2007_ESCH_M11A_19

Interviewer: Hannah Liley

Interviewee: Ian Bourn

Date of Interview:

Ok, thanks for doing this interview, can you tell me your name and can you spell it please?

It’s Ian Bourn, that’s I-A-N, B-O-U-R-N.

And your date of birth?

Um, September 1953.

Thank you. Can you tell me where you lived when you were living in Leytonstone, or Leyton perhaps?

Um, I lived originally in Claremont Road. Um…what when I moved to this area?
Yeah.

Yeah.

Did you stay most of your time in Claremont?

Yeah, and then sort of as the houses got demolished, I got rehoused in Grove Green, further up. It was an ACME house. 

Mmm. And when did you move into the area?

Well I think it was um…I think it was ‘83, ‘84. I think it was probably ‘83 I actually got the house, but I think I moved in in ‘84. 

Right.

Because it was sort of derelict and had to be work done on it. Um, probably the winter of ‘83, yep.

Right. And where had you been prior to that?

Well, prior to that I’d been in Sheffield for a year; I had a fellowship, video fellowship. And um…but I’d lived in the area since the age of nine, we just, because I went to London colleges, um, I never really had to move house so I lived with my parents while I went through the college years, and then as um, it just happened that’s where cheap houses was, when I came back from Sheffield, so I found myself back. But I mean I went to school um, my primary school was Mayville, which is just the other side of Cathall Bridge, and then I didn’t get um, my eleven plus, so I went to Norlington. Which is down there. Which is a secondary school in those days. And then later it became comprehensive and I moved to Leyton County High. So…yeah. From about the age of nine I have been a local. 

That’s interesting, so you have seen quite a lot of changes?

Yeah, yeah. Yeah, it’s gone through um…it’s gone through sort of three basic changes you know, but that period was probably the best time for Leytonstone for me anyway. I suppose the interesting. Because it was a very sort of dull suburban area, before um…sort of where people you know um, where everybody seemed to watch everybody else, it was quite conservative I would say, although there was a lot of industry in the area, but it was um…it was the sort of place people moved to for their first home you know, after moving out of the East End. Um, because we came from Hackney and Dalston area, originally. Um, and because I moved here at the age of about nine, I um, that’s probably why I failed my eleven plus, because it was like all my friends were in Dalston, so we came here and I didn’t know anybody, took an instant sort of dislike to the area. Um, and you know, it’s one of those things, an argument against the eleven plus system. Because I was like, I can remember when I was a kid I was top of the class, but as soon as I moved to here I went straight to the bottom and sort of dropped out. But, yeah, it was quite good, a sort of element of revenge I think, when all the artists started to move in and we started to cannibalise the houses. Upset the locals and stuff like that. So there was a sort of I suppose, I really enjoyed it. But um, anyway, yeah.

Well we can talk quite a bit about that, that would be interesting, sort of what we are here for. Um, if we talk a bit about the houses initially, um, who was your landlord when you moved back in?

It was an ACME house as I said, um…

Right, and do you remember how much rent you were paying at that time?

No. Just very cheap, I mean it was, I don’t know, got no idea, because, no.

Was there just you?

It could have been about £40 a month I think.

Right, and was it just you in the house?

Yes. I had a whole house to myself. Um, but yeah, it was about £40 and then it went up over the years slightly and I think nearly the whole time I was on income support, so I could live quite well really.

Right. And um, I mean did you know about ACME housing? Prior to that?

Yeah, it was, well I was, my close friend at that time was Helen Chadwick and she lived in ACME houses in Beck Road, and it was her who put me onto ACME really, but it ended up everybody I knew was in an ACME house in the end.

And um, you talked a bit about the area at that time, what was your house like when you went in, what was it’s state and what did it look like?

Just um, it looked like the house I’d already you know, grown up in. It was about exactly the same as my parents’ house when they lived in Park Grove Road, which is just over the other side of the railway lines. Um…I can’t remember really. When I moved in it had an outside toilet, and the main thing was getting an inside toilet and that’s about it really, it had coal fires, um…I can’t really remember much else about it really, it was just a cold shell. Um, didn’t have any rot or anything like that, but yeah, just straightforward double bay house. 

And you talk about cannibalising the houses, that sounds interesting?

Well, you know, ACME is an artists’ studio, and that was the thing of it, you could do what you wanted with the house, so..um…but I didn’t really do anything drastic because mainly I’d just write and make video and film, doesn’t really involve me, you know like painters who’d knock walls away so they could get big canvasses in and things like that, or, or you know, do all kinds of really drastic changes. But I did in later years, I mean I used the house all the time for um, um, artistic projects. The only change I made was that the two downstairs rooms, the front room and back room downstairs, um, I knocked a hole in the wall, sort of metre square hole, like a kind of serving hatch between the two rooms, but that was just because I shot a film in there and I couldn’t get a camera back far enough so I just knocked a hole in the wall, and shot through from the other room, which was really good actually because it cut out the noise of the camera and um…I did quite a number of films through that hole, but I never went the whole way of knocking the wall down because I don’t know, I just did the bare minimum for the effect. Um, I mean one of the few videos I made that actually kind of addressed the road problem, um, was called Breathing Days and that was in um, ‘92. And that was the one I really, I knocked the hole in the wall for, and um, Breathing Days was um, about someone who was going to be made homeless, and was obviously kind of worrying what was going to happen to me afterwards, because we were right into the campaign by then, but rather than do something about the actual demonstrations and the road, I just sort of envisaged this person. Because at the time as I say, I was signing on and um, I seemed to spend a lot of time down at the council having interviews, being in sort of rooms where you kind of, in those days there was a kind of awful atmosphere in the kind of housing tax offices, everywhere you went, the style of everything was kind of you are in a booth with a glass screen between you and the interviewer, which they don’t do these days, although the banks have gone that way, but you always seem to be sitting in a room behind a sheet of glass. So this film Breathing Days was about a series of interviews, um, and the first one was to do with the landlord um, sort of more or less saying that by a certain date you have got to be out of this house and then there’s an interview in a tax office, he’s trying to run a small business, and the second one is the housing office, just sort of straight on interviews, and what I did was this hole in the wall became kind of the interviewing area and I didn’t really want to make a film about sort of Kafka esque thing about beaucracy and establishment because I didn’t think it was fair to the people interviewing me who I often felt quite sorry for. So the way I shot it was one of the interviewees facing the camera through the hole in the wall, and so you had a shot of the interviewee, but on his face is the reflection of the person he’s been interviewing, and instead of that actually being a sheet of glass in the hole, we shot it with a sort of tricksy thing of having a half silvered mirror on the camera lens, and having um, the camera at an angle, so that it picks up both people and it is instantly superimposed on top of the other, it’s quite difficult to explain, but it was so that I could, these mirrors, and remember that I got people to improvise, I never told people. I had various people sit either side of the hole and interview one another, and um, um, but I never told them what it was about, I just told them what their problem was and then I told the bureaucrat what the standard reply should be, and what, you know, just telling people what the boundaries were and then just letting them sort the problem out. So it’s a series of five, and it kind of ends, there’s several sort of, um…there’s several um…ways, each scene is shot as if through glass, so the first one is actually of glass through the front window, with a guy reading the letter from his landlord and reflected in the window is the lights of a motorway passing, sort of car headlights sort of going across the glass, it was all artificial, all shot in my front room. And I actually had a film of motorway lights, which was projected onto the glass, so it looked like, and I put a window frame over the hole, so it looked like you were looking into a room from the outside. And as I say, the next two scenes are interviews, where it is obvious there is a glass division, and then there’s the glass at the front door with a silhouette of a policeman outside, it sort of moves on it progression, like he’s got to the state where he’s not leaving and the police are just about to break the door in. And then the last one, he’s in prison, and he’s being, having a visit from his partner, and again it’s through the glass, only this is reinforced glass with the wire in it, so it’s all using this hole in the wall to create these different illusions, so that’s my kind of reaction, the only film I made directly in response to it, although it wasn’t, I never made it specifically about the M11, it was just about things in general-

Yeah, about the-

I didn’t want to make anything specific to the area, you know. I just wanted to make a more general film about the problems of that sort. So, you know. Um, and then I um, John Smith who was also a friend, artist filmmaker friend, he made a film about glass, called Slow Glass and um, Slow Glass is um, it’s a film about glassmaking but it ends with, it has a reference to the road in the end of it, and I remember working on that with him, because I did the narration for that, and there were several other projects I might have done, I did put in for different things to do with the road, but I just didn’t get the money.

Was that funding?

Yeah, I mean, I mean I got quite a lot, very very productive period for me for grants and things like that, I’ve never had so many grants, one thing led to another, and of course the other thing was Housewatch, which obviously you used my, that was the real use of my house first of all, was the first Housewatch venue. Um, and um, that was in 1985, um, I don’t know, it’s a long story, Housewatch, my work sort of got divided into two things, I made like my own work, like the piece I’ve been talking about, like the interview piece, it’s always been quite intimate and is to do with people talking to the camera, I am sort of single screen video is always like that, it’s to do with, they are kind of portraits, so portrait type films, most of the time they involve a characters’ sort of head and shoulders looking at the camera, quite, they were at that time anyway, monologues and things like that, I usually acted my own work, 90 percent of them is me, but interestingly, Breathing Days, the one about homelessness was all other people, because I genuinely wanted people to improvise. And then the other, the kind of intimate pieces, I kind of divided my time between that and what was Housewatch, which was a group thing. I assembled a group of artists, um, and this was like sort of introvert and extrovert, because Housewatch was more, not exactly spectacular, but it was you know, crowd pleasing, sort of street, street cinema kind of thing. So it was quite a happy balance, because my own work is quite sort of dark, melancholy, introspective kind of work, and then doing these things that were the opposite got audiences doing things in the street, where you can’t be too subtle and they are quite sort of in your face. Sort of thing. Um, but um, I know, I could say, I mean the reason Housewatch started was um, a number of things really, at that time, um, the arts were kind of going through a change, the latter end of the Thatcher period, and um, what had happened was, in video art and sort of experimental film, um, originally it used to be funded, in a way that made sure the work toured, and there were kind of touring awards, in other words there was a kind of Arts Council scheme, called Film and Video Makers on Tour, where the Arts Council would put up money to venues to show your work to subsidise it, so you could go all round the country, and you’d be showing in sort of arts centres and anywhere, galleries, film theatres or whatever, and it was a great scheme, because it didn’t really involve a lot of money. The actual grants for film in those days were pretty, probably five grand was a really big award at that time, and that’s for film you know. So um, but they were more sort of promoting the you know, spread of it, the showing of it, the exposure of it around the country, whereas it was around that time that we moved into Leytonstone, the M11 period, that the whole art world sort of changed and suddenly all these, because you know, um, my tradition and sort of John’s and um, because several members of the group as well, Housewatch group, lived on the route, there was George Saxon, and um, Chris White, who also lived along the route, um, what was I going to say? Yeah, um, most of the…most of us come from a kind of cross, cross um, multimedia, not, mixed media is another word isn’t it? Multimedia means something else these days, but yeah, we all came from sort of like, you know, one minute we would be doing performances, there was no kind of boundaries to what sort of medium we used, and it was during that period that kind of painting and sculpture came back into fashion, because it was all part of the money thing, and the ethics of my sort of contemporaries. I mean the reason we all went into film and video was because you couldn’t buy it, because it wasn’t a commodity you could sell, and also you held onto it yourself, you never really give it to anybody, because you always have the master, and you’ve made copies and shown them to people. And it’s very much kind of part of the politics of what I came from, and suddenly it was in that period that you had the, it was the period of people like Julian Schnaeble, you know the return of money market art, and so the Arts Council at that time, they suddenly dropped all that kind of community funding and you know, the idea of spreading this stuff around, and went in with channel four, and the big lure of it was like, you get a grant to make a film, and you get it shown on TV, and which meant less grants, because making stuff for TV is, it’s almost you are obliged to make it extensive, whereas you would cut corners and you would before be really economical. It’s really odd, because you felt like you were having to think up things to use up the grant to make it, you know, for a channel four grant, which I had a few of at that time. And um, but it’s like the arts council, they put all their eggs in one basket and went on TV, and we reacted against it, and that’s what Housewatch politically was about, about the fact that the last two sort of vestiges of it, was the London Filmmaker’s Co-op, up in Camden, and then for video it was London Video Arts, which was in Soho at the time, just had one office in Soho. And these were the only organisations of that stuff, and they are so what, and I have always sort of been against sort of like cliques and elitist things and private clubs and things, but that’s how they were, and basically you went to the film co-op and you were surrounded by other filmmakers watching each other’s work, and you’d get, it could be a bit trendy, and you’d get some people in for some things, because they were showing Andy Warhol or possibly Stan Brackage and people like that, but you’d get really, these were places for people in the know to show this kind of work. And what was good about the touring scheme was you got your sort of ordinary members of the public who would just go, go down to an art’s centre and would come across your work, and in the next room would be a theatre company or you know, a rock group playing or someone reading poetry, the whole thing was a kind of um, yeah, it was an interaction between people and um, so that was what Housewatch was and I wanted to sort of have a way of showing work that goes straight into the street and shows this stuff. 

Um, so um, yeah, that was in ‘85 we formed that and it came about, because going back to that sort of cannibalising houses, Housewatch was formed by me and an artist called Chris Wide, who lived opposite my house in Claremont Road, and it was just one of these things. He um, he was a painter very much in the sort of abstract, expressionist school, he did these huge canvasses, he was very influenced by people like Pollock and De Kooning (?) and that kind of thing, and he did these great big canvasses, and he knocked all the walls in his house down, and the ceilings and he had this cavernous space, and he was also like really dangerous, I thought the house was going to collapse, because there was no, hardly any supporting walls, but he also cut a huge slot in the floor, about sort of, 15 foot long slot, and he kept the two floors in the house, and in the upper floor, he cut a great big slot which he could slide these paintings through to get, because he couldn’t get around the windows, so he’d have to slide them through the slot, and then out the passage through to the front door, and I remember him doing this sort of, in fact he wasted most of his time there knocking the walls of his house out, to prepare for it, his studio, and when he finally got it, it was in the winter and um, he’d bought, or got a wood burning stove, that he was, a stove that was meant to heat a factory, it was made out of cast iron, thing, and he had that up in his studio, because he thought, it’s such a big space, and with broken windows, and holes in the roof and everything, he thought he needed something to heat the place up you know. So um, it was, I think it was the night that we sort of celebrated the opening of his studio, and he lit this thing up, and it was so hot he drew all the air out of the building and we had to open all the windows, it was so hot in there, and that was when I suppose I had a brainwave and went over to my house, and because we had been sitting in this bay window of his upper storey of his studio, looking out, drinking obviously, and um, yeah, I showed a film, I went over to my house, because we were always talking but I never had a way of showing him what I did. With the painting you could see it, there it is, but you’ve always got to get out projectors and everything, you know, to show people your work, so I went over the road and put some tracing paper in the window, and then projected a film, and then ran back into his house, and we watched it from his bay window, and it was like someone’s head, it was a face, just a great big face that filled the window of my house, and that’s where we sort of got drunk and came up with this idea of what if we used every window in the house, and we had you know, the idea of the audience in the street and the idea that the audience could kind of function as a kind of like, if it was raining, the audience could move into his house and still watch it through the windows. That is where we had the private view, in his house, so we got a tea urn in and sort of had a cafeteria set up in his house, um, and that is how we sort of planned it, we wanted it to be seen. But we didn’t think people would just stay in the street, we thought they would all come into his house because it was warm and watch it that way. And then the other thing was, he knew nothing about film, he was a painter and he well, I don’t think we even asked him, he just ended up making a film for it, it was, my house was um, as far as glass orifices go, it was two bay windows, one small window and then the glass at the front door, so we basically had four screens, so it meant you had to make four films, to fill the house. And I could see the logistical problems if it was just me and him, so as I knew people from college and thought about people too, we invited four other artists to join, and the idea being that with six of us, we could make the films and also be the kind of projection crew, because, to run all the projectors and everything else, and the sound, because it had sound as well. And um, so I invited George Saxon as the first artist, and he lived on Grove Green Road, and he invited a friend of his, Alison Winkle, and then the other person I invited was a guy called Tony Sindon, and um, he invited his partner at the time, Lulu Quinn, and that made up the group. And they were all chosen because of the nature of their work. I wanted, they were all very very different, so the idea was each artist would take over the house for their piece of work, which would be a four screen piece of work, in other words four reels of film, to fill all the street facing windows of the house, and um, um….I’ve lost my drift again…

You were talking about having inviting people like Alison Winkle and them showing four different films for the four screens.

Yeah, so, yeah that’s right, that’s how we sort of planned it, was that if- also there is the price, because at that time, the only kind of economical film was super 8, so we worked it out that each- because we didn’t really apply for a grant for the film, it was enough to sort of get a grant for the concept, all we got a grant for really was to publicise the event and I think we got £2000. And that went on administration. I drew a poster, I did all the graphics at the time, um, so I did this poster which had a kind of picture of the backs of people’s heads, looking at the bay windows of the house at night, um, and um, there was nothing in the windows, sort of light coming in the windows, and it just said ‘Housewatch, cinematic architecture for pedestrians’ and um, the idea was that the audience would come along, and like I say, with the logistics of the price of the film, it meant that I think super 8 was about £2.50 a roll, which gives you about three minutes, so most people could afford to do something about five minutes long. Because, say you were doing, I won’t, it’s fairly obvious, you know, it’s kind of, it just made it so that everybody could afford to do their own film, it was pushing it to the limit, I suppose we each spent about £100 to make the film, and because we all had our own projectors as well, so they all came together, and also there was a lot, I don’t know, at that time it was still sort of going out of fashion so you could pick up second hand stuff quite cheap. And yeah, so if everybody made from a five to a ten minute film, that amounted to a programme of approximately an hour. And with breaks, so that there was a sort of period where the house was completely black. We didn’t give any information out to the audience of what they were going to see as such, except for a little programme saying which artist made each piece of work. And then inside the house it was, because of the size of the rooms, it made, like I say, later made to knocking a hole in the room, at one point, the size of the little rooms in those houses, you couldn’t do, project directly onto the glass, so the projectors were actually by the window, facing the inner walls,  and we had huge great mirrors which then reflected it back onto the windows. Which was also a clever idea because, um, when you back project, on a window, um, in other words when you are watching a film from the rear side of a projection, you are watching it back to front, so the mirrors have the effect of restoring it to its’ right augmentation. Um, anyway, we did this, and there is a place in Stratford called the Tom Allen Centre at the time, which was a community centre and we knew someone down there who had a silk screen, so we sort of hand silk screened these posters, and I wrote an article for Performance Magazine, sort of declaring our manifesto or whatever, and um, yeah, we got an amazing audience, and the thing was we had to close the street off because it had to be called a street party, and Claremont Road is a kind of cul de sac anyway, it doesn’t go anywhere, it’s got no through traffic, um, but it was 1985, um, October. ‘85. And um, I went down to the police station in Francis Road, and um, to sort of, everyone sort of, we okayed it with the council, and then I felt we had to ok it with the police, so I went down there really nervously because Chris White was pretty, well I looked pretty normal but he had sort of rambling long hair and he didn’t really want to go in a police station, but we was really lucky, well it wasn’t lucky, it was sort of, it was lucky, because at that time, they were having the riots in Tottenham, and so all the police had been deployed over there and they just really didn’t want to know, they just said oh go on, do it, you know, because they had so much on their plate, they were all going off. In fact, I can remember it; on the night there were lorries of police going up to Tottenham because of the rioting that was going on. When we got interviewed by the press, because it really did, it through us, we just didn’t expect the kind of exposure that we got, um, the Times came down, did a sort of half a page on it, and um, you know, one of the questions they asked was like, why are you doing this at a time when people are rioting? Because it was true, everybody was staying indoors, people were, there was a really odd feeling all over London of like, it was a bit like similar to the sort of riot, the kind of the riots of a few years before, um, and I think that was the one with that copper getting killed, um, but yeah, and there was this sort of thing like, you know, why have you got the nerve to sort of ask people to go out into the street at a time like this? You know. But that was their angle, you know, so we got a big splash and we did it for I think three weekends, we did them over like Friday and Saturday, three weekends in a row, so word would get round and people would come back for a second look, which was really horrible for me because I had to live with all these mirrors around me, because it was all like wooden trestles and easels holding these things up inside the house, and um, yeah. So um, that went on for three weeks, we took it down, and then the BBC got in touch with us, Newsnight and they did a feature on it, but of course we had taken it all down, so they got us to put it all up again and we did it again in like November, and then they did sort of quite a long feature on it on Newsnight. Um, um, so that sort of got it going, you know, it was completely outrageous, when you think we spent you know, 100 quid each on super 8 film and it was getting really manic because we had like press coming down all the time, and I started to get really paranoid, because people would knock on my doors in the middle of the night. First of all, they all thought we lived in the house, they thought all the artists were resident there, they didn’t realise it was just my house, but we got all kinds of people turning up in the middle of the night, reporters and no one would say what they were, they would be incredibly sleazy people because they would never tell you who they were writing for, they tried to keep it you know, sometimes they would be talking to you and you wouldn’t realise they had a little Dictaphone tape recorder in their back pocket. And I got really paranoid, because as I say, I was on the income support, and you couldn’t tell whether these guys were checking out how many people were living in the house and things like that, it was so bizarre. And then other people were contacting us, we had all the first flush of requests to show the thing, because we had said in the programme, the idea was that this thing was designed for an urban terraced house of a particular style of architecture. I mean that was Housewatch’s thing, we just didn’t show film in windows of houses, it was each film was designed for the architecture that- so for each house we had to re-design what we were going to do, what kind of films we were going to make. But this was designed for that model of house, so we thought it’s ok for any- you could tour and just move it into anybody’s house, and we kept saying that the plan was to show it around the country in little back streets all over the UK, and so suddenly we got all these people saying come down, we want to do it in Brighton, we want to do it in this place, and they didn’t realise, they treated us as if we were a band, and we had, we didn’t have any transport or anything, let alone, there was no way we could just go round the country, it wasn’t like a troupe of theatre players you know. It took about six months to sort of plan for that house, and of course when you moved it anywhere else, all the shows afterwards that came out of that, it was at least a year of planning and that’s without all the negotiations with councils and things, to use buildings. It’s all right with private houses, but …so yeah, that sort of took off then, and we were like one of the first people to be taken up by Art Angel-

I remember, yeah.

Yeah. And they, the following year in ‘86, we took virtually the same show for a short tour of London, and we did um, um, Great Russell Street, a house right next to the British Museum, um, Spitalfields, one of the sort of Jack the Ripper houses in Spitalfields, Princelet Street, we did that. And then over in Chelsea, another one. And um, we made a few new pieces that were particular to the houses, um, um, I mean I made a new piece to go in Bloomsbury when we did Great Russell Street, I did a café, I turned out the house in Great Russell Street into a café, because it was sort of like a reversal. Because in the back streets of Leytonstone, the films were quite exotic, or the ones I did were quite sort of romantic and exotic and colourful, but then when we went to like, Bloomsbury, I went downmarket and did a sort of, I turned this Georgian house into a café. With all these divers in each window, all having quite sort of earthy conversations. Yeah, so it was always like responding to the position of the house. A lot of people did things about masks, or sort of ethnic things because of the proximity of the British Museum, and then like over in Spitalfields, um, George Saxon’s films were directly sort of, connected to the kind of Jack the Ripper stuff, and Doctor Jekkyl and Mr Hyde, it was all kind of, these kind of Dickensian sort of images he was putting into his films, but it was, you know, it was always, site specific is the word I was looking for. So yeah, that was Housewatch. And then, just finishing off with Housewatch really, it’s kind of um, um, we did that there, and then after that it really took, you know, I was making all the stuff in Claremont Road, using it as a studio, but we were going much further afield, and the last kind of show that Housewatch did, in that mode, projecting in the windows of houses was in Edinburgh. We did the Assembly Rooms in Edinburgh on George Street, and we were getting bigger and bigger houses as it went on. And more, you know, more, um..grand sort of architecture. And then we changed. We changed in um, I think it was ‘80… we did another show in Leytonstone in…where is it? Oh 1990. That’s where we changed the thing, because um…we’d gotten into this thing, it was still like similar, it was a kind of programme, it was always a programme of the six artists, one after the other, the films showing in sequence, and then we came across this idea where we wanted to make it open ended with a kind of, they weren’t narratives, you know, time based. They weren’t sort of time narratives, we made things that were just sort of repetitive or you know, just like an installation rather than a cinema, and we did this thing called Wounded Knee, and that was directly from, the road really started to affect, because as I say, right from the name originally, um, cinematic architecture for pedestrians, um, that was a kind of you know, that was a word that was used a lot of time for film criticism, for a really bad film they would say, the direction was pedestrian, it always meant like a dull film. It was a Time Out critical remark about films, and Housewatch was of course a pun on the Neighbourhood Watch which had just…everything was a watch then, there was Crimewatch, everything was something watch, so they were just responding to things at the time that were catchwords at the time. And this thing Wounded Knee, which the poster for it was like a street sign, you know, like the sign of men working in the road up ahead, except this was just a leg, a red triangle with a leg in it, bent knee, but it just said Wounded Knee, and we kind of affiliated ourselves with the kind of, the way the Indians were wiped out in America, as sort of the way this community was being wiped out, so that’s why we called it Wounded Knee. And it was all about cars, we made, it was about houses and cars, and so but this time I think, that’s right, Chris White stayed for the first two shows, but then he went back to painting, he wasn’t that happy, he made two really good films, but he just didn’t get on with the projection and all that sort of technical side of it. So he went back, but he let us use his house, for some films, and we had a new member of the group, a guy called Stan Steele, who was a kind of sculptor, who worked with machinery, and um, for the Wounded Knee show, it was a kind of we tried to do several houses dotted around the street, so the audience just arrived, and they were free to walk around and just discover things, and that is what I meant, it was more like an installation, and although I used my own house for that again, my house was just um, the images was, my house was just full of maggots, the images in the windows was just um, screens of like crawling maggots, in all the windows, and inside, in the front room, there was a group, who at that time, I will talk about later, the street parties and things, there were lots of bands sort of in the houses, and there was this arty group called the Mosquitoes, and they played kind of like free form jazzy sort of…you know, Captain Beefheart, you know, the strange clarinet sort of drums, and the keyboards I think they were. And I used them for the soundtrack to the film- what the audience didn’t know was they were actually playing live inside the front room. But because the, you know, little things like that, so they could improvise if anything happened, it was just like old cinema really. So they were hidden in my house, and they composed a special maggot soundtrack. And um, yeah, the image of my house was, I actually made it about how houses, my piece for that was the actual revision of the house, and about sort of, it was a sort of feeling of being stifled, so these windows, it was just loops of film, that when you looked at the windows it was like a sea of maggots, and then every now and then two eyes would open up in the maggots, which were my eyes, and then that went on just like that. And then out in the street, round the corner, there was an old, I suppose 1950’s Volvo, really, or it might have been a Saab, I can’t remember, it was Tony Sinden’s piece, or a car, that had projectors inside it, and the windows were black, and they had kind of negative window wipers on them, that just rocked back and forward, but when you got near the car, what the audience didn’t realise was that he had got a hose in the garden opposite, sort of aimed up at high angle, set up a very fine mist, so we had, as we approached the car, you got wet and you couldn’t realise why you were getting wet, and there were these window wipers rocking. And then somebody else did a car facing the railway, the tube at the end of the road, and that projected out on the headlights, onto the corrugated iron fencing, which there was a lot of at that time. Dotted about. And they had used the end of the road with corrugated fencing, a screen, and um, yeah, various things. Another person did a house and filled it with a car engine, so that in all the windows was just like a huge sort of pistons going up and down, it was a petrol engine that filled the house. And we did that on very little money, because we were using it, we were using the area as a kind of, to test it out. Um, and then with that, we then went on to do two really big exhibitions about cars. In Japan. And at the Royal Festival Hall, and at Liverpool St station, all completely different, all three within the space of one year, it was quite incredible. We did um, the piece, the pieces about cars and the pieces about bicycles, about cycling. And that was all in yeah, ‘91, because we did Wounded Knee in about ’90. In ‘91 we did three major Housewatch shows, in Liverpool St station, which involved Housewatch pushing 18 Morris Minors around Liverpool St, and projecting on the buildings. It was a week long performance. And then over at the Southbank, the bit where the, the bit that’s sort of colonised by the skateboarders, and it used to be a kind of homeless place, a cardboard city, it’s called the Undercroft, it’s just sort of under the Queen Elizabeth Hall, we each then got cars, we each got a car each, and made it into our own personal statement, and we parked them all under there so it was like an underground car park. And all the cars were fitted for film projection, interior film projection, and the audience kind of like walking round a car park, looking in each car, and that was all different vehicles, and I remember, and that was called Little Big Horn, and that was on at the- it was on at the same time as the big Magritte exhibition at the Hayward, and it was, it kind of really linked in with it for some reason, it was so surreal. Um, and then we took them off to Japan, where we did a cycling piece there, and then again, I did another piece in my front room which went to Japan. We, then the last stage of Housewatch was we actually started to make our own houses, prefabricated houses, so for Japan we made a sort of thirty foot kind of tea house which I designed and the idea of Housewatch was not to, was to be kind of subtle as well, we went into spectacular light show kind of stuff, it was, it was um to do with the element of surprise and things not- you know, taking things by surprise, you’d walk down the street and this thing would catch your eye. Um, so um, in Japan, that’s where we sort of designed a Japanese house which was surreal, because it had paper screen walls and you could project 365 degrees, so the audience could just walk all the way round the thing, and it was filled with film. And then we did another sort of; we did a traditional Housewatch where we projected in the windows of houses that were more Japanese houses that were more like western equivalent. Various museums and things, and um, when we came back from Japan, the piece we devised for bicycles, we then did at the Royal Festival Hall, with a full orchestra, and um, that sort of like, all these things evolved from those early Housewatch things, the idea of having a group inside the house. We did the same thing at the Festival Hall with an orchestra, that was probably our biggest piece because we did the side windows to face the Hayward, there’s a long strip of windows, and I think it was 42 projectors we had for that, and that was all on 16 mm, and then we had an orchestra, we were then projecting some live, mixing live and pre recorded film, so that some cameras were actually on the mechanics of the orchestra, whereas others was film of the spokes and sort of mechanisms of bicycles, and it’s just too complicated to explain, but that was the sort of um, it was a big one. And then we came back to England, and the work, we had always wanted to show the stuff in Japan, but as I say, we devised a Japanese house, that could be moved about, it was a prefabricated thing, that could be put up in different spaces, so this Japanese house that in the daytime would look like this kiosk, people would just wonder what this thing was, and then in the evening it would turn into Housewatch. So coming back here, we thought it would be ridiculous to show, it wasn’t a case of them being surreal or odd, you had to have something familiar, it was about the familiar made strange, so over here, the equivalent we found of it was the conservatory, which we did when the Lux, which was um, a kind of amalgamation of the Film Co-op and London Video Arts. They formed a thing called the Lux in Hoxton, so we did the opening of the Lux, and we built a 30 ft conservatory that went in Hoxton Square, in the park, and that was a way of kind of, working on from the Japanese stuff, but that was basically the last thing that we did and that was in ‘97, so that was where Housewatch went.

How did you um, a really basic question, but how did you rehearse for these things, or was it just trial and error as it happened?

Rehearse?

Yeah, I mean did you just do it, or did you do a trial run of the projections or…

Oh yeah, you’d have to do tests, I mean-

And for your first one that you did on Claremont or was that just-

Yeah, well we had all the time in the world to test it out in the evening, I mean that was, that was the beauty of having the house to use, because we knew we would never ever get that opportunity again, because everywhere else you have got to- and that’s why I say, it always took us about a year, it was a year of negotiations, because we were completely, we had no leader, there was no management in Housewatch, everything, we were like a collective. You know, so it was a democratically run thing, which made everything really slow, because every artist had to have an imput into it, and it took like months of negotiations to decide, because you know, there, it’s, not everybody’s, when you’re kind of sandwiching work together like that, not everybody’s work wants to be shown next to so and so, and it just goes on like that, and so there’s all that sort of thing. But what happened afterwards, it would always take years, what we would do was we would send someone up to do a sort of recce, um, like, we got it off like the sort of going into ordinary people’s houses, we did a few times, um, and we did it for the Brighton Festival, we did a private house there. And um, you’d go down about six months earlier, um, photograph the building, and then often I’d draw like a storyboard, you know like you get storyboards for films, but my storyboards were just the front of the house, the squares, everything in the right proportion, because the film has to fit, there’s no point, the whole point of it is that you don’t see any of the paraphernalia of film. The brightness of the projector in a front room window is about the same as the average light bulb in a room at night, so that’s the sort of beauty of it. I mean one of the films I made, for the Claremont house, had just a film of curtains, but had shadows of people dancing, so it was like when you walk past a house at night and there is a party going on, you can see these shadowy forms on the curtains and it was actually film of that, just projected into the window. And then you know, others were like, Alison, Alison’s film was the most popular in the first show, because she did a version of Jane Eyre, and she burnt the house down, like at the end, you know, with Heathcliffe and it was just a stunning image because there was fire in all the windows, and it really did look like the house was on fire, and you had the sort of strains of Kathleen Ferrier, um, doing Euridice, you know, sort of wailing out of the house with all this fire. And that one got shown, that was the one they liked on TV, those kind of images. And other things were really, really dry, Lulu Quinn’s work was really, really conceptual, and hers consisted of kind of planned eyebrows in all the windows, and somebody reading out building regulations, you know, so it went from really romantic or, and that was the beauty of it, and I saw it as a way of getting experimental film to a wider audience, you know. And people, when they’re not, people appreciate something that’s given to them like that, they don’t have to pay for it, and it’s like a bonus somehow, it’s like um, yeah, I think, like I say, a lot of it was to do with the politics of art at that time, and then at the same time I was making my own work, and the very first film I ever made, when I, because my last college was the Royal College, I was in a thing called Environmental Media, which is where I met George Saxon originally. He was on the same course, but I didn’t really know him then, I knew him more when I realised he was one of my neighbours, and um. But when I was at the Royal College, the very first film I made was called Lenny’s Documentary, and that was all about Leytonstone, it was about Leytonstone High Road. It’s really interesting, the way that, and that’s all about walking, and the kind of, because I have never driven a car in my life, and um, it’s got all these lines in it about Leytonstone is just about cars, because it was, Leytonstone just consisted of car showrooms, there were all these different paddocks with the cars out the front, and in Grove Green Road, there was quite a few, Grove Green Road had several places, there’s only one left now with cars out there, but Leytonstone was always all about cars, and because it is just a high road, it used to be a way out to the east, you know. You just drove through Leytonstone, it was not a place you would stop in really, because as I called it in Lenny’s Documentary, I called it the urethra of London, it’s just a case of in one end, out the other. And um, so that was the very first film I made, was all about that and my life as a delinquent, when I was sort of breaking into things, and my misspent youth and that was sort of 1978, and this is 45 minutes of me just talking to camera, so that was the first film I did, and just about every film I have done is set in this area, because I don’t really make the things about the area, they are meant to be about general things, but I use it as the source material, and adapt it to universal things. And then um, when I was in Claremont Road, I think the first yeah, the first thing, then I got a channel four commission, which was a half hour film called Sick as a Dog, which was all about the dog track in Walthamstow. Well it wasn’t all about that, it was about dog racing, but I used the exteriors of the Walthamstow Dog Track, I used the interiors at Romford, um, but that sort of was kind of in the area, I am trying to think of any others I had done. Breathing Days like I say, then I went onto do, since, I did Monologue, which was, um, again is a walk around Leytonstone at night, about a guy walking around at night, and it’s just me walking with a camera, talking, so you are just seeing what I am seeing, walking the streets of Leytonstone at night, so it’s really dark sort of story about alienation and stuff. And interestingly, there used to be a kind of underpass on Grove Green Road, where the um…well it’s where the, bottom of Church Lane there’s a car park, um…and a footbridge that goes over the motorway to the other side, well that car park used to be an underpass, it used to go under the railways, and you could just walk, across, there was a road, Grove Green Road actually went down, I think that was Grove Green Road. I am not sure, or it turned off of Grove Green Road. It would have been, I think the underpass would have been where, just before you get to that 491 Gallery building, there is like a kid’s play area, somewhere around there is where this underpass went, and you could just drive up, down and out into Leytonstone High Road, so it was a really useful connecting route, and they filled it in. And they filled in- the wall of the car park, that’s in the end of Church Lane, if you look at the wall, that’s the upper wall of this underpass, and it’s very deep, sort of underpass that went down it, and that was the climax of my film there, where the character walks down into this underpass. Um, and then later I got another piece, called Alfred Hitchcock, and that was funded by Waltham Forest and Alfred Hitchcock, but it was the first Hitchcock, it was the first year they did them, so the films had to be about Alfred Hitchcock, and I made, I planned a thing years before, I did a piece for BBC2, the Late Show, where they used to commission one minute films for these sort of things, and I remember putting in a thing about Alfred Hitchcock, because he lived in the area, I wanted to make this film of a big fat guy walking up Leytonstone High Road, during these traffic jams, I mean it was always traffic jams, this area.

Along the High Road?

Yeah. And I just had this image of Alfred Hitchcock as this kind of tramp walking along with this sack on his back or something, like he is in those sort of cameo roles in the films, and he has just glanced out of the window of a parked, you know, someone in this awful traffic jam, and Hitchcock walks by and that was all it was going to be, but I didn’t get any funding for that, and um. But I did do a Late Show one, but that one didn’t get anywhere, so when they had these Hitchcock awards, I sort of resurrected the idea, and um, I even had a guy ready, an Alfred Hitchcock look a like bloke who was going to do it for me, but I dropped him completely. But the thing was um, what I liked about it was I went to the same school as Alfred Hitchcock, because he went to Mayville, and also we used to go in the grocers, it was called Evans’ but, originally it was called Hitchcock’s and they had a greengrocers on Leytonstone High Road. And so I do remember it when it was a grocers, although obviously the family had left it years ago. And then it got knocked down, and sort of irony of ironies, the building where he was born is a petrol station, a garage. And it seemed to be what Leytonstone is all about, cars, it has no cultural interest, its only interest is in cars, and um, so you know, I made the whole thing about that irony, that even one of the greatest film makers, one of the most significant filmmakers, one of the most well known directors in the world comes from Leytonstone, and all they’ve got is a little plastic plaque on the wall of this garage which is sort of sandwiched behind a pizza window and the place where you pay for your petrol. And at the moment it’s even, I went by the other day and it’s got sort of burger signs all round it, and it’s hidden, really hidden amongst all this stuff, and when he died, um, I missed it, I really wanted to get down, but they had a special ceremony to put this plastic plaque on the garage and this must have been in, I think it about ‘88 something like that, I think that is when he died, and um, they got the actor um, I think his name is Barry Foster and he is in the worst kind of Hitchcock film called Frenzy, it’s a really nasty little film about a guy who rapes women with a necktie in Covent Garden, it’s quite seedy, um, it’s one of his, it’s quite an interesting film, but he was the star of that, and it’s like you know, he’s a kind of second rate English B actor, and that was the best they could get to put this plaque up, you know, um, to Alfred Hitchcock, you know. They couldn’t even get his daughter or anybody else to do it, and it just seems to sum it up you know, that, so the whole film about Alfred Hitchcock is all driving around this area with a mini cab driver, who is a…is kind of like, doesn’t, we talk about everything but Alfred Hitchcock and then at the end we pull into the garage, and then I do a quick shot. And I remember showing it at Leytonstone library and um, to a group of old ladies because I think it was a day when the football was on, and I had a screening, like the premier was in Leytonstone library, and this old guy said you’ve got me in here under false pretences. He said, your film purports to be about Alfred Hitchcock, but I can’t see one things about, and I said what you don’t understand is that I was thinking about Alfred Hitchcock when I shot every bit of this film, every frame of it, I am thinking of Alfred Hitchcock, and I suppose it is a bit too obscure for a lot of people, but um, that’s how I felt about Hitchcock, because they couldn’t give a toss, the only thing that anybody did was call a new pub the Alfred Hitchcock Hotel, but even that’s really half hearted- I mean you expect you might have done something like have some decent kind of, um, memorabilia or some pictures up, I think he has got about one picture up of Alfred Hitchcock, tucked away, and there is nothing about, you know, um, just thinking if it had been in America they would have had a theme park in Leytonstone or something you know, all dedicated to him, but, I think that sums it up for me, I hated the place. It’s a small minded place, and they really can’t get further than William Morris as a cultural landmarks, that’s to, you know, and he is like a radical modern character to the people round here, um, so anyway, that’s that. 

Because your work seems sort of, it seems semi autobiographical maybe? And your characters feel slightly marginalized. 

Yeah, we are all failures you know, there are all people who drop out, but no, the early work came from like Lenny’s Documentary, the first one I did, was um, because before that, I mean I did seven years at art college, and I only started making videos in the last term, and up till that point I was writing, writing art thriller books, or kind of, well not thrillers, but writing these kind of um, I was writing books about fictional artists that I was making up, and I was on this kind of course called environmental media, it meant anything that wasn’t normal, you know, painting, sculpture or straight filmmaking. So the people on the course sort of ranged from, well there was a sculptor he was called Richard Deacon, he was a contemporary of mine, and um, and there was a guy called Paul Birwell who was part of the course, who then went on, there was a group at the same time as Housewatch, who, they had been going a bit earlier than us, a guy group called Bogamaland (?) and they were a, a, a…site…they made site specific pieces, and Bogamaland was the brainchild of Ann Bean, Richard Wilson and um, Paul Birwell, who I was on the course with. And Paul Birwell was really into fireworks and pyrotechnics and music, and the others were, you know, like film, because they were all into performance and some kind of things using existing buildings and specific locations, and they were really big at the time. It’s amazing that they have been completely forgotten, but they were really influential to so many people at that time, and they were going just ahead of us, so it was sort of like knowing people, all that kind of fed into it, there was quite a lot of stuff like that at that time. Um, Bogamaland, I remember them doing a piece on the Thames with one of those big Thames barges, um, which was beached outside the Hayward Gallery on the Southbank, and they did a whole, this must have been about ‘70- ‘77. Maybe ‘77, and they did a piece with drummers on cranes, you know, all pre that, there was a kind of fashion later on for what they called industrial music, people using chainsaws and sort of drums and stuff, and using oil drums, and factory stuff, I can’t remember. There was a number of groups who did it, but Bogamaland were the first of that kind of thing years and years before. And they even had radio controlled helicopters, with fireworks and sort of pyrotechnics attached to them and all kinds of stuff, and we were very influenced by them. But yeah, my own work, Lenny’s Documentary, as I said it was like at the end of the Royal College and I had worked sort of very similar to that ever since, and what it is is where I, you know, what I do is I kind of go into, I kind of invent a kind of persona, so I can feed in things from my own experience, and often it is me imitating somebody else, but I just make a new person up to play the role. And um, it’s a bit like um, the thing, the classic bit of Taxi Driver which everybody goes on about, where he is looking in the mirror, and the reason that is sort of effective is because you’re watching a film and you’re identifying with this character little by little, kind of a diary film isn’t it? With a guy sort of um, recording his thoughts, you are with this character all the way through and then suddenly in that scene, he is looking straight at you, and then the point where you feel uncomfortable identifying with this character, you have gone with him that far and then um, he turns on you, the audience, and the point of it is, the pointing of the gun at the audience, and because you’re intimate with the guy up until that point, so powerful. And so I just took that as a starting point, so my films were like that the whole film, so like forty five minutes of someone haranguing you, straight at you, and you are forced to identify, but it is very uncomfortable, and as I say, when I showed the films in various days, showing video, my videos were very much four monitors, they weren’t for projection because it was important to make the relationship between the television set and the monitor because it was kind of like alternative TV. It was like sort of unsanctioned, unedited, direct stuff, which is always in my mind, the TV, I can’t stand editorial, making things right for an audience so it is making it palatable, and um, so I, you know, the works I would make, was making was to really make people on edge. And so like I said, about touring the work, I’d go to galleries or centres and sort of insist that the seating was very sort of, like a few sofas and chairs and things, so it was very kind of like intimate, home viewing kind of experience. And what would be odd was that I would be there, next to it, and then ready to answer questions about it, and the audience would get very on edge, because the character, the first question is how much is it you, and how much is it invested, because it’s a very uneasy feeling really, because you invest in, all my works have been about that identification with people, how people identified with one another, having the empathy for things, and um, so the early works were all like that, and it was a sort of conceit at the time. And the weird thing about Lenny’s Documentary is that when I used to explain how I did it, I just said well, I wrote, because it’s a guy talking to the camera for a script about a documentary of his life, it’s called Lenny’s Documentary, that you are not quite sure whether he is really writing a script, or this is some lonely isolated guy whose, you know, if he ever had the chance of speaking out about what he felt, that he is writing it, like he is maybe imagining this thing, and he talks you through it, he just looks at the camera. And what it was, when I wrote the script I was sitting at a desk with a mirror in front of me, and at the same time, I thought it’s like this could also be happening the other side of the wall, you know, there could be a guy on the other side of the wall looking at a mirror, and so it, it was very sort of odd about his viewpoint, you know the positioning and of course there is no editing, I never edited him, there was forty five minutes one shot, and um, it’s only edited by taking bits out that were unnecessary and putting in a caption for how much time was taken out. So there is no attempt at any illusion, it’s as if the guy really is sitting there in front of you, so that is what makes it such an uneasy thing to watch. And um, so that you know, I did that and that got into the Hayward straight away when I left the Royal College, that was my first exhibition, was at the Hayward. They used to have a thing called the Hayward Annual, so that got shown there. Um, and Sick as a Dog and the ones I made in Leytonstone sort of in Claremont Road, um, they were all the same. Again, like the one with, as I say, the one about beaucracy and homelessness, Breathing days, um, is just again straight on. And what I wanted was you identified with both people in that one, because you can see the reflection of one, and they are both looking straight at the audience, or looking straight at each other obviously, but looking straight at the audience at the same time, it is a way that you can’t divide your sympathies between one or the other, so it wasn’t periods of one person is on top. And then Sick as a Dog, Lenny’s Documentary was made at a time when no one had video, any home video, because I was using reel to reel, semi professional stuff at the Royal College, but nobody had home video and um, so I was actually looking forward, I called them video diaries, and that was in ‘78, well the BBC actually did have a series called Video Diaries, sort of a little while afterwards, but really it couldn’t have been a video diary at that time, because no one had video, so I didn’t really think of that, but later by the time I made Sick as a Dog, the dog racing film, then it was really conceivable that everybody had got video by that time, that was made in ‘89. And um, everybody had got VHS and stuff. So that one, I could make it very much a video tape, and it is just, it is just the story of, well you think it opens with a kind of guy, it’s me introducing it outside Walthamstow Stadium, as if you’d purchased the tape from something like the Racing Post, and it was, like a tape about tips on how to gamble on the greyhounds, and I sort declare that this thing that you have invested your money in to look at, that you are going to learn the secrets of how to spot winners and stuff like that, and then I go on to say that it is basically a series of recordings of films at the dog track, and my racing diary, you know, which you can use for your own edification. But you realise as the tape goes on, that it is just a collection of sections with me sitting in my flat talking to camera, about often having sort of just come in from an evening’s racing. Because I spent about six months at Walthamstow Dog Track writing it, so it started as a sort of diary. It was going to be a novel, I thought it was going to end up as a novel in diary form, but then it becomes this thing where I got super 8, apparently had super 8 films, and goes and films the dogs, so there would be little excerpts of his own footage, which he had shot, which is supposed to illustrate the dog racing stuff. And um, but you realise he is a complete loser, and as the film goes on, again it is about identification, because it is all me talking to camera, but right near the end, someone comes into the room, it is my ex-girlfriend, and she harangues me, because she has left, she has come back and is collecting some books, and she starts talking to the camera. And she buts in, it is kind of like she takes over, for a moment and it is really annoying for the audience because you have been with this guy all the way through and suddenly the illusion is shattered and it kind of trails off with me talking about being bullied as a child or something. And you realise that the conceit of selling the tape was because I was a loser, it is another way, my final attempt at making a few bob out of all these wasted years of going to the dog track. Was to palm you off with this tape that supposedly tells you how to gamble. So it was all about conceits, and it was made for channel four, and that worked really well, because it was shown about, that used to work really well, showed things about half 11, it was before, nowadays they probably show it at about 3 in the morning, so it was just in, we just got the kind of people who would be coming in either from the pub or the dog track. In fact in my, the night it was shown on channel four, I went to the Romford track, and they announced it was going to be on, and they never ever spoke to me again when they actually saw it, because they thought it was going to be a film promoting dog racing than showing the reality of it, so, they said everybody go home and watch this tonight. But I liked it, because that is when it was set, so it appeared on people’s televisions, and the opening, in fact the opening shot of it is television interference, so it makes you think the telly has gone a bit wrong , and that is where I come up, and I even designed a little cassette case for it, that was before the days of being able to do it on your computer, and I made a little sleeve, so it really did look like some tape you had bought from the Sporting Life. Or the Racing Post. So when I went to galleries, I wouldn’t bother, I wouldn't make a big deal of it, but it did look like I had purchased this tape. But it is all to do with confusion. And I think it links in with the Housewatch stuff as well, because it is all about sort of playing with the boundaries of where you are supposed to see stuff. It is kind of, everybody wants a handrail to hold onto, they need an art critic to tell them how to appreciate something. They have got to read a review. But left to your own resources and really having to make up your own mind where you stand with a work of art is what I am really interested in. Is kind of, making people feel uncomfortable about that. Because they have got to make their own mind up, and there isn’t anyone to tell them where the frame ends, you know, which is you know, once it is in a gallery it is safe, it is in a place where you are supposed to be, but when you step off and it is slightly to one side, and it is not quite in the frame and not quite, is he for real? You know, am I really this character, how far is it truthful? So I am constantly trying to keep an element of that distance.

It is interesting. I am going to, I am trying to find a nice link from your descriptions of your work, into the period of time when all the road stuff was coming about-

Well, that’s the other thing; I was in the Stop the M11 Campaign. And um, um, although I never really believed in it, I just thought you might as well. But we had all got these houses on the knowledge that they were going to be knocked down, so we knew we didn’t really have a leg to stand on in saying like, well I did in a way, saying that I had lived in the area all my life, but we thought we might as well fight for as long, you know, because delaying it for as long as possible gave you this space, you know.

When did you first hear about the campaign?

I went to the very first meetings with Richard Leighton. And we used to meet in church halls and things.

Right. Do you remember when that was?

Pretty soon. I would think it, it would have been around ‘84, ‘85, they had been going, even in 83 when I moved in, I think they were going then, but they were hardly anybody in the group then. And then little by little we joined, and I stayed with the campaign group at that stage right up until the public inquiry, and I did a submission for the public inquiry as well, but I was involved with all the kind of demos up until that. When we were much more going down to the transport people, and picketing the buildings down there. In Marshon Street. And um, and then I was involved in a lot of setting up of the street parties, and then also the M11 group used to meet at the Labour club, and the Liberal club, but ended up mainly in the Labour club and then we used to organise benefits, you know, get these rock bands and  things together. And I used to do a lot of the kind of graphics for that as well. Because there used to be a magazine called the Roadbreaker that used to come through the door, and that is my logo, I did the, it is like a lorry busting through a house, it was a very simple little design. And I have still got that. It was originally for a t-shirt. And then we used it for the logo for the magazine. And the Roadbreakers was a group as well, there was, you know, one of the bands were called the Roadbreakers, and they were like, they were a load of guys who liked the blues, and the name came from a guy called John Mayall, who had a group called the Blues Breakers, and it was always John Mayall and the Blues Breakers, a legendary sort of British blues artist, and that is where they got the name Road Breakers from. And they played that kind of music actually, that band, and then I used to, I mean I have got a collection of all the recordings, because I was, anybody with a video camera at that time was required to, well, in the group anyway, I put myself up to film any activity that was happening, in case it was needed for legal reasons. You know, so as soon as you heard about Squib and Davis, sort of demolishing a house, you would go and get down there with a video camera, you know, to see if they were beating anybody up, because there was a lot of heavy stuff going on, and they were such a bunch of crooks, that firm. They nearly blew a house up in Colworth Road, because they demolished it and didn’t realise the gas and that was still connected. And right next to, that’s right, there was a family next door, with children, and but, oh, I can’t remember all the different incidents, and George, Saxton and I were often out with our, because we just happened to have video cameras. At that time. And this is like early ‘80’s you know. It had become a sort of regular thing, later on. But, so I have got record of that.

Have you still got the tape?

Yes, and I have often used the material, other people who have made films about it have often used that material. And John Smith who made that film Blight, it’s like in Blight, towards the end, there’s a kind of, a kind of like a Latin beat at the end isn’t there? With a corrugated iron, and cars flashing by. But the soundtrack, if you listen to the soundtrack it is a load of people going ‘homes not roads’ it is like a chanting. He took that from one of my bits of film. Because that was from a demo outside Marsham Street, where we all built a cardboard city outside the Department of Transport. And all stood there in cardboard boxes that were painted like sky scrapers. It was very funny, very pathetic as well. Because it was a windy day we nearly got blown off the street, and it was pathetic, there was this howling wind blowing, and some of these guys in their seventies, in cardboard boxes. Homes not roads. But it sort of, it was like going down with a sinking ship feel about it, you know. It was really funny. And I love these, I have got these little bits of films, with all these characters. Because a lot of it was Richard Leighton and that lot, he was in with a lot of seasoned road protestors from other campaigns. And in the early days, they were our benefactors. There was different people. They often donated a lot of money, all out of their own pockets in those days. But it kind of culminated in the public inquiry in Stratford. And the strategy of a lot of the people, there had been a road campaign in Archway, about a thing in Archway, and a lot of the hardened sort of road protestors came from Archway. And they had won that campaign. But they had done it, they were incredibly dirty tricks. It seemed to us like nothing now, but they were the ones who would go to people’s houses, their private homes. Would find out who the road contractor was, and then start, it was almost like Animal Liberation Front, they would intimidate them. And they just had no boundaries. They said you just do, you just go all the way, no boundaries, you have got to stop the road. And they were quite heavy duty characters. They were like elderly people. But proper kind of anarchists. And they came down, and they were advising us. But the process of the public inquiry is to make it drag on as long as possible, and that was the goal, to just keep the thing. I suppose we naively thought it had run out of steam or something. But the public inquiry was, I think that was why I made the thing about beaucracy. And stuff afterwards, because I don’t think I had been very political up to that point. Not party political anyway, and it really sort of opened my eyes to how corrupt the system was. The public inquiry had dated, had been set up, I think the actual public inquiry had taken place in the ‘70’s when it was agreed. And this was just the kind of, just to look at, it had a very small remit, I can’t remember, it was a finalisation, something that had been started a lot earlier, and the whole point of the public inquiry was to widen the scope, given that the original concept, which goes right back to the 1950’s, was made in a time when there was no thoughts about the environment or anything else. And what we wanted was an environmental impact assessment done. The impact of you know, removing all that greenery, as well as people’s houses. So the thing was to encourage people to submit something, make a submission to the public inquiry, which anyone is entitled to do, and so people would give up, and the point was you had to make it go on as long as possible, so we all sat down and decided what we were going to do, and there was another artist, a painter called John Pye, and I was quite friendly, he was part of the local group you know, and he had a sort of laughing cavalier and moustache kind of beard this guy, he was a very flamboyant character, but I was, he was a friend at the time, and we were having a good laugh, so we decided to do a thing about the trees in the area, and you know, the actual, what bits of Hackney Marshes, and what bits of Epping Forest were going. So we did a tree count from one end of the thing to the other, and basically we went into everybody’s house and counted the trees in their gardens as well, and it come to thousands of trees, and we catalogued a tree as something that had to be over 6 ft high and it had to be a tree, not a bush. And I just remember photographing everybody’s garden along the route, and then I made this huge slide presentation that was shown at the public inquiry and I managed to make it last two days! And the thing of it was, someone had told me, with the public inquiry, we had hardly any legal representation. We had one guy in the campaign who was putting up the money, I can’t remember his name, but he had come from North London, been part of the Archway group, and he was an old campaigner. He must have been in his eighties, and he was putting thousands of pounds into it, of his own money. He was a retired civil servant of some sort. Anyway, he put up the money to get the lawyer to make the opening statement for the campaign. And all our money went on the first day. That was all we could afford him for. I don’t know how much they charge, it was two thousand quid or something. For one day. And that, if you didn’t have someone like that, the guy who ran the inquiry, the inspector, who was a retired colonel, they always are apparently, retired colonels, and they are supposed to be indifferent, not biased to anyone. The guy who ran the inquiry. Someone told me that this guy had an interest in gardening and that he was interested in trees, and this is what I was trying to get at. They said he was a keen gardener, so I listed all these trees, and then had this slideshow which just went from garden to garden to garden, tree after tree after tree. And I would say the number of the house, you know, 2 London Plain, 1 Oak Tree, a Camelia, blah blah, and then I would say, and I don’t know what that tree is, do you know what that tree is, and he would go I haven’t got the foggiest idea. I know nothing about trees. So it sort of blew me away a bit because I thought I was going to get him, try and get him into conversation about trees. But anyway, apparently, it is hard to say when you do it, but John said it was the most hilarious thing he had seen, because I talked really, really slowly as well, and took ages just to change one slide in the carousel. So I made it last two days, but it went on like that all the time, and at the time, because I was a member of the inquiry, they have someone who writes up the notes of each day’s proceedings, like these stenographers, and everybody has to be issued with the, everything goes on. So once you are part of the inquiry, everyday you pick up the transcripts of the inquiry, which I have got in a box, it is as thick as about ten telephone directories, all the, and it is basically a play, because it tells you who is speaking and what is said. And that was, when I said that, I did have plans to make something directly about it, that is what I wanted to do, but I couldn’t, it was just too expensive, because what I wanted to do was reinact it. I was going to get a hall somewhere and just get the people to play those parts, and I had got the lines ready for them and record it, improvise it. And that was the plan I was going to do. And so I kept all these transcripts, and there are some really, they were the funniest times down there, because there was one, like we always had scams, I was really frightened when it first opened, there was a character called Colin Bex, he had something to do with- no he was an architect, that’s right, I think he used to do architecture, but he was, and still is, still about all over the place this guy, protesting about roads, and on the first day, he came into the hall with a  paper bag on his head, like a carrier bag, it was really really disturbing, because he walked, Stratford Town Hall, which is a great big ballroom type building, with a stage at the end, and the doors opened and this character came in, we were all sitting there, and of course we had this one lawyer, for one day, at the start, and it went on for, I think we managed to make it last a couple of months, but as I said, we had the one day of the legal representation. Whereas the Department of Transport had at least twenty lawyers for the whole time. The inquiry only took place during working hours, so the only people there were us really, and a few elderly locals who didn’t have to go to work, and you could see how rigged the thing was, all the way through, and some of the, you could get up and speak, and they just wouldn’t look at you, but as soon as you had a lawyer they spoke to you. It was like that thing of, the kind of, you know, professional people, people with letters after their names, their words count, but people who, it is really horrible. And they were sort of tragic scenes. But this, that was, all they were saying was, the first day, Colin Bex came in, and he had a white carrier bag on his head, with keys tied to it so it didn’t come off, he had his keys sort of hanging, and he had a long raincoat on, and he walked down the aisle saying that everybody in this room is being filmed, I am wearing this because we are all being filmed and being put on government record. And he was screaming it, and I never realised it was going to be that heavy from the word go. But it was just the image of this guy, like the Klu Klux Klan or something. He had a strangely fetishist, with these keys hanging and this voice. And already I was on edge, because there were occasionally violent scenes with people being pulled out, and then one day, because George Saxon, his friend John, John Briscoe, who is another person who lived along the route, he was all into theatre, he was part of the disabled theatre group called Grey Eye, and he was always a theatrical guy anyway, that thing, and he turned up one day with all these animal masks. And we, they were like little paper masks of foxes and owls and a bit sort of menacing really. And we all agreed we would put the masks on at a certain point, and this inspector, this colonel guy had a pair of specs on, and he would be looking down, there was a light on him from above, and he was looking down at these notes above, so looking down at his notes, and he would look up at the audience occasionally, at all the people there, and you would see the light would catch his glasses, look at the audience. And right at the middle, at some agreed point, not a likely point, suddenly we all put these masks on, and he looked up and then suddenly the whole audience was animals looking at him. And he kind of did a thing, a bit like Mr Mannering out of Dad’s Army, he did a double take. And you know, he said I would like to remind you that this is not a pantomime, to which the whole audience replied oh yes it is! And it was things like that that really creased you out. And it is all in the transcripts. Really, really dry, and then you get these colourful kind of episodes. And the point, there was a great one where this woman who still, she’s going at it, campaigning, and I don’t know how old she is now, a woman called Nina Tuckman. And at one point, she came in and started dancing. I mean this is a woman in her sixties then, and she started doing the dance of the seven veils in front of the inspector, and actually got on top of his table, she was sort of, it was an incredible thing. And there was another guy who was another seasoned campaigner who goes around, I mean I have got a friend who works in the London Authority for Ken Livingstone, and these people are still always down there, and Ken Livingstone knows them all, they go way back. And this guy is called George Stern, and he was another one, very heavy character, and he used to come on all aggressive as well. Used to come in with like Jack boots on, shouting and shouting. I can’t describe it. But very intimidating characters. And they were of course, it all went through and we had Harry Cohen used to come down, and sort of used to come down in his raincoat, and we would all be outside Stratford Town Hall, and he just sort of winked at us and go keep it up boys! And it was kind of pathetic really. This guy was supposed to be, he was supposed to be on our side. And he came down and visited us when we did our cardboard city outside Marsham Street. But we hated him really, an awful character. Because you could see nothing was going to happen with him. He was just, anyway, that was the public inquiry. So I was involved with it then. I suppose I left; really there wasn’t anything to do once the squatters came, because that was a different phase then. And you started to worry about your own equipment, having film equipment in the house, I couldn’t really live like that, I had to go when they threw me out because I couldn’t really live like a squatter, not with my film equipment. But we carried on with the campaign. I got evicted from the house in Claremont Road and luckily, George Saxon who also had an ACME house further up Grove Green Road, he moved back, he comes from the midlands, and he moved back to the midlands, and ACME let me have his house, so I moved into his. So I was still paying, it was still an ACME house when I was in Grove Green Road, but eventually I got the option to buy it. Because it was, see George moved out, there was a lot of sad things really, because George moved out because he thought his house was going to be knocked down, and then it wasn’t needed. And so it was the last house at the end of a row, and his house wasn’t needed. So he could have stayed on, but he had already decided to move then. So, and I suppose it was because ACME knew all about Housewatch as well, and they knew that kind of thing so they put me in there. But when I moved into Grove Green Road, Claremont Road was still well into its course. It was now almost totally squatters. They had built all the roof walkways and netting in the trees and people living in the trees and the whole thing had been transformed, and I was sort of part of that at the beginning, I did a lot of running round the streets at night with paint buckets writing things on walls and that was all quite hilarious, antics. It was just a really fun time. Like we were kids. And actually it was odd because it was like going back to college actually, the whole area, and the pub that we all used which was near Claremont Road was the Northcote, and it was exactly like a college bar, it was like we had all gone back to college and it was all one big thing, because everybody could, the spirit of experimentation was the same. There was a lot of, it is odd because the people I knew were all the people who were out in the street and doing things and it was only years later that I realised there were loads of secret little artists who were working quietly away. And I really didn’t have any time for them. Because they were really in it for themselves, using it. And they didn’t really put anything in, they were going oh yeah, good on you, but they didn’t really put themselves out, and just like an art college there was lots of bitching and loads of fights over you know, and really everybody was thinking time is going to be up soon, there were loads of people thinking I have got to make money out of what I do, before the roof goes, you know. And so some people were very, there were lots of fighting between artists. And sort of, some people were generous and some people were mean, and that is basically it really about it. And I was amazed by some of the artists who lived there really, I didn’t know they were there at all because you never ever saw them. But they were, it was all about art as a career I suppose. 

So you were in Claremont Road then in sort of 92? 

Yes, I moved in ‘93 to Grove Green. 

So that would have been very interesting in talking about the squatters coming in, mentioning the street parties?

Yes, we did a lot of those M11 benefit street parties. I mean not, we didn’t do the impromptu parties. Our ones were like approved. And all of that was like experience for Housewatch as well. Because you know, all this kind of organisation of things, negotiating with authorities and things like that. I think that made me aware of how to deal with all that stuff. It was all good practice really. And setting up the street parties, was part of it. You had to agree with it, you had to have wardens and people looking after the crowd, you had to have all those things and we would do all kinds of events. There were, oh just hundreds of them. And then I was involved with the groups as I say, various bands that were involved. The ones near me was, what were they called? Physic Temple. And there were the Roadbreakers of course. And there was Head on a Stick, they were heavy duty lot. I can’t think of, there was the one that was quite good. And the thing was we would have these regular dos at the Leyton Labour Club, where we would do these benefit nights, get these very big audiences, because some of the musicians were quite good. But it was odd, because I don’t know what the kind of music was at that time, I think that gives it away, sort of like, floating temple and Head on a Stick, the music was very much kind of, I don’t know, they were all into the kind of, it was hippy. I don’t know what it was really. I know they all liked, they all referred back to a group called Can which is like a sort of 1970’s heavy drug sort of band. But they were a very, very druggy grungy, you know, that kind of thing. I suppose it has become a cliché really, that kind of thing for road protestors, road warriors. But that was the style sort of at the time. There were lots of other things and sometimes it was hard to put them all on the same bill you know. Because you really wanted to do something for everybody, you didn’t want to leave old people out. And some of these groups were so heavy; they were a bit much for some of the older people. A bit much for some of us really. I remember a painter, because one night we had, because also my next door neighbours, there was lots of theatre people as well as you know, the graphic arts, and the people next door to me were all into circus, and there is a thing over in Hoxton, I don’t know if it is still there called the Circus Space. And the director of that lived next door to me, and he started that. And he came from Claremont Road, squatting next door to me. He was just a juggler, and he sort of set that up really. And so they all, they were all these people who could perform and do all these things out in the street as well. And I did the first kind of, the other thing was my father’s business was hardware. So I could get anytime he had sort of out of date paint or stuff like that. And I was using what they call, you know what builders use, those cloths they lay down on the floor, dustsheets, they do ones for like the hallway, that you put down in a hall, so they are long, sort of about three ft wide dustsheets theatre meant for builders going down a hall. Well they make really good long banners. So we got, we had a few of those that stretched across the street. With Homes not Roads written on them. That was the kind of stuff I would be doing. Is sort of painting those up and putting them out. And my partner at the time was a very theatrical lady, Lucy Bagley, and she used to do a stage act which was a bit like Joyce Grenville, called Wendy Jussop, that was her stage name. And she was all in the, you would have people like that. Really extrovert character who had a kind of traditional singing voice, and she was a big hit with the older generation. And then you would have more bizarre things. Yes. And then there were benefits in the pub as well, in the Northcote, which I filmed, the landlady there, I think, I can’t remember her name. But she used to run country and western nights for the M11. And I can remember doing that. She had a barn dance in the back of the Northcote. Because it has got a yard at the back. And I filmed all of that sitting on the outside toilets with a video camera filming this yard full of people. And there was like stand up comedians, everybody was using it. It was great when everything came together, sort of comparisons with Woodstock and all that. But one night I remember and this, there was a house on the corner of Claremont, I was near one end of one of the entrances to the road,  and like on one of the corners there was a house. They started to knock the houses into one. That was it. The garden started to become one big garden. Because basically Claremont Road is like, the gardens of Claremont Road were like islands really, because you had a road all the way round. All the back gardens, once they started to get knocked, they became like a big field in the back, and they did have some like big concerts, which were nothing to do with the M11, they would just get bands in, and they were all, there were so many anarchist bands, like Head on a Stick, by the name it is a sort of anarchist’s band. And I remember they started this thing, playing in the back gardens, and it was so loud, it really was loud, they had massive speakers. And of course, all the squatters of Claremont Road were facing the railway lines, but there were many houses on the Grove Green Road side that were occupied by older residents, original residents. So God, it must have really got up their noses. There was one weekend, I remember this lot. Playing this big concert which was like a Woodstock thing, and it went right through the night. And the sun was coming up, and I think, the only way I got to sleep was by you know, really getting out of my head. That was the only way you could get any sleep was to get really drunk or really stoned. And I remember waking up at about 5 in the morning and it was still going at full volume, and the guy saying I am going to do one more number now. Anyway, the next day, there was an artist, I can’t even remember his name, who had a child, he had a young child and he was livid because of this concert. And he just, like some kind of real reactionary old man, he got all this brass band music, the following night, directed at their house. And it was this awful brass band music, and he just figured it would be the thing that would most upset them, you know? So that sort of thing went on. 

You talked a bit about, you said you filmed events, but you said about events when squatters were going in and out, or when the police were brought in?

Yes. I mean it wasn’t, they just made a list of people who had video cameras, and you would get a phone call at certain times and say can you get down to Fillebrook Road, they are evicting a load of people and you would just have to go there. Because at that time, nobody had done it. Now, the police do it. You know. They have turned it on the protestors. But at that time, it was good because the police and the demolition authorities didn’t really know where they stood. And it was just to intimidate them in case they might be held to account for what they were doing. We didn’t have a lot of luck proving anything, but even though it was really blatant. Because the thing was, they were knocking down houses while the public inquiry was going on. The public inquiry, nothing was supposed to go ahead until the results of the inquiry were published. But they were already demolishing houses, and it was this cowboy firm called Squib and Davies. Who are not a cowboy firm, they are a really rich firm now, but they were just thugs. And there were all kinds of alterations with them. And they were scary people, and that is why you had to be there with cameras and things, in case they got too carried away. Because they are swinging these bloody pickaxes around and stuff. But yes, I did a bit of that. It all seemed to fit together. There was documentation, and you know, stuff for evidence and things. 

So an interesting question, your relationship with the protestors, did you talk to them? You must have done if you were on Claremont I suppose?

Well, I was a protestor. I mean you know, you mean squatters?

Yes.

We welcomed them in. Because you know, some people didn’t like them, but generally we wanted them, because they didn’t have anything to lose. So you know, anything that kept the property going longer was all we wanted really. I mean, I got along well with a lot of them, but once I moved out of Claremont Road I kind of lost contact with them really. It was, I mean I really liked Claremont Road. I thought it was fantastic what they did down there. It was such a laugh. And it became like one big installation in the end, because they dug up the road itself and built trenches in the road. And they built sort of ponds and things in the road. And it was called; it had a name didn’t it? I can’t think of the name of it. Because there was the other thing of this kind of we wanted to, I think it was called Claremont Free State or something. But they were going to have like a customs at the end of the road and declare it, you know, like how they called Wanstead Wanstonia. You know, like Passport to Pimlico kind of idea that you could set yourself up. And it had a sort of, bogus things, a plan to discover, because there is Fillebrook Road, underneath Grove Green Road and running down there is a thing called the Fille Brook. Which is where Fillebrook Road comes from, and I always remember Richard Leighton saying how he had fish in his cellar, that he used to go fishing down the cellar, which I don’t know, it sounds ridiculous. So, we used to, we had this plan of like discovering a source of water and sort of bottling it, like discovering this valuable spring, it was going to be a sort of bogus thing to put them off as well. We were going to have Claremont mineral water. But it was all fun things like that that people would think of every week. We were going to have our own currency, and they were all vegetarians, everybody was vegetarian, so the currency was like carrots or something, beans and carrots currency. There was going to be like checkpoints at the end of each road. Get our independence. Yes. I can’t think of anything else. 

Do you remember the art house on Claremont at all?

Art house?

Yes. Maybe it was later?

What was that? 

It was just one of the houses which was called the art house. 

Up near the Cathall Bridge end? The road, going towards the Cathall Bridge end of the road I think. 

Right.

Yes, like a permanent gallery? Yes. Yes I remember that. Just one of many really. I remember the signs on the wall. Yeah. 

I was also interested about you saying when you were evicted from Claremont, just wondering about the circumstances of that? 

Well, I mean, what was happening a lot of the time was when you were going to go, they started a plan where everybody who had been living there and had got an eviction notice would let the squatters in before they went, so there was this thing of they would go out the front door and the squatters would go out the back door, and before they could come in and block the place up, they had already got a notice up, this is occupied, and you know, that was all the things we used to do, having everybody with these legal notices. Because at that time, now there is probably no way you can do it now, but you only had to put a certain kind of notice on your door and you couldn’t enter the property. A legal notice. And we printed them up so that everybody had one. And you stick that on the door and the squatters come in the back. And that is what people were doing. Well, the thing is it had happened so many times before my house, so I didn’t have a chance of doing that. And ACME by then were getting a lot of stick from the transport people and the local council, because ACME didn’t want to get involved with all this legal stuff, and so they used to come down themselves. ACME came down, so there would be a representative of ACME, a representative of the police, a representative of the Department of Transport, and when I came down there was two security guards, a policeman, just to get me out of my house. And to make sure nobody else was going in. And the thing was, all I could think of doing was, the thing was, I had a bathroom suite where I was moving to this other house, and I had fitted in an upstairs toilet and bathroom, and I had made a, I had said to the squatters that they could have the fittings, so they took the bath. And I was saying to these guys, I said before I go, and I took all my doors off as well, I tried to take everything I could to the other house, because it had perfectly good doors, and I knew the other house was going to need stuff, work on it, but I didn’t  need a bathroom or anything so, I made arrangements with various people, because some, a lot of these squatters had, they were a funny crowd, because some of them were real you know, just like tramps really. Or people who lived in that, just chosen that lifestyle. Another, loads of the others, the road warriors and that were children of quite wealthy parents who would come down and act like that, but actually they all had Oxbridge accents. And this guy was you know, well I said you can have my bath, and I remember we took the bath out the front door, and I went to go back in, and the policeman suddenly got really panicky and said you can’t go back in, you are out now, out now, and I said no, I have still got stuff to come out. And that is how edgy they were. They stopped me going in the front door. And you know. And then there were these awful security guards, who were all from Africa, and all paid, I think they were on £2 a day or something, and they employed thousands of them. And as, when I went out, these two black guys came in and just would stay in the house for ages until it was bricked up. And I remember when I moved to the house in Grove Green Road, there was a house next door. Like the house that was due to be demolished. Because mine was part of the terrace, but cut off where they thought they didn’t need any more houses. And that is how I became the end house. But when I moved in, there was another house attached which had two elderly people living in it. And they had lived there all their lives. And they were brother and sister. And ironically, the guys had retired, but had originally worked for the Department of Transport. But they had, the guy had said they only lived in two places, once in Dyers Hall Road and there. And they had lived there, I went in their house and they hadn’t, the paint hadn’t been changed since the 1930’s or something. And they had, we had lovely long gardens. The gardens would have gone right to the railway line from my house, there is now a motorway in where my garden was, and that was the length of my garden, which made it I think the longest garden in the street. And you could go out in the garden and almost get lost, because it had been left and left and there were trees, and anyway, these elderly people lived next door. And when they moved them out, then I just remember these ghostly people, these security guards, there would be two guys, and sometimes in the dark, because they had nothing, they had no torch, no toilet, they must have had to go into the toilet in a bucket, and these were the guys, they were bringing them over especially from Africa to do this job because they were the only ones who would do it I suppose. So you kind of felt sorry for them, but it was horrible, because as I say you would walk by, and you would see these eyes in the darkness, these two men employed to just stay in the house, so they would be there for a few weeks living like that. And they couldn’t go out the house. So paranoid that someone would come in and take the house. But the thing with the old people that lived next door, that had lived in the house all their lives, they got moved to Ilford, and she died within a week. She just died. Because they had moved her. She had lived there all her life. And what is so horrible about it was that it wasn’t needed. That house actually wasn’t needed, because they had now, like I said, built new houses where they knocked their house down, got them out, and it had a piece of vacant ground for ages, and at one point, I was even thinking of asking if I could buy that bit of land, how much they were asking for it, but a guy from over the road in the garage bought the land and built flats on it. But it was unnecessary to move that elderly couple, so you know, the state killed them. And I know loads, of course there is the famous one, Dolly, but there were lots of old people who died within minutes of being moved. And we knew that was going to happen, but that is the way the state kills people without any conscience or anything, because it is just demonstration. You just move them out.

END OF INTERVIEW
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