at
the Royal College =~ "and he's using pinkl!"™ There was this terrible thing
of why Dick was allowed to use pink ... It got very childish. It was
reviewed by Eric Newton in The Observer who called it "the silliest
exhibition" he'd ever seen. Unfortunately, he called it 'Peace' (a misprint)
30 I wrote to the editor and said, "I don't mind your art critic calling
it 'the silliest exhibition' he's ever seen, hbut he might get the name
right.”"” 4and I said, "Unfortunutely it gives it politiczl overtones which
the exhibition doesn't have, Uo if it's silly, it's silly purely for
aesthetic reasons."
How did you see the Independent Croup people?
I certainly thought they weren'tpolitical, in a way that for instznce a
similar group in a similar kind of place now would inevitably be.
Do you think that's part of the times?
I think it is ..« in all my time as a student I_cannot remember ... there's
always & chap with a beard ... Eund peorle said | "He's a communist" ...
I think popular art - to the Varburg Institute it probably represented a
threat -~ but it is not a threat., It is in no way anarchic, is it? lxcept
in the way that young people are always anarcnic to their elders ... ‘e
were very much concerned, I think, with making sense of what we had bren
brought up on. I mean, that'" the way I see it now ... we were also
clearly trying to bring new subject matter in, which again is another way
of making sense of experience ... rven the 'Kitchen 3ink' ... although that
was in scme way a bit offensive, it was only the same spprosch to sorething
slightly less acceptable. But then, the Canden Towh school had done it
before, so it wasn't that original. ind that was political in a senre ...
not very strongly ... in a vague, sentimental kind of way ... There was
tremendous pro-imericanism then, simply because all the best of the stuff
came from there,

ees There was a kind c¢f anti-purist attitude towards design, hence the
hostility. You see, the thing about me going to Design, there was a2 kind
of hostility ...

NRE LR LR AL AL REN

The magie word then was cybernetics, - I remember Lawrence and I seeing a
science fiction movie ... and somebody in it had a book on cybernetics and
it was srelt sib ... Obviously some art director in Hollywood, you ¥now ...
I was aided considerably by this chap John Christoper Jenes who was a very
good mathematicisn. But the bocok we all read was a book called, I bhelieve,
On Human Communication by Colin Cherry, ,

He lectured at the ICA.

Yes, we got him along to do that. But he was at Imperial College 1 think.
And of couise, the other key book. in the early part was Horbert Viener's
The liuman Use of Human Beinws, 1He was at MIT, I tiink, or Yale ,.. he was

the first person to really count out ... what autcmation and what computers

meant.

.ses I think qurgnce was 1ntereqted in theorj but what he wanted was
ammunition. He wanted to be able to talk about art works referring to
different things than the traditional reference and using a different
language., e was very, very good at that., He used to take Tcientific

American - that was a-key nagazine - and he'd read something in there and

assimilate it very quickly and then use a concept as an llluntratlon of
gomething effectively e

In the Independent Group it was all dlocaoslonznd it was cross—barrlers,
cross-specialisation. When Bill [Turnbull] WAS there, we was there - in
a sense - less as a painter ...
In retrospect, do you think the Independent Group was 1nf1uent1a1, do you
think it chanved tuings?
I think it was one of the things that wert to change people's attitudes
towards des1gn, I think it affected people'u attitudes certainly towards
the nature of popul ar art. I mOun, wvhern T open The Sunday Times now and T
see, as I saw con 3unday, BErrol Flynn in Charge cf -the Lirht Frizsde e
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and [thc paper] suggesting one watched it. MNow that in sone way could be
taken ... an attempt to take seriously. You sce, I think what it [ﬁhe IGJ
helped to remove was the kind of snobbishness ... It helped too ... in
accepting the ... situation that everything is eclectic, there is no
culture, it is what we receive, what we decide, what we choose. And T
think it must have hud, not direct, effect but gradually coming down,

filtering,
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9. Colin St. John Wilson 9 Vay 1983

GW: How did you first come to the ICA?

C3tJvs

I think that was because I was very interested in painting and T used

to go ' to the exhibitions., And I got to know Roland P'enrose... I

suppose they were always looking for people who were prepared to put

in a bit of time and who were reaSonably knowledgeable. Sc T got onto

an exhibition committee there. ind it was in the Dover Ptreet days, on

a much more intimate scale ... it was a place you could very conveniently
and very amicably Jjust drop in on; there was a bar there. 2nd a numher
of one's friends, people like iduardo Paolozzi and so on, would also be
there. 5o it was quite a good place to say, we'll meet in the evening,
if we're going to do something; Jjust meet in the bar. There was

usually a good exhibition on and you'd bump into people like Teter ‘“atson,

who was another one of the organisers there -~ a very interesting man,
And I suppose as a general result of the small talk, getting to know
peovle, one got more and more involved, drawn into it. Then of course,
Peter Banham, while he was gtill a student at the Courtauld, was 11v1ng
in a house next door io the one where I had student digs in Oppidans
Toad, and T, as an architect = well actuzlly of course, Teter being still
at the Courtsnld wasn't zll that committed to architecture. As socn as
he got thes Jjob at the Architectural Trass - I tuink it was protably only
then, T may have this wrong - but his great intersst was in Tauturism -
but at the Architectural Tress nhe had access to zall sorts of bocks and
and journals and so on as part of his own job there, arid we used to call
in on JSunday mornings particularly ]}P, at RBanham'g hquo] The sort
of people who would be there would be Richard Hamilton, ‘lan Colquhoun,
Magda Cordell and John McHale. 4And then Jim 3tirling who lived around
the corner used to come and pick me up and we would £o in there and then
go off to lunch or play squash or something. Toni del ftenzio used to
come there, The other place that had the same group of people used to
meet up in was the French pub in Joho on a Jalurday. I suppose most of
us were still bachelors then and we did our shopping for food and then
went to the French pub, st up and went off and had a meal.
I think I'm ripbht in szying that the first evening of the Indererdent

group was a paper read by Peter Danham on Futurism in which I was in

the chair ... Another cne of the.people who used to come reound there was
reter Carter, architect friend of mine.: Ve were all at thet time working
in the architects' departient at L.C.C.: . Alan Coliuhoun, Peter Carter
and I were working in one group. Teter and Alison Srithson had been
at the L.C.C. in the schools division but they'djust won the Hurstanton
competition., We did meet in-a kind of rivalry in various competitions
too; Coventry Cathedral and Sheffield Universit;y., So exzctly how that
sort of coming together of architsctis with the ICA, T couldn't quite
account for: except that I think that probably Peter Banham had quite
a.lot to-do with it. -

¢\ Do you remember the feormation of the Tndopenuent Group whlck apparently

came through the Management (OmmlttPP?

CotJw:

Yes. That was the committee I was . an,.

GW: There are no records of il, you see.

CStdvl:

I think it mostly came about fairly spontaneously by virtue of the
younger group of people, probably more wanting to do their own thing
and  to not only staze manage it bLut take credit for it in the way that
people who are keen to establish themselves and make some kind of mark
would be, rather than that it was producing a thesis that would have
been unacceptable to the establizhment there. . I'n not zware that it
was born out oi any terrible rejection of the ideas ... [of] , let us
say, Dorothy {liorln dl or - ?olund vanrc e] or any c¢f thet lot. It
wasn't a sort of ‘Salon des Réfuscs. It was Jjust that the younger

-generation wanted to .move more freely in their set withir their own

ideas. And, as I-say, the sort of established people managing. the ICA
were perfectly generous in allowing us the facilities and so on. Ve
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used to meet in some kind of funny room way upstairs at the back, at ,
the top. Lawrence Alloway, who had a job at the ICA, was a fairly ‘
young lad in those days, probably was also an important agent, very |
important in organising it. And I just have vague memories of meeting

up in that back room. I mean, I did know Bill Turnbull very well

then because he lived just round the corner from Primrose Hill. Cf

course, kduardo raolozzi was very much in the swing of things there,

Nigel Henderson, whose ... family were living out at Thorpe-le-Soken

with Zduardo and his family, I think FNigel probably only appeared on

the scene when he came up from the country so it was more the people

who were on the spot. I mean, I haven't mentioned Richzrd znd Terry

Hamilton yet, but of course, they were always on the spot, very much so.

GW: Were the Smithsons around at that time?

CStauls Yes, they were around a cortain amount. I don't really associate them
with the ICA so very much.

W: You see, Alison Smithson remembered very informal meetings before the
Management Committee allowed you to meet in a room upstairs; informal
meetings in the main exhibition hall in front of the stage.

CStJs eees That was the main room. You see, the space in the ICA was the
main exhibition gallery which went in a kind of L shape sround - it
had sliding screens - to the bar, And there was a kind of back room -
offices - upstairs, &nd there were very frequent talks there, very
lively, very well zttended. Some of themwere pretty close to what
then becaire Independent Group topics but it was, independence from
them that grew after.

GW: You think Banham's was the first talk? Paolozzi's epidiascope was

supposed to have been the first,

CotdW: Vas that the first?

Gis VWell I don't know. Nobody's sure, but it was supposed to be. ‘
Cotdd: I think my problem there is that I didn't see that talk of Fduardo's |
I had a feeling though that that was very much more one of the resular
than Independent Group things, '

GY: How formal or informal were the meetings? Toni del Renzio said that many

of them were by invitation only ... . .

CStTis I think they might have heen. i talk that I gave, I thinkws probably
in the more generzl group ... it was on proportional systens ... I m=de
an amazing mess out of that. It was the first lecture I'd ever given;
it went on and on and cn. I wasn't going to leave a damn thing out, 2nd
I'd worked out all these golden sections and root two rectangles stuff,
and at a_certain point Robert Melville, who was the chairman, crawled ,
on all fours - being very tactful, he didn't want to get in the way of j
the image on the screen -~ he crawled on all fours up to me and szid,
"You do realise it's ten fifteen, don't you?" So I conceded a point
and gradually closed down over the next forty-five minutes. And my
wife to be then, walked up to me and said, "That was the most boring o
talk T have ever heard in my life.":- On the other hsnd I remember Jim :
Stirling said. it was very interesting. T mean,.it was for a very, very
few people who were into that stuff, “

GW: That was from a series.called 'Aesthetic Problems in Contemporary Art', and ¢

yours was one; del Renzio-did one, Hamilton did one,. Banham did = coup]e, ‘
I think, And-this was 1953 ... According to the Bulletins, it was like a
course ... and they could only take one hundred people., Iy the time your
lecture came along, . there were no more places,

C3tJws Viell, I must say, the place was flatteringly full of what mst have been

- very, very.bored people by the time I'd finished.

Gil: Can you tell me about This is Tomorrow, because you were in that, weren't you?

CStJWs - Oh yes ... I was, as I've Jjust sajxiworklng in the Housing division of

o the Architects'Department of the L.C.C. 2nd the guy who became head
there was Leslie Martin., MNow of course, Leslie, as the editor, with :
Gabo and Nicholson, of Circle, had exactly the same kind of area of ¥

~interest that I did - that's between painting, QCulpture and architecture ...
and he sent for me one daj end he oald that Paule chelay, vho was the
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British representative of the Croupe Ispace, wanted to put on an
exhibition at the Royal Festival Hall - Leslie being responsible for
that - showing the integration of the arts, and that this was going to
take the form of mounting paintings and photos of archltecfure and odd
tiles and fabrics and God knows what all - or maybe i was that we found
out later. anywsay, he said would T be intercsted in following it up
because he couldn't. So I remember going to this meeting where Theo
Crosby, Rober Adams - sculptor - Victor Pasmore, Roger Hiltan and

Paule Vizélay were there. I think it wzs that moment she trlked about
all these damn tiles and things going up. 4&nd we said, surely we can

do something a bit more fortloming than that., T msan, why don't we

try end do something. Paule V&zélay sort of excommunicated uson the
spot, as far as I can remember... Maybe at this point Theo Crosby has to
ve given cuite a bit of credit for thinking up the idea and as far as

I know, he was the one who got agreement from the director of the
Thitechapel, Bryan Robertson. I think Theo must have hbeen the person
who approached Pryan ... [he] said, "Well, I've got 2 month or so in

the gallery." And my memory then Jjerks to a meeting ... Well, no,

there must have been other meetings tecause I know I did a measure
drawing of the Whitechapel - an architect's plan - so we had sore idea
of what the space was. And I think I'd already done that when we had
this meeting in the flat or house of Adrian Heath in Charlotte Street.
And there was a right old mob of prima donnas there ,.. everytody had to
show off more than everybody else when they came into the room. 71 very
well remember :fduardo and the Smithsons coming in, as if everybody weas
meant to fall on their knees. And I also vaguely remember Roger Hilton
being fairly aggressive about the presence of Lawrence Alloway and

Peter Banham, He said, "What the hell do we want these bloody word men
here for? Throw 'em out. VWe just want the people who do things in here.”
Anyway, it must have been at that meeting that there was some kind of
agreement made as to how many groups there would be, each group
supposedly having representation from architecture, painting and probably,
with luck, also sculpture. And there would also be some contributions
made just at -the verbal level, one or two groups ... And it was apreed
there would be a catalogue. I suspect that must have been Theo Crosby
fixing that. And we would also produce posters. And the posters were
sort of hand made objects. 3o we divided up the space and then we just
got. down to building our exhibits., And those of us who were .actuzlly
building on the spot, &z some of us were, were witness to some fairly
ribald behiviour, :

I suppose there's no doubt now that- the most inferesting eingle -
exnibit was the one that John Voelcker, Richard and Terry Hamilton were
doing together with John Mclale and Magda Cordell. It .was not only the
most extremely sort of avant-garde in its promotion of the pop arts
tie-in analogies and so, but it was also an interesting piece of
architecture because youactually had to deliberately go through certain
sensual -experiences - walking on soft things and going through a space
that was very boxed in, and.then in and out again, and so on. It was
very, very deliberately contrived, :

:There were marvellous flights of temperament dnd so on g01ng on there,
I have a vague feeling that Richard and Terry soon fell out with John
McHale and Magda Cordell. I think‘they were working at opposite ends
of the room and sort of ...

GJ:  You.don't know who got Robbie the Robot to come along, do you?

C3tJav:

I think probably Lawrence ... 1 remember Robbie the Robot walked through
the thing that I did with Peter Carter and Frank Newty ... and Robert
Adams, the sculptor. He had.a-lot to do with it ... -

GW: It said in a review actually, that your: exhloit was “the cne whlch kept

closest to the original aims of the show. -

C3tJvs

I tizink it mieght have done ... .\le very nearly had Roger-Hilton in too

and in Ietrospect I regrvet that we didn't, Certainly, Peter snd I
worked very closely wit!t Robert Adam. He produced sort of relief manuette
kind of things which we.very, very closely followed. It was tremendous
fun. A&nd then down the other end was Peter and Alison Smithson's
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[exhibit] , with Nigel and kduardo. I later bought from Nigel that
incredible Head which I then gave to theTate. I was so furious with
the Tate for not buying some things of Nigel's at the time; I thought
they should have done. I ended up by giving that to them ...

eee It was just an extraordinary exhibition that would go from
Richard's thing at one end, which had taken the theme out:that way,
aduardo and Alison, that had taken it out at almost a completely
different end ~ a sort of potting shed, almost scrt or rural, srchaic
man. And then, as you say, our one which was kind of bang in the middle
and much more a kind of studio discipline exercise, as it were,

GW: OSome of the exhibits, frem the illustrations, seem disappointing. The
Stirling one for example., It's very strange,

CStId: Well, very curious that. I'm not sure that he had very much to do with
it. “hat's interesting is the piece that he wrote for that because he
sa2id ... he gsve every reason why he shouldn't be in the exhibit., :ind
he said, "What do we want these painters and sculptors for when we can
make our buildings more interesting without theg! klnd of thing., tis
heart simply wesn't in it. ‘

GW: Was Btirling around at ilie TCA a lot?

Satd¥: Mot very much ... I do rememberhim coming to my talk, because he was

+ one of the few people who said they found it of any interast at all.

Gi: Do you remember McHale and his trunk of American bits and pleces?

C3tJW: T can't remember that with the necessary degree of precision. I mean, R
I'm avare that #duardo and Richard and John lMcHale all claim to have |
been the first discoverers of the virtues of Americsn pulp literature,
It's gquite interesting actually, when you discover that™ ittgenstein
was having that stuff sent to him by his students. I mean, American
junk of that kind hsd been & sort of sop to intellectuzls and so on for
quite a time <.,

GJY:  ees What did you think of McHale's work, because a lot of people have said
he didn't have flair and yet Frank L~me told me he bought one of the works,
so he must have liked it?

C5tJWe Now, I must confess to finding- NcHale very, very irritsting. At the

time when we first met him, he: was doing very abstract [plecesJ - they

were quite interesting things; they were scrt of like a screen which

would have movable parts so that by rotating elements in it, it would

change ... but in a senre, it was straight out of Moholy-Nagy. And I,

at that time, read and was very . impressed by Alfred Dorrer's bhook Tre

Way Beyond Arl, and T was going through what now would be called sort
of‘minimalist, almost anti-art sort of minimalist thing, and T rernember }

Feter: Carter and I dld a project. for Coventry: Cathedral which was an S

amazing scheme and was written.up at the time as being the most- well, '

they didn't have the word minimalist then.. Ve just had a structure o

growing out of the platform. of the altar, cantilevering zbout two hundred

and fifty fcet the other way, with a curtain wall of glass and aluminium

all the way round it where the louvres blocked your view as you looked .
towards the altar, and then as.you turned awsy -and out, it opened up and i
you saw ountside .. I was rather persuaded with this book by Dorrer. A

Anyway, the point is that I lent this to John lMcHale and T got a hit fed i
up with suddenly being preached at from 4..-this book that I lent him gt
where he did this rapid turn-arcound. There was a little footnote in it, il
. for instance, where it said that Herbert Bayer's cover for Can Qur
Cities Survive?, which was using graphic imagery of a crowd of prople
on a sardine tin, was amuch more lively, vigecrous and.significent image
than Guernica. And I won't ;o into all that sort of lay Behind that,
but you can see thatl that business of using a kind of imevediately,
though not in that case nuite exactly, pop-kind imagery was being et
imported into. the art scene and being givsn a greater vslue than what f
until that time everybody considered to be the wmajor art works ... And it
there was thiis sort of element of the converted ... this sort of way
that when people become converted they become terrible bores v.. S0 I
found him rather irritating in that way. ind I would have thought that
Richard Hamilton's.assimilation through Duchamp was a far, far more
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thoughtful and extraordinary phenomenon.
You were nuite interested in Duchamp, weren't you?

CStJW: Yes., I had a great passion for Duchamp. ITn fzect, I did a piece on

Duchamp at the ICA ... And I can remember saying then that I think
you'll find that the followers of Duchamp are much more likely to be
people like Buckminster Fuller and Charles itames, than threy are likely
to b e painters. And of course, that was before somecne like Jssper
Johns had appesared on the scene. And it was before Richard was really
into aluchamp-like thing. He was doing rather extraordinary ...
paintings called things like Transition and Bespective and so on ...
When I spoketo Turnbull, he said therewas a 'revival! meeting of the
Independent Group that he was invited to and went alonz with you. ind he,
after about ten minutes, left and went to see a movie because it [the mpeting]
was so0 boring. And Ranham mentions it in a lecture he gave in 'sivty-three
where he calls it a "necrophili¢ revivalist meeting cal led by Paoclozzi =nd
the Smithsons." Do you recall that at all?

CStJW: MNo, I don't recall it at all ...

Gie

The only thing I can find is that Robert Freeman might have been there.

C3tJW: Aah well, Robert Freceman was at Cambridge as a student ... I went to teach

G

in Cambridge in 1956 ... and I think perhaps the year after that, or two
years after that ..., obert Freemen was a friend of a group of students
amongst whom was my sister-in-law, who wag a girl at the OUchool of
Architecture, #And he was somebody who, in a student exhibition then,
produced rather bad, sort of heavy imitations of Georges Traque and then
guite suddenly he also saw the light; painting was all a matter of the
past, it was a matter of photography and the whole pop srt thing, He
did the phofographs of Richard Hamilton dressed up-as & baseball player
in Livins Arts ...

Would you call yourself a member of the Independent Group, if there was

such a thing as membership?

CStJW: Yes.

G

How did it influence you?

2StJWe: I don't think ... if you'rein a group, it's because you're with some

G

friends who have more in cowmon than not, and you kick it around. I
suppose you might be influenced by the things which until that moment
you didn't have in common, as opposed to what you did. But T certainly
didn't see it as some kind of blinding revelation, for instance the
Fop Art thing as a blinding revelation that al tered my architectural
views particularly. _

It doesn't show in your work at all. Tor in Stirling's.

CStJW:  For people like us at that time, what Le Corbusier was doing or, for

G

me perhaps equally as much, what Alvar salto was deing, wes far, far
more potent than any of the sort of talk about pop art and so on. BJut
at the level of one's taste ... I mzan, it was very much the taste of
the time when we all kind ¢f had pin-up things on the wall and one
had t':is curious kind of clutter of collaged imzges and so on. So there
was a kind of tempoof taste that one shared and I think would have been
different from - again, to make the analogy, my interests in generzl
would hnve been common with someone like Leslie Martin, my taste
generationally was of that generation rather than his.
If it didn't particularly influence you or change your ideas, what do you
think the Indeperndent Group did do?

CStJJ: Precbably I under-sold it jusl now when I said it didn't have so much

effect upon my architecture, and pechaps it would have been a little

bit better if it had in a way ... T think the important thing about it
was that it was getting sway from sbstract art.. And in a way that you
don't have to fly to the alternative and talk about literzry art. But

it was rejquiring that the art - and it came much later really into
‘architecture - should have some body of ideas that is being represerted,
embodied., Certainly someone like kduardo, who I knew very well zt that
time, T ramember one devastating remark of bduardo's about z piece of
abstract sculpture in which he said, "Well, if you want to know what three
rods and two plates of steel look like when they look like that, they




look 1like that!" 3o that, where in his work or Richard Hamilton's
worlk, and then a sort of clue taken up by the next generation, the next
lot who one knew - Peter Blake, Kitaj, Richard Smith ... David Hockney.
Remerber that Kitaj worked very closely with tduardo Puzolozzi. I can
remember quite vividly the moment in rduasrde's place where he sort of
gesticulated across ... and said that this incredibly bright guy, Kitaj,
who's just come up from being in the Ruskin School in Cxford, sand he's
really somebedy whose work you should see ... One got feeding into art ...
the notion of subject matter and I think in that sense, T think the TCA
did do a kind of ice-breaking job. Decause until that tine, the generzl
spirit of the ICA would have bsen mich more like ... something that would
nave stopped short arcund Yicholas de Stael, a sort of good taste
enrichening of abstruction.

XACAA KRR KRN RX

I remember an occasion in which Toni del Henzio, who was very nuch the
champion of action painting, l'artBrut, and so on, orgenised & possibility
for Fathizu to do one of his paintings in a mews somewhere in Chelsea

or Krnsington, Knightsbridge, somewhere like that. And I was privileged
to go along and wateh tiis strange, freaky painter dashing backwards and
forwerds like some sort of Bengal Lancer, flashing awey at this painting.
ind Toni recordingevery move: 11,05 -« purple blob ... 12,07 = yellow
S-shaped slash between south-west and east-west, or something. And
suddenly, silently but remorselessly, a rather old Rolls-Royce sidled
into the mews and one of those ladies got out . locking like an Osbert
Lancaster cartoon, sort cf MaudieLittlehampton, the sort who have those
kind of shoOting boots with {laps coming down over the laces, and tweed
skirt and hat. And she said, "i'hat on earth is going on here, Get this
nonsense out of here," and you have never seen anybody move so fest as
Georges Mathieu, that gallant lancer; he was out of that place like a
flash of lightning. It was very, very fumy. Total capitulation of this
great scene: the painting, the painter, the timing watch and everything
disappeared in a flash,
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10, Toni del ienzio 23 Tebruary 1984

GJ: In a letter frow. Geoffrey Holroyd, one of the things he says, and I quote:
"In London, Roland Penrose, Dorothy lMorland, Herbert Read and others wanted
to see the o0ld discourse on art resumed after the war." 5o in other words,
he's suggesting that the ICA initially, when it was set up, was & sort of
resumption perhaps of the old art movement, i.e. the pre-1939 Surrealist
thing ... do you think that is so? How much [do you think] Surrealism was
involved through Penrose and Read particulsrly, and Mesens of course, who :
was involved in the setting up of the TOIAT

TdelR: ‘lell, it's got to be taken in what had even been happening in London

before the war, in which the London Gallery particularly had tsken a
broader line than a purely Surrealist line. They put on one particular
exhibition «.e Living Art  which had a broad range of people in it.

I think it had Heartfield ... who was living in London then; Fred Uhlman,
and various artists of that scrt who were by no means Surrezlists.

[It] might have even included Kokoschka, I don't remember. There was a
special issue of the London Bulletin covering it ... Alongside the
London Gallery there was also Peggy Guggenheim's Gallery ... in Cork Strret,
and also Freddy Mayor's Gallery. Do those were the ihree avent-garde
galleries of London that had a certain understanding between themselves,
Often their catalogues - instead of being catalogues - were included in
the London Bulletin az a couple of pages or something of that sort. And
they, more than the London Gallery, had much wider outlooks. Fepgy
Guggenheim showed Kandinsky, Calder ... a ranre of people vhovere
outside [Surrealism] s and reddy FMayor equally had a wider view of
Zuropean avantegarde art, though he also showed Penrose and people of
that sort. So there was a broad front if you like, that would represent
between ther. those three small galleries; leaving outside, of course,
the interest in design, would nevertheless represent more or less what
the Museum of lodern Art in New York was, and would be reflected in
FPeggy Guggenheim's own collection. Now, in those years leading up to
the war, it had reached the stage where TFeggy Guggenheim was going to
open a museuwn of modern art in London, and her collection was going to
be the core. And Read was going to be the director of it. With the
problems cof the war, Pezzy Guegenheim wasn't risking staying here and

she went to New York and eventually set up this -~ in the 'forties -

Art of This Century ... with a2 whole lot of things., A man czlled
Kiesler designed the interior for it - ex-Bauhaus but more expressionist,
it would seem to me; quite an interesting man in fact. And Pead wasn't
asked to go and direct it. When I'm saying this, I'm not meaning to
ascribe any motivations * ... it's pure background ... So, as the var
was over, there were a number of people interested in doing something.
find there'd heen a number of meetings., And amongst the people who really
virtually set off to create the ICi was Roland Fenrose, Peter Gregory,
who'd been the director or owner of Lund Humphries, Feter Watson, I
think they were the chief financiers of it. There were other people
linked with it which included Mesens. Ewan Phillips was its first
director +.. And another man who was interested in it was this lungarian
who used to run the Academy Cinema in Oxford S3treet - Hoellering. I
don't imagine he ever gput any money into-it but he did ailow them to
use -~ this must have bteen in the late 'forties sometime - the hasenent:
for this exhibition, what was it, Forty Thounand Years of Modern Art,

or -something of that sort.  And the exhibition marked for me the
beginning of the ICA. udward Clark was associated with it and was
responsible very much for the music programne...

¥ Vhat I had in mind, but didn't make clear in the original interview
is that llead had expsctations which were dashed by reggy Guggenheim's
New York enterprise, TdelR. 19 May 1984.




GW: ‘When they cdled it the Institute of Contemporary arts, they neant what we |
would call modern art, i.e. from perhaps.even as far back as Cezanne, or k
cuertainly Kandinsky. %

TdelR: It was meant ... how can I put 1it? Really twentieth century art would 5

be the best term for it. Though while the accent would be on the more
recent and what was going on at the time, nevertheless part of its idea.
was to look back from time to time ... wnhich is what this Forty #
Thousand Years of lodern Art exhibition set abtout. Though of course, -
what happened when it first began was a number of artists who otherwise
would never have been shown in this country were shown. Matta, for

example, would never have been shown in this country. Wilfredo lom even ...
they were very much, if you like, School of Paris modern art.

GWw: The Independent Group in one respect, was a reaction against that sort of
aegthetic, do you think?

TdelR: In certain ways, yes. That is to say, what it was against was an

institutiomlization of modern art. I think that probably puts it
clearer than anything else, nnd ti:is is why there was this Danham and
my joke about’not art-not now.

GW:  But in your article [Art and Artists, February 1984 ] you say that Alloway
never saw a Prench film - a foreign language film. That, in a senze, is
a reflection of the Independent Group aesthetic: loking to America ...

TdelR: Yes, it's partly that and the sort of sesthetic of regarding French -

and furopean films generally - as art films., And films wer: not art

in that sense. $So part of what you say is true, but it isn't quite =as
gimple as that. I think we all held in high esteem what had been
achieved by Cubism and by abstraction, and things of that sort. lever-
theless we were concerned with what was going on in our own time, and
to a certain extent would regard Ben Nicholson as a bit-of a stick in
the mud <.

Gy¥: And Ficasso?

TdelRs Well, T think we saw Ticasso as somehow a law unto hlwself
G7: Because he had links with Penrose, didn't he?
TdelR: Well, a long-standing friendship, which was why Fenrose could get

things from Picasso. ~But I don't %hlnk anybody would have ever
bothered about it...

GWs But it was purely on aesthetic grounds' hot grounds that he was French [sic]

and although still working, belonged to an older tradition?

TdelR: T think that in some ways objections to it were the compromising with
Communist requ1rement in pictures. And at that time one felt that,
certainly where art was concerned, the Communists were totally
reactionary. “This has gone on a bit from Ceoffrey Holroyd but this is
trying to give youa background ... What was the key to the Independent
Group and how it reacted, is that whatever the management of.the ICA
had expected, it develcped in the sense of broadening the range of
interests but in a way that, as it were, was affecting the notion of
ard rather than the wny that I.thirk the. ICA management had originally
thought: that it would be like the Museum of Modern Art and so il
would put.a typewriter in as becoming a work of art, rather than see
that the moment you extend your interest to typewriters then you change i
the nature of the other art. And that was one of the things one felt, :
And one also felt that there were the beginnings of an ae;dcm1c141nb things
about art and thut a lot of the art of the immediate past - twentieth
century art - was being made into the new .canons,  And that was something
of course which - even if we didn't formulate it in precise terms - we sll
felt very strongly was something we were against.® :

GW: So that the series of lectures on the Viesthetic Iroblems of Nodern Art!' and

the ones on the books were in a sense.a manlfestatlon-of that attitude,

TdelR: Yes, . : _

GWs Did you know about anfstdbll ment called the inglo~Frerch Art Centre?

* In'fact, in his final sumring up of the lecture series when I had spoken about
action ypainting, Peter Parham refecrred to academic attitudes and had srecificzlly
called me anti-academic., TdelRk. 19 May 1984. S .
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TdelR: Yes. It was in St. John's Vood and it was run by a man called Green

GiWe

who had a French wife ...
Did you go there?

TdelR: I went there -~ I even lectured there on occasion. ¥

GWe

I only came acress this through Bdward ¥Wright who, in his view, ssw trat
wvhen the Angle-French closed, many of its members drifted into the ICA
milieu,

TdelR: Yes, I suppose it closed around the time that the ICA opened in Dover

43
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Street and its bar was a place where people could meet, which earlier
the Anglo-French had supplied., That I would imagine is what it was,

And certainly, in its earlier days, that bar [}Ye ICA's] had been used
2 lot ... but gradually, I thini, 1t begen not to be patronized in the

evenings very much, unless there was something on.
BAFL S EERE AN EL X ERKX

EThis is] a memo that was sent out by David Sylvester in May '52. and it
was brought about by a nquestionnaire that had teen sent round to TCA members
as to what they thousht about the ICA and how they could improve it. And

he says in this memo: "I have thought at certain noments thst it might be
possible to organize a sort of seminar (sowething on the lines of the
abortive ICA Leapgue of Youth) but I know that young artists znd art students
are not at all disposed to meet together at prearranged times with the
intention of induvlging in solemn dpbatp. There are exceptions but these

are mainly agpressive monomaniacs and meglamaniacs of the kind who prevented
the success of Lennoy's late enterprise.”" Now could he be talking about a
sort of Independent Group bhefore it hecame called that?

TdelR: Yes, T think there had been an attempt, and I think I said this to

GWe

you earlier, by the management to set up - through Lannoy particularly -
some sort of forum for the younger members, and I think that's what
. he's ironically referring to.
Where would David Sylvester stand thean in that? I mean in terms of yourself
and people like Paoclozzi, the Smithsons ...

TdelRs Vell again, one gees through a long, complicated history of relationships,

Gl

ese In fact, T came to kxnow about the Bumithsons through David Sylvester,
who came to know of them through Maxwell Fry snd Jane Drew, and I think

* they worked in their offices ... though eventuslly I think they split
with David Sylvester. And certainly, by the time of the Independent
Group under Banham's direction, David Sylvester was regarded very much
as.not in our 1e1x49.

More estdullchment”"

Tdelh: Frovably.

G

This memo he oent round, [1n it] he is trylnn to suggest that somc sort of
group be set up. ile Wthe "They might be encouraged to form zn entirely
gutonomous group under the guldu,ce of a suitable leader." Aind then he
mentions Harry Nosenthal - Gerwan architect "would be enchanted if he were
given a chance to run a group .of this kind."

Tdeli: He was always coming up with somebody who ne wanted to push .;. but, in

fact, when the Indepondent Group did get going, it was in a form
utterly unlike what [he envisaged] . And in fact, almost from .the
begimming =~ the moment certainly we were -talking of the Independent
Group ~ the one way to ensure exclusion from the Independent Croup was
to be promoted by David Lylvester, .ind he probably in come ways, at

-~ that time, was regarded almost as much .one of . the ;ropdnator of an-
establishment wmodern-art viewpoint as fead. ‘ :

GWs At that time, whal was David Sylvester doing? VWhat was his job? -
TdelR: YVell, I 'think he was writing chiefly for The Listener. Though I don't
- know whether he took on the Hew Statesman at tnat tlme. s ‘

Gd: But he was wrltlng as a crltlc. '

TdelR: Ves.

¥ T think it was on Surreslism and related issues. I have umcnories of some
discussion about Trotsky and Breton. - Tdelll. - 19 Mey 1984
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GiW: He did a lot of stuff at the ICA didn't he, in the early period?
TdelR: Tor a long time he virtuzlly ran the exhibition conmittee; whether he
was the cnairman of it, I don't know., But he was very prominent in it
and did a lot of organization. ind he had orgznized these things which ,
I think he called 'Public View', in which the aim was, in connection i
with some exhitition, to borrow two or three of the pictures from the :
exhibition in the evening and have them there and have sorebody lead
the discussion - Zric llewton on one occzsion was tle chairman, There
would be perhaps some prepared speakers, and then open to gereral
discussion from the floor,
Gi: So rather lixe the more formal Inuepewdent Group things, except they took
plzce in the TCA coutext.
TdelR: Yes.
GW: About your resignation; I know when you wrote the preface to the Parallel
of Life and Art cata logue, you criticized Growth and Form. Do you remember
what that criticism was
TdelR: I don't in detail. I think, you see, at the time of Crowth and Form
I1'd made certain criticisms of it, largely from the point of view that
a lot of that was looked at with wide-eyed amazerent, simply came out
of the very language that was used. 4And at the time I'd been very
influenced by the rescarch by - dalbert Ames at the Hanover Institute in
the Unlver51ty of Ohioc.es I think that's wvhat it was ... on the nature
of perception and the fact that perception is purposeful, it isn't just
a passive thing, and that therefore there are structures which the
£y€e +oe wWhich, you know,it's cowmnronplace, everybody accepts it now =
Gombtrich included. But at the time that was very daring and my criticism
of Growth and Form wes that it was a bit naive in its attitude; ard in
a vay, a thing T believed then as 1 still telieve, is that ... the ‘
repertoire of forms and proportions available are in foct guite limited. ;
They are nol infinite as people sometimes imsgine. ind that therefore ;
all these tremendous things seen as procf of the hidden peometry of the
universe are simply there becaunse there isn't anything elses there could
be. You know, there's nothing very marvellous about it. 4nd I think it
was ~ bit that I'd developed and also that Farallel ¢f Life and Art was |
bresking into a technological aspect of it, and stressing, if you like, @
the zctual creativity of the human eye. ¥ 1
G'ws So you'd seen, when you wrote this preface, the material the Smithsons were
going to usef? ‘ )
Tdelxz: Yes, ]
GN: Again, Geoffrey Holroyd wrote me about the change in aesthetic which the :
Independent Group put forward, znd I wonder what you think about it if T
read it to you. He said, "The Independent Group focuszed its search for z new
model of popular life to replace the pre-war ideal." He says the [re-wsry
ideal was the Corbusier ideal: ti.e proportioned tody in space, light, air,
and glass. He said, "The IG changed this into a pop cultural consumer, I
think mainly the Smithsons wanted to fix this image of pop." 4nd then he
says, "I wanted to see the model of popular life as something whichws
always going to change based on assemblage of signs and symbols,™
TdelR: Well I think that's true of his position. How true that was of everybody
else's ... because I can remember, not long after, the Cortusier 4
exnibition ... and certainly 9Sandy VWilson played a part in ity also |
somehody called Airthur Baker. Though my piece in the great books
{series of lectures} was on Vers une architecture it was more saying -
don't bother about what Te Corbusier's written, bother sbout what he does,
and you'll learn more from that than from the book. And I regarded the
book as I still do - really it is a cobbled up lot of scarcely changed
Deanux Arts principles in fact, when you get down to it. 4And in some
ways not a particulzrly good bocok., T meazn, it had its importance in
its time. 4And so I uas certainly not being Corbusierist., I think one

* T actually said z lot of this at an ICA discussion of Growth and Form in the
sunmer (?) of 1951 and upset guite a few wveople like lenrose and Joserhk Rykwert,
I remember. TdelR. 19 March 1984 .
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was seeing developments in Corbusier, one was interested in the Unlte.
d'habitation and before that was the famous Ronchamp chapel, and then

later on, of course, Chandigargh - which were things which were in

discussion during ny connections with the ICA., So I don't think most

of us wanted to .., But it's one of the points. Uvery individusl hsd

his own little Pantheon, if you like, in which there were some things

that overlapped and there were others which didn't. T think that there

was a consciousness on the part of some people of sealng a purely

pop thing ...

Alloway?

TdelR: Alloway - hut not entirely because he always remained very interested

GWs

in painting. He never gave that up. And what Geoffrey Holroyd is
suggesting is all the old aesthetic is going to go. 4nd what I think
most of us zaw was that aesthetics were a conventional svstem and didn't
have to remain but even if the aesthetic values were being changed,
the sort of things which came within it, though being - I think -
broadened as more and more different thln*s were brought in - neverthelecss
weres the same sort of things And in some ways, this talk of auntomobiles
by Banham, though moving dﬂ%/ from uropean notions of car styling - or
car desipgn, the Buropeans would say - he went over to American auto
styling. DBut in a way, the application was virtuslly the same, it's
just what the principles were and how you Justified it,
That talk by Banham was pretty near the end of the Independent Group in
1fifty-five. In that series ... there wes a discussion called 'Dadaists
as Non-Aristotlelians! which apparently you took part in. Do you remember
that?

TdelR: This was one of the thingsz I had against M Hale; intellectually, He

G‘v\y H

went overboard on Korzybski, and I think it was Mul=-A didn't they use,
rather than Non-4 ... and this all came from Korzybski. And I had,
from many, many years previously, been sort of interested in the whole
sort of language issue from that voint of view, and had come to see
Korzybski as a bit of a charlatan - a bit strong - you know, sort of
cranky ... he vas not to be taken seriously and I was ahsolutely
amazed that all these people were taking him seriously. I would have
probably been a bit hard on the Korzybski thing.
Do you remember what the mceting was about though, since it's such an
obscure title?

TdelR: The notion was that Dadéﬁad represented probably - previous to the

N T,

Gis

Independent Group -~ the most signficiant attempt at a profound break
with traditional aesthetics and with the notions of traditional art.
And in a way, in the sort of metaphysics of the thing, that only non-
art could be art, was something that appealed to the Independent Group.’
And, as it were, ilcllale and others somehow saw Nul-A as the equivalent
of non-art and somehow linked it up with Dada ... and was therefore
setting up comething outside Aristotelian categories, *

McHale was there at that meeting and Anthony Hill was involved.

TdelR: He was probably ... a little cynical about the discussion tecause he

‘-.; ‘i] H

was- the only other one there who really knew any methematics. |
In the unedited tapes of Yatners of Pop, Banham guestions whether talklng
about the variety of things the. Independerit Group did talk about actuzlly
had any positive value. flamilton s says that he could meke a one to one
correlation and he mentions this talk ('Dadaists as Non=iristotelians')
and he says it brought in this notion that you could do away with what
was good .end what was.bad - value judgement. OSo that pop art was bad, fine
art was good sort of idea was thrown cut.

TdelR: . Yes, I think there was a strong suggestion that one should abolish the

¥*

"hierarchy which had traditional art fields as somelow superior to the
others.: I went along with that, largely becsuse I believed over a
number of ycars in [lact, it had been in the design field, particularly
in zraphic design,. that more advanced work had heen done in this country
than in so-called fine art.

I now remember also, attempts to equate 'Nul-A' with 'Neg-Fntropy', another

Jargon word picked up from<'Information'Theoryf. TdelR. 19 March 1984,
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GW: Can I ask you about This Is Tomorrow? The group you did -~ how did you get
it together with Holroyd and Alloway?

TdelR: oo it was Alloway and llolroyd who had gone to the original meeting

and azccepted to do something and I think they came and asked me. 4And it
was interesting enough to collaborate and my major contribution to it
was doing the pages in the catalogue.

GWe Was yours a late entry compared to the other eleven groups? WYas it put
up at the same time as the others? :

TdelR: Oh yes. 1t was there on the opening day. How far it was a last minute
thing in the early days, I don't know. I'd had nothing to do with it
really; I'd gone to nore of the meetings. I1'd only worked with
Alloway and Geoffrey llolrcyd once they'd asked me if T would. 4nd we'd
worked out what we were going to doj it was a thing we were all
interested in, which was how to read a tack board, Whether it achieved
that, I don't know ... It's a mistake to imagine that This is Tomorrow
was a purely Independent Group thing. The Independent Group appear,
or some of its memberw appear in it, but already they were on different
tacks. You see, I think the lienderson, Paolozzi, Smithson thing was
already in a different field,

GW: In an article you wrote in Art and Artists in, I think, 1976, you talk about
going to the Royal College and talxing there. Can you renember specifically
what sort of thing you would have spoken about? And who went with you?

TdelR: Well, Alloway was there,ceritainly. T can't remember who else, There
were several things of that sort that occurred in various ways. Ve
would have been talking about what was still reparded as new-ish, which
would have been action painting and various sorts of painterly abstraction.

Gds So you were talking about fine art and not [talkiny] in a non—fnne art
context?

TdelR: Yes, That was one of the things, that we tended to have no contact in

' an institution 11kc the Royal Fol]ege outside the fine art departwent.

Gid: Do you know when it was .

TdelR: It would have heen in the 'fifties.

Gis VWhen Coleman was there doing Ark? , o

TdelR: It may even have been before then... ‘e may have gone again when Dick
Smith and Peter Blake were there. But.they were already a new wave in
the Royal College; I think:we'd gone earlier ,,. We'd also tzken part
in one or two discussions at the Courtauld with students; and at the
Slade or some place like that in which Slade students and Courtauld
students were meeting and discussing ... these were in the early ard
mid-'fifties ... My memory of those things was that we were t11k1ng
very much about what was happening in painting.
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11. James Feller 12 Varch 1984

GW: Can you tell me how you first went to the ICA?

JM:  vell, T suppose I left school in 'fifty-seven and I had friends who were
at art school - at 3t. Martins - and I hung about Charing Cross Road and
somehow ended up going te the ICA or hearing about it or being curious about
it. DMuring that time, after leaving school und tefore tNational lervice -~
and during National Service - T went in and out of Dover Sireet, probably
to see exhibitions really, and then discovered that there were other things
going on in the evenings. A curious mixture of things; it wasn't the
conventional art scene at all; there were scientists around, there were
rhetographs « which 2t that stage were not the thinss you saw in palleries -
very different from the English art scene ... And I suppose at that stage I
wa2s also interested in architecture and there were architectural things
going on there and there seemed to be architects involved. So T read the
magazines and I occasionally went to things there in the eveningc. Tt was
also that it wesn't just a gallery but it was a plzce where people sat
around znd talked, which again seemed very un-English; the sort of thirng that
went on in France and so on but didn't go on in Fngland., That's most of it ...
my earliest memories of it,

And then I went to Cambridge and met other people at the Architecture
School who were interested in some cf those things, in particular somebody
called Ray Wilson whose father was Frank Avray Wilson, who was a painter,

[ He]was not centrally involved in the ICA but knew a lot of those people,
and TDennis Bowen at the New Vision centre, those kinds of people. 4And we
were all first yp?r students together and I suprpose we shared an interest

in some things. gt was] hecause the people from the ICA and Independent
Group were also highly involved with architects and 5andy Wilson, who had
been part of that, was our first year master at Cambridge; we were his first
first year. There were always people coming to see him and we were in znd
out of his house and we gradually met all these people ... Ve'd all painted;
it varied - the group I was involved with - it changed over sort of three
years. There were people. involved early on who were really interested in
other kinds of painting - T mean ¥nglish traditional, romantic kirds of
things, . And. so it started as a group of people who were interested in
painting =znd doing an exhibition and so ony. it chsnged into a group of
people who shared a particular set cof interests which overlurned very muchn
vith the ICA, - Ray Wilson, Cus Coral and somebody cclled Tip Wallis ~ they
were the people who remained part of the group; there were other people
involved. And I sappose we started'paiﬂting, we started having exhibitions
1n Camtridge, in the Architecture Zchool orlgina]ly.

Gils  was that arranged through landy Wilson? . .

: lNo. We were students there and Christopher Cornford who was subsequently-
Dean of the Royal College, was our drawing master and.l think we had drawving
lessons on Saturday mornings with Christopher., ~And I think he encouraged
us a lot to do things; we had this sort of basement/art room/coffee bar,

, tnd I think we finally decided to have an exhibition there, That was in our
first year.  Then the real surprige was that it seemed to ... well, it .-
attracted a lot of interest bhecause it was unlike Univercity art exhibitions,
which were very much part cf the mainstream ... 4nd of course, we were very
surprised that people capme and reviewed. it. ‘ ' ‘ :

GW: VWhat was the common thing that linked you?: : :

JM: Cutside the tusiness of painting, I think the. imerican palnte s - abstract
exprec51on1sts essentially, Jnltldlly I .think the overlap of the architec-

tural planning thing but alse, I think, an interest in the wmass media, 4And

it was at that stage. that stuff wus beplnninr to come from imerica ... At
that‘stage, everybody's notion- of the sort of sharp thing to do was to end
up in advertising and the ad man was thn sort of hero ... a lot of interest
in movies too. : :

¢ Did you know about the lndepvndant Croup?

G
JM: - Yes, we dié know about that,
GM: Through ”uniy wll son? B
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T knew about it from what I described earlier, hecause I did Hational Sexrvice
hefore going to Cambridse. So I knew about it from that period. Ray Yilson
knew about it because he'd lived in London and his father was someway
involved, so he knew something about that, I don't know if the others knew
about it,

Did you know it as the Independent Groupj; did you know that name?

Yes, but only I think through having seen exhibitions by some of the people
involved and from reading the ICA bulletin and knowing that they met
together, 1 suppose we also knew Banham quite early because he came and
talked. ZREanham and Alloway and all of them lectured either in the 3chool,
invited by Sardy, or at something that was called the Society of Arts, which
some of us were involved in rumaning. 7T can remember Hamilton coming snd
Alloway coming and so0 on.

Do you remember what they spoke about? ‘

eee hlloway spoke ahout horror movies, I think., Monster movies, science
fiction movies ... I had a feeling Richard Homilton spoke about Tolaroid
photography. I think there's a photograph in his book [Collected WOnds] H
there's certainly a picture of Richard on one of those evenings in Cambridge
eee Where I can spot my face and nmy feet ...

_The work you had in the exhibition at Cambridge, that was as Alloway says,

an influence of American art and you also put on the walls images of the
mass media?

Yes. In retrospect, the links seem fairly tenuous hut the titles and so

on tended to be drawn from movies or from jazez records,

What were yours?

Ch, all sorts of spsce references and so on. I mean, I can remember some

of mine. 1 think a lot of Ray's things were named after pop songs... znd
we did use collage a lot on posters and so on, so we used that imagery more
directly in the graphics., In the UNew Visienr thing we plastered the
entrance to the gallery with what we called source material,

When wes tie New Vision show?

I think we had the firatl exhibition the first year we were in Cambridge in
Fay '58 and then in subsequent years. I think we had four exhibitions there
and then we were also invited to do an exhibition at the New Vision gallery
in February '60, which was where Dennis Bowen wzs. I don't know how much
you've dug out aboul that.

Lot much at all,

Dennis always seemed to be running uomethlng very 11vely but a2lways separate
from the. ICA, not sharing with them the saue. preoccupations but another
group of people. Do Tecter Blake exhibited there and William Green, who was
the most extreme ... John Plumbs a lot of those people. I think Dennis is

a kind of sad, sort of forgotten figure who helped an enormous lot of people
at that stage. I mean, put on the most unlikely kind of shows.

ind the work you had in that New Vision show, was that the work you had
shown in Cambridge previously?

I think some of it probably had tmt I think some of it was done for that,

I think we were all very surprised. Although we spent most of the time in
Cambridge during the week, T think we were constantly backwards and forwerds
[ to London ] ; Cambridge was awfully provincial. It was partly, I suppose,
why we did those exhibitions, to try and connect it to things that were
going on elsewhere; indeed, were not only going on in London but were going
on-in other places and in other universities, I think Richard Hamilton was
at kewcastle. There were lively things going on and I think +that Cambridge
seemed to be completely remote from any of that., But it did get written dout,
it did get noticed. During that period, we used to goom down to the ICA

so we were often golng there for evening talks and so on. . I think Paolozzi,
vho was a friend of Sendy's ... lived in Thorpe~le-Scken, he was about quite
often and I can .remember him doing a leoture ves »

Did Henderson come?

I don't remember him coming to tdlk eee but one senses that he was a hig

influence becausp he was older and he had a whole lot of other experiences,
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McHale, to me personally, was a strong connection because somehow when I
was a student, I don't know how I originally met John, but after a while T
used to be in and out of their house in Cleveland Square. Magda and Frank
Cordell were there. And so I met an awlful lot of people there. I suspect
that's where I met the Banhams first of all., What subsequently happened to
me, being involved with Bucky Fuller and so, that was all through John.
Then T went off to the Jtates

“hen you were in Cambridge, do you yec111 the Magda cordell/John Vellale
exhibition?
Yes, In the Union.
What did you think of that? Just a subjective opinion zbout it.

It was very subjective; it was a small group of people at that time
interested in those things. I was an uncritical fan in some ways. I mean,
just because people were concerned with some of the things we were also
interested in. Magda was doing those enormous ... very drippy kind of
paintings and I think most of John's things at that time were kinds of
collage: collage and painting and assemblage of food and so on out of the
glossy magazines.,

Do you know who arranged that?
No. I suppose Bob Ireeman might have donec.
Was Freeman in the Architecture School?
No. I think he was reading “nglish., T could be wrong. Looking back
through it the other day, I realize that the original connection must have
been that he wrote a review of the first exhibition that wehas and I think
that's how we met him, .

Alloway said that it was stage managed by him, That's not the case?

He was very skilled as a sort of publicist and operator.

But with the first exhibition ... : -
No, no., Not at all. I don't think that he ever had a great deal to do
with the exhibitions., I think he had alot more to do with people like
Lawrence Alloway and so on,talking. 1 think he must have been involved with
the Society of Arts, He also was one of the people who wrote about things
eee he was also backwards and forwards to the ICA because he was very
friendly with Lawrence, Anu then he became a photogrupher eee and then a
film maker,
When you left Cambrldge, what hanpened then Did you come straight to
London and the ICA?
o. T did three years in Cambridge and then. through John Mcliale I went off
to work with Fuller in Southern Illincis University for a year and then I
went to Hew York and I worked on films about Fuller, did photography and
rf‘nr:aplrx:zc':s and so onr and then came back ... John lMcHale had looked after
Fuller s interests here and I think was responsitle for bringing him here
initially in 'fifty-nine ... Fuller came to Cambridge too in that year.
That was his first tour. And Johrn and Magda had always looked after things
And at the stage I came back from Lhe States they went to the States and I
inherited that sort of task and went on to be Bucky's handyman, I called it,
until he died last year. But by that stage Jokn was over there wcrking,
initially with him and then independently ...

snd then you came back from the States...

I came back from the States and Laurie Tricker must have just ‘been about
to leave the ICA ..o I suppose I was in and out of there and Laurie was
going and probably through John McHzle I got offered the job which I did for
a year or more, maybe longer., DBut then I also did the graphics and I went
on doing that ... I:wvas guite invclved with the ICA for a .long time, up to
the Nash House move when I was involved in one or two of the initial
exhlbitlons they had there, :

Were the Independent Group crowd still around?

They were certainly still-around at the stage when I was worklng at the

ICA in Dover Street. And they were still doing things in the evening ...
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The other connecticn to that whole thing ... was the connection with the
American Fmbassy and Stefan Munsing, who was the cultural attach€, ‘hat

was dramatic then was that suddenly we saw the American paintings, angd

that was through Munsing, Aind & lot of those carly ICA exhibitions were
helped by the Embassy. And Munsing was also enormously irvolved in sending
a lot of the Fnglish painters off "to the States; so I think he was responsitle
for people like Dick Smith going to the SGtates ... But that backwards and
forwards was very important and I think his role. DMNot only did he get stuff
here that we 21l got to see but he also got people there, His office in

the Embassy was sort of open house to that group of people, any hour of the
day or night. An amazing library of course in which we could see a lot of
the magazines and stuff, because at that stage it was a bit like an ordinary
public library - we could just go in and order magazines end books, and

records as well.
KR A K S o e W T RN KXW

When you were at Cambridge, did.you know the Royal College work - Denny's,
Smith's?
Yes, oh yes
Did you know Ieter Blake?
Yes. ' .
Because his work at the Reyal College is quite different from Suwith's,
Yes, but I think they were friends and I think the interests were not about
similar kinds of work but I Lhink a lot of the kind of the other interests -
the whole sort of film, music thing - that was the link. 4nd T guess at that
stage it was a tiny group of people, so anybody who was intcrested in some
of the things you were interested in would almost inevitably be friends becauge
it wasn't a concern shown by huge numbers of other people, And so we met
them, because they were around the ICA too on those evenings and if you
knew Alloway, it was a small group of people. There were other kinds of
figures around who were part of scmething else, I can remember Roger
Hilton always being there on those evenings and shouting from the btack of
the room ... Somewhere I've got a tape which Frank Cordell gazve me of cne
of those ICA evenings. There were interruptions from the back of the hall ..,
In England everybody was terribly polite and the English art scene was
terribly polite and those evenings at the ICA were not polite at all., It
really was a eparring match znd if anybody said anything stupid, you could
be very sure that somebody would stand up there and take them apart. 1
was gladiatorial and that was something one hadn't witncssed before, 4And I
suppose  that was part of the attraction too; a lot of sharp people getting
up and saying what they thought ... '
Did that carry on? I mean whilst you were at the ICA it must have changed,
You gaid there was a small group of people interested in mass. comnunications
and =0 on, and that must have grown beczuse by the middle 'sixties there
must have been a shift in interest. DBecause looking at the ICA Trogramme,
media and communications, and to a lesser degree te ohnology, dominate the
late '"fifties and early 'sixties. programmes,
Yes, - And then it gradually kind of faded away and became much more eclectio
again after that. You sec, Lawrence had gone, John had gone to the States ...
And T remember other people who were around; there were always attempts,
Cedric Price wonld do scmething lively and which had some connections with
some of the earlier preoccupations. It gradually faded though ... T can
remember an e vening which riarked the return of Toni del Renzio after he'd
been to Italy and he was going to do an evening on the Italian western., 1
thought this is going to be one of the evenings like there usedto te ...
Sorry to 1nuerrupt but did you r9111y4think that the evenings were better
before.e..? .
Yes, yes., And I can remember going that evening ﬂnd there was pructlcally
nobody there and Tonil arrived late. And Dick Zmith was there, and possibly
Joe Tilson. And there rzallywes an andience of eight or ten and Toni sort
of half gave a talk but it was really.a converoatlon‘and,then wve all went
out and had dinner cr sometling. , _ o o

eee there were curious overlaps ... This is Tomorrow, which was the
same time and same people and so on as the Independent Group «.. in 'sivty-two

i
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or whatever it was, the Archigram people appezred and they did that TLiving
City. But for me anywzy, that zlmost began to feel like This is Tomorrow
revisited ...

Did you go to This is Tomorrow? )

Yes. I was absolutely galvanised by it ... I've never seer. anything like
ity it was extraordinary. I suppose it'sall very tired now, but this

whole kind of integration of the arts, a whole lot of different people doing
things and the incredible variety. It was enormously stimulating; one of
the most dramatic experiences for me.

LR R R N SR F R

It [the Independent Group] was also the broad range of interestz and kind

of curiosity about almost everything ... after that, it narrowed azain -

from the sort of Hockney pericd ... [it was as if then] that evervthing was
potentially food for what was going on and maybe the ICA was interesting
because of thatj; not only because of the things which were on the wall but
also as a place at lunchtime and so on. That you could go into this room ...
and you'd find this extraordinary ccllection of people. So you'd find
Bronowski and Man Ray in the same room! ... And you didn't have tote
anybody special to go there. T wmran, you could go into thig place and vho
knows what you might find, either on the wall or sitting there or going on

in conversation. It was that - ideas kind of popping zround, people checking
things out, sharing it around ...
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1. From Richard Lannoy, 1 August 1982,

"I don't think there was any single individual, or group of three or four,
who pressed for the formation of the IG. There were a number of highly
intelligent young artists and critics who frequented the ICA a good deal and
actively participated in the evening formal discussions., I think they also saw
a good deal of each other elsewhere too, taught (did they not?g at the Central
like Paolozzi (with Ehrenzweig as a sort of elder-brother-guru). I think I'd
better first give a list of the names of these people, who represented a
distinct'climate' (there were others, and the resultant ICA weather was often
abrasive). I put them down in no order of priority, and can't remember exactly
how many of them were actually at the first meeting, but my names are a
reliable indicator of this particular species of ICA talent that year:

Paoclozzi, Nigel Henderson, the Smithsons, Richard and Terry Hamilton, Bill
Turnbull, Lawrence Alloway, lReyner Banham, Jim Sterling[sic], Francis Moreland
[siq], Nigel Walters, Adrian Heath, Anthony Hill, Sam Stevens, Edward Wright,
Theo Crosby, and various exhibitors (later) in the This is Tomorrow exhibition
at the Whitechapel Art Callery. This list is hard core and probably all were at
the first meeting.

The idea was probably more mine than anyone's, though I at once put it to
Tony del Renzio[sic], to actually get on with it and get meetings arranged.

I was close to Bill Turnbull more than any listed above and certainly sounded
him out. It was born of many strands of discussion, idle chat and a certain
impatience, among these people with the old guard: Read, Penrose, Henry Moore,
Peter Gregory, and the higher ups of management and board. People like
Sylvester and Berger were not of it. I can't remember if Lucien-Freud was
involved = probably not, as he was a rather remote figure. Dorothy Moreland[éiq}
and Peter Watson would have been supportive, but did not participate, I think,
We must have sent out invitations or notices to about 50 people, but I would
think there were nearer 35 present at the first meeting, less at the other two,

Paolozzi's wife, who shared the gallery work with me, was gquite an
important informal 1link., If I had to name any in-group who shoved it ahead it
would have to be: Tony del Renzio[sid], Paolozzi, Hamilton, Sterling[?ié],
Banham, Alloway, Turnbull. :

The idea began to gell, I think, in the late winter of the year of the
first meeting, which would be '52 would it not? The three meetings I arranged
were all, definately, held in the ICA gallery. That I remember clearly. At the
first, Paolozzi, who appeared both nervous and aggressive, projected through the
epidiascope a lot of material he'd gathered from pop sources, and indeed if I
remember rightly it was at this meeting that Alloway let slip in public the
term Pop Art from his lips. But I don't think that was the first time I'd heard }
him use it in conversation. I can't remember the material clearly, but there |
was material from ads, movies, SF, and American magazines, like Time and lLife, .
I particularly remember Banham, .in a rather prominent central and probably
front seat laughing a great deal, but not getting others to laugh with him, so
that the laughter struck me as defensive, nervous and boorish, and that others
found this irksome, especially Faolozzi. What else Paoclozzi screened I can't
remember, but I do distinctly remember asking him at about this time where ;
there were rich sources of such material to be found, and he specifically
mentioned only one source: Bernard Rudovsky's book on costume, I also remember
linking this kind of interest with Alloway's liking for a certain kind of :
American movie, The atmosphere at the meeting was distinctly tense and :
discussion was less flowing than I had hoped. I think people were slightly E
awed, and also, I suspect, almost as scared as I was of Paolozzi, Ranham,

Hamilton and Alloway, who were the main front runners and combative

discussants at the time, with del Renzio adroitly (more or less) dancing

every which way the main wind blew, never really holding to any particularly i
clearly defined line. The Smithsons were a force too, and Henderson his ‘
usual laconic self, perceptive, acute, deeply held in reserve. They were

a tricky bunch, probably because they saw themselves as agin most received
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ideas and into something special of their own. They tended to be extremely
contemptuous of anyone not in the know, and the know was oriented to the
nascent pop element within American culture, America clearly was the thing for
them, and I remember well the squeak of delight when Alloway was given by

one of their number a bow tie brought back from the States. Hard, rough,
intensely competative company for a nincompoop like me to handle. It was

just about the most unrelaxing company I've ever kept.

The second and third meetings were very different, and I think the order
was first aircraft design and then the light show, but it may have been the
other way round. The aircraft designer was a very depressing event and I don't
think anyone at all liked it. The man was, if I remember correctly, on the
de Havilland staff (the Comet had not yet happened), and gave a depressing
picture of what it was like to be a small cog in an enormous complex machine
of completely segmented, warren-like labour, with 500 designers each doing one
small thing. All I can remember of it was that this picture of the industrial
design process was profoundly at varience with the aesthetic of the pop culture,
and that a recognition of this among the audience made them sit through it in
stony silence,

Hoppe's light show was a very odd affair. I think he was an American
from some most unmetropolitan area, It was I who 'found' him, simply by
being talked at by him in the gallery one day. lle was of slight build, rather
bird-like, and the complete self-made American, exceedingly out of place, or
rather, at odds with this intensely English bunch in the IG, In fact, it was
at this meeting that 1 sensed how insular the IG was, even in its adulation of
things that came from across the Atlantic, or from Italy (but not very
interested in other Europen countries except, slightly, France). Hoppe's light
show was rather short on effects, rather delicate, elusive and low in
technology. I seem to remember thinking his choice of music to go with these
rather spectral and quivering projections of colour was very conventional,

But what the music was or his first name I haven't the foggiest. Maybe it was
Edward. I don't think people were impressed. My memories are indistinct because
I was about to leave the ICA and my mind was on other things - notably
getting to know the non-Western world., At that time, this was completely
outside the concern of the IG, But I was too in awe of the members' cleverness
to have developed much of a critical perspective about them. They put on
intellectual airs and cultivated their opinions hard, expressing themselves
forcefully, and with a good deal of arrogance and cultural superiority, along
with a rather precious insistence on the vitality of Americana. There have been
a good many critical comments on the Banham school in New Society more recently,
and I think Banham and Alloway had already essentially formulated their
aesthetic, or were just beginning to articulate all its essential outlines,
I was fascinated but not hooked, for it seemed to me to have a strange element
of naivety that had a lot to do with art but very little with social reality.
They were an incestuous group with absolutely brilliant ideas, at least,
very much to their credit. Hamilton in particular was a formidable authority
on a great many things., They were all thoroughly hocked on Corb and lMies,
They all fell for exotics like the movie director Kenneth Anger, but I admit
that I felt there was an element of supercilious down-market foraging in
the Alloway-Taclozzi serendipity. It was a curious conjunction of powerful
ideas and trivia without any really compelling massive central human concern.
I was glad to get out of it, I remember well, within a year, being precipitated
into a job as a photographer for UN in Arab Refugee Camps in their respective
Arab host countries, and one day taking a photo of an Arab in traditional
headgear walking along a Beirut street with a shopping bag made out of a
celebrated Robin Day fabric (Day having been an exhibitor in an ICA show of
recent design) * and realising that there had been an element of the dandyish

* No, I don't think it was his, but somebody else associated with an ICA
exhibition. : ‘
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and the trendy in all those clever lads at the ICA., It wasn't that I felt
I had something better to do, but that the world had.

For the record, I went on to be a writer and photographer with a special
interest in India, on which I have published a number of books, one of them
published by Oxford University Press. I have directed an experimental
educational programme for American undergraduates, and travelled a great deal,
living in Paris for a decade., Before I applied to the ICA and got my job as
gallery assistant on the day it opened in Dover Street, I had been a soft
furnishings salesman in a department store on Bond Street. I learned a lot at
the ICA, but more from older artists (in all media), and especially from
L.L. Whyte, the brains behind the celebrated Growth and Form exhibition (which
Hamilton designed). Now there was real achievement and stature and a radical
viewpoint far wider and deeper than the race horses in the IG stable, I also
admired Peter Watson, a subtle, truly sophisticated, knowledgeable and
rerceptive patron - an authentic cosmopolitan., Hindsight permits me the luxury,
now, of saying that, in comparison with these two (very different) men, the
IG was a bunch of hustlers and thugs! It was also my guess that the real
achievement in British art subsequently has for the most part, occurred
elsewhere.

PS5, While I was at the ICA the 'group' had no name., It acquired this after 1
left, and I think it did eventually meet in a small room upstairs,”

2. From Frank Newby, 17 January 1983,

"] was not a member of the [Independent] Group although I freguented the
ICA and also the French pub on a Saturday morning.

To the best of my recollections it was Colin St. John Wilson whom I'd
met socially in 1954 who invited me to the pub and lunch sessions. I first went
to the ICA to a lecture by Konrad Wachsman in 1952 for I worked with him
in Chicago later the same year. I can't remember who invited me to the ICA
after my return in 1953, I remember giving a lecture with Jim Stirling and
Peter Trench on Pier Luigi Nervi but not the date. I bought a John McHale
picture at one of his exhibitions,.

It was Wilson who invited me to join uarter and Adams in the This is
Tomorrow exhibitione As a structural engineer I was working with Wilson and
Carter on a project for the LCC and also on competitions...we followed the
idea of the exhibition with our exhibit. It was made in my studio in Maida
Vale, The other exhibits probably forcast the later non-integration of art and
architecture but the main fun was the contact between the various contributors."

3. From Nigel Henderson, 10 February 19863,

"I was certainly not a central member of the[independent] group. If I had
some value I think it was because of my unusual experience of the world cf art
before the war, when, through my friendship with Peggy Guggenheim, among
others, I met many artists like Marcel Duchamp, Yves Tanguy, etc., who were
personally amazingly unassuming and very éncouraging to me as a young man,
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eeeThe IC was not very important to me personally...[? had] good fortune
in meeting so many people in both Science and Art from which I'd already
formed the notion that Art was not constantly regenerated from Art but mainly
re-synthesized by those with sufficient appetite and need out of the specifics
of the uniquely here and now. The IG was ‘a reassertion of these propositions
by and with new and younger (just) people to try and bring one's attention and
awareness back into that arena after a shattering war.,”

4. From Nigel Illenderson, 20 February 1983.

"eooit is my iwpression that what came to identify itself as the IG
started (as I suppose most of these kind of things do) as an informal few
meetings., Among the confusions in my head about the chronology of those distant
days is the relationship in time of the pretty regular meetings I used to
have with Paolozzi and the Smithsons, once we had formed the intention of
doing an exhibition together (the spadework towards A Parallel of Life and
Art, that is) to the formation of the IG.

I have another impression, probably of little value, that initially, while
Lannoy was I think directed to pull some early meetings together, those of us
who were already involved with the ICA tended :to push del Renzio forward as
a kind of chairman. (This suggests too much formality already). I never
personally liked Banham (too much Barnum for me), realised he was clever but
found him a bit 'smart arse'., His sniggering, smart-arsed hectoring of
Paoclozzi's first 'performance' - hardly a 'lecture' in my memory - has
needled me to this day as I empathised deeply with EP and knew he would be
met with a lot of levity. His clunsy aggressiveness would also, of course,
tend to beget embarrassed laughter as a defence,

esel had nothing personally to do with the IG after I came down here
[to Landermere Quay].

When the ICA was getting off the ground Paclozzi was asked to decorate
the bar. Since we saw a lot of each other and he was using my ex-workshop
around the corner in Bursem St., Bethnal Green, I helped him make some
pseudo-bottles ( with...Resin poured into different shaped bottles on top
of beads and things and later broken open). I gave him a hand with the bar,
which for people like myself, who like to drink alongside all that talk,
became quite a meeting place. Probably an important incubator for the IG."

t

5« From William Turnbull, 3 March 1983.
(Sent after reading the draft script for the film Fathers of Pop).

"Thank you for the transcription of the Banham film which I have read with
interest. My own recollection isn't of an Independent Group totally dominated
by discussions about popular culture, nor do I remember listening to
'mouthpieces talking'. There is little I could have contributed to this
interpretation of the Independent Group as I have never seen myself as a
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Father of Pop.

«ssThe reproductions I collected and pinned up [on my studio wall] were
more concerned with visual information provided by the camera and modern
printing that I found interesting, than with popular culture."

6. From Geoffrey lolroyd, 23 April 1983,

",ooeI found when I returned to London in 1954 from America, and met with
people like Lawrence Alloway, John McHale, and the IG, that there was an
instant sense of connection., At the same time it was difficult to communicate
the US side of my experience. Unlike McHale, I went to Chicago to meet Mies,
and saw at first hand what was happening in that city to the Cultural
International - the Paris Modern - as it tried to follow its prime figures
emigrating from Hitler's Europe., This needs amplification. These ideas were
connected to teaching in a design school, which was the American pattern.

In London, Roland Penrose, Dorothy Morland, Herbert Read and others wanted
to see the old discourse on art resumed after the war. As Harold Rosenberg
described it in 1940 in the Partisan Review, at the stroke of Hitler's gong
all art ceased as if at a signal., This pre-war situation was preserved in
Europe for 6 years - but not in the US. In London the IG was like an effort
to resume the old Modern International; I was invited by Lawrence to many
IG meetings, which usually began with a lecture by a member, followed by a
lengthy discussion, at the ICA or in homes. There was no design school
discipline. lconoclasm was more the spirit.

eeoBriefly: from 1939-1953 in the US, developments emerged on two fronts:
one of these became the powerful (and uncreative) 'systems' front. The other
I associate with Charles Eames and Alexander Girard in Detroit. I picked
this up in the TIT section, as a study of signs, and reflected in Alloway's
introduction 'Design as a Human Activity'. In retrospect it is now clear
that this second front was a new art of evocative abstract space - in which
visual neutrality is combined with display of imagery. I should now describe
it that way, and as 'the understanding of how idiomatic generative rules
affect the creation of a constituent sign fabriec'. That's really condensed!
It became really difficult in the 1950s to formulate what this second front
entailed. For one thing, much discussion at the IG and ICA, Banham's
'throw-away esthetic' was unacceptable to me, a wrong emphasis of events and
esthetic responses to them., I was interested in mass-produced urban culture,
and in the theme of popular culture, but a new commercialism of slick design
and smart advertising could not be set against the higtory of Western art as
if it were a form of avant-garde progress - heroically achieved in the face
of hostile Establishment critics, Purists and Aristotelians., I helieved a
new art was beginning, opposed by the Establishnent, and resembling the
second front I had observed. When this became in the late 1970s the basis of
'Post-Modern' things got confused.

The 'throw-away esthetic' had blocked out from view in London the events
I witnessed in 1952 Chicago and 1953 LA, The first stage of response to Gropius,
Albers, and Moholy MNagy in the art world of America, was according to John
Walley, teacher at the Institute of Design, and a friend of mine for many years,
one of tremendous shock. Due to LEliel Saarinen's influence before his death
in 1950 at Cranbrook, Eames and Girard, who together produced a new design
thesis, were insulated from this. In Chicago, the shock turned into a counter-
attack. According to Walley, Serge Chermayeff (who followed Moholy Nagy after
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his death in 1949 as head of the Institute of Design) had to struggle to try
to reassert the universal Buropean assumptions of the Cultural International
about man and art - the zeitgiest of the 1920s, abstract formalism, He failed,
and this universal basis was replaced by an American John Dewey influence,
turning artists ( Ilugo Weber, even, later, Maldona do) into researchers into
creativity, behaviour, social interaction, education. In an Americam mismatch,
this intellectual oversimplification was grafted onto abstract art (Kepes,
Alvin Lustig) believed by Moholy Nagy to be everyman's rightful experience of
space, Moholy's everyman was an abstraction, like Bertold Brecht's; but the
Institute of Design tried to replace this by a real analysis of man fused

in an analysis of abstract art.

The IG started up in London at the end of the initial US attempted
transformation of the European pre-war art of criticism, surrealism, dada,
Bohemian negativity (themselves stemming from intellectual literary influences
from Voltaire and tie 18th century) focussing on its own search for a new
model of popular life to replace the pre-war ideal - which had become
unacceptable, to the OSmithsons, Alloway, Hamilton, Mclale, myself and everyone
else, This explains the IG obsession with collecting ads, the persuasive
colorful description of a new vision of modern man and his needs -~ although
possibly to treat this new one in the same architecturally abstract, universal
way, as the Paris Modern 40 years earlier. This would still have been ahead of
the mainstream modern architects who retained into the 70s and later, the
stiffly heroic image of man as the vision of CIAM and Rational Functionalism -
a proportioned body in green gspace, sun, light and air, and glassj; a da Vinci
figure., The IG changed this into a Pop cultural consumer, I think mainly the
Smithsons wanted to fix this new image of Pop. I wanted to see the model of
. popular life as something that was always going to change, based on
assemblages of signs and symbols.

The TIT Exhibit 12, and its description in the Catalog, was a version of
Fames' House of Cards toy - images added to a component structural system.
There was tackboard side, tear outs from magazines, changing during the display,
and a color-coded panel side showing how to organise the imagery by breaking it
down into a landscape of colored headwords, reading across into the tackboard
thicket of examples, This was to be developed by myself, William Turnbull,
Theo Crosby, and Edward Wright, in the'Signs and Symbols'show...We produced
written outlines at Turnbull's suggestion, and presented and discussed them at
a meeting at Theo's. It was to be a development of TIT panel and tackboard,
like a tunnel of space over the ICA exhibition space - a'crossword puzzle'
where the grid of lines would be a steel space frame, curved like a vault
springing from the floor. Colored panels (like Lames' collapsible giant
constructor-display kit 'THE TOY') would continue the headword color-coding
idea; images were mounted in clusters and groupings. This we could not
semantically disentangle at the time. We rested the idea, and I think Venturi's
American version of signs and syrbols emerged in the 1960s -~ derived from a
different lineage, connected to Mannerism and the Ideal, and an American
Classicism shared by Vincent Scully and Charles loore. This is a significant
point to be appreciated.

Pirst, if you try to apply a symbols model to the interpretation of
architecture, you are immediately moving into an alternative world from the
one of structural models more usually used. This is an evocative change -
filled with many new possibilities of design. I believe Eames, a non-verbal
person, never explained the change, although clearly understanding it himself.
In part, he allowed himself to be sidetracked by engineers and scientists.
Second, the symbols model is not a basis for a single design style ~
but capable of creating pluralistic style models. That is, the presence of a
symbol-form which is equally associable with a Classicist Esthetic, such as
that of Ledoux, Soane, and early Le Corbusier (as Venturi, FPhilip Johnson
and Charles Moore have done) - and an Arts and Crafts Esthetic, the Art
Nouveau International spirit like Gaudi, Fackintosh, Hoffman and Clbrich

482

Tt W NG P I U Spp

R S et R

R

R




(as I myself am trying to do, as in the work of Eames),
The throw-away esthetic in London was a diversion, It delayed the following

up of TIT, and I think, broke up the IG circle, Yet I think the later export
of the po pop art ideas through Alloway to the Leo Castelli Gallery in New York
was somehow ill-fated. It seemed too simplistic, It died too quickly. The
dilemmas of the IG have certainly not been solved, so its questioning

remains valid.” ;

7. From Geoffrey Holroyd, 23 May 1983. ;

"I believe you should think of the IG as part of a larger pattern. The
Smitnsons have said they were influenced by Renaissance humanism in their ;
1951-1953 school at Hunstanton (through Wittkower) and it's quite a switch :
to a Pop cultural image of man by 19%%. Perhaps it was after that that they f
wanted to fuse both images, still designing for a universal but a new one.
The suddenness of the changes kept the IG at a high temperature, excitingly
provocative, I think that's what I meant by iconoclastic - changing ;
yesterday's ideas. . !

A school of design has a faculty of appointed professors and tries to te
more measured in its tone of discourse. 'he message I returned with from the
US was of a dynamic conflict between a new 'technological ethic' and an
Orgamerican Culture (as it was called later). There was also the transplanted
Furopeans, all trying to integrate the Modern International into the US, It
seemed to me that I was bringing an unappealing note through my Chicago
experience to an IG unwilling to consider whether their exhilaration with
Galaxy Sci-Fi, comics, and the taste revolution was art - or if the myth of
Modern Art had not largely been lost in salesmanship and social propaganda.
Eames represented a fresh approach. all of ti.ese questions collided in the
confusion of the times, providing an intersection of cross~currents more
than a single new direction...

The Pop Art idea which I often discussed with Lawrence Alloway tried to
change the universalist abstraction of the Paris Modern (art and architecture
since Cubism), to an esthetic of signs and symbolic abstraction. I'm not sure
if the Pop American painters like Warhol, using commonplace images,
achieved more than topicality - after whlch the older abstraction of structure

continued to roll onees"
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8. FProm Magda Cordell McHale, 5 July 1983,

(tuestion: Can you recall how you first became involved with the ICA and the
Independent Group?
Answer: As a practicing artist, T was a member of the ICA and was friendly with
most of the members of the Independent Group so naturally I became
rart of it. My name does not appear in the ICA Bulletin; it is true




that I probably deliberately kept a low profile. In any case, what
mattered was that the Independent Group was an interesting, useful,
educational experience for all of us, and I am pleased that I was
part of it...

Question: Can you tell me about your contribution to This is Tomorrow?
Answer: My contribution was hot in my professional capacity as a practicing

artist, That is why I was not officially listed; it was by choice.
However, I was interested and excited by the content of the exhibit
and naturally I wanted to help in any way that I could to bring about
the fulfillment of the group's original concepts and design - the
official group bteing McHale, Hamilton and Voelcker.

I sat in on all discussions from the very beginning as did the
late Terry Hamilton, and we, of course, participated in the discussions.
What can be attributed to whom is difficult to say, tut, in any case,
that does not matter,

It was before John lMcHale's departure to the States that the
discussions about the Exhibition took place as well as the forming
of the groups and so the agreement of the Mcllale, Hamilton, Voelcker
group as to the content and style of their entry was firmed. Otherwise,
there would not have been any point in John's being included nor
would he have had any interest in participation if he would not have
been there, in which case he would not have known abcut it,

It is true as Richard Hamilton notes that John McHale did not
arrive back from the States until some weeks before the exhibit opened
because we had to paint and install the structures of the total
exhibit together with the Hamiltons. In fact, I recollect many days
painting with Terry Hamilton some of the 'corridor' flats at the
Hamiltons' studio garden as they had a lot of space - but this is not
important.

During John McHale's absence in the States, he sent me instructions
to exchange ideas by mail with Richard Hamilton and during my short
visit over that time to the States (I recollect it was 6 weeks - the
last two weeks in January and all of February or thereabouts), I
brought back with me bits of materials, magazines, etc., and a rough
sketch of a poster by John licllale for the exhibit which subsequently
I can't recollect if it was used but I still have it. John also
brought back with him several Duchamp disks (he met with Duchamp at
that time) which were enlarged.

It-is true that Richard actually put together the now known
poster collage for their group but it is also true that some of the
material in that collage came from John McHale's files and that both
Terry Hamilton and myself have helped to put that collage together
and often we look for material in our studio ( that is, John lcHale's
and mine), In fact, sometimes, when I look at that poster, I realise
that it looks a bit like the sitting room at Cleveland Square where our
studios were but this is probably only illusionary.

As to the material that John brought back in his trunks from
the U3, I don't know how much of that material could have been purchased
in Britain at that time - some maybe and some maybe not, but in any
case it was not purchased nor did anybody have that material. Cf course,
we too had materials in Britain - but mostly British. It is rather sad
to argue about who had what when - and the denial of McHale's influence.

Question: What did you see as John McHale's role within the Independent

Group? :

Answer: Cbviously, his role was extremely important especially as he and

Laurence Alloway[sic] convened the second round of the Independent
Group and t'eir fine imaginative minds have steered many discussions
_into new and different avenues.

Cne has to reiterate that all members of the Independent Group
contributed enormously. After all, none of theﬁpndependently in
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Question
Answer:

It

isolation from each other could have come up with the ideas, that
became seminal to a different way of thinking about art, culture and
change, It was the inputs from each as individuals that jointly
created that new way of thinking.

And, so, the Independent Group would not have been as it was
without John Mclale nor would it have been the same without any of
its members because their views would have been missing from the
total, but scmewhat rather specific influences did come out of Mcliale
and Alloway.

: How do you view the significance of the Independent Group? ,

In a nutshell, it was extremely important because it accurately
forecasted our period today and a way of thinking - the imagery,

the 60s, and in a sense the way each artist senses then and today -
his creating and own personal works in some senses, directly or
indirectly, are rooted in many of what I remember enumerable
discussions in their use of ICA of that period. To me, it is
unquestionable that the Independent Group was very important and
significant and all of us should all be indebted to all of its members,

is interesting to note how difficult/éasy it is to rewrite the past

for we all are interpreting it. Our memories constantly reshape our historical
past and so alter the reality of the past. We tend to rearrange and reselect
events and impressions of the past and use them to fit our present expediences,

I have tried as best as I can to be overobjective!, as I wish very much
that the importance of John's role and work be clear - and yet not hurt or
damage or take away anything from the importance of others." -

apc




APPENDIX 3 OFFICIAL EVENTS AT THE ICA 1951 = 1961: AN ABRIDGED LIST |
WITH SPECIAL REFERENCE TO INDEPENDENT GROUP PARTICIPATION :

*lteference to 'At home' denotes a social evening, usually
with music and dancing '

S
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1951

January .
2 Films including Un Chien Andalou
6 At home _
8 Lecture '*Art and the Continuity of Human Experience! - Dr. Sigfried
Giedion,
9 Public View Discussion on the exhibition of Viector Pasmore. Chair:
‘ A.D.B. Sylvester
10  Forum Theatre 1940-1950-1960
11 Lecture/ Peter Racine Fricker on 'Young Composers' (I)
Recital
15 Films including The Magnificent Ambersons
16 Exhibition Paintings by Matta Echaurren
19 Record Recital Recent HMV recordings of contemporary music
25 Lecture 'Contemporary Art' - J.P. Hodin (I)
26  Record Recital
February
1 Lecture 'The Panorama of Contemporary Art: Its Philosophic and
Scientific Basis' - J.P. Hodin (II)
2 Lecture Her Favourites, presented by Harriet Cohen
5 Public View Exhibitions of Matta and Calder to be discussed.
8 Lecture 'The Panorama of Contemporary Art: Its Philosophic and
Scientific Basis' - J.P. Hodin (1113
Recordings 'Young Composers' - Denis ApIvor (II
12 Films including The Childhood of Maxim Gorky
14  Poetry Members and Guests discuss their Own Vorks
16 Records I.'Enfant et les Sortilepges - Havel
17 At home .
20 Private View Memorial Exhibition of Paintings by Humphrey Jennings
Chair: Holand Penrose
23 Records Trilogy of Opera Minutes by Darius Milhaud
March
1 Film Forum Discussion on Looking at Sculpture
2 Young Nocturne for IFour Voices by Sydney Keys
Composers (III) :
3 At home
6 Poetry Poetry and Prose by Humphrey Jennings
8 Public View Discusision on selection of pictures from L'Ecole de Paris
: 1900-50 .
9 Records Recital on Stravinsky in America 1942-5
12 Films including Birth of a Nation
13 Exhibition Painting from laiti
14  Platform for Poets : ’
16  Lecture/ 'The Indigenous Music of Nigeria' '
Recital
20 Contemporary American Poetry, arranged by David Gascoyne
29 Public View Discussion on Les Fauves,Chair:A.D.B. Sylvester
30 Records Contemporary US Composers
April
5 . Lecture 'Dances of Australia - Aborigines of Australia!
6 Records Oriental Music
7 At home
9 Films including The Lady Vanishes
10  Exhibition Graham Sutherland 1928-51
11 Lecture '¥Formative Processes'~Lancelot Law Whyte
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Public View Discussion on exhibitions by Jean Ielion and Bernard Buffet

12
. Chair:A.D.B.Sylvester
13  Records including Bela Bartok's Dance uu1te
17 Lecture 'The Geometry of Composition' - Prof. lMatyla Chika
18 TV Study Group meeting
19 Platform for Foets
20 IRecords including Idgar Varese Integrales
24 Lecture '"Phe Technique of Dynamic Symmetry' - Preof. Matyla Chika
26 Public View Discussion on Graham Sutherland 1928-51
27 Records The Nottingham Symphony by Alan Bush
May
5 Music Party
7 Lecture 'A Psychoanalytical Evaluation of Abstract Art' - Anton
Ehrenzweig
8 Putlic View Discussion on the exhibitions of Henry Mocre and iritz
Wotruba. Chair: D. Sylvester
9 Concert at the Royal Festival lall
11 Exhibition 20th Century Foetry
Concert Bartok
17 Talk 'Reminiscences of the Poetry Bookshop!
18 Records Music and Musicians in Czechoslovakia Today
21 TV Study TV Study Group on Yestival Close-Up and PRallet Workshop
22 Discussion 'The Artist's Responsibility!
24 Talk 'The Imagist Movement!'
25 Music 'Young Composers' (IV)
June
1 Recital Negro Spirituals and Zulu lLyrics
6 Platform for Poets
Exhibition A Selection of Young Painters )
8 Records The Telephone and The lMedium by Gian Carlo Menotti
1 Film Augtralian Secret Ceremonies
12 Public View Discuscion on the exhibitions of Marino Marini and
Michael Ayrton. Chair: A.D.B. Sylvester
14 Readings of 20th Century loetry
15 Recital Complete Piano Works of Arnold Schoenberg
19 Readings of short stories
21 Lecture 'Traditional Gold Coast Music and Dancing'
26 Readings of Contemporary American Toetry
29 Lecture/ 'The Contemporary Challenge of Bax's Symphonies!
Recital
July .
3 Exhibition Growth and Form. Reception in honour of le Corbusier
5 Lecture 'Red Itose, Wnhite Swans, and Public Taste! - Antonin Heythum
11 Lecture tGoethe's Conception of Form' - Elizabeth Wilkinson
12  Lecture 'Modern Architecture' - Philip C. Johnson
14 Members invited to meet delegates to the Internatlonal Congress of
Modern Architecture
18 Discussion '"The Significance of the Exhibition of Traditional
Sculpture from the Colonies!
25 Lecture tEducation for lesigners' - Serge Chermayeff
August
2 Lecture '"The Shape of Science in the Arts!'! - Dr, J. Bronowski
9 Exhibition Ten Decades of British Taste
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September

Discussion on Growth and Form, Chair: John Summerson
London = An Adventure in Town Planning

The Integration of Painting and Sculpture with Architecture
at the South Bank ,

'On Architecture' - Maxwell Fry

Bducation Through Art. Discussion on Herbert Read's book

including La Regle du Jeu

Arnold Schoenberg. A tribute

'London as it Might Be! - Prof. VW.K. Smigielski
'The Technique of Painting I' - Helmut Ruhemann

including Wagonmaster
Picasso: 70th Birthday Ixhibition

'Folklore and Dance of the West Indies!

'Classical South Indian Music and Dance'!

'Cubism, Klee and Architecture' - A.D.B. Sylvester

Paul Kluard on 'Picasso' (in French)

Prokofiev at Sixty

By James Broughton

Discussion on the exhibitions of llenri Laurens and Keith
Vaughan

Malcolm Arnold String (uartet No,1

(At the Tate Gallery) on the occasion of the exhibltlon
of work by Edvard Munch -

Discussion on the exhibition of Cecil Collins and Patrick
Heron
tJazz 1951' - Steve Race

including Grandma Moses

'Edvard Munch's Place in Contemporary Art' - J.P. hodin
Arnold Schoenberg and his Music

'New Abstract Painters in America' - Thomas less

'The Technique of Painting - Touch and Texture! -
Helmut Ruhemann

Music by John Joubert

Discussion on the exhibition of Draw1ngs by Picasso,., Chair:
A.D.B. Sylvester

Alan Rawsthorne speaking about his Piano Concerto No.2

The Flies by Jean Paul Sartre

'"The T'echnique of Painting: Methods of Some Modern
Masters' - Helmut Ruhemann

'A Course in Contemporary Art. The Intermezzo of Dadaism,

Hodin

Formal Nihilism and Revolutionary Politics! - J.P.
Alan Bush speaking on his technique of composition.
Benjamin Frankel will introduce his chamber music

Queen Christina

12 Public View
Exhibition

13 Discussion

17 Lecture

19 Discussion

24  Films

26 PFlatform for Poets

28 Music

October

1 Lecture

3 Lecture

6 At home

8 Films

10 Exhibition

1 Lecture

12 Lecture

16  Lecture

18 Lecture

19  Records

22 Films v

24 Public View

26  Young
Composers

27 At home

30 Soiree

November

1 Public View

2 Music

3 At home

5 Films

6 Lecture

9 Records

12 Lecture

14 Lecture

16 DMNusic

20 Platform for Poets

21 Public View

23 Music

25 Theatre

28 Lecture

29 Lecture

30 Music

December

1 At home

3 Film
Lecture

"4

"Psychological Notes on Art' - Philip Metman

489



9 Records Roussel and Stravinsky

11 Anniversary Party and Preview of Picture Fair

12  Lecture 'The Technique of Painting IV' - Helmut Ruhemann

13 Platform for Poets

14 Music Benjamin Britten's Song Cycle

20 Picture Fair Draw

21 Music Shaw and Music

28 Music Robert Crawford String (luartet No.1, opus 4

31 Christmas Party

1952

January

3 Exhibition Young Sculptors

4 Music leos Janacek - hig Life and Music

5 At home

9 Discussion 'Belated Repartee' - Helmut Ruhemann discussing questions

raised in previous meetings

10 Poetry Anthology of British Poets who have served in the Middle
East

11 Lecture 'Gold Coast Traditional Music and Dance!

14 Films including Man of Arran .

15 Points of View Discusslon on exhibitions of Francis Bacon and Balthus
Chair: David Sylvester

18 Music Bartok Violin Concerto

20  Play Reading  Sappho by Lewrence lurrell

24  Lecture 'Aspects of Fantastic Art - Redon, Chagall, Chirico' -

J.P.lodin

25 Music Arnold Cooke

27 Records Programme of Scandinavian Music N

31 Lecture 'Aspects of Fantastic Art - Masson, Miro, ¥lee' - J.P, lodin

February :

2 Music Understanding Contemporary Music

At home

4 Points of View On the exhibition of Young Sculptors. Speakers: Sir Phillip
Hendy, Robert Melville, Toni del Renzio, Harry Rosenthal ,
Lilian Somerville, Chair: W.G. Archer

5 Reading Christopher Isherwood reading from a novel on which he is
now working

6 Private View Ixhibition of Photographs by Henri Cartier-Bresson

7 Lecture 'Aspects of lMantastic Art - Paul Klee' - J.P. Hodin

8 Music Elizabeth Maconcpy discussing some of her compositions

11 Films including Visit a Picasso

14 Lecture '"Theories of Abstract Art' - J.P. Hodin

18 Play Ubu Roi by Alfred Jarry '

21 Lecture 'Abstract Art' - J.P. Hodin

22 Music Scheoenberg and his Music

24 Music American Music

27 Lecture 'Historic Aspects of Modern Typography' - J. Lewis

29 Music Young Australian Composers

March

1 At home )

6 Private View Exhibition from Life lMagazine

7 Music Fartein Valen music

10  Films including Le Jang d'un Poete

11 Points of View Photography

19 Prose Deed, written and read by lMary Lee Settle
20 Talk 'The Camera as Reporter' - Gene Framer
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21
26
27

28

Discussion
Poetry
Lecture

Music

April

Exhibition
Lecture

Music

At home
Discussion
Lecture
Lecture

Easter Party
Points of View
Music

Films

Poetry Reading
Music

At home
Records
Lecture

Exhibvition
Music

At home

Points of View
Lecture

Film

Music

Dance

Points of View

Lecture
Music
Poetry
Talk
Music
Films
Points of View
Opera

Exhibition
Music
Poetry
Discussion
Lecture

Ixhibition
Lecture

Play Reading
Lecture
Lecture

Opera in England 1952
Herbert Read and John Heath-Stubbs readlng from their work

'"Creative Regression and the Problem of Renaissance in
Contemporary Art' - Dr. lHelen Rosenau
John Addison 3extet for Woodwind

Wilfredo Lam. Opened by E.L.T. Mesens

" 'Picasso I' - Prof., Anthony Blunt

Wozzek by Alban Berg

'Prehigtoric Art and its Relation to Modern Art - the
Sociological Aspect'. - Dr, A. Hauser
Musical Composition in Thematic Style

Contemporary Italian Architecture. |
'Contemporary American Theatre' - Arthur Klein

'Science Looks at Art' - Geoffrey Hart

On Wilfredo Lam
Understanding Contemporary Music

inecluding Henry Mocore

Leonard Scott String tuartet No,2

Scandinavian programme
tLanguage Forms and Form Language' - George Meyer Marton

Drawings by bBteinberg
Renjamin Frunkel introduces his chamber music

American and British Humour

'The Contemporary Potter' - Rernard Leach

Discussion on British Documentary Films and their Music
The lNarpsichord in Contemporary lMusic

The Mirror of Gesture. The Nritya Darpana Troupe of India
hlberto Giacomettl, Chair: David Sylvester., Speakers:
Peter Rose Yulham, Reg Butler, William Turnbull, Rodrigo

Moynihan

Ronald Tremaine Theme and Variations for Two Violins
Poets reading their own works

The Contemporary Theatre - Michael St. Denis

Arnold Schoenberg and his Music

Lucien Ireud

Tomorrow's Furniture. Opened by Sir Hligh Casson
Ucottish Composers of Today

Secottish Poets '
Contemporary Iurniture and Interior Design
'Picagso IT & III'-= Prof. Anthony Blunt

lew Trends in Realist Painting

'The itandards of Literary Criticism' - Dr. F.R. Leavis

André Cide's Oedipus
'‘Picagso IV' =Frof. Anthony Blunt
'"Towards a New Realism! - David Sylvester
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- 16

25

15 Reading

16 Points of View

22 Poetry

August

18 Exhibition
Ixhibition

September

10 Exhibition

16  Lecture

18 Annual General

19 Television

23 Talk

25 Points of View

30 Poetry ‘

October

4 At home

6 Lecture

9 Lecture

13 Films

14 Poetry
Drama

20 Theatre

22 LExhibition

2%  Talk

24 At home

27 Films

28 Lecture

31 Music

November

1 At home

2 Music

6 Lecture

7 Music

10 Films

11 Discussion

13 Lecture

14 Music

18 - Lecture

20 Prose

21 Music

23 Poetic Drama

26  Poetry

27
Criticisms

28 Music

December

4 Picture Fair

5 Discussion

Angus Wilson reading from his own work

Realism
Francis Cornford and Stephen Spender reading from their

own works

Felix Topolskis: Eye-=Level on Japan

The 01d and the New in South Bast Asia

Kokoschka 1906-52

'A New Anatomy of Feaning' - Dr. I.A. Richards
Feeting of the ICA

'Movement for the Screen' - Christian Simpson

On Expressionism
Andrew Young and others read from their own works

'Einstein' - Marie Seton
'Oskar Kokoschka' - J.P. Hodin

Poetry by Marxists
Soviet Nussian Theatre
l.es Bonnes by Jean Genet

Nine Young Painters

'Bush Cinema' ~ Rollo Gamble

'"The Van Megeren Case and its Bearing on Art Appreciation'

Helmut Ruhemann
Recorded concert

'Finnegan's Wake' - VWilliam Macalpine
Arnold Schoenberg and his Music

including Citizen Kane
Points of View on the recent exhibition of sculpture by

Barbara Hepworth and F.E. McWilliam, Speakers: Lawrence
Alloway, ¥.H.K. Henrion, Bryan Robertson, John Voelcker,
Chair: Toni del Renzio

'Sociology and Poetry'~Charles Madge

The Opera Libretto , :
'A Scientific View of the Creative Imagination' - L.L. Yhyte

Readings from work in progress by Philip Toynbee and
Thomas Hinde

Spanish and Portuguese Folk Songs

¥'ire in Heaven by Dannie Abse

Anniversary Party; Preview of Picture Fair

lleadings from Izra Pound

Architectural Discussing Pimlico Flats, Churchill Gardens

Bartok's Solo Violin Sonata

Is Music a Moral and Social Force?
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6 At home

8 Films including Storm Over Asia

9 Poetry Geoffrey Grigson and James Kirkup read from their own work
10 Exhibition Max Ernst. Opened by llerbert Read

11 Lecture 'Max Ernst' - Roland Penrose

12  Music Iulu. Cpera by Alban Berg

14  Drama Improvised Theatre

16 Lecture 'Francis Bacon' - David Sylvester

19 Music South African Composers

31 New Year's Lve Party

1953
January
"3 At home
6 Lecture 'Chandigarh Capital City Project' - Jane Drew
7 Discussion Points of View on Jurrealism
8 Lecture 'The Chinese Theatre' - Alex McCrindle
10 At home
11 Films including All That Money Can Buy
13 Lecture 'The Humour and kroticism of Surrealism' - Robert NMelville
14 Exhibition International Sculpture Competition. Private View of 12
maquettes representing Great Dritain
17. At home :
18 Theatre Group Theatre reading of The Coming of Age by Patric
Dickinson
-19  Poetry VWilliam Fmpson and Charles Madge read from their own work
20  Architectural Hallfield House Scheme, Bishops Gate Road
Criticisms N
22 Max Ernst giving an informal illustrated talk
24 At home
25 Film The Overlanders
28 Exhibition Opposing lorces
29 Lecture '"The Human Image'. First of four illustrated lectures on
Aesthetics of Sculpture by Herbert Read
30 Discussion Some of the painters represented in Opposing Forces will
take part in an informal discussion
31 At home
February
1 Lrama Ernestine Costa will give a dramatic recital of work by
Bertold Brecht '
2 Lecture 'Vision, Cbject and the Passing of Time' - H.S., Williamson
6 Music Neglected works by young English composers
7 At home
8 Film Time in the Sun
10 Lecture . '"The Discovery of Space'. Second in the series on Aesthetics
of Sculpture by Herbert Read
1 Lecture 'Young French Writers of Today! - Roger Nimier
12 Lecture 'The Healisation of Mass'. Third in the series on Aesthetics
; of Sculpture by Ilerbert Read
13 Music Arnold Schoenberg and his Music
14 At home _
18  Poetry Kathlene Raine and David Gascoyne read from their own works
Architecture Discussion - Architect: Dodo or Phoenix?
20 Music Las Musique Concrete. An experiment in synthetic music,
presented by Fierre Schaeffer, Introduced by Toni del Renzio
22 Film The Road is lLong
25 Reading Readings and recordings from the work of Paul Fluard in

inglish and French
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26  Lecture

27 Discussion
28 At home
March

"Phe Illusion of Movement'. Fourth in the series on
Aesthetics of Sculpture by Herbert Read
Should Musical Works be Commissioned?

"~ (Most evening activities were held outside the ICA Gallery because of the space
taken up by the exhibition Wonder and Horror of the Human Head)

2 Poetry

4 Architectural
Criticisms

5 Exhibition

6 Lecture

T Discussion

9 Film

10 Lecture

13 Exhibition

15  Painters'
Group

17 Lecture

23 Films

24 Music

25 Poetry

26  Lecture

April

8 Discussion

11 Architectural
Criticisms

13  Films

14 Discussion

15 Discussion

22 Exhibition

23  Discussion

24 Music

27 Films

28 Discussion

29 Poetry

May

1 Music

3 Reading

7 Discussion

8 Music

10 Painters!

12 TMusic

13  Film
Meeting

14  Lecture

Recital of Greek poetry in Greek and English

Discussions of interior decorations of the Time-~Life
Building, Bond Street

Wonder and Horror of the Human Head. Opened by Dr. Julian
Huxley

'"They Hate Modern Art of Patterns of Philistine Power' -
Alfred Barr (at the V & A)

Young Contemporaries Exhibition (at RBA Calleries)

La Femme du Boulanger

"Paul Klee' -~ Irof. Will Grohmann (at the V & A)

Private View of International Sculpture Competition
Members invited to bring three of their own drawings

'"The Creative Activities of the Human Brain' - Prof. J.Z.
Young

including The Petrified Forest

Orchestral concert in co~operation with the BBC

Anne Ridler and Norman Nicholson reading from their own works
'The Human Head in Modern Art'! - Illustrated lecture

by Lawrence Alloway., Chair: Robert Melville

Points of View on The Human llead exhibition

Coach ‘excursion to larlow lew Town with guided tour by
Frederick Gibberd, architect

including la Dame aux Camellias

Sir lerbert Read will answer questions arising out of his
lectures on fAesthetics of Sculpture

Architectural criticisms discussing visit to Harlow New Town
l.e Corbusier -~ Paintings, Drawings, Sculpture, Tapestry
1918=1953

I'oints of View on the Contemporary Section of the Mexican
Exhibition

Neglected works by English composers

including Anna Karenina

Points of View on the International Sculpture Competition
Laurie Lee and Norman Cameron reading from their own works

Concert

Frorn In Parenthesis and Anathemata by David Jones

Points of View on Le Corbusier exhibition. Speakers: Wells
Coates, Peter RKeyner Banham, Colin St,., John Wilson, Victor
Pagsmore, Chair: Leslie lMartin

Arthur Bliss The Olympians. Opera in three acts

Group meeting

Crchestral Music, in co-~operation with the EBC

Tomorrow's a Wonderful Day ,

The Works of le Corbusier. Colour slides of his buildings
1924-1952, presented by the Independent Group. Introduced
by Peter Reyner Banham

'Geology and Art' -~ Jacquetta Hawkes
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'James Joyce and the Idea of World Literature' - Harry Levin

Henry Moore Drawings 1928-1953

'The Contemporary Point of View on the Baroque' - Gillo
Dorfles

Vocal and Piano Recital by Peter Pears and Newton Wood
'The Portrait of the Artist in the Works of Thomas Mann' -
Prof,. Erich Heller

The Coronation Decorations. Presented by Sir Hugh Casson

Records of music by Luigi Dallapiccola

Recordings of music by Janacek
Some Principles of Musical Criticism - William Glock

'What Makes a Good Drawing?' - Dr. Roland

"1The Critic and the Author's Meaning' - Prof. William

Empson
Neglected English Composers
A Parliament of Women by lerbert Read

Concert of Chamber Music

The Poems of Wilfred Owen. A talk by Edmund Blunden
WVorks by Christian Darnton

Points of View on the llenry Moore Exhibition. Speakers:
Robert Melville, David Sylvester, Lawrence Alloway, Toni
del Renzio

Readings of works by French poets

Members Coronation Dance
First Annual Meeting of the Painters' Group

Eleven British Painters - Recent Works

Chamber concert at the Loyal Festival Hall

'The Theatre in Relation to the Contemporary Arts' -
Hugh Hunt

'Brazilian Architecture’
Poetry on records

LCC Schools: Roehampton School, Eliot Place and Elm Court
School

Chamber Concert at the Royal Festival Hall

I1llustrated lecture on *British Painting in the Fifties' by

Lawrence Alloway
'The Relationship Between Porm and Content' - Eric Newton

- Dr, Vladimir de Souza

Painters' Group meeting
Annual General Meeting of the ICA

Parallel of lLife and Art. To be opened by Sir Francis

“eynell (in fact opened by Herbert Read)
'horged Masterpieces' - Helmut Ruhemann
Trends in verse since 1930

Artists on the Screen
Points of View on the Parallel of Life and Art Exhibition.

Chair: J.R.M. DBrumwell. Speakers: Lduardo Faclozzi, Peter
Smithson, Donald Holms, David SOylvester

Word and Music in drama

18 Lecture

20 Exhibition

21 Lecture

22 usic

27 Lecture

28 Architectural
Criticisms

29 Music

June

5 Music
Music

9 Lecture

11 Lecture

12 Music

14 Play Reading

16  Music

18 Poetry

23 Music

25 Discussion

26  Poetry

20

31

July

2 Exhibition
Music

7 Lecture

9 Lecture

12 Poetry

13 Architectural
Criticisms

14 Music

22 Lecture

29 Lecture

Auvgust

(No evening activities)

September

6

7

10 Exhibition

15 Lecture

17 Discussion

22 Discussion

24 Discussion

27 Discussion

30 Poetry

Inaugural meeting of the National Book League Poetry Circle
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October

'Sculpture and the Spectator' - Prof. R. dlttkower
including The Son of the Sheik

'The Perfect Critic' - H.A. Mason

'Unknown Arts of the Orinoco Indians' - Alan Gheerbrant
The Aesthetic Problems of Contemporary Art: 'The Impact of
Technology' - Reyner Banham., Chair: Robert Melville

Des Hommes gu'on appelle sauvages

including Ballet Mechanique
Paintings into Textiles

'On Producing T.5. Eliot'! - E. Martin Browne

Painters' Group meeting

1 Lecture

5 Films

13 Lecture

14 Lecture

15  Lecture

16 Film

17 At home

19 Films

21 Exhibition

25 Lecture

26

27 Poetry

29 Lecture

31 At home

Novenmber

1 Music

2 Films

4 Discussion

5 Discussion

1 At home

10 Lecture

12 Lecture

14 At home

18 Exhibition
- Exhibition

20  Poetry

21 At home

22 Play Reading

24 Discussion

25 Discussion

26 Lecture

28 At home

29 Lecture

30 Film

December

1 Lecture

4 Music

5 At home

6 Music

7 Painters’

Group

8 Music

10 Lecture

13 Play

16 Discussion

Young Poets from Cambridge, chosen and presented by Thom

Gunn

The Aesthetic Problems of Contemporary Art: 'New Sources
of Form' - Richard Hamilton. Chair: Eobert Melville

Concert at the Wigmore Hall _

International series of avant-garde and art films
Architectural Criticism. Indian Students' Hostel

Points of View on the Paintings into Textiles Fxhibition

'Characteristics of Modern American Poetry' - Stephen

Spender
The festhetic Problems of Contemporary Art: 'New Concepts
of Space' - Fello Atkinson and William Turnbull.

Private View of The Intimate Life of Paul Klee: Drawings

and Watercolours 1908-=1940

Painters' Group. Opened by John Berger
Poems -by Cecil Day Lewis

A Publican's Story by Kenneth Allott and Stephen Tait

Symposium on Paul Klee's Pedagogical Sketchbook. Chair:
Prof, William Coldstream. Speakers: Lawrence Alloway,
Quentin Bell, Victor Pasmore, H.S5. Williamson

On Painters' Group Lxhibition

The Aesthetic Problems of Contemporary Art:
Symmetry' = Colin St. John Wilson

'Proportion

'New Theatre in Canada' =~ Pierre Lefevre

Male and Female

'Tasks and Aims of the Soviet Cinema' - Georgi Alexandrov
Music of the Orinoco Indians - Alan Gheerbrant

Contemporary Music from qouthern Africa - Hugh Tracey
Why do I paint? »

Jazz; New Trends and Parallels

The Aesthetic Problems of Contemporary Art:
Painting' - Toni del Renzio

Rohinson by Jules Supervielle

'Non-Formal

Architectural Criticisms
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17 Debate : 'That the iate work of Paul Klee reflects a decline in his
: powers'., Taking part: Reg Butler, Patrick Heron, liobert
Melville, E.L.T. Mesens. Chair: David Sylvester

18 Discussion Poetry and Morals
22  Members Annual Party
29 Lecture 'T"he New Philistine!' - Kathleen Nott

31 New Year's Eve Gala Dance

1954 —
January
2 At home
5 Lecture 'Costumes and Customs of some Kenya Tribes'! - Mrs., Joy
Adamson
6 ‘Exhibition Georpe Keyt: Paintines and Drawings from Cevlon
7 Meeting of Jazz Group '
9 At home
7" Films including World Without Ind
12 Lecture "The Painting of George Keyt! ~ Martin Russell .
14  Lecture The Aesthetic Problems of Contemporary Art: 'Problems
of Perception' ~ Dr., Johannes Breugelmann
15 Music Recordings of music by Fartein Valen
16 At home '
17  Flay leading lother Courare by Bertold Brecht
19 Lecture 'Science Fiction' - Lawrence Alloway. Chair: Arthur C.
Clarke (Secretary of the British Interplanetary Society)
22 Talk '"The Use and Abuse of Psychoanalysis in Discussions on
Modern Art'-Prof. Gombrich
23 At home b
24 Meeting In Memory of Dylan Thomas
25 Films Karly Chaplin films
27 Reading Humphrey Lyttleton reading extracts from his autobiography
28  Lecture Aesthetic Problems of Contemporary Art: 'The Human Image' -
Lawrence Alloway
30 At home
31 Discuszion Points of View: The State of the Theatre
February
2 Exhibition Raoul Dufy
Exhibition Faintings by Artists from Ceylon
4 Discussion Architectural Criticisms: Dankside Power Station
6 At home
8 Films including Le Crand Melies
10 Exhibition ltecent British Drawings . ,
11 Lecture The Aesthetic kroblems of Contemporary Art: 'Mythology f
and Psychology! - Robert Melville !
12  Music Lecture recital -~ Classical Contemporary Ballet §
14 Recital Dylan Thomas Memorial Recital !
16 Talk 'Mditing a Lierary Magazine' - John Lehmann (editor of )
London Magazine) f
18  Lecture 'C.G. Jung and Modern Art' - Lir. J.P. Hodin i
19 Jazz Personalities of Jazz ‘ ?
20 At home
24 Music Concert
25 Lecture The Aesthetic Problems of Contemporary Art: 'Art in the
Fifties' - Reyner Panham
26  Lecture 'Contemporary Art in Soviet Russia' - John Berger
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27 At home

28 Talk

March

4 Discussion

6 At home

8 Films

9 Discussion

11 Lecture

13 At home

16 Concert

18 Discussion

19 Jazz

23 Lecture

25 Lecture

26 Lecture

27 At home

31 Exhibition

April

1 Exhibition
Lecture

3 At home

5 . Films

8 Discussion

13 Disduséion

22 Lecture

23 Jazz

24 At home

25 Talk

27 Films

May - .

1 At home

4 Talk

6 Lecture

8 At home

11 Discussion

13 Lecturév

14 Exhibition

15 . At home

The Theatre

Literature, Censorship and Tlornography

including Die Dreigrcschenoper

Tashion and Dress Design. Speakers: John Cavanagh
Madge Garland, Cynthia Juda, Alex Marafine, Toni del
Renzio, Chair: James Laver
"Current Literary Forms - Poetic
John Heath Stubbs

Symbols and Techniques' -

The Moduler by Le Corbusier. Taking part Reyner Banham,

Williaw ilowell, Sam 3tevens, Lawrence Alloway
Blues in Jazz - Traditional and Mpdern
‘Personality Factors and the Power to Create! - Cordon

Hattray Taylor
tCurrent Literary Forms - Literary Criticism' - Dr. F.R.

Leavis
'Contemporary Staging and Settings of Opera' - Dennis

Arundell

Victor Tasmore, Paintings and Constructions 1344-54,

arranged by Lawrence Alloway.

Photo-Imazes by Nirel Henderson (in the Members' Room)

'A Moustache for the lona Lisa. A History of Taste as
YWritten by Painters of Various Epochs' - Julian Trevelyan

including Double Indemnity

On the work of Victor lasmore. Speakers: Adrian Heath,
Peter Reyner Banham, David Lewis, David Sylvester.
Chair: Lawrence Alloway

frchitectural Criticisms. Landsbury Housing Scheme
‘Current Literary Forms, New Form in the Novel! -
Thilip Tcynbee :

The Trumpet in Jazz

The Poet in the Theatre
The Pattern of Growth. A programme of extracts from
films introduced and commented upon by Dr, Patrlck Collard,

ngel hendorson and Lduardo Paolozzi

'Drawing as an Obsession' - J.B. Brunius
'"Current Literary Iorms. Poetic Drama'

The Voices of Silence by André Falraux. Speakers: Frof. John

Cocking, Andrew Yorge, Frof. Gombrich, MNigel lenderson,
Stephen Spender, Chair: Lawrence Alloway

'Current therary Forms, Writing for Broadcasting
George Praque Paintings and Drawings from linglish

Collections, also Lithographs and kngravings 1909-53
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-9

Acting in Opera

Literature and the Modern Crisis in Italy

Architectural Criticism: Ackroyd Estate, Wimbledon Park

Him by e.e. cummings
Advert1s1ng and the Arts

tContemporary Scottish Poetry'! - Dr, David Daiches
'Drawing as Communication' -~ Reyner Banham, Chairs Ove
Arup. ('Triumphs and Obscurities of Mechanical

Draughtsmanship®)

tformative American Elements in T.S. Eliot's Work' -

Fdward D. Mayo
Fabrics made from designs shown in the recent ICA exhibition

tAmbush at the Frontier' ~ A dialogue on the Western film
by Toni del Renzio and Lawrence Alloway (Illustrated by

film stills)

Recent Paintings by Fahr—el-Nissa Zeid

Concert of Musique Concrete devised and recorded by young
French composers

The Open Air Sculpture Competition in Holland Park
W.S. Graham reading from his own works

-

Meeting of the ICA
Illustrated Report on the Biennale Exhibition in Venice.

Suhday Painters

20th Century Sculptors of the School of Paris - David
Sylvester. 1. Matisse

" 'The Growth of Ideas'-L.L. Whyte

20th Century Sculptors of the School of Paris - Dav1d
Sylvester. 2 Brancu51

30 Talk

June

1 Concert

3 Poetry

5 At home

10 Discussion

Side

12 At home

13 © Play Reading

17 Discussion

19 At home

22 Lecture

24 Lecture

26  Midsummer Evening Gala

29 Talk

30 Exhibition

July

1 Talk

3 At home

9 Exhibition
Music

10 At home

13 Discussion

15 Poetry

17 At home

21 Annual General

22  Report

24 At home

31 At home

August

(No evening activities)

Séptember

8 Exhibition
Lecture

11 At home

15 Lecture

16 Lecture

18 At home
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22 Discussion

23 Lecture

24 Jazz

25 At home

28  Poetry

29 Report

30 Lecture

October

5 Discussion

T Lecture

8 Jazz

9 At home

13 Exhibition

16 At home

17 Play Reading

19 Music

20  Poetry

21 Discussion

22 Jazz

23 At home

26 Discussion

27  Lecture

28 Seminar

29 éoncert

30 At home

November

4  Discussion

5 Jazz

6 At home

T Concert

10 News from
Abroad

11 Seminar

13 Dance

17 Lecture

What is Sunday Painting? Teking part: Marguerite Dasnieres{

Robert Melville, Stephen Spender, Lawrence Alloway,

Victor Willing. Chairs: Benn Levy
20th Century Sculptors of the School of Paris -~ David

Sylvester, 3. Picasso
First of siv lectures on the outlines of jazz. 1.'Louis

Armstrong - Cause and Effect! - David S. Stevens, Chair:
Lawrence Alloway

WeS. Merwin will read from his own work and his choice of
contemporary American poetry

Illustrated Report on the Triennale Exhibition in Milan
by Peter Reyner Banham. Chair: Misha Black

20th Century Sculptors of the School of Paris = Dav1d

Sylvester. 4. Laurens

The Newest Novels '
20th Century Sculptors of the School of Paris - David

Sylvester. 5. Giacometti
Secand in the series on the outlines of jazz.'New Orleans

Jazz — Past and Present' -~ Ken Colyer

Collages and Objects, Arranged by Lawrence Alloway.

The Apollo of Bellac by Jean Giraudoux

Concert ‘

Readings by Lawrence Durrell and Bernard Spencer

The Importance of Collages. Speakerss E.L.T. Mesens,
Koland Penrose, Toni del Renzio. Chair: Robert Melville.
With texts chosen by Lawrence Alloway

Third in the series on the outlines of jazz. 'Chestnut
Street in the Nineties - Ragtime and its Great Era' -
Robert Melville. Chair: Alexis Korner

bympos1um on Cézanne. w1th reference to the exhibition at
the Tate Gallery '
'Painting of the Future and the Future of Painting' -

Man Ray
Books and the Modern Movement 'Art Now by Herbert Read' -

Lawrence Alloway. Chair: Reyner Banham
Piano Recital

The Critic in the Witness Box, in which artists have the
opportunity to discuss art criticism with art critics

Fourth in the series on the outlines of jazz. 'Harlem Jazz -

Ellington and the Thirties'-Charles Fox. Chair: David
Sylvester _ v

Vegh String Quartet
'Chlna' by Prof A.J. Ayer, Rex Warner and Sir Hugh Casson

Books and the Modern Movement. 'Picasso by Gertrude Stein' -

Robert Melville., Chair: Reyner Banham

'Soviet Music and Musicians® by‘Aram:Khachafufian
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The Criticism of Television Programmes

18 Discussion
19 Jazz Pifth in the series on the outlines of jazz, 'Minton's and
its Aftermath - Emergence of New Forms' — Albert MacCarthy
Chair: Eduardo Paolozzi
20 At home
23 Talk tContemporary Architecture in Western Germany' - Peter Noro
24  Poetry Arthur Rimbaud Centenary
25 Seminar Books and the Modern Movement. *The Meaning of Modern
, Sculpture! by R.H. Wilenski!' - Reg Butler.
27 At home
30 MNusic Concert by the Koyal Philharmenic Orchestra
December .
1 Private View Picture Fair
Party
2 Seminar Books and the Modern Movement. 'Towards a New Architecture
by Le Corbusier' -~ Toni del Renzio. Chairs Reyner Banham
3 Jazz Forum
4 At home
T Talk 'Contemporary American Architecture! by Richard Llewellyn
Davies
8 Symposium Followed by a discussion on the Diaghilev exhibition
9 Seminar Books and the MNodern Movement. 'Pioneers of the Nodern
Movement by Nikolaus Pevsner' - Robert Furneaux Jordan
Chairs leyner Danham :
10 Picture Fair Draw -
11 At home
14  Music .
15 Films including Gaston et Martin N
16 Seminar Books and the Modern Movement. 'Vision and Design by Roger
Fry'! - Reyner Ranham
18 At home
KX New Year's Eve Dance
1955
Januvary . . - o
6 Discussion Leger, re. current exhibition at Marlborough Gallery.
Speakers: Alan Clutton Brock, David Sylvester, John McHale.
Chair: Robert Melville '
8 At home
1 Poetry Reading
13  Architecture  Symposium on Prof. Giedion's book Walter Gronius. Speskers:
S E. Maxwell Fry, Prof., N. Pevsner, John MCHale, Reyner
Banham, Chairs¢ Dr. J.L. Martin ,
14  Lecture "The Place of Music in the Modern Film' — John Huntley
15 At home
17 Composers! Organisation of Opera in Britain
Concourse . : o B
19 Private View Francis Dacon _ v
20 Discussion Horror Comics. Speakers include Sir Herbert Read, Peter
' ‘ Mauger, Marghanita Laski, Dr. Micheel Fordham, Lawrence
Alloway. Chairs Benn Levy
22 At home
25 Party
31 Composersg!?

Concourse

Review of New British Operés
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February

Films by Kenneth Anger

Contemporary Architecture in West Africa

Francis Bacon. Speakers include Lawrence Alloway, Anton
Ehrenzweig, Peter Vansittart, Victor Willing, Denis
Williams, Chair: Eric Newton

Opera and the British Composer. Libretto writing

'The Psycho-Pathology of Reaction in the Arts! - Sir
Herbert Read

'The Voice of the Pioneers. Meetings with Edvard Munch,
James Ensor, Oskar Kokoschka, Trancu31, Calder and Miro'-
Dr. J.P, Hodin

100 Photographs by Werner Bischof of the Far Fast
Illustrated talk on the Movies 1.'Post—ilar American
Memories' - Carl Foreman. Chairs: Lawrence Alloway
Projection of 120 coloured photographs of the Far East by
Werner Rischof

Music by Bartok
The Composing of Opera

'Tndustrial Civilisation and Contemporary Literature' -
Prof. Charles Madge

'The Voice of the Pioneers. lleetings with Marino Karini,
Dubuffet, Chagall, Matisse, Braque and Picasso' - Dr. J.P.
Hodin

Desert Island Discs -‘Humphrey Lyttleton
Matisse Memorial Lecture by Georges Duthuit
'Recent American Movies in Europe' - Karel Reisz. Chairs
Lawrence Allowany
Second showing of Bischof photographs
'Literary Criticism!' - Dr. F.R. Leavis

Commissioned Music

Poets of the Forties ,
'Les Fauves' ~ Georges Duthuit

Dlscus51dn on Modern West Coast Jazz

Film & Discuss1on. Communications Primer by Charles Eames, followed by a

1 Film Show

5 At home

8 Architecture

10 Discussion

12 At home

14 Composers?
Concourse

17 Lecture

19 At home

22 Lecture

23 Private View

24 Film Seminar

25 Photographs

26 At home

27 Concert

28 Composers'
Concourse

March

1 Lecture

2 Lecture

5 At home

T Jazz

8 Lecture

10 Lecture

11 Phofographs
Lecture

12 At home

14 Composers?

. Concourse

15  Poetry

16 Lecture

19 At home

21 Jazz

22

23 Lecture

24 Lecture

26 At home

28 Composers!
Concourse

29  Private View

31 Discussion

Aprii ,

2 At home

4 Jazz .

"discussion led by Prof. J.Z. Young
'Impressions of Japan' - Bernard Leach
The Moviess ' Symposium on Heroines'. Chair: Lawrence Alloway

Composing for Radio

Jean Dubuffet - Paintings, Drawings, Sculniures

Guttuso, re. current exhibition at the Leicester Gallery

Desert Island Discs_- Lord Donegall
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12

13
14
17
18
19
21
23

25
27
28
31

June

TN O~ ONPE N

13
14

15
16
17
18
21

Lecture

Films
Lecture
Lecture
Poetry
Party

At home
Discussion

At home
Jazz
Ballet
Concert
At home

Private View
Exhibition
Discussion
At home
Composers!
Concourse
Discussion

Jazz

At home
Concert
Symposium
Annual General
At home
Composers*
Concourse
Poetry

Jazz

At home

Poetry Reading

Talk

At home

"ilms

Music

Dance Recital
Private View

At home

- Concert

Discussion

Lecture
Talk
Jazz
At home
Lecture

'Anthropological Material and Contemporary Literature' -
Dr. Godfrey Lienhardt

including Invocation
Anton Webern'! — Rene Leibowitz

The Movies: 'The Movies as a Mass Medium' -~ Lawrence Alloway

National Book League Poetry Circles Ezra Pound by E.L. Mayo

Dubuffet. Upeakerss Patrick Heron, Dr. J.P. Hodin, Roland
Penrose., Chairs: Lawrence Alloway

'Sexual Imagery in the Bluest'! —~ George Melly
Marie Rambert giving a talk on subjects for ballet
Music by Schoenbherg and others

Mark Tobey = Paintings
Work in Progress. Eduardo Paolozzi (in the members' room)

Masson, re. retrospective exhibition at the Leicester Gallery

Composer at Work

Daily Express Young Artists Exhibition 1955. Speakers:
Alan Clutton~Erock, Eric Newton, Lawrence Alloway. Chairs

Robin Darwin
Charlie Parker Memorial Programme. Records and discussion

in co-operation with the EBBC

T.E. Lawrence: The Biography of Heroes
Keeting of the ICA '

The Teaching of Musical Composition

'Contemporary American Poets! - J.L. Sweeney
*Chicago Jazz' - Charles Fox

Contemporary German Poetry
‘ \ J g

Poets of the Music Halls

includiﬁg John Piper
Internationql Klements in American Music

'20th Century Paintings and Sculptures lent by Collectors

Catholicism (including Anglo-Catholicism) and Contemporary
Literature _ ' ,

'Giacomeiti' - David Sylvester

The Music Hall and.Palace of Varieties

tArchitecture in the Tropics' = G.A. Atkinson



23 Discussion

25 At home

28 Lecture

29° Symposium

30 Jazz

July

5 Poetry

6 Private View

7 Lecture

9 At home

12 Discussion

14 Architecture

16 At home

21 Discussion

23 At home

27 Party

30 At home
Exhibition

August

11 Private View

September

17 At home

20  Poetry

22 Discussion

24 At home

27 Jazz

29  Lecture

October _

6 Lecture

8 At home

10 Jazz

12 Private View

13  Lecture

15 At home

18  Architecture

19  Poetry

20  Party

22 At home

24 Jazz

25 Discussion

26  Architecture

29 At home

Albverto Giacometti, re. current exhibition. Speakers: ;
Lawrence Alloway, Robert Melville, Toni del Renzio,
David Sylvester. Chair: Robin Ironside

'The Mobile' -~ Kenneth Martin
Heroes to Hero Worship, with special reference to D.H.

Lawrence
'A Survey of Jazz' - Bill Russo

Dr. Edwin Muir reading from his own work

- Man, Machine and Motion, an iconography of speed and space.

Opened by Lord Brabazonof Tara
'Metal in Motion'. The popular iconography of the auto-
mobile — Reyner Banham. Chair: Lawrence Alloway

Science and Contemporary Literature

Discussion of 'furn Arain (of KARS group) exhibition.
Speakers: Maxwell Fry, Alison Smithson, John Summerson,
Chairs J.M. Richards

Man, Machine and Motion exhibition. Views given by Dean

Delamont, KReyner Banham, Peter Smithson, J.S. Shapiro.
Chairs: C.H. Gibbs~-3mith

Monotypes and Collages by Magda Cordell

Young Sculptors. New works by Robert Clayworthy, Alan Davie,
Elizabeth Frink, Peter King, John McHale, William Scott,
and others

Some Young Poets, a selection mzde by G.S. Fraser
Art Criticism and Art History

Film: Jammin' the Blues
'The New LInglish Art Club' - Andrew Forge

'The Shape of Things' = James Laver

'Dizzy Gillespie' ~ Alan Morgan
Eight Painters

'The Camden Town Group! - Ouentln Bell

Le Corbusier at Ronchamp. Speakerss H. Russell-Hitchcock,
Peter Smithson, J.M. Stirling, Chairs Colin St. John Wilson
Reading by Robin Skelton and Thom Elackburn

'The Trumpeting of Henry Allen' - Hector Stuart

lass Communications 1s¢ 'Fashion and Fashion Magazines! -
Toni del Renzio. Chair: Lawrence Alloway

Report of lalsingborough TFestival — Erno Goldfinger and
Paul Reilly
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November

5 At home

9 Private View Aspects of Schigzopnhrenic Art

10  Lecture 'The Art of Wyndham Lewis' - Charles Handley-Read. Chair:
Lawrence Alloway

12 At home

14 Jazz *Jazz in Duropes: Past and Present' — Norman Jenkinson

15 Poetry New Poetry selection by Stephen Spender

16  Discussion Schizophrenia and the Arts.

17 Architecture Roads and Landscape

18  DMusic | Concert at the Wigmore Hall

22 Discussion Waiting for Godot, now running in the West lind. Speakers:
Peter Hall, Harold Hobson, David Paul, Toni del Renzio,
Tony Rkichardson, John Whiting. Chair: David Sylvester

24 Lecture tWar Artists' - Colin Maclnnes

26 At home

28 Jazz tWhite Jazz of the Twenties' - Burnett James

29 Discussion Mass Communications 2: 'Childrens' Books and Periodicals®
Speakerss John Nicholson, G. Harry McLaughlin, Geoffrey
Trease. Chair: Lawrence Alloway

30 Film Sculpture in the Open Air, a recorded talk by.Henry Moore

December

1 Poetry NMoon's Farm by Herbert Read

3 At home

6 Private View Picture Fair

Anniversary Party

8 ugic F'ranz Reizenstein playing his own preludes and fugues

10 At home

11 Lecture Revaluation of W.B. Yeats.1.'The Poetry of W.B. Yeatss a
Reconsideration' -~ R. Henn '

14 Lecture 'English Posti-Impressionism! - Prof. Alan Clutton-Brock

17 At home ‘ S

19 Lecture 'The Content of Abstract Art! - Patrick Heron

20 Fusic Concert at the Wigmore Hall

22  Lecture Revaluation of W.B Yeats.2.'Yeats' Symbology' - Kathleen

' Ralne

31 At home

1956

January ‘ o

3 Lecture Revaluatlon of W.B Yeats.3. Something of Great Constancy' -

' John Wain

: Music At the BBC Studios ,

4 Private View Ten Years of English Landscape Palntlng 1945-55

5 Lecture 'Men in the Moon' - a valuation of recent non-figurative
paintings by Sir Herbert Read

7 At home ' , ‘ ‘

9 Music Concert at the Arts Council

10  Architecture Discussion with illustrations on kitchen interiors

12 Discussion Mass Communications 3s 'The Audience as Consumer: Independent

‘ Television and Audience Research! Speakers: Dr. H.W.

Durant, Dr, Hilde Himmelweit, George Plante, Bernard Sendall.
Chairs Lawrence Alloway

14 At home i o o .

15 PFilm Picasso and liodern Art =

17 Lecture Aspects of Communication. 'Meaning and Purpose of

Communlcatlon' - Prof. J.Z Young
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'The Scientific Status of Psycho-Analysis' - Dr. Edward
Glover

Concert at Wigmore Hall

Landscape and the Art of Landscape

'Recent Abstract Painting in America' - Prof. Meyer
Schapiro

Aspects of Communication. 'Information Theory and its
Avpplication to Psychology' - N.F. Dixon

tRealism Re-Examined! — Een Shahn

Concert at Arts Council

'The Validation Problem in Jungian Psychology' - Dr. A,
Plaut .

Lecture recitals *Coleman Hawkins' - Charles Fox and Raymond

Horricks
*The Scientific Study of Personality! -~ Prof, H.J. Eysenck

Aspects of Communication. *'Communication and Notions of
Correct linglish' -~ Dr, Randolph Quirk

Revaluation: 'Futurism' - Reyner Danham
Baumeister Memorial Exhibition

The Open Plan versus the Cellular. Speakers: Lionel Brett,
Stefan Buzas, Peter Smithson. Chairs Misha Black
'Baumeister and Modern German Art' -~ Prof, Will Grohmann

Works by Iain Hamilton and others

'The Prime Influence of Buildings on the Graphic Artst' -
Adrian Stokes

Aspects of Communication. 'Communication Through Painting'-—
Prof. E.H. Gombrich

'The Humanistic Element in Contemporary Art' — Henry Roland

Fembers Introductory livening

19 Lecture

24  Music

25 Discussion

26  Lecture

28 At home

31 Lecture

February

2 Lecture

T Music

9 Lecture

11 At home

13 Jazz

14 Lecture

16  Lecture

18 At home

21 Lecture

22 Private View

23 Architecture

24 Lecture

25 At home

28 Music

29 Lecture

larch

1 Lecture

3 At home

6 Lecture

9

10 At home

12 Music
Lecture

14 Jazz

15 Seminar

17 At home

21 Lecture

22  Poetry

24 At home

25 At home

26 Jazz

27 Music

28 Architecture

29 Lecture

April

5 Composers!
Concourse

Concert at the Arts Council

Aspects of Communication. 'Poetry and the Machine: Some
Communicative Problems' - J.F. Warburg

Lecture recital: Personal choice by Reg Butler

Herbert Réad discussing Suzanne Langer

'The uChlZOld Element in Normal Life' - Dr. John Layard
Poetry of the Fifties

Personal Choice by Nicholas Moore

Concert at the Wigmore Hall

Discussion on the New Brutalism. Speakerss Toni del Renzio,
Ronald Jenkins, John Uummnrson, D.J"s Tomlin. Chair: Ove

“Arup

Aspects of Communication. 'Communlcatlon Problems in
Industry' = MJ.W. Ivens

Nationalism and the Nodern Scene
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11
12
14
15
1%
17
19

20
21

25
26
28

May

10
12
15
17
19
26
28
29
30
31

June

12
13

14
16

19

20
21
23
26
28
30

July

10

11
12
17
18

At home

Jazz Personal Choice by George Chisholm
Films Films as an Instrument of Communication
At home

Play Reading The Fald Prima Donna and The Motor Show by Iugene Ionesco
Music Concert at +the BBC
Architecture 1Gaudi' -~ Henry-Russell Hitchcock

Discugssion Toys and Films of Charles Fames. GSpeakerss Lawrence
Bachman and others. Chair: Lawrence Alloway

Music The Teaching of Kusical Composition

Private View Burle liarx

usic Organ RHecital

At home

Poetry Reading New Poets and Neglected Poets

Lecture tAmerican Abstract Painting' ~Prof. lMeyer Schapiro

At home

At home

Poetry Reading Three American Poets

Jazz Tribute to Fats Waller by Hector Stewart

Discussion Burle larx

At home

Discussion Design Centre

Lecture ‘Cracious Living 1750-1850' (I) ~ Gordon Rattray Taylor

At home ‘

At home

Lecture tCurrent 1'rends in Non-F'ipgurative Art' - Peter Stroud

Discussion Nicolas de Stael

Private View Jix Contemporary Venetian Painters and sculptors

Lecture 'The Englishman's Religion' — Geoffrey Gorer

Jazz ‘ Tribute to Armstrong by Humphrey Lyttleton

Music = The 5oldier's Tale by Igor Stravinsky

At home ‘ e

Discussion Report on Cannes Film Festival

Discussion Freud and the Arts. Speakers: Lawrence Alloway, G.S. Fraser,
Adrian Stokes. Chair: Robert Melville

Discussion Mass Communications 4s 'Billy Graham as Mass Communicator'.

At home R

Discussion Revaluations: 'Marcel Duchamp!. Speakerss Richard Hamilton,

o Anthony Hill, Colin St. John Wilson.

Lecture Lroadway and Hollywood' — Donald Ogden Stewart

Lecture 'Coast to Coast! — Ian McCallum '

At home

Music Annval General lieeting of lMusic Section

Lecture Angus Wilson.Readings and comments on his work

At home .

Private View Paintings by Georges Mathieu

At home

Dlscug51on/V1s1t V1s1t to llectrin House, followed by discussion with
architects. Speskerss Edward Wright, Leonard Manassen,
Peter Smithson, Peter Mills,., Chair: Ian McCallum

Discussion Trends and Problems in German Literature
Party i

At home N o o , . L ‘
Lecture tJapanese Impressions' - D.J. Enright
Lecture YArt and Theory' - Richard Wollheim
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21 At home
25 Lecture
28 At home
3 Report
Avpust

9

Report

(ICA closed)

September

5 Private View

6 Literature

11 Humour

13  Architecture

20 Literature

22 At home

29 At home

October

2 Private View

4 Science

6 At home
Exhibition

11 Sociology

13 At home

15  Jazz

18  Art

20 At home

25 Private View

27 At home

29 Jazz

30 Art

November

1 Art

3 - At home

8 Art

10 At home

12 Jazz

17 At home

22 Recital

24 At home

26 Jazz

29 Art

30 . Drama

December

1 At home

4 Literature

8 At home

'Only the Really New can be Truly Traditional' - Georges
Mathieu

On the Aspen Conference: *'Ideas on the Future of Man
and Design!

On the Duke of Edinburgh's Study Conference on the Human
Problems of Industrial Communities within the Commonwealth
and Empire

American Cartoons from the New Yorker

Annus Mirabilis by H.P. Blackmuir

'‘Chenges in fLmerican Humour' — Michael Barsley
'The Precinct of St Paul's Cathedral' - Sir William Holford
tThe Future of Writing' - Colin Wilson

New Paintings by John Hultberg

'The Present Staus of Machine Translation' = Dr. Andrew
D, Booth

An FExveriment with Child Art - Eduardo Paolozzi (in the

members' room)
'Gangs and Delinguent Groups of London' - Dr. Peter Scott

Personal Choice by Cleo Laine
Alan Davies Self Portrait. Introduced by Lawrence Alloway

Picasso, Himself

'Lionel Hampton'! - Geoffrey Aldan
'Cubism and Bragque' — John Golding
tPicasso!' -~ Daniel Henry Kahnweiler

Jackson Pollock - Public Discussion. Speakers: Victor
Willing and others, Chairs: Lawrence Alloway

Personal Choice by Brian Harvey’ .

Bertolt Brecht's In Memorium

'Is Teamwork in the Arts Possible?'~ Jerome Mellquist

Scellerata by G. Rovetta

'Reflections on American Poetry!' — Allen Tate
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10 Jazz 'Tribute to Art Tatum' - Bill Jones

1 Music At St. Martin-in-the-I'ields Church

12 Private View Picture Fair
Anniversary Party

13 Art 'An Art Historian Looks at Contemporary American Painting' -
Frank John Roos

15 At home

17 Private View Serigraphs by British Artists

18 Theatre symposium on Trends in Contemporary Theatre

20 Picture Fair

22 At home

3 New Yeart's ILve Dance

1957 -

January

5 At home

10 Science 'The Theory of Cames' - Dr, S. Vajada

12 At home

15  Symposium The Younger Generation, arranged by Jonathan Miller

16 Private View Statements: a Review of British Abstract Art in 1956

17 Literature torm and Plot in the Novel'~John Holloway

19 At home

21 Jazz

22 Music At the Wigmore Hall

24  Party

26 At home

29 lusic At the Maida Vale Studios

31 Literature 'Book Addiction' - Mary Scrutton .

I'ebruary

2 At home

4 Jazz ' Personal Choice by Reg Butler

T Fashion ¥an About Mid-Century'! -~ a dialogue by Roger Coleman and
Richard Smith

9 At home

10  Theatre The Pinedus Affair by Paolo Levi

14  Architecture Discussion on reconstruction

16 At home

19 Art 'Dada in Our Time! - Richard Iluelsenbeck

" Music At the Wigmore Hall

21 Literature 'The Genesis of a Storyt - Llizabeth Bowen

23 At home

28 Private View Lost Waxs Metal Casting on the Guinea Coast

March

2 At home _ ,

4 Jazz 'Jazz Scene 1957' - Brian Harvey

5 Fashion 'The Strategy of Fashion' - Toni del Renzio

7 Members' Party o '

9 . At home S : o . ‘

12 Seminar Lost Waxs: Metal Casting on the Guinea Coast(I)

14 Literature New Poets

16 At home

18 Jazz

19 MNusic

At the Wigmore Hall
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Lost Wex (II)

19 Seminar

21 Lecture tAre Science and Art Divergent?' — laxwell Fry

23 At home

28 Films and Music

30 At home

April .

2 Architecture 10ffice Blocks and the Multivalence of Architecture' -~
Lrno Goldfinger

4 Private View [aintings by Farel Apoel

6 At home

9 Literature Reviewers Reviewed

12 Lecture '"he Pedagogical Imnact of Automation' - Tomas Maldonado

13 At home '

15 Jazz

16 Art Art in the CGerman Democratic HRepublic

18 Art Karel Apprel Discussion. Speakerss Roger Coleman, Christopher
Logue, Halph Rumney, Joseph Rykwert, Chair: Robert Melville

24 Reception For delegates to the Society in Iducation in Arts conference
on Fduvcation Through the Arts

25 Discussion Children in the Mass Nedia

Films Selection made by the American Ford Company dealing with

contemporary technology

27 At home ,

28 Play Reading  Scenes from James Joyce's Ulysses

30 Philosophy 'The History of the Idea of thes Unconscious Before IFreud! -
L.L. Whyte

May .

4 At home

6 Music Concert at the BBC

8 Privete View Olivetti Desipn Exhibition

9 Art. Discussions Between Space and Earth (on Italian Painting

. at the Marlborough Gallery)

11 At home

13 Jazz Tllington at MNewport

14  Lecture 'Nass Communications — A Theory of Mass Culture! - Dwight

’ hacﬂonald

18 At home .

21 Film’ Guy"Debofd's llurlements en faveur de Sade

23 Lecture 'Topology! - Dr.K.C. Zeeman

25 At home L

217 Jazz

286 Talk 0livetti Design' — William Alexander Cuthbertson

30 Private View Guisenvoi Canorrossi. Paintings 1953-56

N Discussion On Hurlements en faveur de 3ade

June ,

1 At home- o

6 Lecture 'Painter's'Task ani 4u1nter'ﬁ Play' ~ Edward Wright

€ At home - o

13  Literature Poetry Reading

15 At home o

17 Music Stravinsky 75th Dirthday Programme

18 Symposium James Joyce's Correspondence '

22 At home’ : o S

24  Private View lols

26_ Discussion '"One-One Painting' =~ Yves Klein and Pierre Restany
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'The Importance of Wols' — David Sylvester and Toni del Renzio

'The Package and the Pyramid' - Lewis Kumford

Annual General Meeting of the Kusic Section

Australian and New Zealand Poetry

Leon Colub - New Paintings
Lynn Chadwick Lxhibition. Speakers: Robert lielville,
Roland Penrose, Lawrence Alloway, Richard Hamilton

Planning Control. Speakers: Hon. Lionel Drett, Peter
Shepherd, Percy Johnson-}arshall, Ian MNairn, Peter Smithson.
Chair: J.M. Richards

An Exhibit, by Richard Hamilteon, Viclor Pasmore znd Lawrence

Alloway
Bark Paintings — Aboriginal Art of Australia

Three films in connection with the exhibition of Aboriginal
Art

'Jazz Singers Past and Preseni! - Cleo Laine

Annual General Meeting of the ICA

27 Art

29 At home

July

2 Architecture

4

6 At home

9 Poetry

13 At home

17 Private View

18 Discussion

20 At home

23 Discussion

27 At home

Auvgust

12 Private View

27 Private View

September

5 Films

14 At home

16 Jazz

17

21 At home

24 Private View

26 Discussion

28 At home

October

3 Psychology

5 At home

8  Primitivism

10  Primitivism

12 At home

14 Jazz

15  Art

19 At home

21 Jazz

22 Travel

24 ' Architecture

26 At home

29 Mass .
Communlcatlon

November

2 At home

5 ‘ass
Communication

7 Private View“

9 At home

William 'Pfurnbull: New Sculptures and Paintings
A discussion on films between Alexander kacKendrick and
Roger lanvell

'subception' - Dr. E, Dixon

'Child Art of the Desert Abor:plnes' — Dr, Charles P.
Mountford

'Palntlng by Species Other than Human, ani thelr ftelationship
to llumen Art! - Dr., Desmond Morris

Personal ch01ce of Bob Dawbarn _
lMonet

Denny Green and Lester Young
Impressions of the USSR
Trades Union Congress Memorial Puilding

'The'Great‘Game: from Colonel Hannay to Commander Fond.
Some conventions of the political thriller' - John Raymond

Folklore of the Second Industrial Revolution. A discussion
in the Survey of 1947-5T7 series. Speakers: Christopher
trachey, Lawrence Alloway and others

Tight American Artists
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The Method in Action (I)

Drama

10  Theatre

11 Jazz Johnny Dankworth workshop

14  Literature Comments of Declaration

16 At home

19 Art tContemporary American Art! — Kenneth Gallahan

20 Literature Three Weeks in Japan

21 Anthropology  Charles P. Mountford introducing three films Le made in

Australia

23 At home

25 Jazz 'Benny Carter' = a survey by Charles Fox

26 Literature W.5. Graham reading his own poems

28 Pilms Chaplin's Later Work

30 At home

December

3 Literature Why is New American Poetry Better than British?

é Music Recordings of works by ‘ebern (I)

7 At home

g Jazz 'Country Blues' - Alexis Korner

10  Town Planning Report on Frazilia - Sir Willizm Holford

11 Picture Fair Private View
Anniversary Party

13 FKusic Recordings of works by Webern (II)

14 At home

17 lass 'The Trapeze and the Human Pyramid' - Rcyner Danahm
Communication

18  Town Planning Rotterdam

19 Picture Fair

21 At home

31 + New Year's Ive Dance .

1958

January

4 At home .

T Theatre 014 Kedium - New Writers

8 Private View Five Young Painters

9 Literature Tribute to Robert Graves

11 At home - f ‘

13 Jazz Jazz Forum

14  Television New }Medium - New Writers

18 At home

19  Theatre The Method on Action (II)

21 Art Kandinsky. Speskers: L.D. Ettlinger, Toni del Renzio,

‘ o $.Pe Munsing. Chairs Alan Bowness

25 At home '

30 Literature Undiscovered Country

February

1 At home . :

4 Art Young Painters, discussion of present ICA exhibition with

a film by William Green. o

6 Perception 'The Influence of Iiye Disease on Pictorial Art' - P.D,

‘ ' Trevor-ioper F.R.C.5. ’

8 At home - )

9 Play Reading: Goodhyve torld by Lernard Kops
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11 Art t*Juan Gris! - Daniel-Henry Kehnweiler ‘
12  Private View Roger Hilton, Paintings 1953-57

13 Literature Young Poets

15 At home

16  Drama

18 fusic Concert at the Wigmore Ilall
22 At home

24 Jazz

27 Art Michael Tapie Lecture
March

1 At home

6 Psychology tCreative Conflict! - Anton Fhrenzweig
8 At home

10 Janz

12 Private View Pictures from the ™.J. Power Collection

13 Communications Fuseums

15 At home

18 lusic Concert at the Wigmore IHall

20 Architecture Pier Luigi Mervi - Constructo:/Architect. Speakers: I'rank
Newby, James stirling, Peter 'I'rench. Chairs: Edward lills

22 At home

24 Jazz

25 Literature 'Gerard Manley llopkins' - Graham Storey

27 TDesign Packaging. Speakers: IF.H.K. Henrion, Lawrence Alloway,
' Michael Tarr

29 At home

April

1 Films including L.S. Lowry _ .

9 Lecture '"Painting and Intention' - Dennis Duerden

10  Communications The Motivation of Culture. A Statement by Cedric Price,
Bill Cowburn. Chairs: Lawrence Alloway

12 At home

14 Jazz ,

15 Literature '"The Historical Novel' - Peter Green

17 Art : The Impact of American Art on Europe. Speakers: 3ir William
Coldstream, Dryan itobertson, Hichard smith, William Turnbull,
Chair: Stefen unsing

19 At home

23  Private View Asger Jorn. Faintings 193858

28 Jazz .

30 Art ' 'Image~liaking, God-Ireaking'. An illustrated statement by

" Jiduardo Paolozzi. Chairs: Theo Crosby

¥ay , , _ '

2 Music 'Electronic Fusic and the use of the Electronic Nusic

, Studio!' -~ Marc Wilkinson

3 At home , ‘ C

6 Science 'Perceptual Deviation! - N.F. Dixon

8 Party ' ‘

1C At home

13 Film . The Wild One

15  Literature The World of Ilenry liller

17 At home o

20 Communications ‘The Role of the Art Director. Speekers include Toni del
Renzio

22 Theatre The Cult of the Neurotic llero
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*The Provincial Novel'! ~ William Cooper

The Immortal Parker

including On the Bowery
'Man Plus'- I, Duckminster 'uller., Chairs: Reyner Danham

Brasilia. Photographe and model of the new capital of
Erazil ‘
'Architecture — Art or Design?' - Sybil Moholy-Nagy

Brussels ¥xhibition -~ Day Heturn Flight
'"Reflections on a Literary Revolution' - Graham Hough

'The Idiom of the People!' - James Reeves
'Art Jistory for Art Students' - Niklaus Pevsner

Pautrier - Psintings 1928-58
Programme of films by udey and Charles Tames

'Art in America Today'! - Lawrence Alloway. Chair: Stefan

Lunsing
British Carilbean lriters

'5elf Ltd.' - Philip O'Connor

Cregory Fellowshin Fxhibition
lleading by Louise Logan

Visit to Nrussels International Bxposition

Reading by Gregory Fellows of work by Thomas Elackburn and
others

Kembhers of the Nethod VWorkshop Improvisation. Monitored by
Charles Marowitz

Meeting of the ICA
Longuage of ths Wall, Perisian Graffiti Photopraphed by

Brassai

'The Novels of VWilliam Golding' - Peter Green

Strike

Uefgei iisenstein's
Visit to flats by Jemes 5tirling at Ham Common. An Illustrated
Discussion by Reyner Banham will introduce Stirling, with
comments by Denys Lasdun,

24 A1t home

29  Literature

31 At home

June

4 Jazz

6 Films
Architecture

7 At home

10 Private View

11 Architecture

14 At home

17 Txcursion

19  Literature

21 At home

24 Poetry

26 Art

28 At home

July .

3 Privete View

4 Films

5 At home

8 Art

10 Literature

12 At home

17 Literature

20 At home

22 At home
Poetry Reading

26 At home

Avgust

13 Private View

26 + Poetry

September

11 Party

15 Ixpo

18  Poetry

21 Theatre

24  Annual Ceneral

25  Private View

27 At home

30 Literature

October

2 Film

4 At home

7 Architecture

" At home

14  art

'Abstract Ixpressionist Painting and the Humsnist Iradition' -
John Alford
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16 DMass Craffiti. Discussion on The Lancuage of the Wall. Speakers:
Communication E.H.Gombrich, Edward Wright, Jacques Brunius. Chair: John )
Hayward
18 At home
20 Jazz Duke #llington -~ Analysis
21 Mass tHonster Ingineering' - Lawrence Alloway
Communication
23 Philosophy 'Semantics and Gencral Semantics. Alfred Korzybski's
Seience and Danity s an introduction to Non-Aristotelian
systems and Ceneral Semantics (1933)! - Hobert Crawshay
Williams
25 At home
28  Theatre Mary Stuart
29 Privete View Alechinsky — Choses sur papier
November
1 At home
4 Private View Three Collagists. ¥.L.T. lMesens, John licllale, Gwyther Irwin
6 Art lians Namuth's film of Jeckson Pollock
8 At home
10 Music Moses and Aaron by Schoenberg
11 Art Biosraphy and Picasso. A discussion prompted by Roland
Penrose's Picasso just published
12 Jazz
14  Art 1Paul Klee!'! -~ Prof, Will Grohmann
15 At home
18  Poetry Americen Poets
20 Art Reg Dutler answering questions about aspects of his art,
set by Robert Melville
22 At home
25 lusic Concert at the Arts Council N
26 Jazz
December
3 Picture I'air :
4 Poetry Reading from translations of recent poetry from Russia and
S Lastern lurone
6 At home '
10  Annual Kembers' Party : : '
1 Architecture tAmericans in Shopping Centres' - Hulme Chadwick
13 At home '
16 Architecture 'America'’s Crystal Palaces' -~ Ian licCallum. Chair: Peter
Smithson
17 Plcture Fair Draw -
Party
20 At home
31 New Year's Iive Dance
1959
January
3 At home A
7 Private View Paintings from the Damiano Collection
8 Communlcatlon A Critical Look at British Art Magazines. Can they compzre
favourably with llurope and the US. Speakerss Harold Cohen,
o Hlans Juda. Chair: Lawrence Alloway
10 At home ' ' '
13 ° Poetry Reading
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14 Jazz I

17 At hone
19  Kusic Illustrated talk by Alexander Goehr
20 Communication ‘'Automation Among the Artists' - Colin Cherry
22  Art Milan's Rtole in the Avant-Carde. Speakers include Reyner

Banham. Chair: Toni del Renzio
24 At home
27 Architecture 'The Ketropolitan Problem' — Erno Goldfinger
28 Jazz
30 Literature French Realist Novelists ,
31 At home : : i
T'ebruary
5 Fusic A programme of poems and songs by Bertolt Brecht
T At home
10 Literature 'J.D. Salinger! - Arthur Mizener 4
11 Jazz 3
12 Toys Arnold Arnold, American toy designer ¢
14 At home

17 Architecture 'Te Corbusier Oeuvres Supremées! - Reyner Ranham
18  Private View Eirht German Printers
19 Members Party

21 At home
24 Music Concert at the Wigmore Hall
25 Jazz
28 At home
March
4 Architecture Symposium on the Le Corkusier exhibition at the Building

Centre., Speakers: Peter de Irancia, Heyner TLanhsm, Peter

Smithson, John Killick
T At home _
10 Art Young Contemporaries 1959 at the RBA Gallery. Speskers:

Roger Coleman, Toni del llenzio, Peter Smithson.
11 Jazz , o '
12 Film Grand Hotel ;
14 At home o , _ :
17  Art Soviet Art E
19 Philosophy tZ2en and Contemporary Life! -~ Richard Rumbold
21 At home '
24 usic The Danzi Wind Quintet
25 Jazz ;
3 Private View Man Ray Retrospective . o . .
April .. . | . , .
3. Art films ’ ‘ ' /
4. At home , :
9  Poetry American Poems :
11 At home , ' . , v S , . ;
14 Art Atlen spesking zbout recent art and srtists p
18 At home : .
22 At home _ - , o .
25 At home C '
27 Jazz
29 . Private View The Develoning Process
30 Science 'I'he Platonic solids in Art' - J.D. Bernal
May '
3 At home
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5 Literature Poetry and Jazz :
The Developing Process. A discussion on art and education

7 Art
raised by the current exhibition
9 At home
13 Jazz .
21 Science 1iirgonomics! Spezkers: John Christopher Jones, Roger Coleman
23 At home
27 Jazz
28 VlVass Minority Pop. A dialogue by Toni del Renzio and Roger
Communications Coleman
30 At home
June
2 Art Exhibit 1 and 2. Richeard HHomilton and Victor Pasmore discuss

different versions of An Exhibit
3 Private View Adolph Qottlieb. Paintings 1944-59
6

At home

9 Literature Poetry Reading
10 Jazz
" Art tAdolph Gottlieb! — Lawrence Alloway
13 At home
17 At home :
18 PFilms Films by Irank Avray Wilson and an untitled film by Bryan

Forbes and William Turnbull
20 At home :
23 Nembers' Introductory Party
24 Jazz
25 Literature Poetry Reading
27 At home
July |
2 Design Design Centre Awards 1959, Speakers: Sir Gordon Russell,

L. Bruce Archer, A.G. lee, James Stirling, lirs. Mary Adams,

, Chair: Toni del Renzio
4. At home ‘ , _
T Design 'The Design Image of the Pifties! — Richard Hamilton )
8 Private View L.C. Gregory MNemorial Ixhibition ;
11 At home ’
15 Jazz o o
16 Art - The Romantic Novement exhibition at the Tate Gallery.
B Speekerss Michael Kitson, Reyner Danham

18 At home
21 Literature George Orwell -~ a Symposium
25 At home - ‘ o S

27  Annual General Meeting of the ICA o . : :

August o
(No evening activities)

September
23 Private View Place. Paintings by Lichard Smith,

Ralph Rumney and Robyn
Venny. Opened by sStefan Munsing .

24 Party

26 At home

27 Theatre . = Diverting the Mainstream

October

1 Art About Place, Discuszion on current exhibition with Roger
Coleman, Richard Hamilton, Ralph Rumney

3 . At home ' . ,

8  The 50s *Whatever Happened to the Avant-Garde?! - Lawrence Alloway
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10 At home

15 The 50s 'The Revolution in Architectural Thinking Since 195C' -
Peter Smithson

17 At home

20 Art 'Kandinskit's Way to Abstraction' — H.K. Rothel

21  FMembers' Party '

24 At home

28 Private View Architects! Choice

31 At home

November

3 The 50s "The Last Days of Design' ~ Reyner Banhem

4 Communications '7The Culturel Situation in Contemporary China' - Herbert
Read

7 At home

10  Art Is There an Under 35 CGroup? Discussion led by Robyn Denny

' and Ralph Rumney about the Paris Biennale. Chair: Roger

Coleman

1 Jazz

12 Art Tinguely. Demonstration of new metamatic painting-sculpture

14 At home -

17 The 50s 'Poetry in the 50s' - A. Alvarez

18  Party

21 At home

24  Art Kasimir Malevich, Discussion

25 Jazz

28 At home

December

2 Picture Fair .

4 Concert At the Arts Council

5 At home

9 Jazz

12 At home 4

15 The 50s 'fusic in the 5Cs' ~ Iain Hemilton

17  Picture Fair Party and Draw

19 At home

31 New Years' Ive Dance

1960

January

6 Private View $Sculpture, Objects, Libraries

7 The 5Cs 'he Liturgical Movemeni' — The Rev, Peter Hammond

9 At home ' ’ ' ' '

13 Party

14  The 50Cs Symnosium on the Novel

16 At home . -

19 Communications Discussion on the current issue of Cambridee Opinion, with
Colin Cherry, John lcliale, Reyner Banham, Robert Freeman,

. James leller, Gavin Brown. Chair: Lawrence Alloway

21 . The 5Cs *Glorious Technicolour and Ereathtaking Cinemascope and

. , ..Jtereophonic Sound! - Richard Hamilton

23 At home ' o

26 - The 5Cs tInformation and Methods in the Industrial Arts' - John
Christonher Jones

27 Jazz

28  Architecture '"Bragiliat — Sir Yilliam Holford

30 At home



February

1 Concert

3 Private View

6 At home

9 The 5Cs

10 Jazz

13 At home

17 ‘embers' Party

20 At home

23 Design

25 Jazz
Psychology

27 At home

}March

1 Literature

3 Art

5 At home

8 Music

9 Jazz

10 Literature

12 At home

14 Concert

15 Architecture

17  Art

18 Literature

19 At home

23 Private View

24 The 50s

26 At home

30 Jazz ,

31 Communications

April

2 At home

T Communications

9 At home

12 Communications

13 Jazz

20 Private View
Party

21 Literature

23 At home

27 Jazz

28  Design

30 At hbme

May _

7 At home

10 'The 5Cs

11 Jazz

13  Dance

14 At hone

At the Wigmore Hall
Henrion - Things and Symbols

'Top Tens of the Fifties' - Roger Coleman. Chair: Lawrence

Alloway

Discussion, Apropos Henrion exhibition on the problem of

the General Consultant Designer. 3peakerss Kenneth Robinson,

Kenneth Garland, Geoffrey Holroyd

Pitfalls in Translation: Film and Discussion

Mary McCarthy
Direct PrOJoctlonS by Bruno Munari and Laguedynsmorphoses

by André Thomkins. Films by Dieter Rot and Luginbuhl,
Speakers: John Ernest, Richard Hamilton, Kenneth Martin

At the Wigmore Hall

Albert Camus -~ Symposium on the man and his work

City Lights. Speakers: Kenneth Browne, John McHale, Peter
Sharp, Peter Smithson. Chairs Kisha Black .

The Hard Bdge. Discussion on forthcoming ICA exhibition.

Speakerss: Roger Coleman, Herbert Read, Peter Stroud
Saul Dellow

West Coast Hard Idge

‘*The Theatre in the 50s' - Alan Pryce Jones

tiicience and Art Training' - John Christopher Jones
YArt and Communication Theofy' - Dr, W. Ross Ashby -
'The Social Function of Pducation' — John Nadge

Kattia Noreni

‘Surrealist‘Poetry

'Tion't Jﬁsf Staﬁd Thereee.! (Cdmments cn the 50s ét the
ICA and Charles Zames at the RIPA) — L. Bruce Archer

'Philosophy in the 50s' - Hichard Wollheim

' Contemporary Dance Film
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Private View forris Louist Paintings ;

17
18  Party
19  The 50s 'A Dream Revolved! -~ Julian Symons
21 At home
22  Theatre Round. the Bend by Charles Karowitz
25 Jazz
28 At home
June
1 Concert At the Royal Festival Hall
2 Art ¥orris Louis - Discussion on the current exhibition.
Speakers: William Turnbull, Roger Coleman
8 Private View lissays in Movement. Reliefs by Mary Martin and lobiles by
Kenneth kartin
11 At home
15  liembers! Party
16  Philosophy 'Philosophy and the Philistines' - Ernest Gellner
17 Communications 'Clo sed and Open Systems in Art' - Charles Hatcher
18 At home
21  Architecture Castrol Iouse by Gollins, Melvin, Ward and Partners
pA Literature Sylvia Plath, Ted Hughes and Alan Erownjohn reading from
their own works
25 At home
30 Art 'Guernicat - Anthony Blunt
July
6 Lecture Picassos L'Espagnol' - Jean Cassou
T Private View Nicolas uchotffer
18  Annual General keeting of the ICA
21  Lecture 'Picassos Myths, Obsessions and Persistent Themes' -
' Roland Penrose
August
17 Private View Peter Hobbs and Robert Laws
September
13 Art Visit to the Tate Gallery to view the Picasso exhibition
15 Art Discussion on Dook Art and Illustration, led by E.H. Gombrich
20  Private View DMatter Painting. Painters who, since World War II, have
- I developed use of Hautes pates in their art
24 At home
26 Avant-Garde Declaretlon made in the name of the 4th Conference of
_ International Situationism
29 Art The Younger Generation Looks at Picasso. Speakers: Bernard
Cohen, John Plumb, Peter Stroud, Brian Young. Chair:
Roger Coleman ‘ '
October
1 At home
5 Jazz
8 At home -
12 FKembers® Party
13 Architecture Discussion on Reyncr Tanham's book Theory and Design in
the First Machine Age. Speakers: Erno Goldfinger, Denis
Lasdun, Colin St. John Wilson, Peter Smithson. Chair:
. ‘ Sir John Summerson
15 At home '
186 Jazz S _
: Poetry lleading from a new book by George Seferis
22 At home '
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Mysterious Signs. Works by Chirico, Malevich, Kandinsky, !

26 Private View
Arp, Ernst and others
29 At home
November
1 Concert At the Wigmore Hall
2 Jazz
5 At home
8 Poetry George Seferis
12  Architecture Visit to Rutherford School, S5t. Marylebone
At home
15 Literature & including Live Departures, jazz played by Joe Harrioti
Jazz
17 Art 'Marcel Duchamp's The Green Box' — Richard Hamilton.
Chair: Robert Melville
19 At home
22  Members' Party
24 Art The Arts in the Future (I)
26 At home .
30 Concert At the Royal Festival Hall
December
1 Art The Arts in the FPuture (II)
3 At home
6 Art Demonstration by Erian Gysin of experimental work relating
vision and elcctronic sound
T Private View Picture Fair
10 At home
14 Jazz
17 At home N
21 Picture Fair Draw and Party
31 New Years'! Lve Dance
1961
January
5 Literature "Kidnavping' Yeats
6 Art ‘ 'How I became a Sculptor' - (Ossip Zadkine
' Concert Matyas Seiber Memorial Concert
T At home
9 Architecture New Theatres L
11 Private View lHaller and Hollegha
Jazz
14 At home )
17 Psychology 'Melanie Klein' — Dr, Hannah Segal
18  Members' Party , , o
19 Art Image of Tomorrow: 'Urban X-Ray' - Robert Freeman. Chair:
Lawrence Alloway
21 At home
24 Concert At the Royal Festival Hall
25 Jazz
28 At home
February :
2 Art Image of Tomorrow: 'Slogans and People! - Roger Coleman
4 At home '
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Image of Tomorrow: 'On a Planet with You' - Lawrence

9 Art
Alloway
11 At home , .
14  Art Young Contemnoraries Ixhibition 1961. Speakers: Robert
Melville, William ‘furnbull, Andrew Forge, Norbert Lynton.
Chair: Lawrence Alloway
16 Art Image of Tomorrows: 'The Plastic Parthenon' - John McHale
18 At home '
Concert Music by Boulez and others
21 Art Image of Tomorrow: 'Automation and Logical Design! - John
Christopher Jones
22 Private View Peter Stroud and Peter Clough
Members?! Party
25 Architecture Alton LCC listate, Roehampton.
At home :
28 Art - Image of Tomorrow: Symposium. Speskerss Roger Coleman,
John Mcllale, John Christopher Jones, Lawrence Alloway,
Peter Smithson. Chair: Robert Freeman
larch
1 Jazz
T Concert
Theatre 'Acting and New I'orms of Staging Demonstration' - Stephen
Joseph
14 Private View Jeffrey Steele
15  Jazz
16  Art The Uses and Abuses of Art Criticism
22  Members! Party
24  African Culture 'Is There an African Personality?! — Basil Davidson
28 Art Landscape Design 1 ,
30 Art and 'The Seribbling end Painting of Children' -~ Rhoda Kellogg
Psychology
April ‘ :
11 Literature Pasternak. Readings in llussian and in translation
12 Private View Nigel Henderson
13 Art 'The Language of Art., Part 1: The Sign'. Speakers: Victor
' Pasmore, Sir llerbert Rkead, Dennis Duerdon, John Lrnest.
Chairs Hobkert lelville
14  Architecture Television Centre Visit
18  Art Landscape Design II
20 Art 'The Language of Art. Part 2: The Image'. Speakers: Keith
' Sutton, Toni del Renzio, John McHale., Chairs: Robert
‘ : Felville ' :
26  Menbers' Party
27 Art andscap2 Design III
May :
T Drame The guare by Marguerite Durag
9 Poetry leadings
10 Jazz
11 Literature Writing in the Working Life . ) v
18  Art Questions and Answerss Nigel Henderson answering questions
: : ‘ about his work set by Colin St. John Wilson
24 Private View William Copley = Paintings '
25 Private View Mikla Kukoc - Drawings
Party :
36 Art : . '"The Case for Primitive Artt* - Prof. E.H. Gombrich
31 Concert Works by Messisen and others

g
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June

1 Architecture
Concert
6 Art and Film
T Jazz
14 Private View
15 Science & Art
20 ilm
21 Jazz
28 DMembers'! Party
July
6 Architecture
8 Visit
19 Jazz
20 Art and
Architecture
26  Private View
27 DMembers' Party
Auvgust
30 Private View
September
5 Party
6 Concert
19 Annual General
26  Private View
28  Art
October
2 Concert
4 Jazz
10 Art
11 Private View
12 Art
18  Members' Party
25 Display
Jazz
26  Art
Private View
November
1 Concert
6 T'ilms
10 Visit
15"  Members' Party
16  Psychology
18  Architecture
22 Private View

Elephant and Castle Scheme

BBC Symvhony Orchestra
'Programme for Noise' - Introduced by Lawrence Alloway

and a discussion of work by John Latham

Paintings by Narsden Hartley (at the American hhbassy)

'''he ''wo I'aces of Science' - Prof. C.l. Waddington
Patterns of Power

Discussion on sugrestions put forward in G.A. Jellicoe's

book Motopia
To the American Museum, Bath

'"The Integration of the Arts'. Lawrence Alloway leads a
discussion with P.A. Denison, Maxwell Fry, Peter Smithson,
Oliver Cox, lcrbert Read. Chair: Lawrence Alloway.

(at the TUA H.Q.)
The Artist in his Studio, Photographs by Alexander Liberman

25 Young Sculptors

Fax Ernst Party at the Tate in aid of the ICA

L4

Meeting of the ICA ’
Maurice Jadot — Paintings

National lixhibition of Childrens! Art. kKichael Grater

and Wendy Koop discuss the exrhibition with Tom Hudson
and liduardo Paolozzi. Chair: lenis Young .

Music by David Blake and others’

Max Frnst Symposium, Speskerss Georges le Breton, Toni
del Renzio, Hobert lMelville, Roland Penrose, Chair:

Dr. Roland
Tapisseries de Petit Format

Restoration of Pictures I

Picasso's Birthday - documehtary display

Reétoration of Pictures IIT
Vera Docayuva lNindlin ~ Drawings

Works by Stravinsky and others -
Commercial and icientific Films ,
To Associated Television Studios, Elstree

C.J. Jung's Teaching

Visit to Wolfson Institute
Picture Fajir

523



Should Tax Remission Aid Art?

Picture Fair Draw and Party

29 Jazz

December

2 Dance

5 Discussion

12  Members' Party
13

19  Poetry

20 Jazz

The Poet and the Group
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Lannoy, Richard., Letter to the author 1 August 1982,

Lannoy, Richard. Letter to the author 7 June 1983,

McHale, Magda Cordell, Letter to the author 5 July 1983,
McHale, Magda Cordell, Letter to the author 13 Augu;t 1985.

Morland, Dorothy. Letter to Lawrence Alloway 12 June 1953, ICA Archives,

Morland, Dorothy. lLetter to Peter Reyner Banham 2 July 1954. ICA Archives.
Morland, Dorothy. Letter to Toni del Renzio 2 July 1954. ICA Archives.

Morland, Dorothy. Letter to Lawrence Alloway 2 July 1954. ICA Archives.

Morland, Dofothy. Letter to Theo Croéby 3 March 1961. ICA Archives.
Newby, Frank. Letter to the author 17 January 1983.

Penrose, Rolaﬂd. Draft script of letter to Toni del Renzio. No date.
ICA Archives.

Renzio,.Toni del. 1etfer to Roland Penrose 2 September 1953, ICA Archives,
Renzid, Toni del., lLetter to the author 9 Fay 1982.

Rdbertsdn, Bryan. Letter to Theo

Crosby 23 May 1955. Whitechapel Art Gallery
Archives. L ; o

Letter to Theo Crosby 10 June 1955. Whitechapel Art Gallery
Archives,

Robertson, Bryan.

Robinson, Marlee. Letter to the author 11 July 1983.
Rykwert, Joseph. Letter to the author 11 May 1984.

Smithson, Alison. Letter to the author 7 September 1983,

528



Stevens, Thomas. Letter to. the author 21 February 1983,
Stevens, Thomas. Letter to the author 12 March 1965.

Turnbull Wllllam, Laro, Anthony, Paolozzi, Lduardo. Lettér'to the ICA
‘ Management Committee 25 February 1960. ICA Archives.

Turnbull, William. Lette;-to:the author 3 March 1983,

© Ce ManuscrigEg

Karpinski, Peter. 'The Independent Group, 1952-1955, and the Relationship
" of the Independent Group's Discussions to the Work of
Hamilton, Paolozzi and Turnbull 19%52-1957"
BA Dissertation. Leeds University, 1977.

Livingstone, Marco. 'Young Contemporaries at the Royal College of Art

1959-1962"
MA Report. Courtauld Institute of Art, London. 1976.

N

Morland, Dorothy. 'A Memoir' ICA Archives. (No date).

Renzio, Toni del., Text of set contribution for the discussion 'Minority Fop'
at the ICA, 28 May 1999.

Sharkey, John., 'A History of the Institute of Contemporary Arts Compiled from
o its Archival Material, 1946-1968, with an Introduction by
John Sharkey'. ICA Archives. (No date).
Wright, Edward."Biographical.Scheme/Notes of Reference' (No date).

Wright, Edward. 'The Anglo-French and the ICA' 16 February 1984 and 5 April 1984.

d. Cthers

Alloway, Lawrence., Press Releases for This is Tomorrow Aug. ~September 1956.
Whitechapel Art Gallery Archives.

Arts Council of Great Britain. Fathers of Pop (The Independent Group)
- Treatment for a 40 minute film by Julian

Cooper and Reyner Banham.




Banham, Reyner. Tape recording of lecture (No date or location). Unedited
and originally recorded for the Arts Council film Fathers

of Pop.

Corbusier, Le. Translation of speech delivered at the opening of the
exhibition Growth and Form, 10 July 1951.

Henderson, Nigel. Notes on P. Karpinski's BA Dissertation, 1976.

ICA. Minutes of Exhibitions Committee 1951-1964. ICA Archives.

ICA. Minutes of Management Committee 1951-1964. ICA Archives.

ICA. Minutes from Annual General Meeting 24 July 1954. ICA Archives,

ICA, Annual Report 7 September 1953. ICA Archives,

ICA. Annual Report 24 July 1954; ICA Archives.

ICA, Annual Report 19 May 1955. ICA Archives.

ICA. Annual Report 19 September 1956, ICA Archives.

Smithson, Peter and Alison. The Independent Group: a list of meetings held
between 11 February and 15 July 1955. (No date).

A. & P, Smithson archives ('Magic Box').

Sylvester, David. Memorandum to Management Committee 21 May 1952, ICA Archives,

[N

2. Published Sources

a. Books and Essays

Alloway, Lawrence, Niné Abstract Artists. London, 1954,

Amaya, Mario. Pop as Art. A Survey of the New Super Realism. London, 1965.

Banham, Mary and Bevis Hillier. A Tonic to the Nation: The Festival of
Tritain 1951. London, 1976.

Banham, Reyner. The New Brutalism: Mthic or Aesthetic. London, 1966,

Banham, Reyner. Design by Choice, Edited'by Penny Sparke. London, 1381,

Bann, Stephen (editor). The Tradition of Constructivism. London, 1974.

Bogdanor, Vernon and Robert Skidelsky (editors). The Age of Affluence 1951-64.
London, 1970.

Booker, Christopher. The Neophiliacs. A Study of the Revolution in Fnglish
Life in the Fifties and Sixties. London, 1969.

530



-

Compton, Michael, Pop Art. London, 1970.
Curtis, William J.R. Modérn Architecture Since 1900. Oxford, 1982,

Finch, Christopher. Image as Language. Aspects of British Art 1950-68,
Harmondsworth, 1969,

Haftmann, Werner, Painting in the Twentieth Century, Volume 1. An Analysis
of the Artists and their Works. London, 1961,

Richard. Typographic Version of the Bride Stripped Bare by Her
Bachelors, kven. London, 1960,

Hamilton,

Hamilton, Richard. Collected Words 1953-1982, London, 1982,

Harrison, Charles. English Art and Modernism 1900-39, London, 1981.

Henri, Adrian, Environments and Happenings. London, 1974.

Hewison, Robert. In Anger. Culture in the Cold War 1945-60. London, 1981,

Hockney, David. Hockney on Hockney. lidited by Nikos Stangos. London, 1976.

Jencks, Charles, Modern Movements in Architecture. Harmondsworth, 1973.

Kirkpatrick, Diane., Eduardo Paolozzi. London, 1970,

Lippard, Lucy (editor). Pop Art. London, 1966,
Marwick, Arthur. British Society Since 1945. Harmondsworth, 1982,

Melly, George. Revolt into 3Style. The Pop Arts in Britain. Hérmondsworth,
1972, ,

Open University. Art Since 1945. Milton Keynes, 1976.

Rose, Barbara. American Art Since 1900. A Critical History. London, 1967.

Russell, John and Suzy Gablik. Pop Art Redefined. London, 1969,

Schneede, Uwe M., Eduardo Paolozzi. London, 1971.

Shone, Richard. The Century of Change. British Painting Since 1900. Oxford,
1977,

Sissons,M and P, French (editors). The Age of Austerity
1964, .

1945~51. Harmondsworth,

Smithson, Alison and Peter, The Shift., London, 1982,

Thompson, Michael, Rubbish Theory. The Creation and Destruction of Value.
Oxford, 1979. '

Walker, John A, Glossary of Art, Architecture and Design Since 1945. London,
1973,

Wilson, Simon. Pop Art. London, 1974.

531



b. Magazine Articles

Alloway, Lawrence. 'Review of Max Ernst Exhibition', Art News and Review

Alloway,
Alloway,
Alloway,
Alloway,
Alioway,
Alloway,
Alloway,
Alloway,
Alloway,

Alloway,

Alloway,
Alloway,
Alloway,
Alloway,

Alloway,

Alloway,
Alloway,

Alloway,

Lawrence,
Lawrence,
Lawrence,
Lawrence.
Lawrence.
Lawrence.
Lawrence.,
Lawrence,
Lawrence.

Lawrence,

Lawrence.
Lawrence,
Lawrence.
Lawrence.

Lawrence.

Lawrence,
Lawrence.,

Lawrence,

Vol.4, No.24, 27 December 1952,

'Britain's New Iron Age', Art News (Mew York), Vol.52,
June 1953,

'Realism, Ruins and frenchmen', Art News (New York),
Vol.53, June 1954,

'Re-Vision', Art News and Review, Vol.6, No.26, 22 January

1955.

'Art News from London', Art News (New York), Vol.54,
May 1955.

'Nine Abstract Artists, Their Work and Theory', Werk
No.42 (Supplement), September 1955,

‘London: Beyond Painting and Sculpture', Art News (New York),
Vol.55, September 1956.

*Introduction to Action', Architectural Design, Vol.26,
No.1, January 1956,

'Eduardo Paolozzi', Architectural Design, Vol.26, No.4,
April 1956,

'Sculptor-Painter!', Architectural'Design, Vol,26, No.5,
May, 1956,

'Geigy', Graphis, No.12, May 1956,

'Pasmore Constructs a Relief', Art News (New York), Vol.55,
June 1956,

'Battle Painter', Architectural Design, Vol.26, No.8,
August 1956,

'Design as a lHuman Activity', Architectural Design, Vol.26,
No,9, September 1956,

'Technology and Sex in Science Fiction. A Note on Cover
Art', Ark,No.17, Summer 1956. ’

'Personal Statement', Ark, No.19, March 1957

'Vorticism Unzipped or the Angular Plots of Wyndham Lewis®,
Architectural Design, Vol,27, No.1, January 1957.

'Sculpture as Walls and Playground', Architectural Design,
Vol.27, No.1, January 1957.

*An Exhibit', Architectural Design, Vol.27, No.8, August.
1957,




Alloway,
Alloway,

Alloway,

Alloway,
Alloway,
Alloway,

Alloway,
Alloway,

Alloway,
Alloway,
Alloway,
Alloway,
Alloway,

Alloway,

Alloway,
Alloway,
Alloway,
Alloway,

Alloway,

Alloway;

Alloway,

Lawrence,
Lawrence,

Lawrence.

Lawrence.
Lawrence,
Lawrence,

Lawrence,
Lawrence,

Lawrence.
Lawrence.,
Lawrence,
Lawrence.
Lawrence.

Lawrence,

Lawrence.,
Lawrence,

Lawrence,

Lawrence,

Lawrence,

Lawrence,

Lawrence,

'‘Communication Comedy and the Small World', Ark, No.20,
Autumn 1957,

'"The Arts and the Mass Media', Architectural Design,
Vol.28, No.2, February 1958.

'Symbols Wanting', Design, No.113, May 1958,

'Real Pjaces', Architectural Design, Vo0l.28, No.6,
June 1958,

'"The Long Front of Culture', Cambridge Opinion, No.17,
1959 '

'City Notes', Architectural Design, Vol.,29, No.1, January

1959.
'Reaction to Atomics', Design, No.122, February 1959.

'Atomic Abstract', Design, No.132, December 1959,

'Notes on Abstract Art and the Mass Media', Art News and
Review , 27 February - 12 March 1960,

'1960, Future of Universal Man., Symposium', Architectural
Review, Vol.127, No.758, April 1960,

'On the Edge', Architectural Design, Vol.30,
April 1960,

No.4,

N

'Looking at the Martins', Architectural Design, Vol.30,
No.6, June 1960,

'Notes on Sculpture. Venice Biennale 1960', Architectural
Design, Vol.30, No.11, November 1960,

'Artists as Consumers', Image, No.3, 1961,

tSituation in Retrospect', Architectural Design, Vol.31,
No.2, February 1961,

'*Junk Culture', Architectural Design, Vol.31, No.3,
March 1961,

'Upstairs and Downstairs at St, Martins', Architectural
DeSi» [ V01.31, NO.S, May 1961.

'Pop Art Since 1949', The Listener, Vol.68, No.1761,
27 December 1962,

' The American Sublime', Living Arts,No.2, 1963.

*Jumping Objects', Architectural Design, Vol.33, No.4,

'Metal Men', lotif, No.11, Winter 1963/4.

533

9



Alloway, Lawrence. 'On Associating Texts with Paintings', Cambridge Opinion,

No.37, 1964.

Alloway, Lawrence. 'Pop Art: the Words', Auction, Vol.1, No.5, February 1968

Alloway, Lawrence., 'Popular Culture and Pop Art', Studio International,
V0l.178, No.913, July/August 1969.

Apollo, 'This is Tomorrow. Or is it?!, Vol.64, September 1956,
Apollo, 'Paolozzi at the Hanover Gallery', Vol.69, No.407, January 1959,

Apollo, 'Colla and Place at the ICA', Vol.70, No.104, December 1959,

Architect and Building News, 'This is the Day Before Yesterday', Vol.210, No.
9, 30 August 1956.

The Architects' Journal, 'Forward to Back-To-Back Housing. A Preview of the
Smithsons' Ideal Home', Vol.123, No.3183,
1 March 1956.

Architectural Design, 'House in Soho', Vol.23, No.12, December 1953,

Architectural Design, 'Hunstanton Secondary Modern School', Vol,.23, No.9,
September 1953,

Architectural Design, 'Fountains at Hamburg - Designed by Paolozzi!', Vol,23,
No.12, December 1953, :

Architectural Design, 'Note on Richard Lannoy's book India',; Vol,25, No.12,
December 1955,

Architectural Design, 'Review of Man, Machine and Motion; Vol.25, No.8,
August 1955,

Architectural Design, 'Note on Magda Cordell's Exhibition at the Hanover
Gallery', Vol.26, No.,1, January 1956,

Architectural Design,'This is Tomorrow', Vol.26, No.6, June 1956,

Architectural Design, 'Twelve Posters for This is Tomorrow', Vol.26, No.9,
September 1956.

Architectural Degign, 'Note on John McHale's Exhibition of Collages at fhe
ICA', Vol.27, No.1, January 1957.

Architectural Design, 'Opinion. Thoughts on Progress. The New Brutalism',
Vol.27, No.3, April, 1957.

Architectural Design, 'Note on William Turnbull's Exhibition at the ICAY,
- Vol.27, No.11, November 1957,

Architectural Design, 'Note on the ICA Exhibition Sculpture, Objects and
Libraries', Vol.3?0, No.2, February 1960,

Architectural Design, 'Note on Alloway's Appointment at the Guggenheim', Vol,
32, No.3, March 1962,

534



Architectural Review,

'Growth and Form: Scientific Models, Photographs
]

Architectural Review,

Drawings', Vol.110, No.657, October 1951,

'Wonder and Horror of the Human Head', Vol.113, No

,Architectural Review,

677, May 1953.

'IExhibition of Bronzes at the Hanover-Gallery', Vol

Architectural Review,

125, No.745, March 1959.
'Neo-Liberty: the Debate', Vol.126, No.754, December

1959.

Art Digest, 'Really International: Sculpture Competition', Vol,26, 9 March

Art Digest,

Art News

Art News

Art News

Art News

Art News

1952.
58 Nations to Compete in International Sculpture Competition!
Vol.26, 15 April 1952, !

(New York), 'International Sculpture Competition', Vol.51, May 1952

'Anti-Academics: Exhibition of Recent Drawings at the

(New York),
ICA', Vol.53, April 1954.

(New York), 'Figures by Paolozzi', Vol.54, February 1956,

'Exhibition of Sculptures and Paintings at the ICAY,

(New York),
Vol.56, September 1957.

(New York), 'Paolozzi: Colossi at the Hanover Gallery', Vol,57,
December 1959. *

Art News and Review, 'ICA', Vol.3, No,26, 26 January 1952,

Ashton, Dore. 'Another Lxhibition', Arts and Architecture, Vol.77, June 1960,

Astragal.

Astragal.

Astragal.

Astragal.

Astragal,
Astragal,
Astragal.

Astragal,

'Steam Photography', The Architects' Journal, Vol.118, No.3056,
24 September 1953,

'Drapes, Pots and Baskets', The Architects' Journal, Vol.118,
No.3062, 5 November 1953,

'Steam Photography Again',

' The Architects' Journal, Vol.118,
No.3068, 17 December 1953, .

'Charley Parley', The Architects' Journal, Vol.119, No.3082, 25
March 1954.

'Up the Collagei', The Architects' Journal, Vol.120, No.3112,
21 October 1954.

(Discussion at the ICA on Giedion's Walter Gropius), The Architects!
Journal, Vol.121, No.3126, 27 January 1955.

(On Man, Machine and Motion and Banham's lecture 'lMetal in Fotion'),
The Architects' Journal, Vol.122, No.3150, 14 July 1955,

(On New Scufptors exhibition) The Architects' Journal, Vol,122,
No.3156, 22 August 1955,

535



Astragal. 'Ronchampion', The Architects' Journal, Vol.122, No.3165, 27
‘October 1955.

Astragal. 'This is Tomorrow?', The Architects' Journal, Vol.124, No.3207,
16 -August 1956,

Astragal., 'That was the Week Before Last', The Architects' Journal, Vol.124,
No.%209, 30 August 1956. ”

Banham,
Banham,
Banham,
Banham,
Banham,
Banham,
Banham,
Banham,
Banham,
Banham,
" Banham,
Banham,
Banham,
Banham,
Banham,

Banham,

Banham,

Reyner.

Reyner,

Reyner.

Reyner.

Reyner,

Reyner.

Reynmer.

Reyner.,

Reyner,

Reyner.

Reyner,

Reyner.

Reyner.

Reyner,

-Reyner.

Reyner.

Reyner,

'The Shape of Everything', Art News and Review, Vol.3, No.12,
14 July 1951,

tMan and his Objects', Art News and Review, Vol.3, No.25,
12 January 1952,

'‘Review of Recent Trends in Realist Painting at the ICA',
Art News and Review, Vol.4, No.12, 12 July 1952.

'Italian Eclectic', Architectural Review, Vol.112, No.670,
October 1952. C

'Voysey Inheritance', Architectural Review, Vol,112, No.672,
December 1952,

'Review of Picture Fair at the ICA', Art News and Review,
Vol.4, No.23, 13 December 1952,

'Casa del Girasole. Rationalism and Eclecticism in Italian
Architecture!', Architectural Review, Vol.113, No.674,
February 1953.

'"Phe Head', Art News and Review, Vol.5, No.4, 21 March 1953,

'Corbusier at the ICA', Art News and Review, Vol.5, No.7,
2 May 1953,

'Painting and Sculpture of Le Corbusier!', Architectural Review,
Vol.113, No.678, June 1953,

'ICA Dover Street., Collectors' Items from Artists' Studios)
Art News and Review, Vol.5, No.15, 22 August 1953,

'Simplified Vaulting Practices', Architectural Review, Vol.
114, No.681, September 1953,

'Howard Robertson', Architectural Review, Vol.114, No.681,
September 1953,

'Photography', Architectural Review, Vol.114, No.682,
October 1953.

'Review of the Pelican History of Art', Architectural Review,
Vol.114, No.683, November 1953,

'Klee's Pedagogical Sketchbook', Encounter, April 1954.

'Object Lesson', Architectural Review, Vol.115, No.690,
June 1954,

536



ﬁanham,
Banham,
Banham,
Bahham,
Banham,
Banham,
Banham,
Banham,

'Banham,

- Banham,

Banham,

Banham,

Banham,

Banham,

Banham,

Banham,

Banham,

Banham,

Banham,

- Banham,

Reyner.

Reyner.

Reyner.

Reyner.

Reyner,

Reyner,

Reyner,

Reyner,

Reyner.

Reyner.

Reyner,

Reyner.

Reyner.

Reyner,

‘Reyner,

Reyner.

Reyner.

Reyqer.

Reyner.,

Reyner,

‘Mendelsohn', Architectural Review, Vol.116, No.692, August
1954,

1Collages at the ICA', Art News and Review, Vol.6, No.20,
30 October 1954.

'¥acade: Ele"vational Treatment of the Hallfield Estate,
Paddington', Architectural Review, Vol.116, No.695,

November 1954,

'Vision in Motion', Art, 5 January 1955.-
‘Machine Aesthetic', Architectural Review, Vol.117, No.700,
April 1955..

'Sant' Elia', Architectural Review, Vol.117, No.701,
May 1955.

'Man, Machine and Motion', Architectural Review, Vol.118,
No.703, July 1955.

'The New Brutalism', Architectural Review, Vol.118, No.708,
December 1955.

'New Look at Cruiserweights', Ark, No.16, March 1956.

'Tootnotes to Sant' Elia', Architectural Review, Vol.119,
No.713, June 1956,

'Things to Come', Design, No.90, June 1956, °

'Not Quite Architecture, Not Quite Painting or Sculpture
Kither', The Architects' Journal, Vol.124, No.3207,

16 August 1956,

'*Ateliers dtartistes: Paris Studio Houses and the Modern
Movement', Architectural Review, Vol.120, No.715, August 1956,

'This is Tomorrow: Synthesis of the Major Arts', Architectural
Review, Vol.120, No.716, September 1956,

'Ornament and Crime: the Decisive Contribution of Adolf Loos',
Architectural Review, Vol.121, No.721, February 1957.

'Futurism and Modern Architecture', RIBA Journal, Vol.64,
No.4, February 1957.

'One of the Few: the Rise of Modern Architecture in Finland',
Architectural Review, Vol.121, No. 723, April 1957.

'Mondriaan and the Philosophy of Modern Design!, Architectural
Review, Vol.122, No. 729, October 1957.

'Alloway and After', The Architects' Journal, Vol.126,
No.3278, 26 December 1957.

'"Top Pop Boffin', The Architects' Journal, Vol.127, No.3286,
20 ¥ebruary 1958,

537

39



Banham,
Banham,
Banham,
Banham,
Banham,

Banham,

Banham,
Banham,
Banham,
Banham,
Banham,

Banham,

Banham,

Banham,

Banham,
Banham,

Banham,
Banham,
Banham,

Banham,

Barnett,

Reyner, 'Space, Fiction and Architecture', The Architects' Journal,
' Vol.127, No.3294, 17 April 1958,

Reyner, 'Ideal Interiors', Architectiral Review, Vol.123, No,734,
March 1958,

Reyner., 'Glass Paradise', Architectural Review, Vol.125, No.745,
Yebruary 1959.

Reyner, 'Neo-Liberty: the Italian Retreat from Modern Architecture’',
Architectural Review, Vol,125, No.747, April 1959,

Reyner, 'Futurist Manifesto', Architectural Review, Vol.126, No.
751, August 1959.

Reyner. 'New Towers of London', Motif, No.3, September 1959,

Reyner. 'Architecture from 1800 to 1950', Burlington Magazine, Vol,.101,
No.752, September 1959,

Reyner, 'Machine Aesthetic. Industrial Design and Popular Art?',
Industrial Design, March 1960,

Reyner, 'History and Paychiatry', Architectural Review, Vol.127,
No.759, lay 1960.

Reyner, 'Perret Ascending', Architectural Review, Vol.127, No.760,
June 1960,

Reyner. 'The Return Curve: Gaudi and Le Corbusier',‘Motif, No.6,
Spring 1961.

Reyner. 'Design by Choice 1951-61: an Alphabétical Chronicle of
Landmarks and Influences', Architectural Review, Vol.130,
No.773, July 1961,

Reyner. 'Apropos the Smithsons', New Statesman, Vol.62, No.1591,
8 September 1961,

Reyner. 'Who is this Pop?', Motif, No.10, Winter 1962,

Reyner, 'Department of Visual Uproar', Mew Statesman, Vol.65, Np.1677,

% May 1963,

Reyner, 'The Atavism of the Short-Distance Mini-Cyclist', Living
Arts, No.3, 1964, '

Reyner. 'Pop and the Body Critical', New Society, 16 December 1965.
Reyner, 'Aesthetic of the Yellow Pages', New Society, 18 August 1966.
Reyner, 'Representations.in Protest', New Sgcietx, 8 May 1969.
Reyner. 'The Guttenberg Backlash',New Society, 10 July 1969.

J. 'Review of Theory and Design in the ¥irst Machine Age',
Architectural Review, Vol.128, No.762, August 1960.




Bowen, Denis. 'New Vision Remembered', Art and Artists, No.222, March 1985.

Bowness, Alan. 'London, Smith, Dénny, Rumney in Place', Arts, Vol.34,
December 1959.

Boyd, R. 'The Sad End of New Brutalism', Architectural Review, Vol.142,
No.845, July 1967.

Brown, David. 'Refugee Artists in Britain', Art and Artists, No.211,
April 1984,

Burstow, Robert. 'Angst and Iron', Art and Artists, No.213, June 1984.

Cherry, Colin. 'Communication and the Growth of Societies', Cambridge Opinion,

No.17, 1959,
Colemén, Roger. '...And on the Shady', Ark, No.18, November 1956.
Coleman, Roger. 'Dream Worlds Assorted', Ark, No.19, March 1957.
Coleman, Roger. 'One of the Family', Ark, No.20, Autumn 1957.

Coleman, Roger. 'Two Painters = Robyn Denny and Rlchard Smith', Ark, No.20,
Autumn 1957.

Coleman, Roger. 'Toys, Manipulation and Make-Belleve', Design, No.108,
December 1957.

Coleman, Roger. 'The Content of Environment', Architectural Design, Vol.29,
No.12, December 1959,

Collis, Maurice., 'Art Patronage - Modern 5tyle', Vogue, Vol.104, No.2,
February 1948.

Colquhoun, Alan. 'A Criticism of the TWA Terminal Building, Idlew11d, New
_ York', Architectural Design, Vol.32, No.10, Cctobexr 1962,

Colquhoun, Alan, 'Symbolic and Literal Aspects of Technology', Architectural

Design, Vol.32, No.11, November 1962,

Cook, Peter. 'Introduction. Qur Belief in the City as a Unique Organiém
Underlies the Whole Project', Living Arts, No.2 , 1963.

Cordell, ¥rank. 'Gold Pan Alley - A Survey of the Popular Song Field',
Ark, No. 19, March 1957.

Crosby, Theo, 'Parallel of Life and Art', Architectural Design, Vol.23,
No.9, September 1953,

Crosby, Theo. 'Farallel of Life and Art!, Archltectural Design, Vol.23,
. No.10, October 1953,

Crosby, Theo. 'This is Tomorrow. An Exhibition at the Whitechapel Art Gallery',

Architectural Design, Vol.26, No.9, September 1956,

Crosby, Theo., 'This is Tomorrow. Whitechapel Art Gallery', Architectural
: Design, Vol.26, No.10, October 1956,

~0



Crosby, Theo. 'A Slight Case of Aesthetic Control', Architectural Design,
Vol.27, No.4, April 1957.

Crosby, Theo. 'The Paris Biennale', Architectural Design, Vol.31, No.11,
November 1961,

Crosby, Theo. 'International Union of Architects Congress FKuilding, South
Bank, London', Architectural Design, Vol.31, No.11,
November 1661,

Crosby, Theo. 'Art', Architectural Desigm, Vol.32, Ho.3, March 1962,

Crosby, Theo. 'lditorial', Living Arts, No.1, 1963,
Deighton, Len. 'Impressicns of New York', Ark, No.13, March 1955.

Dunnett,H. McG. 'Tomorrow's Furniture at the ICA', Architectural Review,
Vol.112, No.668, August 1952,

Fletcher, Alan. 'Letter from America', Ark, No.19, March 1957.

Forge, Andrew. 'Drawings at the ICA', Art News and Review, 20 February 1954.

Pinch, Christopher, 'Richard Hamilton', Art International, Vol.10, No.8,
Cctober 1966.

Freeman, Robert., 'Five Freshmen. Art Exhibition, Scroope Terrace', Varsity,
May 1958.

Freeman, Robert. 'Living with the 60s', Cambridge Opinion, No.17, 1959.
Freeman, Robert. 'The Ecology of Cambridge!, lad Claré, Vol.45, June 1960,

Glaser, Bruce. 'Three British Artists in New York', Studio International,
Vol.170,N0.871, November 1965,

Greutzner, Anna, 'Some Karly Activities of the Surrealist Group in England!',
."Artscribe, No.10, January 1978."

Hamilton, Richard. 'Acrylic Enviromnment. Exhibit, Composed of Suspended
- S : Acrylic Panels at King's Lollege, Newcastle', Art News,
(New York)Vol 56. oeptember 1957,

Hamilton, Riéhard, }Hommane a Chrysler Corp!', Archltectural Deqign, Vol.28,
: . - - HNo«3, March 1958, :

Hamilton, Richard. 'Towards a Typographical Rendering of the Green Box',
- Uppercase, No.2,: 1959,

Hamilton, Richard. 'Persuading Image', Desisgn, No.134;‘February 1960,
Hamilton, Richard. 'FOB + 10!, Design, No.149, May -1961.
Hamilton, Richard. 'For the Finest Art Try - POP', Gazette, Ko.1, 1961,

Hamilton, Richard. 'Statement on Glorious Techniculture', Architectural
- - Design, Vol.31, No.11, November 1961, -

540

s



Hamilton, Richard. 'About Art Teaching, Basically', Motif, No.8, Winter 1961,

Hamilton, Richard. 'An Exposition of $he', Architectural Design, Vol.32,
No.10, October 1962,

Hamilton, Richard. 'Text and Illustrations on the Commissioned Theme of
Incidence and Selection of Images Experienced in
Daily Life', Ark, No.34, Summer 1963.

Hamilton, Richard. 'Urbane Image', Living Arts, No.2, 1963.

Hamilton, Richard. 'Duchamp', Art International, Vol.7, No.ﬁO, 16 January 1964.

Hamilton, Richard, and Mario Amaya. 'Son of the Dride Stripped Bare', Art and
Artists, Vol.1, No.4, July 1966,

Hamilton, Richard. 'Photography and Painting', Studio International, Vol.177,
No,909, March 1969,

Hebdige, Dick. 'In Poor Taste, Notes on Pop', Blok, No.8, 1983,
Henderson, Nigel. 'Memories of London', Uppercase, Lo.3, 1961,

Hodin, J.P. 'International News and Correspondence: England', Journal of
Aesthetics, Vol.12, No.2, December 1953,

Holroyd, Geoffrey.'F.H.K. Henrion', Architectural Design, Vol.30, No.S5,
May 1960, ,

Hyman, Timothy. 'Paoclozzi: Barbarian and Mandarin', Artscribe, No.8,
September 1977. .

Interiors, 'Britain's Future Furniture', No.112, February 1953,

Jencks, Charles. 'Pop - Non Pop', Architectural Association Guarterly,
Vol.1, No.1, January 1969, .

Jencks, Charles, 'Poﬁ - .Non Pop’', Architéctufal Association Quarterly,
V01.1, 1\10,2, April 19690

Jenkins, Ronald. 'Stresses and Stfaihs', Archifectural Desien, Vol.27, No.1,
: . January 1957. :

Johnstone, William, 'Tomorrow's Furniture', Art News and Review, Vol. 4,
No.10, 14 June 1952. .

Kenedy, R.C. 'Richard Hamllton Visited', Art and Artists, Vol.4, Narch 1970,

Kozloff, Max. 'Pop Culture, Metaphyglcal Disgust and the New Vulgarlans'
e, Art International, Vol.6, No.2, February 1962.

Kunstwerk. Special issue on 'Pop-Art Discussion', April 1964.

Lannoy, Richard. 'Two Buildings in India - Corbusier's Mill Owners' Association
Building and Museum at Ahmedabad', Architectural Design, ‘
Vol.26, No.1, January 1956,

541



'Indian Architecture', Architectural Design, Vol.26, No.12,

Lannoy, Richard,
December 1956.

Levy, Mervin, 'Pop Art for Admass', Studio, Vol.161, No.847, November 1963,

Lewis, Adrian. 'British Avant-Garde Painting 1945-56, Part 1', Artscribe,
No.34, June 1982,

Lewis, Adrian. 'British Avant-Garde Painting 1945-56. Part 2', Artscribe,
No.%5, July 1982,

Lewis, Adrian. 'British Avant-Garde Painting 1945-56, Part 3', Artscribe,
No.36, August 1982, :

Lewis, David. 'The Constructive Idea', Architectural Design, Vol.26, No.9,
September 1956,

Lynton, Norbert. 'American Pop Art and Richard Smith', Art International,
Vol.8, No.1, February 1964.

Massey, Anne., 'Cold Viar Culture and the ICA', Art and Artists, No.213,

June 1984.

Massey, Anne, 'The Independent Group and llodernism in Britain 1951-=561,
Association of Art Historians Bulletin, June 1984.

Massey, Anne. 'The Independent Group as Design Theorists' in From Spitfire
to Microchip, Design Council, London, 1985,

Massey, Anne and Penny Sparke. 'The Myth of the Independent Croup', Elok,

No.10, 1985.

McHale, John, 'Josef Albers', Archifeotural Desipn, Vol.26, No.6 June 1956

McHale, John. 'Technology and the Home', Ark No.19, Narch 1°57.

McHale, John. 'Marglnalla', Archltectural Hev1ew, Vol.121, No.T724, May 1957.

McHale, John, 'The Expendable Ikon 1', Architectural Design, Vol.29, No.Z2,
- February 1959,

McHale, John,. 'The Lxpendable Ikon 2', Architectural Design, Vol.29, No,j,
March 1959, -

McHale, John. 'The Fine Arts in the Mass Media', Cambridge Opinion, ko.17,
1959+ ‘ .

lcHale, John, 'Universal Requirements. Check List - Buckminster Fuller',
Architectural Design, Vol.30, No.3, March 1960,

Mcllale, Johkn. 'Richard Duckminster Iuller', Architectural Desigm, Vol.31,
No.7, July 1961,

McHale, John, 'Education in Progress: Design Department, Southern Illinois
University', Architectural Design, Vol.31, No.7, July 1961,

McHale, John.'The-PlastiC'Parthenon';,Dotzero Magazine , Spring 1967.

542



McHale, John and Alvin Toffler. 'The Future and the Functions of Art, A
Conversation Between Alvin Toffler and
John McHale,' Art News (New York), Vol.T72,
No,2, February 1973.

Meller, James. 'Don't Knock the Rock', Cambridge Opinion, No.17, 1959.

Melville, Robert. 'Exhibitions of the Institute and Notes on New Premises
at Dover Street', Studio, Vol.141, April 1951.

Melville, Robert. 'The New Sculptors', Harpers Bazaar, Vol.46, No.4,
January 1952,

Melville, Robert. 'Exhibitions', Architectural Review, Vol.113, No.677,
May 1953.

Melville, Robert. 'Exhibition at the ICA of Five Young Painters', Architectural
Review, Vol.123, Mo.735, April 1958,

Melville, Robert., 'Eduardo Paolozzi', Motif, No.2, February 1959.

Melville, Robert. 'Paolozzi as VWriter and Craftless Sculptor', Arts, Vol.33,
' February 1959.

Meiville, Robert, 'Exhibition of Palntlngs called Place at the ICA',
Architectural Review, Vol.126, No.754, December 1959.

Melville, Robert. 'Eduardo Paclozzi', Ceil, No.65, May 1960.
Melville, Robert. 'kKnglish Pop Art', Quadrum, No.17, 1964.

Middleton, H. 'Art', The Spectator, 18 January 1952.

Myers, Bernard S. 'The Inclined Plane., An Essay on Form and Flight', Ark,
No.18, November 1956.

Myers, Bernard 3. and Gordon Moore., 'Americana', Ark, No.19, March 1957.

NeQby, Frank. 'The Viork of Charles Lames', Architectural Design, Vol,24,
No.2, February 1954.

Newby, Frank, 'Structural Engineering in the United States', Architectural
: Design, Vol.24, No.4, April 1954.

Newby, Frank. 'Prestressed Concrete!', Architectural Design, Vol.25, No.6,
June 1955,

Newby, Frank., 'On Cast Iron and Frecast Concréte', Architectural Design,
Vol.30, No.8, August 1960,

Proktor, Patrick, 'Techniculture', New'Stafesman, Vol,.68, No.1756, 6 November

Relchardt Jasia, 'Bill Turnbull at the Moulton Gallery ’ Apollo, Vol.72,

Reichardt, Jasia. 'Pop Art and After', Art International, Vol.7, No.2,
: February 1963,

543



Reichardt, Jasia. 'Eduardo Paolozzi', Studio International, Vol.168, No.858,
October 1964.

Reinish, James. 'An Interview with Lawrence Alloway', Studio International,
Vol.186, No.958, September 1973,

Renzio, Toni del. 'Is There a British Art?', Art News and Review, Vol.5,
No.6, 18 April 1953, ‘

Renzio, Toni del, 'Portrait of the Artist'No.12C', Art News and Review,
Vol.5, No.16, 5 September 1953,

Renzio, Toni del. 'The Grass Code of Art', Art News and Review, Vol.7, No.8,

14 May 1955.

Renzio, Toni del, 'Neutral Technology - Loaded 1deolopy' Art News and Review,
Vol.7, No.13, 23 July 1959,

Renzio, Toni del. 'Choes, Hair and Coffee', Ark, No.20, Autumn 1957.

Renzio, Toni del., 'After a Fashion', ICA Publication IT, 1958.

Renzio, Toni del. 'Reo-Liberty', Architectural Design, Vol.30, No.9,
September 1960,

Renzio, Toni del. 'Style, Technique and Iconography', Art and Artists, Vol.11,
No.4, July 1976.

Renzio, Toni del. 'Pop', Art and Artists, Vol.11, No.5, August 1976.

Renzio, Toni del. 'Pioneers and Trendies', Art and Artists, No.209, February
1984,

Robertson, Bryan. 'Parallel of Life and Art', Art News and Review, Vol.5,
No.17, 19 September 1953,

Roditi, lkdward. 'Interview with lduardo Paclozzi', Arts, Vol.33, May 1959.

Rouve, Pierre. 'Divorce of Two Minds' ’ Art News and Rev19w, Vol 8, Yo.15,
18 Avgust 19)6

Sausmarez, Maurice de. 'Jlsual Grammar of Form', Motif, No.8, Winter 1961.

Saﬁsmarez, Maurice de. 'William Turnbnll Talks to Maurice de Sausmarezi,
Motif, No.8, Winter 1961,

Séckler, D.G. 'New Talent ffom‘Abroaﬁ', Art in America, Vol.47, No.1,
Sprlng 1959.

mlth, Richard. 'Film Pack"rounds. 1. The City. On the Sunny Slde of the
Street', Ark, No.18, November 1956

Smith, Richard, 'Film Backgrounds: 2. At Home, Sitting in the Middle of
Today'; Ark, No.19, March 1957.

Smith, Richard. 'Man.and He-Man', Ark, No.20, Autumn 1957,

Smith, Richard. 'New Readers Start Here', Ark, No.32, Summer 1962.

544



Smith, Richard.

Smithson,
Smithson,
Smithson,
Smithson,
Smithson,
Smithson,
Smithson,
Smithson,

Smithson,

Smithson,
Smithson,
Smithson,

Smithson,

Smithson,

Smithson,

Smithson,
Smithson,

Smithson,

1963,

'"Trailer; Notes Additional to a Film', Living Arts, No.1

Alison. 'Caravan - Embryo 'Appliance House'?', Architectural Design,
Vol.29, No.8, August 1959,

Alison.

'CIAM Team 10!,
May 1960.

Architectural Design, Vol.30, No.5,

Alison. 'Byelaws. for Mental Health', Architectural Design, Vol.30,
No.9, September 1960. .

Alison and Peter. 'Collective Housing in Morocco', Architectural

A]vison and Peter.

Alison
Alison
Alison

Alison

Alison
Alison
Alison

Alison

Alison
Alison
Alison

Peter,

Peter,

and Peter.

and Peter,

and Peter.

and Peter,

and Peter.

and Peter,
Petero

and

and Peter,

Peter.

and Peter,

and Peter.,

'Modern Archltecture in Holland'
Vol.24, No.8 August . 1954.

Design, Vol.25, No.1, January 1955.

'The Built World: Urbah’Reidentification',
Architectural Design, Vol.25, No.6, June 1955.

'"The Background to CIAM 10', Architectural Design,
Vol.25, No.9, September 1955.

'An Alternative to the Garden City Idea!',
Architectural Design, Vol.26, No.7, July 1956.

'Whither CIAM', Architectural Design, Vol.26,
No.10, October 1956,

'But Today We Collect Ads', Ark, No.18, November 1956,

Images from a Scrapbook',
July 1956.

'Cluster Patterns :
Architecture and Buildlng, No. 31

'Cluster City: a New Shape for the Community’',
Architectural Review, Vol.122, No.730, November 1957.

'Aesthetics of Change', Architects'! Year Book,

No.8, November 1957.

'The Appliance llouse', Desien, No.113, May 1958,

'Scatter!, Architectural Design, Vol.29, No.4,

'"The Function of Architécture in Cultures-in~
Change', Architectural Des1gn, Vol.30, No.4, -
April 1960. o

'Postscript Phlladelphla and the London Roads',
Architectural Desipn, Vol 32 No.8, August 1962.

Archltectural Design,

'Poem, on the Occas1on of the RIBA Gold Medal Being Presented
to Sven Markelius?, Architectural Design, Vol,.32, No.4,
April 1962, . v v

Spencer, Charles. 'Richard Hamilton, Painter of 'Being Today'', Studio
International, Vol.168, No.858, October 1964,

545



Stillman, J. and Eastwick-Field, J. 'This Was Yesterday', Architecture and
Building, September 1956,

Stirling, James., 'Garches to Jaoul - Le Corbusier as Domestic Architect in
1927 and 1953', Architectural Review, Vol.118, No,705,

September 1555,

Stirling, James. 'Ronchamp', Architectural Review, Vol.119, No.711, March 1956,

Studio. 'Sculpture and Painting in the Hanover Gallery', Vol.143, April 1952.

Sutton, Keith., 'Round the Art Galleries', The Listener, Vol.66, No.1705,
30 November 1961,

Sylvester, David., 'Art in a Coke Climate', Sunday Times Colour Magazine,
26 January 1964.

Thwaites, J.A. 'Notes on Some Young inglish Sculptors', Art Cuarterly, Vol.15,
' No.3, 1952,

Turnbull, William. 'Images Without Temples', Living Arts, No.1, 1963,

Voelcker, John and Kuth Olitsky. 'Form and Mathematics', Architectural Design,
Vol.24, No.10, October 1954.

Wilson, Colin S5t. John and J.L. Martin, 'Proposed Development for University
College, Leicester', Architectural Design, Vol.27, No.8,

August 1957,

Ce Newspapers

Bone, Stephgn.;'Work by ?oung_Sculptorsf,.Manchester Guardian, 10 January 1952,

Bone, Stephen., !Collaboration of TFainter, Sculptor and Architect', Manchester
' '~ Guardian, 10 August 1956, - : —_—

Bone, Stephen. 'All a Matter of 'Environmentf', Manchester Guardian, 15 Augzust

1957.

Braden, S._‘Malaise in the Mall', The Guardian, 23 June 1972.

Daily Mail, 9 August 1956. Whitechapel Art Gallery Archives.

Fast London Advértisér,'3 Augﬁst 1956, Whifechapel Aft Galiéry’Archives.

Hadknéy Gazette, 29 August 1956. Whitechapel Art Gallery Archives,

Hamilton, Richard. 'First Year Studies at Newcastle', Times Educational

Supplement, ° May 1961. = °

546



Lynton, Norbert., 'Art Out of News', The Guardian, 25 April 1669.

McNay, M.G. '"Big Daddy of Pop', The Guardian, 25 July 1966.

Packer, William. 'Sir Roland Penrose and Lee Miller Remembered', Financial
Times, 15 May 1984,

Radio Times, 10 August 1956, Whitechapel Art Gallery Archives,
Read, Herbert. 'Letter', The Times, 26 June 1947.

Renzio, Toni del. 'Mistaken Identities in the History of Degign', Times
Higher Rducation Supplement, 4 February 1977.

The Times. 'Architect and Artist. Ideal Realised', 9 August 1956. Whitechapel
Art Gallery Archives.,

Yorkshire Observer, 'See the Usual in a Yay Unusual', 9 August 1956.
Whitechapel Art Gallery Archives,

d. Film, Radio and Television

Arts Council of Great Britain, Fathers of Pop. A film by Reyner Banham and
Julian Cooper. 1979.

BBC. Artists as Consumers: the Splendid Bargain (in the series Art — Anti-Art)
Recorded 18 January 1960 and broadcast on the Third Programme on 11 March
1960. Froduced by Leonie Lohn.

BBC. Richard Hamilton Interviewed by Andrew Yorge., Recorded 3 November 1964
. and broadcast on 5 April 1965 on the Third Programme as part of the
programme New Comment. Produced by Leonie Cohn.

BBC. The Cbsessive Image, (An interview with Richard Hamilton, Allen Jones,
Christopher Finch and Anne Seymour). Recorded on 3 May 1968 and broadcast
on 15 May 1968 on the Third Programme. Produced by Leonie Cohn.:

BBC. Designs on Britain, Broadcast on BBC Television on 10 September 1985.

Open University. The Independent Group/The Impact of American Pop Culture
in the Fifties, A talk by Richard Hamilton. Broadcast by

BBC Radio.

547



e. Fxhibition Catalogues

Amsterdam
Stedelijk Museum. Pop Kunst. Swamer 1964.

Stedelijk Museum. Richard Hamilton. Prints and Multiples, February-~ March 1971,

Berlin p
Galerie René Block. Richard Hamilton. July 1971.

Onnasch Calerie, Richard Hamilton. Complete Graphics. June 1970,

Buffalo
Albright-Knox Art Gallery. The Expendable Ikon = Works by John McHale.

12 May - 8 July 1984.

Cambridge
Cambridge Union. Class of '59, 7-19 Februarj 1959.

Kettle's Yard. Nigel Henderson. Photographs, Collages, Paintings. 5-27 March
1977.

Carmarthen

Henry Thomas Gallery. Edward Wright, Graphic Work and Painting. 7 January -
25 January 1985,
(A1lso shown at Leicester Polytechnicj Kettle's Yard,
Cambridge; Norwich School of Art; Museum of Modern Art,
Oxford; Wrexham Library Arts Centre).

Hamburg
Galerie Hans Neuendorf. Richard Hamilton. Paintlnps and Graphics. November 1969,

Kunstvereln in Hamburg. Pop Art in England. Beginnings of a New Figuration,

1947-1963. 7 ¥ebruary-21 March 1976,
(Also shown in Munich and York),

London
Anthony 4d'Offay. Nigel Henderson. Paintings, Collages and Photographs.
19 & eptember - 22 October 1977, ,

Hanover Gallery; Mapda Cordell., 1956,

Hanover Gallery., Richard Hamilton. Paintings 1951-55. January 1955.

Hanover Gallery, Richard Hamilton., Paintings 1956-64 20 Octoter - 20 November
1964.

Hayward Gallery., Dada and Surrealism Reviewed, 11 January - 27 March 1978,

Hayward Gallery. The Thirties. 25 October 1979 - 13 January 1980.

ICA. Growth and Form., 4 July - 31 August 1951, -

549



ICA.
ICA.
ICA.
ICA.
ICA.

‘ICA.

ICA.

ICA.

ICA,

Young Sculptors. 3 January - 3 February 1952,

Tomorrow's Furniture. 5-29 June 1952,

Eight Young Painters. 23 October -~ 22 November 1952,

Max Ernst. 10 December 1952 - 24 January 1953,

Opposing Forces. January - March 1953,

International Sculpture Exhibition., The Unknown Folitical Prisoner.
15=30 January 1953,

Vonder and Horror of the Human lead., An Anthology. 6 Varch - 19 April
1953.

Eleven British Painters. Recent Work. 3 July - 1 August 1953,

Parallel of Life and Art. 11 Jeptember - 18 October 1953.

24

ICA.Collectors Items from Artists' Studios. 5 August - 6 September 1953,

ICA.
ICA,
ICA.
ICA.
ICA.
ICA.
ICA.
.ICA.
ICA.
ICA.

IcA.

ICA.
ca.
1CA.
ICA.
ICA.

iCA.

Painting into Textiles. 21 October - 14 November 1953,

Nigel Penderson., Photo-Images, 1953,

Recent British Drawings. 10 February - 27 March 1954,

Victor Pasmore. Paintings and Constructions 1944—54. 31 March - May 1954.

Ttems for Collectors! Kxhibition. 5 August - 4 September 1954,

Sunday Painters. 8 September - 9 October 1954,

Collages and (bjects. 13 October - 20 November 1954,

Picture Fair. 2-10 December 1954,

Francis Bacon. January - February 1955.

Mark Tobey. 4 May - 4 June 1955. .

Man, Machine and Motion. 6-30 July 1955.(Also shown at the Hatton Gallery,
King's College, University of Durham in May 1955). :

New Sculptors. Painter = Sculptors. August - September 1955.

Ploture Palr. 7—91 December 1935.

Mathleu. 4 July - 1 August 1956

John Hultenberg 2 Octooer - 17 October 1;56

Plcture Falr. 13-20 Depember 1Q)6

John McHale 0011agps. 27 November - 1) December 1956

549

Ty



ICA. Statements. A Review of British Abstract Art in 1956, 16 January -
16 Tebruary 1956,

ICA. An Exhibit, 13-24 August 1957.

ICA. William Turnbull. New Sculptures and Paintings. August -September 1957.

ICA. Picture Fair. 12-19 December 1957.

ICA. Some Paintings from the E.J. Power Collection. 13 March - 19 April 1958,

JCA. Three Collagists. November 1958,

ICA. The Developing Process. April ~ May 1959.

ICA. Nigel Henderson. Recent Work. April - May 1961,

ICA. The Popular Image of the United States. October - November 1963,

ICA. A Continuing Process. 17 March - 19 April 1981. (Also shown at the Hatton
Gallery, Newcastle; the Universities of Manchester, Lancaster, Liverpool,
and Bretton Hall College, Yorkshire.)

New Vision Centre. Four Painters from Cambridge., February 1960,

O'Hana Gallery. Dimensions. British Abstract Art 1948-57. 1957.

RBA Galleries. Young Contemporaries 1961, February 1961,

Tate Gallery. Marcel Duchamp Retrospective. 18 June - 31 July 1966.

Tate Gallery, Richard Hamilton. 12 March - 19 April 1970, (Also shown in
Eindhoven and Bern).

Tate Gallery,. quardo Paolozzi. ?2 eptember - 31 October 1971.

Tate Gallery. Willlam Turnbull, uculpture and Painting. 15 August - 7 October
» , 1973. .

Tate Gallery., Peter Blake. 9 February - 20 March 1983.

Waddington Galleries, Richard Hamilton. Interiors 1964-79. February 1980.

Waddington Galleries. Richard Hamilton., Prints 1939-83, A complete catalogue
of Graphlc Work. 1984,

Whltechapel Art Gallery. B]ack uyes and Lemonade. 11 August -6 October 1951.

Vhltechapel Art Pallery. This is Tomorrow. 9 Aupust -9 September 1956,

Whltechapel Art Gallery. The New Generation. March 1964.

Whltechapel Art Gallery. Richard )mlth. Palntlngs 1958~66, Nay 1966,

Whltechapel Art Gallery.'ertlsh acu]pture in the Twentleth Century. Part 1:
- Image and Forms 11 September - 1 November 19815 Fart 2:
Symbol and Imaglnatlon. 27 November 1981 - 24 January

19824

550

th



Milan
Palazzo Reale, English Art Today. February = May 1976.

Newcastle~upon~Tyne

Laing Gallery. iduardo Paolozzi. Sculpture, Drawings, Collages and Graphics,
17 April - 16 May 1976. (Also shown at Scottish Arts Council
Gallery, Edinburgh; Turnpike Gallery, Leighj; Municipal Art
Gallery, Wolverhampton; Ferens Art Gallery, lull; Art Gallery,
Southampton; Chapter Arts Centre, Cardiff; Abbot Hall Art
Gallery, Kendal),

New York
The Solomon R. Guggenheim Museum. Richard Hamilton. September 1973,

Norwich -

Norwich School of Art. Heads Eye Wyn. 27 September - 23 October. (Also shown at
Graves Art Gallery, Sheffield; Serpentine Gallery, Londong
John Hansard Gallery, Southampton; The Minories,
Colchester).

Sheffield

Graves Art Gallery. The borgotten Fifties, 31 March - 13 May 1984, (Also shown
at lNorwich Castle HMuseumj Herbert Art Callery and Museum,
Coventry; Camden Arts Centre, London).

f . Others

ICA Bulletins Nos. 42 March 19)4)
43 (April 1954)
45 (June 1954)
47 (September 1954)
48 (October 1954)
57 (July 1955)
60 (October 1955)
61 %November 1955)

63 (January 1956)

64 (February 1956)

71 (September 1956)

74 (March 1957)

76 (May 1957)

82 (December 1957)

91 (Octover 1958)

100 (July 1959)

109 (January/February 1961)

110 (March/April 1961)
115 (January/February 1962)
122 (December 1962)

551 '\



Tate Gallery Report 1967/8. Documentation on Richard Hamilton's working
methods,

Tate Gallery Report 1976/7. Supplement. Conversation and letters of Nigel
Hlenderson,

ADDENDA

1.b.
Banham, Reyner, Letter to Bryan Robertson 3C March 1956. Whitechapel Art
Gallery Archives

Munsing, Stefan P. Letter to the author 4 September 1984

2.2 :
Emanuel, Nuriel (editor) Contemnorary Architects. London, 1980

Meller, James (editor) The Buckminster Tuller Reader. Harmondsworth 1972

Penrose, Sir Roland Scrapbook 19C0-31., London 1981

2.D.

Alloway, Lawrence, 'The Robot and the Arts' Art News and Review Vol.8 No.16,
1 September 1956 .

2.6,

Brighton

University of Sussex. Roland Penrose. Recent Collages 3-31 May 1984

Edinburgh
Royal Scottish Academy. Bdvardo Paolozzi. Recurring Themes 1984

London
Serpentine Gallery. Recalling the I"ifties February 1985

552 '



Plates




b S

\ﬁ-df"&x\
IR avee
TRAE

wED

1. THE wwoa GALLERY, Com smasr. LDNDDN
W.1.. JUNE 1939. o4

2. ENTRANCE To THE ltA BtHlBl‘ﬂoN ‘40 YEARS OF
MODERN ART' HELD IN THE BASEMENT OF THE
ACADEMY CINEMA, OXFORD STREET, LDNDON
WA, FEBRUARY ~ MARCH 1948.

3. THE MEMBERS' ROOM AT THE ICA, 1951.

R e 554



Jly & dugast 31
Opea 0am Spm
Closed Sundags and Augusl 6

VEA Gatiery | Vottete of Contemparary Aeta 11 18 Dusee Sirent W1 Admission 1 6

’ ¢ Y

exhibition g1/

the development

of natural shapes

and structures

4. INVITATION CARD FOR THE EXHIBITION 'GRoWTH AND FORM'
JUuLY ~AUGUST 1951. =

5, CATALOGUE COVER. FOR 'GROWTH AND FORM', |LLUSTRATED
BY HAMILTON'S PRINT 'HETEROMORPHISM',

G.7. "GROWTH AND FORM', ICA . INSTALLATION VIEWS,

555



8. RICHARD HAMILTON ‘PARTICULAR SYSTEM'
1951. OIL ON CANVAS .,

9. RICHARD HAMILTON ‘SELF PORTRAIT' 1951,
ETCHING , ENGRAVING ,DRYPOINT , AQUATINT ,
30 %197 em.

10. PAGE FROM "GROWTH AND FORM' CATALOGUE

AoV
.

v ar b eegs o

o

(R N T T

Myanhed

Lloction-imeray




11. COVER OF 'NEW WORLDS. FICTION OF THE FUTURE',
AUTUMN 1951, THE FESTIVAL OF BRITAIN
ARCHITECTURE WAS THOUGHT FANTASTIC
ENOUGH TO APPEAR IN A SCIENCE FICTION
ILLUSTRATION d

12. THE TALKING LEMON FROM ‘THE WHITECHAPEL
QALLEﬁﬂ"S .BLACK.EYES‘AND LEMONADE' 1951

13. LEFT TO RIGHT : ANTHONY KLOMAN (ICA's
DIRECTOR OF PLANNING) , SIR NORMAN RELD
(DIRECTOR OF THE TATE GALLERY ), DOROTHY
MORLAND ( DIRECTOR OF THE ICAY), PETER
WATSON (OF THE ICA'S MANAGEMENT COMMITTEE)
AT THE OPENING OF THE SAUL STEINBURG
CEXHIBITION, 1ICA, MAY 1952

LA
At s

',).r
PV i =

N, Wl
e O oy

557



44, RICHARD LANNOY AT THE
ICA <1951

15.TONi DEL RENZIO AND
FREDA PAOLOZZI AT THE
ICA 1953

16 PETER AND ALISON
SMITHSON 1950

R S 558



- GETERLIUAE PRSI SNy o jeame

17. RICHARD LANNOY AT THE 'HUMPHREY JENNINGS'
EXHIBITION , ICA, FEBRUARY 1951.

18. WILLIAM TURNBULL WITH ‘HANGING
SCULPTURE' 1949.

19.TONI DEL. RENZIO AT THE 'TOMORROW'S
FURNITURE' EXHIBITION , | CA, JUNE 1952,

20.NIGEL HENDERSON .

559



21.EDUARDO PADLOZZI , FROM LOREMNZA MAZZETTI'S
FILM *TOGETHER', 1956.

22.EDUARDO PAowzzl SUPE&VISING THE CASI’ING,
OF 'FORMS ON A Bow', 1949.

23.EDUARDO PAOLOZZI ‘WHAT IS 'THE SuN?' 194~B
COLLAGE , 3575 X 23-76 cM..

24..EDUARDO PAOLOZ2Z| IN THE STUDIO HE SHARED
WITH HENDERSON AT THORPE -LE-SOKEN , 1956,

560



‘,"ﬁ_m(l/ SoLl™y

G Star. s

'}

N NEW ERA

" a‘ OPL

@_‘ B Druckfehler
L B
¥

e

2t 1] !
Vs
F aQe
28

25 EDUARDO PAOLOZZI 'DRINK. DR.PEPPER' 1948,
COLLAGE. 35-75 x 23-75 em.

26. EDUARDO PACILOZZ] 'STAR KISS' 1948,
COLLAGE. 36 wx 24 cm.

27.EDUARDO PAOLOZZ| ‘HEART'S DELIGHT. 1949.
COULAGE, 39 x 26 em.

28. EDUARDO PAOLOZZI. WORK SHEET
COLLAGE 1954

[V |
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ROSEMAKY CLOONEY
€ Yoot sery, hoep i sad,

29. EDUARDO PAOLOZZ! 'AUTOMOBILE HEAD' 1954

SCREEBNPRINT . 46 x 3D em.

20.EDUARDO PAOLOZZI 'KEEPIT SIMPLE  KEEP IT
SEXY ,KEEP IT SAD', 1952, COUAGE , 2825 X
215 em,

31. WALLS OF WIUJAM TURNBULLS STUDIO ¢.1959
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32. CATALOGUE. COVER FOR ‘PARALLEL OF LIFE AND
ART® 1953.

33. ‘PSNMML OF LIFE AND ART', INSTALLATION
VIEW.

34-. ALISON AND PETER SMITHSON. PEPsPEchVE
PRAWING OF THE ARRANGEMENT OF
EXHIBITS FOR'PARALLEL OF LIFE AND ART.
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35.,36,37, "PARALLEL OF
LIFEAND ART ', 1953.
INSTALLATION VIEWS,




SUTTON
will open the exhibition
at 830 in the evening of
Wednesday January 2 '
Open until February 2
daily ar 11.00 a.m..
closing 'I'Ill'.\'(/tl'\' tolriday

MR. DIENYS

atl. 0.010) .
at 5.00 pon.. closed all
Cday Sunday and Monduy:

INSTHEC TR OF CONTEMPORAVEY (KIS

108 Do Steeet, Londan 11

[ Saturday

Infra-objectiyvi on nis
jectivism a\\gﬁ‘ P .fo"’h AmorP
;aj : «\0’\\9 on’e
e < Intra.g teg
eua";‘ o Ubjectiy; Siop

Abstract Objectivism Non-form Expression

Oppposing FHForces

A
bstract Symbolisms*p, 2. >
ivity E2a/ N0
Mmeta-express! -\on'\gm e 4 '7~r~o os
(css ") >~ F s
EXP 1 :
ract ofganico. i a? ,

st 553
p® Form-cxpressivism

Michaux . Ossorio . Pallock . Riopelle . Serpan

40

Francis . Mathicn .

39. PETER REYNER BANHAM ¢ 1956.

39. REG BUTLER . "MAQUETTE FOR MONUMENT T
THE UNKNOWN PoLITICAL PRISONER' 1951~
2. BRONZE WIRE AND METAL WELDED oN TO
A STONE BASE. HEIGHT 43:5 cm.

40. INVITATION CARD FOR 'OPPOSING FORCES'

ICA , TANUARY- FEBRUARY 1953
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41. TOHN MCHALE ¢.1955
42. TOHN McHALE - *TRANSISTOR N°16* 1953

43. COVER OF 'COULAGES AND OBJTECTS ' CATALOGUE
ICA , OCTOBER ~NOVEMBER 1954,

44. NIGEL HENDERSON ‘COLLAGE' 1954 20x36ins,
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45, RICHARD AND TERRY HAMILTON REPAIRING
A CHAIR AT ROLAND PENROSE'S HOUSE,
<1953, (IN THE DOORWAY IS LEE MILLER,
ROLAND PENROSE'S wnrz).

46, RICHARD HAMILTON,' d* ORIENTATION'
1952., CILON BOARD. 46 X% ©3ins..

47, RICHARD HAMILTON, ' TRANSITION L1,
1954, OIL oN PANEL. 3G w48 ins..
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48. CATALOGUE COVER FOR ‘MAN. MACHINE AND o
© MOTION"," ICA, TULY 1955. :

9. 1WO PAGES FROM THE ‘MAN MACHINE AND
MonON cA'rALonE. R,

50." MAN. MACHINE AND MTION® AT THE IcA. e
INSTALLATION VIEW. : & 1

51."MAN, MACHINE AND MOTION'AT THE HATION
GALLERY , NEWCASTLE UPON TYNE, MAY 1955. ;
RICHARD HAMIan 1S STANDWG LgPr y L Y
FOREGROUND. e

56f



S2. 'MAN, MACHINE AND
MOTION. HATTON GAULERY
INSTALLATION VIEW

53. BUGATT) ROYALE. TYPE
41. DESIGNED BY
JEAN BUGATTI <1931

54, BUICK CENTURY DE
LUX RIVIERA SEDAN.

1956,

AL S TR L
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55, JOMN McHALE  ‘MACHINE MADE , AMERICA 1T
195G, COLLAGE , 23 x 17 ias., BEARING A
STRIKING RESEMBLANCE To ROBBIE THE
ROBOT IN THE FILM ‘FORBIODEN PLANET'.

56. STILL FROM 'FORBIDDEN PLANET

57. LAWRENCE ALLOWAY <1959,
B8. MAGDA CORDELL 'PAum'lMG.‘ <1965
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59. ALISON AND PETER SMITHSON *HOUSE OF THE FUTURE'
AXIOMETRIC DRAWING. 1956.

60. ENTRANCE To THE ‘HOUSE. OF THE FUTURE',

G1. 'HOUSE OF THE FUTURE' SKETCH ELEVATION.

17
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G2. "HOUSE OF THE FUTURE"
KITCHEN.

G3.'HOUSE OF THE FUTURE'
VIEW OF GARDEN-PATIO.
DRESSING ROOM WITH
PEDESTAL HAND BASIN
IN THE FOREGROUND.

64.'HOUSE OF THE FUTURE'
LIVING AREA LOOKING
TOWARDS THE PATIO.

572



G5. COLIN ST.TOHN WILSON <1950
66. THEO CROSBY <1956 ‘
7. FRANK NEWBY <1956

sa EDWARD WRIGHT <1956

G9. WILLIAM TURNBULL. <1956

70. GROUND PLAN OF WHITECHAPEL ART GALLERY SHOWING THE PoSITiON
OF EACH OF THE GROUPS FOR 'THIS IS TOMORROW

71.'THIS IS TOMORROW' GROUP 5. INSTALLATION VIEW.

573 i



72.'THIS 1S TOMORROW ' GROUP 1. INSTALLATION VIEW
SHOWING THE ‘SPACE DECKK' ROOF , EDWARD
WRIGHT's GRAPHICS (CENTRE ), AND WiLLIAM

TURNBULL'S SCULPTURE ( RIGHT).

73.' THIS 15 TDMORROW' GRoUP 8. INSTALLATION
YIEW SHOWING THE ‘BUBBLE' scuLPTURE AND,
BEHIND 1T, THE DISPLAY OF SOURCE PHOTOGRAPHS.

T4 "THIS IS TOMORROW"' GROUP 9. INSTALLATION VIEW.

574 | |




75. "THIS IS TOMORROW' GROUP 10. INSTALLATION
VIEW SHOWIN G THE TUNNEL EFFECT.

T76. EXTERIOR VIEW OF GRoUP 10 EXHIBIT.
7. PETER SMITHSON AND EDUARDO PADLOZZI ¢ 956
TB.ALISON SMITHSON AND NIGEL MENDERSON ¢ 1956
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79.'THIS IS TOMORROW®, DRAWING W TH COLLAGE
OF AERIAL VIEW OF GROUP & EXHIBLT.

B0. POSTER DESIGNED BY GROUP G .

81. DOUBLE - PAGE SPREAD IN THE ‘THIS 1S
TOMORROW ' CATALDAUE OF GROUP &'s 'PATIO
AND PAVILION'

PA‘H. %
PAVILION
RE PRESENTS
THE FUNIAM

‘ENTAL
(NECESSITIES
oF THE

Hi

Hhm‘uAT IN
A SERIES
OF Sympols
THE FIRST
NECESSITY |
s ForA
PIECE oF |
THE WORLD (=
THE PATIO
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82,83, "THIS |STOMD "

GROUPG. GENERAL
INSTALLATION
VIEWS OF THE

PATIO AND PAVILION

WALLS WITH THE

ALUMINIUM -FACED
PLYWOOD.

517



85. 'THIS IS TOMORROW ' GROUP G. VIEW SHOWING
NIGEL UENDERSON'S PHOTO-COLLAGE ‘HEAD OF
A MAN' WHICH WA'S HOUSED INSIDE THE
PAVILION, Tt

6. POSTERS DESIGNED BY GROUP 2,

87, RICHARD HAMILTON . ‘JUST WHAT IS IT THAT MAKES
TODAY'S HOMES SO DIFFERENT , SO APPEALING 2°
195G. COLLAGE . 10 X 93/ ins..

88. GRoUP 2 WORKING ON THE INSTALLATION OF
THEIR EXHIBIT. JOHN McHALE (ON LADDERS AT
| LEFT), RICHARD HAMILToN (ON LADDERS
CENTRE ), MAGDA CORDELL. é"” LADDERS AT
RIGHT ), AND TERRY HAMILTON(HOLDING
OPTICAL DESIGN AT EXTREME R(GHWT ),
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91

B9. RICHARD HAMILTON. 'PERSPECTIVE OF GROUP 2's
'THIS 15 TOMORROW ' EXHIBIT}

90.VIEW THROUGH THE OPTICAL 1LLUSI0N CORRIDOR.,

9L VIEW From THE ENTRANCE. THE OPTICAL
ILLUSION CORRIPOR. IS TO THE LEFT,

579 |



92: Vle OF GRoUP 2, EXHIBIT SHOWING THE EXIT
TO THE OPTICAL ILLUSION CORRIDOR | THE

GIANT GUINESS BOTTLE, JUKE BoX , ANb ONE OF
THE'COLLAGED' PANELS .

93.EXIT TO THE CORRIDCR, SHOWING DETAIL wm{
DUCHAMP ROTOREWEFS,

94. VIEW OF THE TWO'COUAGED' PANELS WITH JUKE
BOX, GIANT BOTOLE | AND CATALOGUE SALES.
THE PANEL WITH RORBIE THE ROBOT, MARILYN
MONROE , VAN GOGH'S 'SUNFLOWERS', ETC.
WAS THE OUTER WALL OF THE CORRIDOR.

58



95.JOUN McHALE, 'DIAL' ¢ 1956 COLLAGE.

96. TOHN MCHALE, ‘VIRGINIA IMPORTED' 1957,
COLLAGE . 24 x 15 ins..
7. JoUN McHALE , 'OLIVE HEAD' <1956 COLLAGE.

[l
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98. ROGER COLEMAM 1956 . ’

99. INVITATION TO THE PRIVATE VIBW OF ‘AN BalieT
1A, AUGDLST 19BT.

100, RICHARD HAMLLTON AT ‘AN Exman"

101.CATALOGUE COVER FOR "AN EXHIBIT' L PARTLY

T PRANTED ON THicKK TRACING PAPER , PERHAPS

TO RESEMBLE THE mmswa-:m- sqzeaus of
THE EXHi81Tion.
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102.103. 'AN EXHIBIT" ICA. INSTALLATION VIEWS. o
104 /AN EXHIBIT HATTON GALLERY. VICTOR PASMORE B T e T P
.. AT LEFT. PR NP PR
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t05 RICHARD HAMILTON ‘HOMMAGE A CHRYSLER CORP' . . ;
. 1957. ou. METAL rm. AND COLLAGE on PANEL, 40::32..-\:.

106 RICHARD HAMIqu STUD‘( FOR 'MOMMAGE A CHR‘ISLER : i : .
- coRe! 1957 Pam[mn(wnmcow UR| COUAGE. .44 x 9/ains. o

107 mcunao HAMILTON. STUDY FOR 'MOMMAGE A CHRYSLER
. 0P 1957. PEN INK.GOUACHE, COUAGE . 13/a % B Ins.

108. RICHARD HAMILTON. STUDY FoR "HOMMAGE A CHRYSLER
corP’ 1957. Wk |WLULAGE [ WATERCOLOVR Y X 13 ins.

104.RICHARD HAMILTON. 'HERS IS A LUSH SITUATION" 1958
O, CELLULOSE ,METRL Foil. ,COWAGE ON PANEL. 32x 48ins,
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110. RICHARD HamiLTON. ' $UE' 1958 -&1. OIL.,
CELLULOSE , COLLAGE ON PANEL 40 x 32 lns.

M. RiCHARD HAMILTON, STUDY FOR '$HE'. PENCIL
INK [WATERCOLOVR | GOUACKE 10X B 1as.. 196

112, RICHARD HAMILTON. STUDY FOR'$HE', 1958.
INK/GOUACHE 10X "1/2 ias..
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114

13. SOURCE MATERIAL FOR. '$HE",

€ {, THE CARESS. CHARACTERISTIC Pos'ruae s
 INCLINATION TOWARDS THE APPLIANCE INA
GESTURE of AFFECTIONATE GENUFLEXION.
POSSESSIVE BUT ALSO BESTOWING. SHE
OFFERS THE DEUGHTS OF THE APPLIANCE
.~ ALDNG WITH HER. OTHER CONSIDERABLE
ATTRIGUTES. 2.A JOB LIKE DAD'S. MUM
ToO HAS A UNIFORM, DISCREETLY FLORAL
APRON EQUALS PIN-STRIPE OR GREY RLANNEL,
BELL PROVIDES THE COMMUNLCATION SYSTEM
TO PLUG HER INTO THE HOME INDUSTRY
NETWORK . 3. EMPIRE BUILDER. . STOCK =
PILED CAKE MIXES FILED FOR EASY REFER -
ENCE: SHE COMMANDS THE LOT. 4 AND S,
1S IT ME 2 THE APPLIANCE IS ‘DESIGNED
WITH YOU 1N MIND'~— BUT ARE YOU THE
- GIRL NEXT POoR IN A PARTY HAT OR THE
SVELTE JoB. THAT GOES WITH 'SHEER
LOOK "' Z WITHIN A FEW YERARS THE
FRIGIDAIRE \MAGE OF ITSELF CAN SHANGE
QUITE A BIT. G.THE SOURLE OF THE
OVERALL LAYOUT OF '$HE' IS TUIS
BRAULIANT HIGH suor OF THE coanucaplc
REFR[GERATDR.. " i

114 27, AN ‘ESQUIRE ' PHOTOGRAPH OF 'STARLET(?)

VIKKY DOUGAN. . . A SUPPLEMENTARY DETAIL.
FROM THE DOUBLE-SPREAD AD WHIcH
CONTAINED © WAS THE AUTOMATIC DEFR0S~
TING SYSTEM 6... TWO OTHER ADVERT~
ISEMENTS , 9 THE WESTINGHOUSE VACUUM
CLEANER, A,Nb 10 GENERAL ELECTRIC sSmall
APPLIANCES... * (RICHARD HAMILTON -

‘AN EXPOSITION OF * $HE® * CHIT

DESIGN VoL.32 N®10. OCIOBER 1962,
PP 4E5-6G ).
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115 RIcHARD SMITH 'SALEM® 195B. ou.
. ON CANVAS T2 %712 ins..

11(o. Rnc.Hr-\p.o smrrH 'SOmeHEQE ovER'
Ol ON CANVAS  T7Y2 % B4 ins..

117. PETER BLAKE ‘CHILPREN READING

ComicsS' O ON HAROBORRD ‘142 x
1872 ins.. KV

567




118. RICHARD SMITH *PLACE T° 1959, ol
ON CANVAS B4 x 4B ins..

119. RICHARD SMITH ‘*PLACE 2' 1959. o
7 oN cANVAS. BY X 48 ins..

420. PETER BLAKE ‘LITTER' 1955. oL
o BOARD  13Ya X 9Y2 ins..

i




Magda Cordell
Eduardo Paolozzi
John McHale

7-19 February 1959
10am to 6pm

The Unlon Cambridge
arranged by:

Cambridge
Contemporary Art Trust

o,
121, INVITATION CARD TO THE SCROOPE GROUP'S
Exmemon AT THE NEW vnsxou cf.N'mE \960

122 CATALOGUE cmreROF 'cu\ss oF ' 59 o : o
1. FEBRUARY Mgeo, ‘ o

123 POLA0.0\D TAKEN BY mcuarw HnmlLTbN oFAN
DL AUDIENCE AT cAMBRIDGE LNIVERSITY.

w7 JAMES MEUER 1S FIRST ON RlGHT THlRD ROW

..o FRom THE FRONT. - .

124 b‘bHNMcRALE ew. ong' 1953 ;ou.nc.e “ o R
. 463/41 4-44(\5.. Co

89



125,PETER REYNER BANKAM +.1963

126.POLARCID TAKEN By RICHARD HAMILTON OF .
AN ICA AUDIENCE ,1960. ROLAND PENROSE
1S SECOND ROW ,SECOND FROM LEFT ; TONI
DEL RENZIO IS FOURTH RoW ., FIRST ON LEFT. -

",

)

§

127.NIGEL HENDERSON 24961

{28.LAWRENCE ALLOWAY ¢1959
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429, MAGDA CORDELL. ‘FtGuRE‘ 1958. eoxwxas..

130. COVER FORTHE CATALOGUE -me ‘
‘ .. DEVELOPING Paocess‘ _1cA APQu.—MAY
- , » 131 ;- 1959 B

DR e 131, ToHN mmm.E 'Pnubonﬂ 1960 ou.mob
po . COLLAGE ON CANVAS GOX 4 NS, ‘
‘ 432, WILLIAM TURNR ULL 'suncaw.ﬂ 1“)56
BRONZE. 60 x. 1Sx 23 ins..

CoT e 591
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133, JorN McHALE WITH SELF - PORTRANT 1956.
134 . ToMa MCHALE ‘TELEMATH viil® 195,
COLLAGE. 36 X 40 ins. .

135. TortN McHALE *FIRST CONTACT ' 1958,
COLLAGE . AR x T2V« (as..
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136RICHARD HAMILTON 'PIN~UP"' 1961. O,
| CEUMLOSE ,COLLAGE ON PANEL., 48 x 32 ins.,

137. RICHARD HAMILTON . FoUR STUDIES FOR ‘PIN-UP",

138:CovER FOR ‘LIVING ARTS' N°.2 1963, SHOWING
RICHARD HAMILTON WITH U.S. /TECHNOLOGICAL.

'GOODIES ', PHOTOGRAPHED BY ROBERT FREEMAN.
593
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139. RON HERRON ‘WALKING Ty ' 1984, - = - ‘ R
140 WARREN CHALK . "ARCHIGRAM 4, 1964 ' "
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THED CROSBY.

LLAGE ON ASBESTOS PANEL. .
AT IUA CONGRESS BUILDING.

142.CONSTRUCTION OF 1WA CONGRESS PUILDING.

(WTon ‘GLORIOVS TECHNICULTURE

PETER STROUD AND HERNARD COHEN.
ScuLPTURES PBY THEO crosSiY, EDUARDO
PACLOZZl AND witliAm Tuanul L

1961 . OlL AND Co

06 % 4B ins..

1961. ARCHITECT
PAINTER. ON SI1TE - 1961,

41, RICHARD HAM
144, COURT AT THE 1UA BUILDING . MURALS BY

143 . EDWARD WRIGHT INSTRUCTING A SIGN
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145. BRITISH ' PoP ARTISTS ' AT THE THIRD PARLS -

~ BIENNALE OF YouNG ARTISTS. 1963.
LERT T0 RIGHT . JOE TiLSonN, GERALD
LAING. FRANCIS MORLAND. PETER . .
PHILLIPS , PETER BLAKE . DEREK BOSHIER.
ALLEN JONES. DPAVID HOCKNEY.

‘1% DAVID HDC\(NEY !FIRST TEA PAINTING®

1960 . pILON CANVAS 29%2 X 13 ins. .

CEXHMIBITED AT THE 1361 YouN(‘a '

.. CONTEMPORARIES. -

147. DAVID rocknEY ‘Dou-BOY 1960 -1,

‘ OIL ON CANVAS GO X 48 ins.. EXHIBITED
AT THE 1961 YouNG CONTEMRATRAUES,

596




