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F4737 Side A
First tape of an interview with William Gear in Gge Road, Edgbaston, Birmingham, on the
twelfth of July. And I know, Bill, we are going tme celebrating your eightieth birthday on

the second of August.

That's right.

Could you tell me where were you born in fact?

Well, | was born in a small town in Fife, Scotlamadiown called Methil, but my father was a

miner and they moved when | was about three yddrsheey moved to a...another mining

village nearby called East Wemyss.

Did he come from a mining family?

Yes, my Grandfather was a miner, as did his fadlnelrmy Great Grandmother was a miner

(laughs) so that, you know, | remember my fathgmgathat, in his Scots voice, he would

say, 'me fether's muther worked doon the pit'[pta, @f course, would

take, we are going right back to about 1840s awisen girls were employed in the mines

and, of course, this was abolished around that, trmeanyhow, so this was very much... My

Grandfather was a miner and this is how the...

Your Grandmother actually went down the pit?

Yes, yes, yes, my Great Grandmother.

Your Great Grandmother? What? Would she have asgsting or...?
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Yes, they employed the girls as, to pulling hutciued helping out, they weren't, you know,

full-scale miners digging coal, but they just helgait by dragging the hutches around and

helping with whatever, you know, but they emploggds, they employed

girls and there was...

Did you know, you didn't know your Great Grandpasen

Oh no, no, no, no.

You knew your Grandfather?

| knew my Grand, my Grandfather...

What was he like?

He was a sweet old man, | mean he was, they wegpalrt from the mining thing, they were

all military, they had all been in the army, yowkn there was a kind of army tradition

among them, too. And he was very smart. He livetil he was eighty-

four and | remember him quite well, you know...

The same, in Methil?

Well, the thing was he, there was, apart from my éather and family there was another, he

had another brother who lived in Methil and anosister, so that in his, in my Grandfather's

old age he would spend six months with us, anargirths with
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the other... He was, he was shipped around, aatlyfihe died in, well, | was a student at the

time, it must have been around 1930 or somethkegilj he died anyway.

So he must have been quite an influence or presernyair childhood?

Well, I, you know I, | wasn't really, you know piatlarly aware of him, you know, but he

was around and, and | was at school | supposes@od, anyway...

Your Grandmother, did she come from a nearby...?

Well, his, my Grandmother on that side, he had hsttedied many years before...

His wife?

But | never knew him, knew her. But my motherisifg, | knew her, | mean my mother's
mother and, again, my Grandfather on that sidéadgedied early, you see, he died quite
young, leaving, the old story, leaving a widow wsttven children, or something like that,
you see, and of course the tradition in those dassthat the girls, as soon as they left
school, went into service, and the boys went 'dberpit’, and that was the standard thing,
and it had to be, | mean, they had to earn somesynon

because the income from mining and anything elsemiaimal in those days and this was

the normal sort of routine.

Did your mother...?

However...
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Did your mother? Stick to your mother. Did sh&ually go into service then?

Yes, yes, she went into service, when, | presurheyvshe left school, and she went into
service in East Wemyss, where my father was bytitiis, and it was where they met, in East
Wemyss...

Do you know how they met?

| wouldn't know how they met. But | mean she, sfas in service in a, in a house of a
factory manager, which was quite near where myefatould live, you know, within a few
hundred yards, but they would, you know, | suppgbsg would meet around that time. This,
and they were married in 1915 or, | suppose, 1938as born in 1915. But he was a miner
as | say...

Was he already, what age would he have becomeerMin

Well, he would, again, he would have gone 'doorpitiavhen he was fourteen...

Yes.

..... you see. When he got married...

Which mine was he actually working in, one mine.®@r.

A mine called the Michael, which is now closed, liehael was one of the big pits in Fife at

the time. But, the, you know, that was the traditand, of course, | was going to say that
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since he was a miner they, he didn't go into theyaimn the First World War, even though he

had been what they called a volunteer, the equivateTerritorials. | even have a

photograph of him in uniform somewhere. But theens were kept back, to produce coal

for the industry in the railways and so on. Sortfieers, some of them | suppose, the younger

unmarried, unmarried ones went into the armiesveer@ slaughtered of course. And of

course...

Would he have been in his twenties when he...?

He was probably, let me see, '81, he was abouy-thiree or four | suppose.

He was born in '81?

He was born in '81, he was born in '81.

And your mother was born...?

A little later, 1 think 1890 thereabouts, yes. n&avhere about there.

Nine years difference?

Yes, there was a few years difference, she wasgenslightly younger | suppose, yes.

Yes, yes. Did you have, come from a large family?

No, my, there was only myself and a sister, in clugrse.
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Yes.

She did have, my mother did have another child dikd in infancy, when | was a kiddie, a

toddler | suppose...

Do you remember that? Do you remember that?

| vaguely remember the funeral. | can still - ackdf vision of a, the, the tiny white coffin. |
was probably not more than three and a half or unglike this at the time. But | still have
a picture of us, a tiny, a pretty little box scsfgeak, | mean, | wouldn't, | wasn't aware of
funerals and death and these sort of things, byt@w, she died. | don't know of what,
pneumonia or something like this, as an infangvafeeks old | should think. That was it,
you see. And I think, I'm not sure, but | thinklaé¢ time | would suspect that the doctors then
said, 'Oh, no more," I'm not sure, but | would khilnat was the case probably. 'No more," you

know.

Where did you live in fact? What, what was...?

Well the, at the time there was, as | say we mawdehst Wemyss when | was, | think in fact

they got, first, when they were first married thiBgin't have a house, and accommodation was

very difficult, and so they lived with my, my motfemother, with my Granny, you know,

but they, they got a house in East Wemyss, a mjners miners' row, in East Wemyss.

So where were you born in fact?

In Methil, in Methil...
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In a house they were renting...?

Yes.

..... or with...?

It was the house of my mother's mother...

..... So, was it...?

..... my Granny.

..... your Grandmother?

Yes.

Yes.

But they lived with her for the first couple of yeaanyway.

So in fact you were born there, at home. Wereh@u, born at home?

| presume so. | mean how would | know? In thosgsdne was. You didn't have things like

hospitals and so on.

And so was, your first kind of memories were noMsthil particularly, no...?
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No. Of course, we, we were all the time we wengtiooially up, and going down to, to

Methil, to see Granny and so on, and aunts anchsaral there was a big family on that side.

A couple of mil...nhow many miles...?

Oh, there was only about three of four miles apdethil and East Wemyss, | think three

miles or so...

Right.

Maybe, yes, that's all, or quite nearly so. Maeithilact was the main docks, for exporting
coal, abroad. You know, there was quite an, cuitarea of coal mines over in that area of
Fife and most of the coal was exported from Malbitks, and, you know, it was just a
couple of miles apart. The, in-between Methil &adt Wemyss there was this other town
called Buckhaven, which is where | went to the H&ghool, in Buckhaven. | went to school
in East Wemyss to start with, the

local Primary School, | suppose. And at the agewfor eleven if you, you had a kind of
thing called a Control Examination - rather likeEeven Plus in those days - and if you were
good enough you went on to the local High Schobictvwas at Buckhaven. And when they
travelled backwards and forwards there on the tthaere was a tramway system which was
meant, went from Kirkcaldy to Leven via East Wemgsd Buckhaven and we had a free

pass on the trams, oh yes.

At least you weren't walking to school.

No, no, no, there was a bit of a walk from the tdown to the school, but it was, it was

feasible, it wasn't bad you know.
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Perhaps before we talk about your school. Whathease like, | mean how, how would you

describe your...?

Well, it was just, it was one large room which thest, they called it the kitchen, but it wasn't
a kit..., it was one large room with two beds arghsition between the two beds, two kind of
great box beds. And then there was what you naght parlour, one other room which was

kept for special occasions, it was hardly usedigtts) And they kept, and you know, they...

It sounds...

Yes, well there was no, and that was it. Thereavpkce, which they called a scullery -
which we would call a kitchen - where they cookedd and washed the dish...there wasn't a
bath, there wasn't a bathroom, there was a tbigtthat was all. And there was a garden at
the back, but that was it. In all this, in thisneis' row of cottages, or houses in one strong
row called Randolph Street | think it was calledhet time, but

we were there up until | went to college and so on.

So this was a mining community?

Absolutely, oh absolutely. | mean, most of the m@emked down the mine, the local mine,

most of them, oh, yes. It was absolutely a mirdiaghmunity and most of the housing had

been built for the miners in fact.

Did they, were they a certain type of architectinen?
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Well, it was a kind of fairly basic architecturewas well built but there was nothing
luxurious about it. As | say, there wasn't evdrathroom in those days. And you know, it
was primitive but cheap, | suppose and the, theeptbperties were owned by the coal

company and they, your, the rent was deducted fraun wages.

When did your father, was he very committed to ngi

Well, (laughs) Nobody is committed to mining dedn!fact he tried his damnedest to get out
of it because there were frequent strikes whendméhey were, | mean, | remember them as
a boy, | mean when | was at school and so on,ttlkes, and even soup kitchens for the kids

at school and all this stuff.

Was he involved in the strikes?

Oh yes. Well, of course he was a great strikene, knows about the General Strike of 1926.
Well really it was essentially a miners' strike.eNMthe miners stuck out for six months,
nothing coming in, you imagine how did they manadg® my father, he took jobs as he
could, labouring somewhere or, you know, helping and, in fact, he - as the saying that
came into the region in more recent time - he ayohis bike." And

they were building a sugarbeet factory at CupaGugdar in Fife and he and a pal, they went
up, they got jobs, and | remember them, my motteking a tent for them to live in. Making
a tent! in the house and great discussions abdinug bsiled linseed oils. She used, she got
normal sheets and made a tent and had to paiithitowiled linseed oil! I'm not joking. And

| was then, this was in something like July, July

'26, that's right, the Strike was on, | was terspluwas just about to go to the High School in
the, in September say, and | went up, |, | wenag lived with them to keep an eye on the

tent. To keep an eye on the things when they wetevorking
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you see.

That was...?

It was just in a field. There was a lot of menemnployed men, and all kinds of odd sorts
there working in this building this beet factorfnd, you know, to earn some money, simple
as that. And then of course he tried to stay 6th@mine but, you

know, he got jobs here and there, but finally he tezego back to the mine.

Was he a member of a union?

Well, he was yes, but he was not, he was nevendaddi ardent union, in fact, he quarrelled
with the union, | mean, | was never aware of ththgeys, but | could see later on, because |
remember a particular case where he developed tigsnoa his

hands, and the doctor, the doctor, he would hopéaim compensation, industrial
compensation, there wasn't the same security #grigere is nowadays. But the doctor had
more or less said, apparently, that, well he chalde got it anywhere,

he could have got it off your plants or anywhered he couldn't, he couldn't give him a
statement saying that he got this as a resultsofvbrk down the pit. And he asked the union
to help him, and they wouldn't take it up, so hantilike the union. (laughs) But there were
those times where it was really very, very diffiauloney-wise and, you know, they were
really poor. There was no question and, | meannbt selling anything, but they were really
very poor. And I felt it too, you know, even gagliany clothes or any food or, you know, it

really was very tough.

Was your sister, she was...?
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My sister was younger than me of course.

Were you quite close to your sister?

Yes, | suppose so, though, you know, | was veryhmauboy and interested in boys' things
and knocking around with other boys and so on. @éincburse I, | went to the High School,

she was still at the local Primary School | supgasen East Wemyss.

Did you have, was interested, did you have, to ymume, did your parents have things on the

wall?

No. Nothing in the way of pictures of anythingmeéan...

Were they religious? Did they belong...?

Well, my father, my mother, my mother was churclngahall | say, but my father not at all.
In fact he used to be rather naughty, he usedatpalrick on my mother, but, she would
want him to go to, to church but he would, he waaltér the clock (laughs) so that he would
put the clock back so that she would realise thats too late now, and so, well, he did tricks
like that anyway. But he was, he was never, butmogher, my mother was 'churchy' shall |
say. The whole, her family were you see, hernmather and her sisters were all ‘churchy’
shall we say and Church of Scotland of course,ymw. And we went to Sunday School of
course, and | used to go

to church, occasionally, with my mother when |, whaevas home and she would ask me to,
to accompany her so to speak. And this was the Ehairch of Scotland, | suppose, in the

village, you know.
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So a traditional Sunday would be going to church?

Well, it didn't, wouldn't happen every Sunday, batv and again, | would think maybe every
two or three weeks we'd go to church. And my fattearer, she, | mean, now and again she

would drag him, but he was never a church manl.at al

Was this a kind of a family, not a joke, but...?

Well, it was taken, it was taken in good part. dan my mother would accept it. She would
never argue about it, or make him, you know, yoovknand he, he, they were very good pals
in that sense, you know, | mean she tolerated feim well. | mean, he

liked his pint but he never, he would never, my motwouldn't have any whisky, drink in

the house. Jamais - but she knew and didn't mimchaving his, going down to the pub
having his pint. But | never saw my father druior instance, he would

have his pint and that was it, but he always deséh and he never smoked for instance either,
not, never smoked. Nor did my Grandfather eitbeiristance, which is interesting, and of
course most men smoked in those days, miners edigeasually

a pipe. But...

Do you think that was the influence of your motbejust perhaps a habit?

No, no | think this was just, this was, you knole family didn't smoke for some good

reason | don't know why, but they never did. I'\knoy Grandfather neither. | think his

brother did, probably. He was older, one of histiers. But, you know, they were very

pally together really.

Did you begin to, | mean, what age did you begiretad for example?
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Well, of course, | was in the High School mainlydayou know, we had to do the English,

French, Latin and Science and all these...

..... a bit earlier were you, do you recall beingaduced to books?

Not at home, not particularly, no. But | helpedsaly a lot in that respect in that there was a
library in the village and | used to take books kcnd read them a bit, you know, but not
necessarily, | mean, | just grabbed anything, hdlichake a kind of campaign of studying
Philosophy or any damn thing but of course whenweat to the High School you were, you

were expected to read certain books and so on.

So you had to, to teach yourself reading?

Well, you know, it didn't, it didn't really happémat way. | suppose you, you know you
gravitated to things you were interested in andaafrse | was also interested in, well, not in
art necessarily, but in mechanics and things lgence and, you know, practical science,
astronomy or any of these sort of things that awowyld be interested in, | suppose, as

opposed to pure literature say, you know.

Yes, but your first school was, do you remember...?

Well, it was simply, that was the, the village sshoThey went on, there was the Junior
School, | suppose, they took kids right up to the af fourteen, but, as | say, at the age of ten
there was this Control Examination and, you kndwe, Headmaster or the Head Teacher
would put you in to, you solemnly went to Buckhawed sat an exam. And if you passed, |

suppose, then you went to the High School.
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So was thatin...?

And from my...

..... English, say, the basics - English...?

Well, it was, | don't know, | mean, it was a bdsditd of exam which lasted most of a day.
English and sums and a bit of History and Geogu. krow, the usual kind of basic stuff. But
| can't remember now, but from my class put it,clam, to

give some idea of proportion, from my class oftthplus at the High School, at the Junior
School, there were probably not more than saydiveix of us went to the High School from

that class to Buckhaven.

It was quite a tough exam...?

Well, it was, no, no, but they, it was, but theytipicked the ones who were worthy of

sitting it at all...

Yes.

..... You know, the teachers, because they, theyatrmburse, even your Junior School you
had little tests now and again, nothing serious]itile tests and so they got some idea who
were the bright kids and so on, and so it workke this you see. And of course, as | say, |
was ten at that time you don't know about thesat'wigoing on really, you just did what you

were told so to speak. (laughs)
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So your first teachers must have been pretty g&od..

Well, they were just normal kind of Scots teachesgppose and they, they were just, | don't
know, | mean you can't judge what they were likey gan't compare these things, at that

distance really.

Your first interest then, you mentioned that thisaaof a kind of mechanical?

Well, I mean, as | say, like any, any kid, you kniiked the same thing as |, probably got a
meccano for my Christmas or something, you knoertdls a boys' thing, you know, and we,
we used to make things, little boys used to makeyth too, you

know.

What kind of things?

You make a scooter or you make fishing rods or madeeks' to catch fish or you made
fishing lines you know, it was boys' things damalif | mean, you weren't going to invent an
atomic bomb exactly but they were just normal bagtvities, that's

all I suppose. The one thing that | do remembenily enough, some people ask me how the
first, the first instance of my having any talemtlhe field of art was, | still remember the, still
at this, this Junior School, we did drawing of s®ithere was

one, that was one of the, we did drawing, that thasname of the word drawing. (laughs) It
was a class, maybe on a Friday after, you did dmgwih the same way as you have a one

afternoon a week singing, it was...

What age was this? Do you remember?
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At ten, ten, at ten say, just ten.

You started your drawing lessons then?

Well, no before then, during, during the, the chass would normally have drawing. | mean
once a week say, but there was this occasion Imdr@ewhere the teacher solemnly put a
handbag on, you know, of course there was abouy thild kids in this

class, and we sat two by two, of course, so oltledse seats, you see, and the handbag in
front of the class on a kind of table with a bitpafper behind it and she announced that the
one with the best drawing would get a shilling from handbag you see, so | could, so | won

the prize. (laughs) So...

Do you remember what you actually sketched then?

I, the handbag! You had to draw this, her handbEgs is it, this was still life, you drew the
handbag. But the idea that in that handbag theseanshilling, that was incentive. (laughs)
And a shilling to a kid of ten in those days wasaes money.

(laughs) | remember going home and showing thismother, 'Where did you get that?'

(laughs) But anyhow, that was my first inkling thavas good at art so to speak. (laughs)

And the drawing lessons continue...did they, did yst...?

Well, there was very little teaching of it, you kmd suppose actually, they did, they did have
what was called an Itinerant Art Master who wentn the schools, and he would maybe
show up about once a term or something like thise&n, he was what

was called an Itinerant Art Master and he probaialg about twenty schools to go around,

you know. (laughs) But he made you a kind ofditlemo on the blackboard or something
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you know, | don't know, but I hardly remember abihat in that time. But then when, when
| went to the High School we did have art one aften a week | suppose, somewhere like

that you see, there was a whole range of classesuo§e.

When was that taught?

Well, at the time again, we, the teacher, the rteacher that | remember was a, quite a sweet
old man, he was a watercolour painter called Beandthe, you did watercolours, still,
usually still life watercolours, and now and agaeéwould vary

the thing and you would be asked to do postergaf,know, but, | gradually began to find
that | was getting good marks and of course aehgere solemnly marked, they were exams
and they were marked you know. (laughs) But thBemd was probably

about fourteen, fifteen | suppose, the old manptteart master died in fact, he died in
school. And we got a youngish, a bright youngeraat master called Morris, Bob Morris,
who had been at the College of Art in Edinburgh acidially was a friend of people like
Gillies and that group, | mean he had been to Raes and so on, so he was aware of you
might call twentieth-century and he, | supposesihatted me and encouraged me and gave
me books, new books on Cezanne and Modern Art@and s

on to look at and so on, and then | find myselhbehe top of the, the class and winning
prizes and so on, and deciding at the age of #@gfi plus or sixteen minus or whatever it
was that | would like to go to the Art School areirty encouraged to do

so by this, by this art master and announcing tgargnts that | wanted to go to the Art
School. They didn't mind, this is great, thatgfibut the other thing, the other tradition of
course in that, in those families, especially mjniamilies, most miners, most miners would
say 'my son's not going down the pit', you knowyttvould do everything to help. And, the
lucky thing was, | mean, | didn't realise it at three, but they encouraged me, but the lucky

thing was that when applying for grants and throthghFife Education Authority, and they
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were very good and they did give grants to, toeisl going to university what not. And
there was a thing called the 'Carnegie’ and iftyad four A'Levels or whatever it was called
at the time, four Highers, | suppose, they woulcegiou a small grant towards fees. And
there was also the Miners' Welfare thing, and soway and the other | got literally enough
money to manage on as a student in Edinburgh, witheing a, a problem...having
to resort to my parents. And of course duringuheations | generally..well, certainly the
summer vacation, | generally went berry-pickindg®&rthshire with other students, you see.

So | wasn't a drag on my parents but | certainlgmiacontributing to the family income in

any way.

They weren't pressurising you...?

No, no, no, on the contrary. But this was pratigkly and it was rather a special Scottish
thing, or even a Fife thing, because the Fife EtloicaAuthority was quite Left-wing, even
Communist at one time, and they were very, veryhrerccouraged

it, the education. And they were very helpfulliatway. And, of course, the Carnegie and
the Miners and in one way and the other | was &hl® function and that, and of course
Edinburgh College of Art in Edinburgh, apart fromything else,

was also very wealthy and they, they used to gitle travel grants for a visit to London say,
I mean, | went two or three times. | got nearl £2 spend a month in London and this sort
of thing, so they were marvellously well equipped #he corresponding thing in England
was pretty well zero, | mean, |, later on was nmgetihaps of my generation who had tried to
go through college in, in London or wherever, ardyMew of them had got any exams at all.
I mean there was, | don't know what the system tmaisthere might be one and a half grants
for the whole of Devonshire or something, and yad to be the most brilliant kid in the ..in
the county to get anything at all. (laughs) Butr#) very few of them had anything like the

kind of provision that | had, so | was very lucky.
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Before we talk more about that, that college tim&dinburgh, do you recall your first visit

to a gallery?

Very well, as | mentioned to you, you see, the |tlzal, the nearest local gallery was in
Kirkcaldy which is only five miles away from Eastamyss, of course, we used to go to
Kirkcaldy frequently, | mean my mother used to goyou might call extra

shopping, through Kirkcaldy and, you know, Kirkabalwas the local market town. And,
apart from anything else, so as soon as | wasestied in art | mean from the age of say
fifteen anyway, | would go to the Art Gallery inKcaldy which is quite a nice gallery, but
they especially had a remarkable collection of {rags by Old McTaggart and Peploe
especially and other Scottish artists. Theseratied main, loaned by a local collector...

END OF F4737 SIDE A
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F4737 Side B

He [Peploe] made quite an impression...?

Yes, indeed you know, he was the, the first paihteais really aware of | suppose. And then
of course, by that time, by the time | was sayeéft, sixteen | would be going over to
Edinburgh, too, and visiting the National Gallendéor the, the exhibitions that might be on
in the Royal Scottish Academy. And | rememberifgtance these, the Scottish, the Scottish,
the Society of Scottish Artists who had normaliynaally, have an invited exhibition and |
can still remember, | think it, it was

probably...it must have been about 1931/32, adag kexhibition of the work of Eduard
Munch for instance. Now that was remarkable, ithi&dinburgh. And similarly following,
this is already of course, by this time | had gtmthe Art School later on, but a similar
exhibition of Paul Klee or Braque, or Dufy, or sympple, Picasso prints. So that one, even
in Edinburgh, one was familiar with the, to somé&ex with the, the work of European

artists, you know. And then of course...

So you, in a sense, you were looking at paintimgiih painting from quite early on...?

Oh, yes.

..... from the age of fourteen and fifteen...

Oh, yes, yes certainly yes.

..... and, and that your teacher, Morris was a gnsgiration. Did you go to galleries with

him?
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Not with him no, no. But, you know, he would be ajg very encouraging and | would
report back to him about the time | had been onerseen something and discuss it with him
and so on. And of course | kept up with him loftgral had, when | went to college, and
even after that, you know, until, oh well into tB8s, | used to, any time | was back in, in
Scotland, even after the army, after the War, Iid@o down and see him. He lived in

Leven actually and his wife had been a student hiitly there was no children | remember,

and he died finally, of course.

So the work that you were seeing was a combinati@@cottish work from the 1930s...?

Well, of course the other thing was this, that koow, |, | was a devotee of magazines and
books and the, the college library had a very diwdry, and not only the library in the
College of Art but also the City Library had a vgrgod Fine Art department and they were
getting all the, the latest magazines from Parik gou know | was always looking though
these and getting familiar with them. | mean I\kribe names of most of these artists of the
period and even the Surrealists but without necidgsaeing them in, in the flesh so to
speak. So that, you know, | was very, and theroafse, in due course | went to Paris and |

had a scholarship and that's another story, you see

Would you like to say something about, | mean, winas the Edinburgh College of Art like?

Well, it was actually, it was, it was a mixturetscspeak, because, there was still the, the

traditional structure and there was a fair numiféraalitional staff still there...

What was that exactly?
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Well, you know, you had a timetable and in thethia first year you, you hardly touched
paint at all as | remember. You drew from thequior you (laughs) you, you did
perspective and anatomy and, oh yes drawing framtgl (laughs) All that side of it you see.
And, you know, though | was already doing my owimgha bit, and being hauled over the
coals for it, you know, and being advised by onéheke Masters to, to look at Ingres and not
these German books or something like that you(taeghs) But, anyhow, the other side of it
was of course that
they had a nucleus of the bright, the brighter,ngmr artists, Edinburgh artists, on the staff.
People like Gillies and Maxwell and McTaggart arpBe, in fact briefly, the old Peploe.
And one or two others like that who were awarehefautside world

so to speak. So that gradually, one was ableptbexa bit. But even then it was certainly

much more liberal and adventurous in its approbah the London colleges for instance.

You seem to be describing a combination of tradiaod openness.

Well, this is it, this is it, and of course gradydhat tradition, the old tradition, died out |
suppose with the staff more or less, and thouglaén't a bad thing to do, as | say. But it was
heartbreaking. | mean, there was |, you know,irepdbout Van Gogh and Picasso and
Matisse and having to stand, | remember standused to stand in this bloody sculpture
court drawing, drawing from the antique with a geand for hour after hour until you were
just dropping and you know you couldn't

escape. And you know, I, | sometimes think thatthing was to, to either break you, if you
could take it rather like going in the army (lauphiyou could take it for a couple of
sessions (laughs) then you were worthy of contiglint, hopefully some of you will drop
out. (laughs) | don't know, but it was really mtka, you know, but | suppose it learned you
discipline and the necessity of draughtsmanshipvératever. But all, even in my very first

year, very first days | remember being, you weteriniewed by the, by the Principal and
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Secretary chap, and they would give you your tiletayou had sort of a timetable of what
you were doing and we were two
evenings a week, one was Perspective and the $itierGeometry. | mean solemnly, oh
yes, Solid Geometry and Perspective. And | sdithat about the other evenings?' And they
said, 'Oh, no, no." And | said, 'Could | do soowyld | go to the, do life drawing?' And they
said, looked at me as if | was, and he said, 'WeBl,why not,' sort of thing, but he said, 'If
you have to drop any of these classes, don't drop
Perspective and Solid Geometry.' (laughs) That wasaid, but that's absolutely crazy when
| think of it now. The worst aspect of this waatthhad a cousin who had gone through the
medical course at the University and become a doatwl graduated, but
he had been in the same digs all the seven yaandjenever he was there, six years or so,
and his landlady, the landlady, a Mrs Dogherty glam she was even a friend of the family,
she had been over to Fife and one way, so, thesenaihing for it, but when Willie went to
the Art School this would be his digs you see. Nbevdigs were in a place in Edinburgh
about two miles or more from the Art School andgiistem was that | would have breakfast
and then run, literally run, about four or five loued
yards to the tram stop. Get on this tram, alitlag up to the Infirmary, one penny, and that
was the first stage, if you stayed on to the Atidx, it was another penny. So we got off at
the Infirmary and run along to the Art School ta imeby 9.30 or
something like that. Then at lunchtime, I'd rurtla way back to the Infirmary, down in the
tram, up this five, this five flights of steps, leaa big lunch. | mean it was a dinner, it was a
great bowl of soup, and then mince and potatoewvagetables and suet pudding and tea, and
then knock this back - and run back to the, arsliappened about three or four times a day.
Of course | was just seventeen, | didn't know agtyen. But this was the system. (laughs) So,
and of course, in the
evening too, | went to these in the evening, yau sgo, finally, finally | said to the to the

landlady, | said, "You know, | could have lunchteg College, they have a restaurant, a
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cafeteria there, and, you know, | wouldn't havedme..." and she agreed that this is possible,
so | didn't have to rush home at lunchtime. Sodiées a little bit better. And then, as | say,
fortunately, after my, after the first year or she died
(laughs) and, so | was able to escape and | getliiggally a hundred yards from the College,
so life was with a musician and his family. (laughse was a violinist and he played in the
local orchestra. (laughs) But, you know, life wasch better then and, but that first year was

absolutely crazy. Of course | was young and &nthand | could take it, but an awful waste of

time and money, running up and down these blooalysst

Do you remember any of your teachers in particatd&dinburgh, or what are your

memories?

Well, | remember all of them, you know, | mean thean't remember all the names now.

Who was in painting, who...?

Well the, the, yes, the, the main paintings wasaa oalled Adam Bruce Thompson who, who
was chiefly painting and still life and such lik@nd then there was a man called Westwater.
And then Gillies and Maxwell. These are the chibief people in the paintings. And then
of course the Head of School, the Head of the Sabfd®ainting was a man called David
Allison who didn't take much, he was actually atot painter and he was technically Head
of the School. And now and again he would comanid paint, paint on your canvas, | mean
you would do a life painting and he would corredtyi doing the whole painting all over

again on your canvas. (laughs) But...

Was there such a thing, | mean now we talk abo ki, in a sense the Glasgow School.

Was there something about Edinburgh that you tbefined it as...?
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Well, it was certainly different. | think at thiéere is a different tradition. | think, I'm not,
you can't, it's difficult to define, but | think Edurgh was always, put it this way,
that there was first of all, there was this bakind. The, what | call the Edinburgh-Paris
axis. That all these great people | mentioned,adraburse the earlier group, the, the Scottish
colours - Peploe, Fergusson, Cadell, Hunter - vweeee all, all worked and lived much of
their time in Paris or France, so that there wiasEdinburgh-Paris axis. There wasn't that
same element in, from Glasgow, | don't think. Enlead possibly been earlier on. But in the
'20s and '30s the, the key people were, you mighttee Edinburgh School. And, they, of
course the people like Gillies and Maxwell and atheSo that there was much more of a link
with the Paris scene from Edinburgh than there ditvalve been in Glasgow. And I think the
Glasgow thing
was much more destined to a kind of figurative &etn And of course has since proved the
case, it still is happening. An accent on therfigion. Not so, not so much in Edinburgh, the

two, two are quite different institutions really.

Do you, do you recall how you might have been ithiced to that, in the sense the Paris

modern connection at that time? Would it have beéactures...?

Well, books, books as | say and the odd exhibitibhe odd visit to London and seeing Léger

for instance in London. | mean | remember seekigbitions of Léger in London and such

like, but...

What was your work like then as a student?

Well it was, you see, you know it was a mixtureipgose of, efficient, | mean, put it this

way, if you are doing a life painting, you do alijainting in front of a model in a class. |
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mean you, you can't do, you can't very well dolastract life painting (laughs) as a nineteen
year old student so to speak. And/or life drawsmy] we did that and, but, there was also
other things that one could do. For instance, ldv@lo things
off my own in my, in my digs and exhibit in the RdyAcademy...in the Royal Scottish
Academy or the Society of Scottish Artists. Or oficse we had, we had a kind of thing
called a Fine Arts Society where we had an anmda@béion. We organised this.
There was a group from the University in the Caled Art and we would do our own thing
so to speak, and | would, | would exhibit my owndam things so to speak. But as a student,
you know as | say, you were, you would, you woudddioing a life
painting, you did a life painting and do it welAnd of course the at the end of the day, there
were rewards, put it this way, that out of a ckesg the, the painting group, | had in my
particular group, | can't remember now, maybe absahty, something like that, and four of
us, four of the painters would be given a Postgagsi®cholarship. And we, we had the quite

a useful Scholarship money-wise. And we had aictueell two of us shared a studio, quite

a nice...

Who did you share with?

| stayed there was another of my colleagues, a chigd Rogers. He was more interested in

golf than painting in fact. And then there wasthaeotwo in another studio, Postgraduates.

And there, at that point you were able to do youn ¢hing more and more.

Because your Scholarship, | thought was also ysilistory of Art?

No, no, well it's another point, one of the coratig of this Postgraduate Scholarship was that

you take the History of Art class at the Universig/part of the Postgraduate thing. Which |

did. And the, the, like the Professor was Profe$stbot Rice and I, | can't remember now,
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but I think it was maybe two, two afternoons a weekomething like that, | can't remember
now, for two terms, something like that. And itsaaproper University History of Art
course. And of course there were, apart from,tdp@an us we four, there was also, | think,
there was also a Postgraduates course in Desig8@rgture probably, | think, probably a
total of maybe seven or eight. And we all toolsttiass together with students from the
University who were taking that course as well.dAhat included people like Andrew
McClaren Young and Morris Carstairs and Oswaldelm it was a good thing. There were,
we were, so to speak, rubbing shoulders with, giitiilents from the University who were,
who were doing arts of various kinds or medicinevbatever. Because the History of Art, it

wasn't a degree course at the time, it was jukinlt know, you would call a supplementary

course or something, | suppose.

So it was quite, | mean it was...?

But there was a solemn examination and | got dsh Elass Certificate or something from it,

you know.

So it's unusual now even to, to in a sense briagdbers' the painters together with ..?

Well, it's not unusual. | mean since then, theegj@int courses, in Edinburgh certainly,

which include, | think Elizabeth MacGregor is fastance a graduate, it's part Fine Art

proper and History of Art, a kind of dual natiomlsort of thing. They have certainly

combined other courses in History and practicaéFAnt as well now, which is a good idea.

It must have been something to receive lecturen ffalbot Rice?
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Well, it was, it was very valuable | think, becauaetually of course in the normal Art School
curriculum we did History of Art anyhow in the ABtchool, you know, History of
Architecture and we had lectures and we even hathiations and that, but the,
the University thing was something, | don't suppdi§erent in a way, and complimentary,
but of course, Talbot Rice's great thing was ByinaenArt. | spent a whole term with black
and white glass slides of mosaics in Monreale aaphbi and it got a bit tedious after a

while. (laughs) And, anyhow, we solemnly had examd all this and so on, and of course

he covered the whole History of Art in a way, bigt tmain thing was Byzantine art you see.

Some, | know some people have written that, they #ense that, that there is a Byzantine

influence in your work...

Well, I actually | believe so, | remember, in fatiany, many years after this, oh first, the
thing was after the, that period, this is the P@gtgate period, | was awarded a travelling
scholarship of, | think they gave two scholarslup£250 which was tangible money in those
days, especially when the pound was strong. Sent¥o Paris, and had, | don't know, four
or five months in Paris and then travelled all mur got to places like, like Venice for
instance, and then all the way down through

Yugoslavia to Greece the great Byzantine thingeethed even into Turkey, | got as far as
Istanbul. But suddenly, | mean, | suddenly, resaw. say in a place like Ravenna, |
remember these, you know, we used to see thenadak laind white slides

and now (laughs) and of course they're bounciny eétour. (laughs) You know mosaic,
mosaics actually, of course they are more colouhfamh, than most normal kind of mural
paintings you see, frescoes. (laughs) And it waatgand, of course, the, what, what took to
me was the actual verticality of much of these Byire figures, you see, which | saw and
also the, the tesserae and the sparkling colounanday, you know, something you find an

echo of that sort of thing in my own work.
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And | remember, as | say, much later on, oh, prigbiatthe '60s, being in Edinburgh and, |
think, yes this is | am pretty sure now, | canfhember in detail, but | had an exhibition in
Edinburgh in 1962 or '63 or thereabouts, and Tafoe came to the thing and | said to him,
| said, 'You see Byzan..." | said (laughs) anddie, s'lt is nice to think that one has an

influence.’ (laughs) [PAUSE, MICROPHONE LOOSE] Biitcourse the great thing was to

go to Paris in 1937.

Indeed, 1937 to, and in a sense you went thete toake contact with Fernand Léger's

studio...?

Well, not exact...not exactly, | mean | simply reattavelling scholarship in Paris and this

was where you went to, first of all, (laughs) and..

With no plans as such?

Well, not, not originally, but the thing was thar3 was, at the time was, apart from all the
fantastic galleries and museums and so on, thesdtveagreat International Exhibition 1937
and massive exhibitions of all the masters of Modint. There was

| think the Petit Palais, they had a room full atk of the top men, you know of people like
Matisse, Braque, Picasso, Léger, Dufy, all the haytssee, and so on, and then the, the great
International Exhibition itself with, for instan@casso's 'Guernica’ was there, | mean, as a
mural, it was commissioned by the Spanish Govert@mia mural for the Spanish Pavilion,
and there it was. And etcetera, so the whole gihere was absolutely marvellous, bags of
exhibitions and works to see. Life was great, s, | mean, you know, you, you, | stayed

in a hotel...

You went on your own? You were on your own?



# $%
(0** ++ 52 )6+6
/- +2
Yes, yes. Though | had one or two friends who vileeee. There was one particular chap

whom I'd known in Edinburgh. He was a poet acyyahd we knocked about a bit. And

then you met up with other characters, you knowegabout with a bit.

And how did you make contact with the Léger studio?

Well the, in those early days, you know more os,Jés keep my hand in, there was this what
they called these 'Free Academies' in the rue @Gdad Chaumiere where you, anybody
could go in there, and you paid five Francs or gbing, and you could go and draw the
model, a continual change of models, but you kribat, wasn't all that satisfactory. So that,
| don't know how it came about but somebody mayehaentioned Léger or something, so |
thought it was a good idea. But | knew of his wotladmired it, | liked it. | thought it was
strong and tough and had this strength of colotimpuight it was kind of Scots in a way, this
colourful and strong and so on. So I, | wentdosee the, he had what he called an
'‘Academie’ and it was in a studio in Montparnassaesvhere. And, | went in, and | knew
where it was because someone had obviously toléintke| had to take along some work to
show him, because you couldn't just walk in. | mke, he would say, 'l can do something
for you." Or,

'You're wasting my time." Or something. But anyhwe took very few students, | think at
the time there was probably not more than maybe oirten students. They were in the main
young artists actually, or people who had donenlieugh the Art

School or something somewhere. There was tworeetAmericans, two or three Germans,
and a couple of English and the odd, the odd Araariche Spaniard or something like that

you see. But that was, that was...

It was quite an international school?
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Oh yes, it would be. These things always werealsly. And...

How did the interview go?

Well, he, he, you know, he, he though | was Russ{iaughs) The colour, the things |
showed, the, the, | suppose rather like these shithg very rich colour, the rich dark reds and
blacks and blues and the, and he turned to thieatie kind of MassiSre an assistant woman
who subsequently became his wife, a Russian woarahsaid something like this, 'Est un
Russe n'est pas?' 'Non, Non, Je suis un Ecobsaisjeur'. (laughs) And he said, 'Ah,
Ecossais, alors..." He, they always knew abouStiwgs, they knew, 'Ca c'e quelque chose.'

You see. (laughs) So, anyhow, that was a fairigflthing you see.

How long did you go?

I think about four or five months altogether. Anchn't now, | think it was not, it was not
every day, it was something like maybe, | can'teetber now, maybe two or three

afternoons a week sort of thing. You know. And...

How would they be conducted? Would you...?

Well, usually, usually, as | say, he had this worassistant, | can't honestly remember her
name now, she is well known because she becanwdfaisMadame Nadia or a name like
that or something. And she would run the showlagger himself would

come along for an hour or so in the afternoon andrgund and have a look at your work
and have a wee chat.

[Coughing]
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Sorry, Bill, carry on.

It's OK.

Talking about how, how Léger's studio actually was...?

Yes, as | say he, he would come along for an hogpadn the afternoon and go round the
students and have a wee chat with each one. Iméereparticularly one occasion, of course
bear in mind that the, the 'in’ thing at the timé>aris was Surrealism, and there was big
exhibitions of Surrealism and they were all, theg lthe hype, there was people like Dali and
Magritte and Max Ernst and Tanguy all that grobgytwere the,

the fashionable thing at the time you see. It 'tigopeal to me at all, quite honestly. And,
but I still remember one thing, one thing they weoen the studio, they would set up quite
elaborate still lifes in this and you know, you w&xpected to draw this but very tight, tough,
drawing, no messing about and no distraction iningathe nice marks and curly bits and so
on, just a wee steely drawing. And | remember $ weas drawing a leek (laughs) and | made
the, you know, the stem of the leek is round, anhdle it become from round to square or
something (laughs) and he looked at it and saidisM'est déja de la fantasie,' and | knew
exactly what he meant, 'Déja de la

fantasie'. You know, big deal, you know, | sayn, $o | didn't do any (laughs) | didn't. But
oh yes, another thing that he did of course watshidanvited, it must have been about
Christmas time | think, he invited the studentiipersonal studio and,

you know, showed us his recent work and, and sdrhisatudies and stuff, which is like a

nice experience too. And then later on...

Where was that?
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It was in the rue Notre Dame Des Champs. Again imfdarnasse, but you know quite some

distance from the, the Academie studio, it wasegséiparate altogether.

Did he show his work? Did he obviously show yos \Wbrk?

Oh yes, in his studio yes, yes. And | remembetiqdarly there was an American girl called
Constance Wigglesworth, | repeat, that was her nameenember her very well. She, she
had a crush on me | know that, too. Anyhow, Camtashe, yes, she had been sent a
hundred dollars from her father | should think @rristmas, she came from she was
American. And she bought, she bought a gouacime fréger for a hundred dollars, yes.
Yes, on the occasion, you know, and she explainégger

that she had this hundred dollars and she woulel dom so on.

What was it, what is it now that draws you to Léger

Well, still the, you know, of all the painters diat, of the, whole twentieth-century, | mean of
the, | mean, first of all, in his earliest peri@den the Cubist period, at least there was
usually, or always the element of colour in his {Stutwork even. And some, some quite
exquisite colour. He, there was one some partid¢hlags, where they have, which | am
echoing here in some of these that are rich, degpan, and ultra-marine. And, as | say, as
opposed to the Braque, Picasso, Cubism, which was

intentionally structural and colourless virtuallynean it was monotony and so on, but
anyhow also though later on, the, the kind of,'tknow, the, you might even say Puritan,
Puritanical thing about his work, that it was, tharas never any indulgence in matiere or
tricky brush work or that, | mean it was, it wastsgf dead pan and tough and strong and

honest and it had all these qualities which | admidnd you know, as
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| say, a profound influence. | think of all theytpt this way, that the, I love the, it's a bkdi

eating...

END OF F4737 SIDE B
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..... quality of approach. As | say, you know, yaaun think of the seductive, seductive
painters like say Chagall, or Paul Klee or evenrizwd and, you know, they are beautiful and
marvellous but, at the end of the day, you wantetbing solid and steady, bread and

potatoes as | say, and you come back to Léger. kviow, it's a kind of permanent and

profound influence which is still there | supposel a.

Do you see something... Léger is obviously, onekthidf his very strong contours and his use

of black in these contours...

Yes, yes, yes.

Do you see that as having been quite an influence?

Yes, | think this is true too. You know there @rmally, he normally goes from black to
bright yellow and all the colours. And there iatthontrast in tone and colour which is
something that appeals to me, it's as | am sayiisgai Scots thing, it

is the tough strength that he has and | should i still with me, too, | mean, | need that, |
need that, that black and that contrast of tonecafmr. So that it really comes from there,
but...it's not necessarily a Léger thing, | meais $omething that in me which | presume that
Léger sort of brought out at the time, you knowt Bmean, | am not, you can't say that my
work is obviously Léger-like, | mean you wouldn'istake me for Léger. (laughs) And of
course the other thing is that, the other thinged@ware of, too, is I'm conscious of, is that
one shouldn't, it's too easy to be influenced byagor master and stick there and do it for the
rest of your life, as you see

from my work that we have been looking at, I'vegeoh wide and all over the place, and |

think one has to allow this to happen. | meawautld be pointless if you produce a kind of
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formula, and you knock it up for another twentyirtth forty years, | mean that would be
pointless. In the same way, you know, | would b&ue to myself if | didn't allow the
possibility of experiment and, or be again knockedr by certain, certain artists and, | mean,
| was probably influenced for instance briefly bg Btaél in the early '50s, you know, and
one has to admit...allow this to happen, if, ififtgortant, and I, again | would think that De
Staél is certainly the most important post-warsgriiou know, again a tough, real painter,

and one doesn't need the kind of Bacon and Frew@dfelements. | mean, they have

something else, but for a sheer painters' pairterkyow, you take De Staél.

Would you call yourself an Abstract, non-figurativainter at this time when you were on

your first visit to Paris or were you still evol\gf

I was still evolving | suppose. | was gravitatilmgabstraction and, of course, | even, even in
those early days, there was always a link with reatunever denied nature really. Even in
those extreme abstract themes we have been loakitigere is an equivalence to, to,
observable form. | don't say nature in the naistialsense but of observable forms. They
may be

telegraph poles or stakes or trees or structuressdram looking out the window now, |
mean, | can see, | can see my painting in two r@ethlifferent ways. There is the severe
architectural modern structure over there andeaséme time

trees and foliage and blossom and light througtirde2 | mean, there is my painting you see.
This is where it comes from. | don't necessarilydsiwvn and paint that, but | am aware of it
and | can see the equivalence to my painting, ltdary it's

nature, but, | don't deny nature, this is it. Andink it's impossible to deny nature really.
Even in that thing, that yellow and black thing were looking at, you can see that as a

landscape if you want to, you know. Though I, what | am
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saying is this, that there are, there have beesetheverely abstract painters who might paint
a circular disc and paint it red, and then theyehaline across, and then they say, they call it
'Red Disc' and it mustn't be confused. But ay] $& human eye looking at this red disc is
bound to associate it with the setting sun, or ev&t | mean, the physiological action of an
eye looking at something is going to record andrjmet in some way. So it's, it's really
rather pointless to say, 'My painting is purely eamed with proportion and structure and so
on.' I mean it always has or rather, put it thig/wif you try to deny that the physiological
aspect of an eye interpreting
whatever you are looking at, then, you know youraigsing the point. So, | say that, my,
and of course most of my paintings they have, natinecessarily, but sometimes they have
a title. It might be like 'Summer Landscape' orrifgp Landscape’ or
‘Garden Structure' or names like that. Again, ioglat these paintings, you see, you can see
the, there is a basic dark structure which camdeettunks, or stakes, or parts of buildings, or
whatever and then, additionally, the effect ofdgk and blossom and light coming through
the trees as you see it now, or whatever. As |lsdgn't depict it. | just paint the thing and if

you want to see it that way (laughs) then that's

your problem, you know.

Do you...?

Because the thing must stay, it must live in itsaight not, it shouldn't, its value should

never be to what extent it approaches nature,repiesents nature you see.

Do you recall discussions about this, | mean, insRa that time were you meeting a lot of

fellow young artists...?
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Yes, | probably did at the time because there wbeldrguments about, of course, the, |, I, of
course, later on when | went settled back in Raftes the War, | was in contact with serious

artists.

| wondered what, before the War?

No, well, in those days you, you didn't have, yoow, you didn't work these things out
particularly, you know, you did your own thing ayau were, you had to be reasonably
humble, damn it all, | was still a student and sflen. You had to retain an open mind, |
mean, you were seeing the, the greatest masténe tientieth-century. And it would be
ridiculous and apart from the great masters, | nibargreat fellows: Braque, Picasso,
Matisse, Bonnard, Chagall, Dufy and all these baythe same time there was all the, the
other claims of the Surrealists and/or even ofAhstract creations boy...there was a score of
different potential influences there and you, youldn't close your mind, at the same time,
you didn't want to, or your couldn't opt for onetloe other and say, 'This is the only
possibility." | think you had to be at least opaimded and, in due course, you know, your,
your sights would settle on what's important. | eember, for instance, when | first, first, saw
the big

exhibitions, liking Dufy. Dufy is great. And thea few days after that talking, talking with a
artist, an Australian artist as | remember, andngpliow | liked Dufy, '‘Oh no, Dufy no, he's
a, go and look at Bonnard,' or something, you aed then, of

course, it's only by this sort of contact that yagin to see the important thing, or the lesser

thing, or whatever and you...

Had you made contact with, with Klee's work or Keus#ty's work in the 1930s?
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Klee, of course, | had seen in Edinburgh, firsakbf There was a big exhibition of Klee.
Klee was hardly known of in Edin...in, in Parisnd\indeed, the German, of course, when |
was there, | mean in, say by '37, '38, Hitler aiasady in power in Germany and there was
refugees of course, and of course, the, the, thagenever any exhibitions of the Germans in

Paris that | am aware of. Certainly not Klee. &ieas discovered, even in Kandinsky too,

for instance, until after the War really.

So this was what, you had seen Klee's work in...?

| had seen Klee's work in Ger... in Edinburgh afd;ourse in books and so on to, but

certainly | can't remember seeing any of that insPa that time. After the War, certainly.

Were you seeing, were you drawn to, one thinkdstike of watercolour, his watercolour

drawing, in particular with Klee, | wonder what yaere perhaps drawn to?

Well, he was again, | was attracted to Klee in g Wanean the technical aspects of Klee's
work, because | saw more of it after the War | sigep in Germany too. And, seductive too,
but it's what | come back to, you know Klee carvbry seductive. Sweet and charming and
delightful, covetable, but, | wouldn't, you cattdp' Klee. | mean he couldn't be an influence
on one really. | mean, what would be the poirdaihg little Klees? | mean, his spirit is

good, | mean...

There are some, | have seen some work from théd@gdthat are quite sort of, | think, |

mean we are looking at one now in a sense a moaoewch has got that nervy very

particular use of...

Well, yes. This is purely a technical thing reaiipu see.
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You are talking about technical aren't you?

Yes, yes. But | remember, | remember in fact ilmBdrgh a lecture on Klee, | can't
remember who by, but the, the thing that he uskdyou remember him using this? Klee
was said to use this expression of, 'Taking, tkitine for a walk," or

something like that you know, and, you know he wasarvellous influence, a marvellous
contribution. But as | say, he didn't, didn't fdusn empire so to speak. | mean Léger is
another matter. You could find, he was a baset Kee was, Klee was

Cointreau shall we say. Charming and delighttGhndinsky is another story | think actually,
too. And, of course, it wasn't until well, he wagsnghly thought of Kandinsky, it was rather
amusing. His work was hardly known in EnglandinoParis even, until later on you see. He
lived in Paris of course, but by that time he, l@swto this kind of rather tight, sort of
decorative abstractions, sweet and nice, but we wet aware of the early stuff. It was only
in more comparatively recent years that I, | sasvdarly paintings in quantity in Munich

especially.

So you were seeing Kandinsky a lot in the late 4105,'48, '49...?

Well, but that was, these were, by that time theyeanot particularly, they weren't, they
weren't the revolutionary things that were, he widwdve been doing from say 1912 to 1918-
ish, the great early abstraction expressionisgsin fact, you

know. There is a fabulous collection of them inith especially, and | think there is one

in the Tate.

So, presumably, how long were you in Paris in thd?e Was it a full, a full year?
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When, before the War?

In the 1930s, yes.

No, | was there for about five months first ofafid then | set out with a pal, we went, we
went, we were actually planning to go to Italy, g went first of all to Chamonix skiing.
And then we went down to the South of France toddidles, Monaco,

Nice and so on, and then down into Italy. All ey down to Naples, via Pisa and so on,
and up through Rome, Sienna, Perugia, Arezzo dnidegle places to Venice. And then,

from Venice | went down through Yugoslavia to Geeand Istanbul.

Did you, did you sketch on that visit...?

Yes, oh yes. You were expected to in a way, | eapp

Did you keep sketchbooks?

Well, I think most of these were sent, you knowyidts part of the, part of the scheme that

you were expected to do, you were even expectdd tocopy. (laughs) | mean, | did a,

solemnly did a copy in the Ufizzi. (laughs) Andhirtk | spent about a fortnight or so in

Florence. But...

You had to submit so much?

Oh, yes, you had to, you were expected to subfntd you sent it back, you know, how and

again, you sent back a batch of your work, you knetich | suppose was, some of it was

returned to me, | can't remember, | never saw amytmuch.
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Were you working with colour say when you were skétg at this stage, or...?

Not a great deal. | think | often enough just wemtkvith, worked with pen and ink and black
wash. But never anything very elaborate much,kreaw, because you were travelling like

that, and you can't really do a great deal, yowmkno

So...

No, it was mainly, mainly looking at things, ateth was so much to see of course, obviously.

So, by this time, you had really made a decisia this was going to be your life?

Oh, yes absolutely. | mean | had spent all thigtithis was my career, but of course, the
thing is this that in those days, it was virtuallythinkable almost without massive funds to
be a painter. You know, the ultimate possibilitgsywhat happened

in fact was that, when | completed my year abreadhe back, and | came back via Paris. |
had another two or three weeks in Paris and, anytvas then to go to the training college,
to Murray House Training College to be qualifiedaasart teacher.

Because, this was, | mean, there was no otherlplitysi You couldn't just say, 'l am a
painter,’ and starve in a garage in Edinburgh aateser, | mean. | suppose one could have
tried, but it was just not possible in those dalgstill isn't really | suppose, | don't know,
some people manage. But, of course, probably naygtihere is more ways of getting a few
quid to, from Social Security or something, you knoBut

anyhow, | took the course at Murray House, whictieehin 19... in something like June '39.

And, of course, within weeks you were at war. (lag)g
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Had you sold your first work by then? Do you réedien you first sold...?

Yes, | probably sold a few things. | exhibitediie Royal Scottish Academy, | sold one or
two, | mean tiny money, | mean five guineas otaughs) And even from my Postgraduate
studio, | mean, | sold one or two things to kindregnds sort of thing, but nothing, nothing

serious you know. Nothing to live on, | mean theses just trivial things.

It must have been something to get into those didrils though?

Oh yes. Well, you know, | used to send into thisy&® Scottish Academy or the Society of
Scottish Artists and so on in Edinburgh and, yegi$ nice to show in there and, or again we
had student exhibitions which we organised, FineSarciety, or we

formed a little group and had a mini exhibitiont tere was never any serious return from

these things in those days.

As you said, the Second World War broke out...

Well, actually what happened was that when | haiglied my course at the Murray House
Training College, | had already applied for ondéveo jobs as a teacher. | was solemnly
interviewed for a job in Dumfries. And, bear inmdj | had the highest possible
gualifications of anybody in Scotland at the timenean, | had my normal Diploma, a
Postgraduate Diploma, a year's Travelling Scholpystistory of Art | think. (laughs) So |
was seven years of specialist studies. Anyhovdn'dget

the job and so there was a pal of mine called Barewhose aunt worked for the NAAFI, a
thing called the Navy Army and Air Force Institutdow the War wasn't on, but he said we

could get a job as barmen. And we actually gos$ jabbarmen to a
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Terri...with the NAAFI, to a Territorial camp in Aghire and (laughs) solemnly we went
down there and | was a barman for, in this Ternataramp for about three weeks, which was
crazy, under canvas actually, too. And then | stdisin the NAAFI and | was posted in the
NAAFI to an aerodrome up north of Inverness. A plaalled Evanton. And, again, it was
tough work actually, and very miserably paid. Ebgescaped from that and hitch-hiked up
to Wick. The War hadn't started actually yet. Tikiall in about July, August '39 and |, |
went to the Local Employment Office and said, 'Oéytre taking on men up at the
aerodrome," and they were building an aerodronwWigk and so | got a job navvying, with
your pick and shovel stuff, in
building this aerodrome, which of course becameralier aerodrome during the War. It
was, still is an aerodrome. And then the War brakiewhen | was there and | didn't know
what to do, | thought well, of course, nobody knehat was going to
happen you see, so | thought | had better get baaie at least and, you know. So, | packed
in this job and we came back to Fife to my pardoise. And, of course, nothing happened
in fact.(laughs). So, | got a, | got a job on afa Oh, yes, the War
was now on and | got a job on a farm with potatwést, working on a farm. When |
finished | was unemployed again for a couple ofkgem something. And then | got a job in
a factory, in Kirkcaldy, a linoleum factory whichasw making gasket material.
And it was a hellish job, it was poisonous stufttining, | mean, they wouldn't tolerate it
nowadays. And hellish hours too, but while thésayddenly got a telegram, out of the blue,
a report to Dumfries for, for teaching job, you.séad what had happened is, the guy who
got the job that | had applied for had been callpdand so they needed somebody, and so |
immediately went down to Dumfries. And | had tjub teaching art for three days a week at

an Academy in a nice little town called Annan, &vd days in another little town called

Lochmaben and this was in,
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into, | think, something like February '40 maybemewhere around February. And, | was, it
was delightful area of course, lovely countrysiaied it was really pleasant enough and | had
digs in Annan and that sort of thing. And thendsvealled up,
and had to report to a recruiting office in Dundtigo be sorted out and given my medical
and so on, and so on. And | can remember, you kheimg interviewed, by, obviously two
or three senior officers, they were in civiliantbles but were obviously, you know, colonels
and things interviewing me. Now | at least had ednd of education and | was a teacher
and | was, you know, called up. There was andthenty or thirty men of my age sort of
thing, mainly local workmen or farm labourers
and so on, and so | came out obviously. And so this guy putting down, he had this
form, and | saw him putting down P O and | thouginil so when | came out there was a kind
of sergeant chap looking after us and, so | saidk, I'm not keen on the Air Force, I'm not
sure | want to be a pilot officer, |1 don't knowsdid, 'They put P O on my thing, does that
mean pilot officer?" He said, 'No, no, that mepotential officer.’ 'That's all right then, P O
for potential officer.’" So then, of course, a deupf weeks or three weeks later, | was called

up and had to report into, down to the Royal CafgSignals. | didn't know what | was

going into or anything.

What did that exactly entail, the Royal Corps ajrtgils. You were, were you posted, did you

stay in, in the UK, in Scotland to begin with...?

Well, for training yes.

..... And then you were posted...?

| had to report to, to Whitby, actually and, foskatraining. And it was while we were in,

while | was in Whitby that Dunkirk was taking placAnd Whitby, it was actually a major
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training establishment for Signals, | mean, theas wrobably another six or eight hundred
men around there somewhere, training in Signals. faughs) Dunkirk was on. (laughs)
And we had to, | mean, we had been in the army tadbowonth, if that, and we had to form a
kind of fortified line on the coast and | was puitcharge of about twenty men! (laughs)
because | was a P O. (laughs) in tents. And weddd sort of what they called slip
trenches, you know, oh it was rifles you see (I&)gim the coast, and if, if the Germans had
invaded. So, anyhow, they thought this is not gewwolugh, and so they moved us, this
training battalion, inland and into Huddersfieldnd they, | think they brought a, what |
think you might call a regular division to look eftthe coast. Because they were anticipating
invasion of course at this time, this was already late, into July '40 that's right, yes. So,
anyhow, after a few miserable weeks in Huddersfigldy put us, of course, they put us first
of all into a disused woollen mill and you couldet the floor was about an inch thick of

grease and muck and mess (laughs) and oil andwesrene tap! And | remember there was

two hundred men in this...

You were living there?

Oh, yes (laughs) So, so they then moved us, we there for about a week. It was
impossible. They moved us into a disused libranyas the local Huddersfield Public
Library which is now, | think they have built a n@ne, and this was still there you see. And
the same thing applied, | mean, there was one litsh basin somewhere there for staff you
see (laughs) and one toilet probably. But, waysdad to use, in the main square outside

there was a kind of public toilet you see, whichuged.

And so this is still training?
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Oh, yes, we are still training after a fashion. Aneas already, | was promoted Lance
Corporal at this point because | was going to, $ @ae to go to the Officers' Training Unit.
These things are so funny when you think in reteesp One of my first jobs as a Lance
Corporal was, there was of course a medical, yanybody needed medical attention,
maybe a sore throat or got a cold or somethingtlieg but, | don't know,
but they had to march through the medical inspactiee medical room was the other side of
the town. (laughs) And | can still remember linimg about twenty men you see, and
bringing them to attention and marching them (la)gtil the way along the
High Street. (laughs) Imagine! And they are sggploto be sick, sick parade, attention.
(laughs) Anyhow, that lasted for about two or ghweeeks and then | went to 'OCTU' in
Aldershot, in Aldershot. Well, that was trainirgglde a Signals Officer,
which became, well it was serious and hard workaidtyt, we were put through our paces in
our, and, and, of course, while we were thereBllite started in, over London especially at
the time, we were in Aldershot which is about twemiles out of London or so. But that
was, it was a good life too. It was interestingm$, | mean, many of the, of the, my chaps in
the, in my squad were, were, had been studentgei@ still students undergraduates at
Oxford and Cambridge and so on, you know, they weaduates. And | particularly
remember one chap, Christopher Holler, who becaleetarer at the Courtauld Institute, he
was a medievalist, and he was, you know he becaiite @ pal of mine, Christopher. | knew
him, | mean, | even had
him up to Birmingham. He stayed here once in f&ut he was an extraordinary character. |
got him to give a lecture to my, my students atGlodlege, and | left it to him to lecture. He
was actually, | think he was giving a lecture & @allery, for

some reason, and | said well he might just coraskéd him to give a lecture. And left it up

for him to give a lecture on Pisa Cathedral (laygt@h, well, never mind.

Did you, did you, were you posted abroad?
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Well, almost immediately when | was commissioneldiadl a week's leave at home and then
posted to Bakewell, Bakewell in Derbyshire and didnow really, | mean of course things
were a bit chaotic, still, and there was always #aicurity thing. |
reported to the headquarters in Haddon Hall wreéch stately home outside of Bakewell, that
was our headquarters. | reported to the adjusenat the first thing he said, 'Have you got
your tropical kit, Gear?' | said, 'What do you méapical kit?'
(laughs) So, of course, we solemnly, none of wskwe were going abroad, and | had to get
measurement, get a tailor, there was a local fdiboget tropical uniform, you know, and so
anyhow we were there for about, | don't know, mafglue or five

weeks and then went up to Liverpool to get ongattysithe Middle East.

Middle East being where exactly?

Well, we landed in Egypt, and we were based inga&s Base outside of Cairo for a while

and then, | mean we went out, there was probationlt know, maybe about twenty officers

and five hundred men in Signal.

END OF F4738 SIDE A
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FA4738 Side B
In this place called Mahdi, this was a Signals Hewaters we were there for about a
fortnight or something, | suppose, as, essent&dlyo be posted anywhere in, in the whole of
the Middle East, which is every where from, youwnaibya, right up way to Persia or
anywhere in the Middle East. So, | was interview®de were all interviewed individually
and what we would like to do and so on, and themiixt day your name would be posted up

with the unit where you were posted to. And | wasted to 5 LFC Signals and I, | don't

know...

What does that mean?

Well, LFC means the Lines of Communication Signgats) see, | mean | knew what LFC
meant but | didn't know where this was you seel @mes into the office and | said, 'l have
been posted to 5 LFC Signals," and the sergeahtsane, 'You'll be

all right Sir, that's Jerusalem!" (laughs) I'm juiing! | was solemnly posted to Jerusalem.
And so, then in a few days time | had to go withatl about, oh, a dozen soldiers as well to
take with me. | took the train, the train from @aithere was a train, and change at, | think it
was a place called Ramallah it was a, a junctiahugnto Jerusalem in the train. And this
was heaven, it really was, it was so beautifulebm this was into something like July, July
‘41 | think it was roughly, yes, July '41. Buttlpart of the world is absolutely exquisite, |
mean, the going up, of course, Jerusalem is gigteup, and there's olive trees and orange
groves and so on, and landing at Jerusalem. Fhesaily very funny, but | don't know if this

is interesting?

Well, | was going to ask because you exhibitecenusalem.
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Well, this is another thing, you see that, anyhlowas met at the station, the station in
Jerusalem by the Adjutant and the Sergeant Majar twbk charge of me and sorted me out,
and then dumped me somewhere and said, Oh, wedltbdind you digs.'
I mean I, | was just an innocent Second Lieutehaoppose. And this, this was not, you
would hardly believe this, but this is the Adjutartite took me to an estate agent in Jerusalem
and said, 'We want accommodation for this offigesy know this sort of thing, and, 'What
have you got?' and he looked at me and said, 'faweny preferences?' And | played
along, and | said, 'Well, not really, but,' | sdliin an artist you know," and he said, 'Oh,
you're a painter." 'Yes, yes." 'Would you likengdkind of studio?' | said, 'Oh well, that
would be nice." Well | said, 'Have you got someadkdf studio?' He said, 'We've got a nice
room." A nice place in this Rehovot it was, in afi¢he classy new parts of Jerusalem,
Rehovot, and you know, and he took me round tlzré this was a Jewish-German family
from Nurnberg, he was a lawyer actually, | remembnd he had this lovely room, a
separate entrance and a garden and so on. And thisdigs. Now he said, 'We will have to
get all the paperwork signed and all that." Now ymuldn't believe this, these guy...this unit
had been a regular unit in Jerus...in Palesting ccourse there had been a war going on in
Palestine before the War, and there were Britisfsidins out there, and this lot, and of course
they were still working under the old Colonial thjrso that officers had Colonial Allowance
and Servant Allowance and Fan Allowance and, [tdorodw,
Overseas Allowance and, | mean, and | had, andvfissmarvellous. And, of course, he said,
'‘Well, the best thing, there is two banks and afrse your expenses or your fees or your
allowances will be paid into the bank." He sditiere is two main banks. There is the
Ottoman Bank, or Barclay's," he said, "You knowihk Barclay's is rather spoilt, but the
Ottoman Bank you will get good service there, titto@an Bank, follow me.' | take out a
thing with the Ottoman Bank, and my, all theseva#laces were paid in there monthly you

see, | didn't, I didn't have to spend any monesllat mean | just, and then, of course...
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So you used the studio, you began to use it?

Well, actually I, not as, not right away, becauseelan | had a job to do and | had to learn the
ropes and so on. | became Signal Master, thihat we did we were, we provided this LFC
Signals was the main, we were the main Signals fdn@th Army,

| suppose, it would be of the lines of communiaafi@m Cairo, all the way through
Jerusalem up to, of course the British were in belnaand Syria and Baghdad and also in
Jordan and all round, | mean we had signal linkaltthese different places

from our Headquarters, even to Agaba and Ammarsarftl Oh, yes, this was (laughs) and
Beersheba | remember it used to amuse me to sehdespatch a rider to Beersheba, used to
have to go to Beersheba. Of course, later on ) aféexr about, oh, | was in Jerusalem for, oh,
certainly ten months | should think at least. Betyvsoon, of course, | made a point of getting
to know any artists who were around there andpafse, there were quite a number of
artists. And there were one or two little

gallery place, too, and | got involved in havingheow there with one or two other...

Where did you show at exactly? Where did you shd#?you remember?

Well, there was this gallery, | forget what it weadled now, but it was a private gallery, we
had, he had little shows of Modern Art, you se& Bremember showing about four or five
things, oils, and after I, later | had another plahere | did more work, | was in about three
different digs, so to speak, in Jerusalem. And, kwow, | did some work, | got an easel and
worked, you know. And then, of course, I'm nottgu&ure how it happened, but there was
obviously some cultural affairs outfit or somethingo were trying to do this thing, and they
had, they mounted some exhibitions in Tel Aviv &adro, you know, and | had odd things in

these exhibitions, you know, didn't pay much attent
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Were these one-man shows?

No, no, never one-man shows, no. | mean, | ditave enough stuff to, but it was just to get
a group shows of, there might be a showing of Ad'tdmow, say in Cairo of British, British

artists in the forces or something like this yoa.se

You've actually just shown me this afternoon, Rithe of your landscapes that you did in

Italy...

Oh, yes.

..... later in '44.

That was later on, of course. | mean, oh yesMlaatmuch later on. Because | was in
Jerusalem...l was in Paris, and, of course, | framt Jerusalem, then | went up to, | was
based up in Haifa. This was all part of the samieaf course, we were all different
companies. There was a company in Jerusalem, pargnin Haifa and a company in Gaza
and | was, went up to Haifa. What happened agtuadls rather amusing because there were
certain units in the Middle East in fact, in the \Wa

cavalry units, cavalry, actually with horses yoa,send they had come out to, come out to
Palestine at the time and with horses as cavdlhere was the Middlesex Yeomanry, there
were Yeomanry units, Yeomanry cavalry units and éie, another one called the Cheshire
Yeomanry and they decided to make them into somgthseful so to speak. | mean horses
were 'out’ so to speak, but they actually had seton in Syria, this part of the Cheshire
Yeomanry, clearing out the Vichy French from théd&eon and Syria you see. But anyhow,
they decided that to make these people usefultreydwanted to create the Cheshire
Yeomanry to become Signals, so they did a bitaihing and then they established

squadrons, as opposed to companies,
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squadrons of the Cheshire Yeomanry, and had somenjght call proper signals officers
and men with them to keep them in order, so | Wa&s attached to the, a company, a
squadron of the Cheshire Yeomanry, based in Haifiavee even had to have very fancy
hat...cap badges. | can still remember, greagisdap badges with the Prince of Wales'
feather and a thing called the Cheshire, Earl adfstdr's Yeomanry, you see, a big deal, and
silver. (laughs)
(BREAK IN INTERVIEW 'HAVE | PULLED THIS THING AWAY AGAIN")
..... month in Haifa. | was then posted to GazagaiA still in the, in this Earl of Chester's
Yeomanry, Cheshire Yeomanry in Gaza. But the tigrpis, what do you think of it, it is so
ironic that from the time that | had arrived in &slne, right
through to well after the War, Palestine was atpgthere were no problems, there was no
war. Before the War there was Arab revolt and lagscraps and fights and war and so on,
then immediately the War was over, they startedggin. But during

the War it was peaceful, it was quiet, it was lgyéhad no problem. (laughs) And we had a

very nice life actually.

So it was quite...?

What?

It was quite a prestigious time for you then, | me&

Well, it was actually. | mean, | was never in alanger really, | mean | suppose there was...

You were painting?
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| was doing a bit of painting, and enjoying lifedal had a girlfriend or two or three. And,

lovely Jewish girls, especially, yes and...

It was a good time?

It was a good time. | mean, | was young and hapy/full of beans and getting well paid
and no problems and so on. And, anyhow, | neadises this at the time but it was only in
more recent years that | realised that, as | $edIgirlfriends, but anyhow, one particular

girlfriend...

..... What were they like?

What?

What was the girl...?

She was a painter, too actually, she was a paiygsr, But anyhow, while, when, at one time

when | was based in Gaza...

How had you met, how had you met her?

Oh, at one of these exhibitions, one of these mbaglexhibitions, she had come along and |
picked her up or something | suppose, anyway, mayg/how, that's a long time ago. But,
anyhow, I'm pretty sure that, as | say when | waseld in Gaza,

at one time | developed tonsillitis or something #ime, the Medical Officer sent me to
hospital in, and the hospital was an Australiarpite you see. Of course there were lots of

Australians had been out there, but there wash woitsillitis in a ward full of Australian
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officers most of whom had been wounded at Tobrakghs) and chaps with their legs off
and eyes out and God knows what, and there wath] well of course, again, with my fancy
thing, you see, | was very much a 'Limey', what l@dbey...a 'Pommy' | was very much a
'Pommy’ officer to them, | was Lieutenant | suppasthe time. But anyhow, | got, | got on
famously with them, but | can still remember, yowt, being regarded as a kind of ‘Pommy"
with tonsillitis and these

guys from Tobruk. (laughs)

Was Italy more of a serious thing?

Oh, yes. Of course, that was later on, but anylyew, this is it, after this, | had a week's
leave coming to me as you had been in hospitdld have a, you know, | had, what had
happened, | had a, | had been had my tonsils oahwivas a kiddie, and

he had made a bad job, and there was this tohnisédd.trouble with it once or twice while in
the army but, anyhow, the best thing is to haveoggr, taken out and sorted out. Anyhow,
they did a little operation and | was in this heoalior maybe ten days or so, but anyhow, |
was entitled to a week'’s leave and | went up tos#dem to see my girlfriend in Jerusalem,
you see. | remember taking her out to dinner ghas, in a very nice restaurant in
Jerusalem. And in the same restaurant, sitting tmee or four tables away, were three of
the top, the top brass of the Signals, whom | digtkaew. | mean, the Chief Signal Officer
of this and that, three full Colonels at least, atitbught, well | had better say hello and | did
so. |'went up and | said, 'Good evening, Sir,'emmrless you see. Anyhow, not long after
that | was, my, my Company commander in Gaza toelagide and said that he had put me
up for promotion to Captain. Oh, thank you verycimu thought it great. | had, when | was
in Gaza, | had command of a big section, the LieetiSn, of about sixty-odd blokes |

suppose and was doing communications in the anea ttoRafa and Beersheba and, but,
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anyhow, it was only about a fortnight after he haghtioned this, he took me aside and said,
'Oh, I'm afraid something's gone wrong," he saigey want to send you to Cyprus,' he said,
"There's an officer in Cyprus who is a very sehieutenant and he has been there for some
time and he really, they thought..." Well, it wag of my control, this was happening in 9th
Army Headquarters or something. And he said, 'Vedly want to send you in to replace
him and he will come and take your job and be preh6 It wasn't until years afterwards, in
fact in more recent times, | thought why did thégppen? And | remember having a
conversation with somebody in, in that area attina. If the, if the authorities of the
military saw that there was any of their young adfs getting too close to some of the local
girls, 'out’. No fussing about, they just wouldrétve a marriage or involvement of this kind,
you see. And, I'm not sure but I think it's thathdt's the only reason, really. | mean this
business of this other guy needing to, well. Bbtiously, you could imagine my name
coming up at Headquarters and saying, 'Oh Gear{lme'guy we saw him in the bloody
restaurant, that local girl..." Anyhow, it meamat | went to Cyprus and didn't get promoted.
And | had a terrible time in Cyprus, well, not @k time, but it was really a, and of
course about this time the invasion of Italy s@rtf Sicily anyway, and | was getting so
desperate in Cyprus. | thought, 'Now's the tilamed | solemnly wrote an official letter to my
CO saying how | spoke lItalian, | had worked aneédivn Italy and | demanded to be posted

to Italy, you see. Of course they couldn't refsel, so, within weeks | was on my way to

Italy.

Where did you learn Italian?

| had been in Italy before the War.

And you had been...?
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And | had taken classes in Edinburgh, evening e@gs0. | mean, | wasn't fluent, but |
spoke more Italian than most British officers atitr But, anyhow, so | landed, | landed in
Italy in due course after travelling all the wayckaound through Beirut and Cairo. | saw

this girlfriend again in Cairo of course. Anyhow..

She was quite serious?

Oh, yes. It was fairly serious | suppose.

Did she continue her painting you think, do youydo know what...?

Well, yes, | mean, she was an accomplished painseppose, yes, and writer, too. She was,
at the time she was making a living, or rather,whs translating Gone...believe it or not, she
was translating 'Gone With The Wind' into Hebrelau¢hs) That was how she made a, she
lived on this, and doing it a few

chapters at a time. It was going to be publisineterusalem or Tel Aviv or something, '‘Gone

With The Wind' in Hebrew, | ask you? So, anyhogot through to Italy and...

Because in Italy, | think in Sienna and Florenasy gid have your first one-man shows.

Well, I, yes, again, the same thing applied thatiare | was in Italy | made a point of
meeting up with artists, | probably had the oddddtiction, or went to a gallery and meet
them. And, so that, firstly, in Rome | supposes,ye Rome, | got to

know a few painters and they were great pals yawkthey were marvellous people and
very sympathetic, and | went to their studios graf tourse, | was always able to get them a
tin of bullied beef or something. | solemnly haeérn to dinner, | was in a, a kind of officers'

billets, it was actually a small hotel, | suppdseRome, and the garden behind, and it was
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really the same, the original hotel staff, we west a family hotel type of thing, it wasn't.
And | said | would like to make a, have a dinnardome friends, you see, and they, of
course, they didn't have food, but | was able tosgene, some bullied beef, or Spam and
some food and wine. Anyhow, we had a dinner, wk&meal of some kind. They did the
cooking. And it was a very nice time actually, &ryou know, for a few, and then of course
when | was then move up, move up, though Siensappose, would be the next stage up,
and, oh yes, | was based in Sienna for, oh, abaybmthree months altogether | suppose,

really | can't remember, but there again | met itph any local artists and | was doing these

watercolour things.

And what were they like?

What?

What were they like the watercolours?

Well, like the thing you've just seen, | did a nwenbf them, I've still got a few, but |, as |

say. Anyhow, they saw them, you said, and 'lreike an exhibition' and they had, they had
a kind, these tourist chaps, they had a kind afargallery, but a kind of little antique shop
type place and they sold a few pictures and bitspa@ces, it wasn't anything very formal,
they more or less stuck a few things around anshscAnd they

sold things (laughs) | said, 'l don't want the eyryou keep the money.' Of course, there
was no point in having fistfuls of Italian lire,didn't mean anything to me, you see, because
we had the Occupational money anyway, you know. hiateour own

British Army of Occupation money, and of courseyywith, actually with Italian lire, | used

a lot of it, | mean, to buy, buy paper and paimg stuff, and you could, you know, and

anyhow, then when I, oh, yes, they suggested & jiteElorence, so | went up, | saw the guy,
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and oh, yes, 'Facciamo da nostre...' So | had@epexhibition there, about, oh, thirty items,
they framed them, but without glass, because ydu'thave glass in those days. (laughs)
They put some kind of baguette round and
stuck them on paper. And there was even a kindatfa catalogue, but a kind of
introduction thing, type thing, an advertisemensoife kind, and they had a kind of opening
and a lot of the local Italian and Florentine astisame around and, again, |, he sold a number

of things and that, | more or less, | took some eyosnd left him the most of it. But that was

an amusing experience.

I mean looking back, do you see the fact that dutire War you were, you know, an officer,

but you were also working, you were allowed to gur painting.

Well, | made a point, you know. It wasn't alwaysgible actually, obviously there was times
where you were preoccupied, or busy or you coulgittyou couldn't, you didn't have a nine
to five job after all, you know. But, of coursewias about this time that there was this thing
where the, the allies, the allied armies had thiejgse of Italy, the allies demanded that the
Italians, if they wanted to have any say in matédtsr the

War, they should provide troops to fight against @ermans. And so they provided four
divisions plus ancillary troops, and with each glien, they would have a British Liaison Unit
and since it was on my books, that I, | was stilieutenant actually all this time, which was,
you know, this collapse in Jerusalem had meantltas over a year still a Lieutenant, when
| could have, anyhow the, | was called up andttiney said | could go as a Signals Officer
with this British Liaison Unit to an Italian divish. Which was great, and so | solemnly had
to go down, they were forming up, and being equipgred training, down near Naples
somewhere, | think, and so | joined up with therd Hren we came up, all the way up
gradually, ending up north of Florence somewhees,north of Florence, in the line actually,

we took over from an Indian division | think it wasnd that was actually in the line so to
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speak, you know. | was with this Italian divisiand | was the Signals Officer for the thing.
I had another officer who was my junior, so to $pead a section of about thirty men,
British, and we provided the signals within, withire British command and back to the core
headquarters, and then the Italians, | looked #feeitalians, you know. Which was
interesting, and, of course, my Italian becameeqilitent, | had to, | mean | was working
with all the time and learning Italian possibly kvé funny accent, because most of these
Italians were, Italians soldiers, were some ofrttgardinians, or Sicilians or from Rome or
anywhere you see, a whole lot of them from Venithere was a brigade of marines, the San
Marco Brigade, | mean a rather like the marinesy tiwere mainly from Venice, you know,

they were marines actually. Tough guys. And vet ¢éolot of them too, they were used as

kind of combat troops. And the other brigade wigsamachutists 'paracadutiste’.

Did you form some good friendships?

Oh, indeed | did actually, | with a, with the offis, | remember their names even, a great pal
was Capitano Zannini, Capitano Zannini who spokeedeEnglish, very few, | think, he was
about the only one who spoke any English at allvas actually, he was, he was in the field
of cybernetics, he was a, you know, he was qudlifi@an in the field of cybernetics, in fact,
and from Milan. And then there was Capitano Zapulto was a bit of a crook, | remember
him very well, and then there was Tenante Char@énchi | remember and Zuppeta, oh,

yes, they were quite, quite an amusing bunch dgtual

So looking back, | mean, as regards your paintimgwouldn't think that this period was in a

sense was a, in a sense hindered you at all, iidd@ye added in its own way...?
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Well, it was a kind of a relief in a way too | megou know, the army, at times it could be at
times tedious and boring, it was seldom dangerdwesevl was, it was seldom really
dangerous, | suppose, but you know, it was a mangrelief to be able

to do this and to have that possibility.

And a real job. | mean it was a real job?

Yes, but, the other thing is of course too, tHatsbmething | kept rather quiet about, | mean,
put it this way, in the British Army, in those daysu didn't let on that you were a poet or an
artist or a painter or one of these sort of thiygs, didn't make a thing of it, you know, if you
were they would expect you to do things for themgelan, they would expect you to paint
their portrait or something like this, you coulddilg explain, ‘Well, 1 don't do that sort of
thing." But no, it was, it was good that, | wadighted of course to see the, this work by
Merlyn Evans whom I'd met on my way round, | menfiirst of all in Durban, you see. He
was teaching in a local art school, but | didndwrthat he come up into Italy you know in
the army, and he did a bit of painting in Italy tddis nice to see that we have got that one in

the gallery here.

Did you become quite friendly with Merlyn Evans?

| saw a lot of him after the War, of course, | méack in England | looked up, | saw a lot of

him, I had him up to Birmingham once or twice...

The War obviously affected him...?
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Well, he, he had a bad time, he first of all hignage broke up, |1 don't know the details, but
he was away, away on duty in Italy and whereved,then he had, he had been painting
before the War he was painting. He was a bit dldan me, he was a
few years older, but he had been painting, but,hésichis work that he had done before the
War, he had it in store somewhere in London ameéhg bombed and destroyed, you see. He
came back to London and he had lost all of his wofkis work that he had done before the
War and then his work wasn't attractive enougheamhe didn't, he didn't find any galleries

particularly interested in his work and so on. B®did a bit of teaching | suppose, and so

on. Well, we were all in the same boat, | meara$ wf course based in Paris by then.

You didn't obviously before Paris, in fact you tagka post at Monuments Fine Art and

Archives Section...?

Well, this was the...

..... of the Central (Control) Commission?

..... Yes, this was the, the War was over and teeesy was that | was still in Italy when the
War finished, and the system was that there wastars called 'python' which meant that if,
after you had served four and a half years overgeaswere

entitled to go back home, so | had completed fodrahalf years overseas and so | came
back. Meanwhile, | was up in the north of Italgan Bolzano and Bressanone. | think | had
to come all the way down, this of course was inething like July '45, that's right, all the
way back down through Italy to Naples, and | tobkw, | had a, | had a jeep and a driver
and we drove all the way back, stopping at eacheplaces where | had my feet under the
table and been received of course and having dylbwee, and finally down to Naples where

the, they were embarking troops back to the UK, a&tel a few days | was put on a
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Lancaster bomber with about twenty other kids, #own back to England, non-stop, seven

hours, in the nose of a Lancaster bomber. (laughs)

How did you...?

END OF F4738 SIDE B
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. report to the Scottish Command, | still hadwattthree or four months to do in the army
before complete demobilisation, so | had to refmthe Chief Signal Officer in Edinburgh
Castle, which was Scottish Command, and it so haggb&had known him,
he had been my Chief Signal Officer in Jerusalénd, he said, 'Hello, Gear. How are you?'
(laughs) So, he said, 'What do you want to do namg’'l said, 'Well, I'm not going to hang
around here, | had though about going to Germatg.said, 'Sure, no
problem." So, within a week or so, | was on my wa@Germany. And | get to Germany, and,
you know, again, to a Signals base of some kindesdmre around Bielefeld or some place,
anyhow, | was then posted to the 15th Scottishdibwi with all your Scots boys, this is up
near Hamburg somewhere. But then, oh, yes, mesWhad been interviewed and they,
they spotted that | was an artist and that | hateduastory of art and so on and this guy said,
‘Well, they are looking for chaps like you, thesaithing called Monuments, Fine Arts and
Archives," he said, 'You might be interested.aitis'lt sounds interesting, you know." So in
due course | was posted to the Monuments, FinealwdsArchives in, in Celle. There was

another officer there

called Peter Eden and so | was there, and then...

What did you, what was your actual brief?

Well, the, as it suggests, the, the whole, there avsection of military government really of
what was called the Control Commission for Germanipok after all the aspects of
museums, galleries, libraries, archives, loot &gl the Nazi treasures,

which were really all the works from the Berlin Musn...from the various museums which
were in salt mines and places of, you know, magsimge of things to be done and very little
means of doing much anyway. But the, one of thmpeeoccupations, we had taken over

this Schloss, a massive Schloss in Celle andaassthe central repository, and...
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You were actually bringing in objects?

We, we were bringing in stuff to this repository.

To then redistribute back to their place of origin?

Well, in due, in due course. But, anyhow, theghivas that the, the Germany authorities, to
preserve their own museum pieces, had put litehaltydreds of packing cases of their
treasures in salt mines, near where we were, & plalted Grasleben and that was quite near
the, the Russian frontier actually, or rather thusdan zone, and we were bringing all the
stuff to this central repository. And, then, tdea was

to check through it and so we got, as far as plessibsome cases the original specialist art
historian curator chaps who had packed it, in socases it wasn't always possible. Because,
first of all, a lot of this stuff had come from Bierand, you

know, there was all kinds of fantastic stuff, themere whole, | mean, dozens of cases of
porcelain, for instance, or incunabula, manuscripteek and Roman pottery and jewellery.

(laughs)

This was from museums actually...?

From museums, yes, from the Berlin museums maimilyvée would, we would go through it
and then, and then | decided, of course, this watong after | was settled there for, well, a
couple of months, that this Peter Eden, he was dbeth So, | was left on my own and then

| got another officer, a chap called Donald Kingd dhen he left. But | was more or less on
my own most of this time. (laughs) It was realipfiy because, you see, the British zone, I'm

talking about the British zone, there was, it
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was about, oh, maybe six different sections of2hish zone, we were Land Niedersachsen
where we were, Lands, Lander there was anothecgllsd Rolo Charles who was in charge
of Land Braunschweig Hildeshein, he, he droppedamtand handed me the files from
Braunschweig Hildeshein. And then there was the
other guy, Giles Robertson, who became Professdistbry of Art in Edinburgh, he was
Land, some...Nordrhein Westfallen or somethingidles) So, anyhow, it was quite a
handful, but, you know, the, anyhow, | decided tib gn exhibitions of this stuff, in the
Schloss. The first exhibition of course was rateaniting because | had this little man going
through the library stuff and the prints and draysistuff, from Berlin, and he came across,
and he came in all excited, he had come acrosstflpmof Degenerate Art, Degenerate
prints, all excited. And there was this fantaptictfolio, and it was Picasso, Matisse and
Chagall, and Schmidt-Rottluff and Munch and all tiog's. (laughs) This is all the ‘entarte
Kunst'. | said, 'Great,
let's have an exhibition of it." And | got it fraeh up and put on a marvellous exhibition
called 'Modern Prints' with a catalogue and evengthyou know. Fantastic stuff, | mean,
even, | remember the famous Picasso print of tthe Frugal Meal' this extraordinarily early
one and there was, | mean, and this fabulous GeErpressionist was woodcuts of, by
Schmidt-Rottluff and the Kirchner ‘und so weiteAnd then we would have an exhibition of

incunabula and an exhibition of Meissen

porcelain and so on and so on.

Who came to the shows? | mean...?

All the local people. Of course this was somettiorghem to do, in the Schloss. And it was
very good public relations actually, it was kindBritish Council work in a way. But we put
on exhibitions and they came to the Schloss amwfse it was something for them to do,

because there was very little else for them toyda,see, in those days. | mean, there was no
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cinema, there was no radio, nor no television gheas, you know, they had a pretty ro...of

course, actually, Celle itself was a charmingditdwn, it is a lovely town. | have been back

since, more recent times. But, it was not toudhethe War.

The feeling was reasonable, as regards what yoe e@ng, | mean?

Oh, yes. Very much so, yes.

You were, | mean, the work had to find its way bsxks original home?

Well, in due course. | mean, in most cases tleentiseums or galleries where this stuff

came from were destroyed anyhow. | mean they Wwenebed out, say in Berlin or even

Hannover and so on, | mean, so there was no poéht,d, you know, the stuff was held there

and in due course, | mean after the Allies leftr@amy and so on, then the stuff would be

returned to these museu...if and when they weretabko look after it, you know, but it was

there meanwhile. And...

And you, indeed, had an exhibition of your own wark

Well, indeed, yes, | was working meanwhile andt g this exhibition in the Schloss of my

own work and, then in Hamburg. | made contact witfallery in Hamburg and we had this

exhibition in, in a small gallery in Hamburg.

How did those exhibitions go?

Very well, of course, the other thing was that the, Germans had never seen any modern

work at all really, you see, | mean, soon aftehjrik soon after starting in 1936, any modern
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work was suppressed, absolutely. And, it was wbatcall Degenerate Art, and there was
massive exhibitions in Munich and everywhere
else and so on, so that they were not aware ohangyand, of course, there still was, there
still were artists and connoisseurs and colleabeut who wanted to know. There was a
very good, great tradition of art lovers in Germafiynodern work. So, you know, that, that
side of it was a delight to them, it was somethand that we, in a sense of the liberation to
them too. Because, bear in mind, | mean, the étilging that still exists is, as regards the
Germans, is that Nazis were very few actual hard blazis at all really. You know, most of
them, most of them were just people. There waard tore dominating group Nazis and SS
and so on who run the show, and
nobody could say anything or do anything or exhibitvork or, outside of that rigid, and
especially during the War of course. Because anylewdn listening to the radio or arguing
about Hitler was always inside and many of themtie®elsen bear in
mind, because Belsen was in my area, too, | hgo to Belsen and, well, after the thing was
more or less tidied up, but, and of course, agdiout this time | was, |, there was this big
exhibition in Hannover, well it was not, it was tloeal society

of artists rather like you have the RBSA here,dmse, and they invited me to exhibit you

see. And I, I mean, | had a bit of power afted &lhd to give them authority...

So this wasn't Hamburg, this was...?

No, no. This is in Hannover.

So you had the Hamburg show?
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No, this was after, this is before the HamburgghiBut, anyhow I, | sentin a couple of
things, and | went down to the opening or ratheyhaw. | remember looking around, it was
a dreadful exhibition of really amateur or smakidscrubbish, you
know, but | remember looking behind a screen andirfig some things, and, 'What are these?'
and 'These are great, what are you talking abaet? hang them. Bloody well hang them!

And they jumped to it, no fussing about 'Herr Majaru know. And so these were things by

a painter called Karl Otto Gotz you see. And in daerse...

Was that your introduction to...?

Yes, this was when |, yes, and of course, in dugss | got a hold of him, contacted him,
went down to find him in his, he was living withshwife and a small boy in a tiny room,
above a cow shed sort of thing, in the middle ofinexre, near Hameln,

near Hameln you know, where the, and so, thenadnmnlewas amazed at his work, it was so

like what | was doing in a way. It was really quéeraordinary.

This was '45 then?

I'm talking about, we're into '46 now, | think, y&s'46, early, early '46, | think it would be,
yes. And so we became great friends, and | hadupito the studio and up to the Schloss, he
spent a night or two in the Schloss and | put hinand, he describes a lot of this in his
books, his autobiography there. And I helped hiitha bit of food and some materials and
so on and, of course, we swapped things, | gavelengave me a lot of his drawings and
prints which I brought to Paris and then | showeske to people like Constant and Corneille
and Const...Gilbert and so on in Paris, and thal; 8dey, this guy's COBRA, sure." So, |

gave him, they contacted him and invited him tovghwith, with two other Germans, with
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whom [, in the big COBRA exhibition in AmsterdamAnd he's still there. | mean he's in that

big exhibition in Antwerp.

What was it then that particularly struck you abloigtwork?

The, the, 1 don't know, the spirit of the work, wadty, you know it was very modern, it was a
hint of Klee and Kandinsky and Willie Baumeistedahat sort of thing, but he had been
doing this before the War even, but the astonisthimg was, he had

been an officer in the Luftwaffe, | mean there®tgraphs of him in uniform in front of his
Messerschmidt there, in the book there, and titht'tdinatter to these guys, to the real
COBRA artists, 'Never mind, he is a painter, herie of us.' And solemnly, and of course
imagine Dutch and Belgian guy and French, inviting to participate with them in the big
exhibition, (laughs) never mind the, (laughs) hatttwas what it was about. And he became
very much a part of the COBRA scene, and then he

did the kind of series of little mini books on COBRRand so on, | mean the 'Meta' series.

But that was interesting, this is the kind of thing

Of course that was a bit later, but you had actuakt Karl Otto Go6tz quite early on?

Well this is, | met him first of all in '46 and &w a lot of him. | went down to his, to this
miserable little place, two or three times andalajs took him, you know this is the, took
him some, he talks about it, took him some choeatatcoffee and white bread or, white
bread, that was important, some white bread araitietof wine or something, you know. |
mean, any time | went, and | met a lot of East Gar@artists about that time. Any time | went
anywhere | always took something, | mean you

always did then. Cigarettes were a must.
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Who else were you meeting in fact, at this '46 tibefore you in fact settled in Paris? Do

you recall anyone in particular?

Well, mainly Gotz, Karl Otto Gétz, | suppose, bueor two of them | don't even remember
names quite honestly. You know, | would be dragiea studio in Hamburg, or in Hannover
or something and, the poor sods, | mean they weremsean | was, | was living like a prince
in a Schloss, | really was. | was living in thatstrooms of Karlina Matilda, | mean, and
eating, eating my head off in the mess and soTdrere was the Officers' Club in the middle
of the town in the Rathaus, Ratskeller, and s@od,so on. So any time | met, went with
any of these people, | always took something. IBetmember, amusingly enough, going to
one of these places and the only thing | had te teks a bottle of champagne and a tin of
sardines.

(laughs) Imag...the only thing | happened to ha&ed | can still remember this funny little
studio, it was actually in the country somewhemnea very beautiful place, a kind of artists'

colony-type place, with the river, and nice housee little studios.

It was also at this time that | think it is docurtezhthat you began to use monotype as a

technigue. Could you say a bit about how you cemw®ntact with that?

Well, I, I, that's, they were not really monotypiésyas just this technique. Now then, I think
| first saw it demonstrated or used in London, altyu There was this Polish painter called
Jankel Adler who had been in Germany, | think he: énen known Klee and so on, anyhow
he was Polish, come to Pol...he had come to Engdarigl on, but he, he showed me some of
these things, and | did a number of them. Buidka was I, not really monotype, but a kind
of offset printing process where you draw througt the, the resultant print, so to speak, is
taken up from the imprint of the pressures, angaaoget this particular type of line and

texture. Now, it was used by Klee,



# $%
()** ++ 5+ )6+1
/- 6+
especially, in the Bauhaus and | used this quit. aBut, it's not technically a monotype, the
monotype is a different process where you would,d/do the picture on glass or stone and
then pick it up with a, on paper, that's a monotypeperly

speaking. | haven't come across a satisfactosf fabthat process I'm talking about, but it's

not strictly speaking a monotype.

What did you see in the process?

Well, it was, it was | suppose, the, the qualitstthou get from a print, from an etching say,

that it's, it had that particular texture of thimken black line, something that you couldn't

guite get with a direct drawing say. And | founattractive or interesting, a variation and |

did quite a number of things in that way.

So, in fact, the 'Dancing Figure'...?

That's right, that's the sort of thing at the tineas doing that.

And that's the impression that you get from workirgm an ink base?

Yes, yes. But, you see, it is more interesting imay, it has other qualities other than the

straight forward line drawing might have you séed, as | say, Klee exploited this a great

deal in his work and, then you get that kind of...

It almost has a frottage kind of effect?

Well, that's another, another technique again y&| ges.
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And you pursued, | mean, monotype has been qujtéfigiant for you in a sense that you

have used it in various forms?

Well, | have done monotypes separately too, butwhlaa a question of doing a, making a

thing on glass, putting paper in, on, and pickingpi, that's a monotype, now I've done a lot

of these too. But there's something different...

..... and then worked them up in a sense...?

Not necessarily, no, the monotype is a one-offghiaally.

Yes, |, | was reading that you would actually, wbthen perhaps paint on top of it, work

with it, using it as a base.

Well, that could happen too, you know, this coudghpen as well. | mean, put it this way,

the, the, it could be that the image you firstfgemn the monotype thing is, well, it's not, not

satisfactory, or it's not final, finite, and youeus as a base and you work on it, | mean that

could happen too, surely, yes.

| think also, in the British Museum, 'Avant Garde..

That's right.

..... printmaking' exhibition...

They have some of these things, yes.
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..... there's also a reference to this 'Lackdrwedtinique of lacquer printing.

Now that, that is something that Gtz did espegialhd the 'Lack’, 'Lack’ is a kind of form
of varnish really. And he, he would, | remembenishowing me how, he would take a base
board, just a piece of wood or hardboard or somgttand he would pour

a very thick heavy varnish or thick paint, quickddg paint, on, on the surface and when
dried, then he could, he would roll ink on this yame, and then take an impression with
paper. And that would be quite, that would be Kdrack'. It's really a kind of, a form of
relief printing in a sense. But he did a lot aégh things and very important stuff actually.
He would also use this, like as a paint with itmast, on, onto a hard surface and then print
from that. And some, they're very much

COBRA things you see in that, these are the sOB@BRA spirit.

Have these been exhibited?

Yes, yes. Some of these were exhibited in thesBRXOexhibitions and I, and I, of course, |
showed them these things. In fact, | presentpdedented a number of Go6tz's things to the
British Museum, the Tate Gallery, the Scottish biadil

Gallery of Modern Art, the Huntarian Gallery, so.fdLaughs) And G6tz is overjoyed | mean,
too, he likes the idea of being in the British Muise | mean, that still means something, and
the Tate Gallery, that means a lot, and of counsany, he is a

great one for printing books on himself, he's gai br three massive volumes and
catalogues, and in any of these catalogues, thiépevall listed, all these, his various

acquisitions.

You did a few impressions from that 'Lackdruckhieique?
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Yes, of course. Yes, of course.

Just a few, what was the number?

Well, | supp...in those days you never thoughtahd an edition. | mean | don't know,
maybe four or five, you know, because what wagttiat, you wouldn't have the paper

anyway. | mean, bear in mind, we're talking abaggin '45, '46.

And where did you get your paper from at this pa?io

Well, a lot of the things like G6tz had were mordess newsprint actually, they were cheap

paper, and I...

And where were you getting your paper from?

Well I, | was always, you know, | was always aldeget some, indeed, from the odd art shop
who'd have a stock, or | was in contact with tloe istance, the big Hannover works, what
do you call them? The Pelikan, | mean, they hadRelikan

factory was in Hannover and | used to get paintsstaff from them, for myself, or for Gotz.

| used to give him things, ink stuff you know.

Did you do any printing together, use of this teghe...?

We did. We worked, we worked together, you knogvhls a marvellous story where | had
him up to my Schloss and we worked together oreatgeble, | had a glass, glass-topped
table, and he worked on the other side doing thesgy drawings and so on, drinking

whisky, and he talks about me singing phoney Rassimgs. | used to sing a lot sing,
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[RUSSIAN] you know, funny things, (laughs) andtgeg drunk, and he talks about it. |

mean | had forgotten all about it, but he writeswht in his

biography, you see, his autobiography. So, yowmknpwe had a good time together. But, as
| say, he is, he came up, yes, he, | haven't{ ks him, | last saw him in, oh, yes, there was
that big exhibition in, oh, yes, he came, thagatjihe, he came to, | had this exhibition in
Munich.

When was that?

That was '87 or '88 or thereabouts, and he cartieetopening, and he wrote a blurb in the

catalogue for me, and then he, he had an exhibition

Karl & Faber [Dec 1988-Feb 1989].

Yes. | didn't realise you had that. And, yes, bmehere's a thing by Gotz in there actually.

And then he, oh, yes, he came to the big exhibioBOBRA in Amsterdam, in '88, '89.

Do you see yourself as kind of kindred spirits isease in your work?

Oh, very much so, yes. Very much so, yes.

How would you like to describe that?

(PAUSE)

Give an indication of...?
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Well, he is a different artist from me, but he Has immense skill and a kind of liberal
abstraction, it's not Abstract Expressionism dyrispeaking, but a kind of fluid, a fluid
abstraction, you know, it is akin to me in some svhyt not, it's not like me, it's a kind of
spirit, | suppose, a kind of 'Zeitgeist' you might/, using a German word. But great to feel
that, you know, to discover someone like that imn@y at the time, was really quite
thrilling, I mean he, as he reports in his...h&gabout this in his book, you see, how | came
bearing chocolate and cigarettes and so on, aatddosvn and
| looked around and | said, he says in English,daimg’, | can still, 'Amazing." To one

extent his work was so like mine, the things | \@aBg at the time in Germany, | said

'‘Amazing." (laughs)

And do you see this in a sense, it is amazingitlwas also that if you looked at what had
been going on in Paris before the War that, innsaethere is a continuity there of

Expressionism that one also has to recognise.

Well, I think that's true. And he had kept a flaméou see, he had been doing these things
before the War. The, but he couldn't, he couldmtean he was a youngish man still, | think
he is about the same age as me, maybe a yearooldemething like that. But, you know,
during the War, even when he was in the army, pesp he did these things, but he couldn't
exhibit them or, or try and sell them or anythiiie|

that. You know it was 'entarte Kunst'.

This is all works on paper?

Well, he did mainly works on paper, | would thimkyring the War especially. He couldn't get

access to, well, indeed, this was the case tluan't know technically how it worked, but

anybody suspected of being an Abstract, or Susteaii...couldn't get materials. | don't
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know quite if there was some system where you bdmktlicensed, so to speak, to get
materials, | don't know how it worked actually. tBwe couldn't have functioned as a normal
artist with freedom to work in Germany, even iftre the chance. Because he was actually
based much of the War in Norway,

you know, up in north of Norway. And | think inghatter stages he was concerned with

radar, spotting Eng...British planes. (laughs)

There was the additional fact that he was a memibtbre Luftwaffe, it must have been quite

a dilemma for him?

Oh yes, absolutely, yes. Yes, sure, yes. No,Nm,.| hope to see him again. The next time
that | see him | suppose will be at the openinthisf big COBRA Museum in Amstelveen in

November. And he will certainly come to that, bshd hope.

Perhaps, Bill, to perhaps round up this sectiothefinterview. How did you, in fact, kind of

leave the job in Germany, you, how did you complb&a?

Well, I, I, as a matter of, what happened of coigdbat, as | said, | had when I initially went
there, | only had three or four months to do betmmmplete demobilisation, but, once | had
got into the job, | thought this is great, and sighed on, so to speak, for an extra year, so |
was with this Monuments and Fine Arts thing for @5 months altogether, and then I, |,

oh, yes, | had, well, the thing was winding up aswtin a kind of way, this...

By '47 we're talking about?
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Yes, so we're talking about April, April '47 by ¢htime, and | decided to, | had to demobilise
and go to Paris. So | demobbed and went back lor8@eotland for a couple of weeks and

then straight to Paris.

Beginning of the second session of interviews Wiitliam Gear in George Road, Edgbaston.

Bill, we concluded last time with you arriving irais, | think in April 19477

May, it was, in fact, it doesn't matter. We codtdeither way, but early May, that's right.

And you acquired a studio quite quickly, can yoy samething...?

Not really, | mean it was obviously very difficultmean there was problems of
accommodation in all of Europe, but for the firsuple of months | lived in a little hotel and
then someone lent me a studio for a month. And thveent to Spain for a couple of weeks,
in August, and when | got back there was an okhfii a French doctor, called Pulsford who
had a, he had a friend who had a hotel cum cadf;gplind sent me to him, and this chap had

this empty...

END OF F4739 SIDE A
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F4739 Side B

You were saying?

Yes, this chap | had an introduction to, he hadyas the proprietor of this old kind of hotel,
on the Quai des Grands Augustins, and he saidulkpow, he gave me the key and said
have a look at the top, and so | went up to thg tegy floor and there was this place, it wasn't
very large, but it was, it had this marvellous viemio the Seine above the Pont Saint Michel
roughly looking along to the Notre Dame and PlaamtSMichel, so it was really a very
attractive little place. It needed doing up adyydiut | said, 'I'll take it," and it was very
reasonably priced, | can't remember now, but it prakably the equivalent of about five
pounds a month or something like that. But, anyHadwaok it, and | did it up, | mean, |
whitewashed it and | made it look reasonable aatas my studio for the next three years

nearly, | suppose.

Could you describe it a little bit more fully saattwe get a picture of it?

Yes, well, as | say it was on the top floor of tbéventeenth-century building, literally next
door to the, it would be the first house so to &pea the Quai des Grands Augustins, leaving
the Place Saint Michel. The building on the comuas one of these big restaurant/cafés
which had been built in the nineteenth-centuryyipgan mind that, earlier on, that whole
facade had been the one continuous quay, but vatlssiman wrecking Paris in a way, |
mean, he created the Place Saint Michel and tteg goailevards and a lot was bulldozed
down, so to speak, and, but anyhow, this was lét.still there. And, well, it was five flights
up and, or, six flights, | don't

remember, but anyhow, the thing, there was a, thvasea wash-hand basin and there was

literally no heating. The loo, such as you desgrilas two floors down, it was a stand up
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affair in the ancient tradition, but, you knowwias adequate for me. There was no question,
nobody to phone in those days either, but it was,got a lot of work done actually.
Although, as | say, it had the beauty of this Igwgkew from the window across the Seine and

SO on.

It was a good window was it?

Well, a smallish window, but it was, you know, &wg good light. There was also a top light,

a kind of small top light, so the lighting was tatd actually for working in. So...

And you had a bed in some...?

There was a bed. No, there was all the, thergusashe one room, | mean, but there was a
kind of large, you could hardly call it a cupboaadarge space, part of the thing, which |
could store rubbish in or canvases or that satttiofy. Oh, yes, it was, it was OK for a one-
man sort of artist, but as | say, later on | mgirbwho was going to become my wife and
then we finally got married and settled in thered ave had a

baby. Well, it was a bit rough to have a famifg liand a baby, and work in the same, one
room. And, of course, getting pressure from timellard to clear out. So, no, it was an

interesting and happy time for the few years | iase.

| am going to certainly ask you about meeting Gittgland, but | wondered, even at this

earlier stage, before you met Charlotte, it is \v@agy to romanticise this idea of the artist

arriving in Paris, going to, finding a studio...

Yes, yes.
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..... but it wasn't at all that kind of over-romantihis was, | mean you didn't have much

money at this time, how would you describe...?

Well, well first of all I, the, my money situatiomasn't too bad. | had been an officer in the
army, a Major in fact and so that when |, | denedhld had quite a substantial gratuity and I,
you know, and | was able to, well, initially, | thght well, 'I've got this gratuity | will treat
myself to a year in Paris, 'that was the basic,ileasn't going to hang around in London, or
in Edinburgh, or wherever. But | had known Pag$obe the War and | was attuned, shall we
say, to a continental style of living, | mean | hallad been in Italy and in Germany and that,
earlier, for previous three years or so. So,ithigally why | settled, but | had a basic, | made
my, | made a basic income, it wasn't really glameror glorious but it was enough to survive

on quite happily. And...

This income, | know you acquired at some pointkaijoFrench Radio...

Well, was this at the beginning... No, no, wellthin weeks, or even, well, yes, course, there
was all these sort of incidents that change oife;d lsuppose, in fact, it starts off by my
travelling, when | was demobbed, travelling byrirap to Edinburgh and sharing a
compartment with another officer who was demobb@ghap from Glasgow who had been, |
think, in Intelligence, but I, you know, | said b&

going to Paris and he said, 'If you go to Parigklop a pal of mine, David Barr he is in the
Embassy in some way." You see, and the sort ofitlyiou don't think, but | had been in Paris
a week or two and | remembered this, and so | Weetite Embassy. He was in the, the visa
control section, anyhow, and I, | found him, andaes a delightful Scotsman and, as | met

him, like that, and then he invited me to his fatd met his
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wife who was, and so on, and | met a lot of the Bssly people and you know, it, these things
grow from that in a way. And, indeed, one of tle@ple whom | met there was a man called
Sturge Moore who was actually a remote relativBtafge of
Birmingham in fact. But, anyhow, he was in chanféhe English section of the Radio
Diffusion Frangais in the same way as the Briti®CBhas a section, so it is broadcast to
France or Germany or wherever, he had this sediwhwith studios on the Champs Elysees,
| remember, but he needed people to read the nesdvindnglish, directed to the UK, so he
asked me to do this. And so I, it was always inetening, you know, at seven o'clock in the
evening or something. So, | did this two nights
a week. There was also other extra things like thdid one or two interviews with British
artists living in Paris, and maybe a review of &hileition, this sort of, well | did one or two
bits and pieces like that, which is, it didn't lgriim serious money, it probably paid the rent.
But, the, the, it was an interesting group of pepfiliere were really all kinds of characters.
There were mainly the French, the French on thist wiere all kind of ex-commandos or
Resistance fighters and this sort of thing. (ladigheeally crazy bunch. But it was
interesting and good fun. As | say, it didn't,icdring in serious money, but it was useful.
And, of course, | was beginning to sell the oddghioo, you know, | had already had
exhibitions, beginning to exhibit in the London aaldo in Paris and a few sales which kept

the old pot boiling. But it was never

grand or glorious, but adequate shall we say.

How did you, how did those first sales come abiwufact. How, would you kind of describe

that to somebody outside...?

Well, you know, | was anxious, obviously, as anyyg painter is to get established in some
way, and | used to take my, and of course Parisfwlbasf galleries and, of course, artists.

But I, | might go around to one or two gallerieshwéa portfolio of
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gouaches and one or two things, and the odd gadlenyd take one, you know, just to hang it
or buy one even, somebody bought very, very chiaapmoney, | mean the equivalent of six
or eight quid or something like that. But six ayhe quid, in those days, you could eat for a

fortnight on six or eight quid, | mean, an averageal cost the equivalent of about four or

five bob, you see, and sort of, anyhow...

Was it a cautious time after the War? Was it @igtiine, or was it still the vibrance, people

wanting a release after the War...?

Well, no, I think, you know, the, because | wadlyeia a sense a stranger to it all, but one
was aware to some extent, but not, | mean, it'®roofess in more recent times that you
began to realise of the trauma that happened imcEraBecause, you know, there was
massive collaboration with the Nazis and massiym#aation of the Jews and so on, and the
Allies had liberated France, but there was all Kinflundercurrents, so that one wasn't really
aware of at the time. | mean, after | had bee@emmany for two years or something, | mean,
anything that might be happening in France wasldmeal in a sense, you know, in terms of
the destruction and the political overtones andtt®ipation and so on. But |, it is more or
less in retrospect, that | can think that | wasrtzmiin a way, | was after all, | was, | had been
a Major, a Commandant, in the Allied Army, and thvals something you know, everything
had been, | wouldn't say

lionised but | met a lot of people, | was takenaigl, you know, | was introduced as
'‘Monsieur le Commandant’, and | said 'What the daellthey talking about?' (laughs).
(PAUSE AS MICROPHONE FALLS OFF)

..... courted, Bill, could you say a little more abthat?

Well it's difficult to, at the time you don't resdi it, but it's only later on that you beg...that

you realise you are something special in a kind@yf, because the French, there was still,
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there was still this, I'm talking about early-idii now then the War was more or less just
over, but there was, there must have been a latltb...there was, of course, even in Paris, a
lot of denunciations, too, and a lot of pointingfiofers at what you did, or you didn't do, and
so on. But to entertain a British officer, | meamasn't in uniform or anything, but I, I, it
was only later on that | began to see there wadeanent there, it wasn't really important, or
vital, but there was one or two people who actulatlyght things in, at, not necessarily, but
you know, they would, so to speak, doing theilditiit, by thanking the army. (laughs) It
was all above my head really at that time. Buids, it was a fascinating period of course, in
Europe, because the whole of Europe was turnedeplsivn and Germany especially, and
Italy, they were all more or less upside down...tredpolitical situation was so crazy too,
because there was violent claims, by the Commuesgiscially, who claimed that they had
liberated France or Italy, or wherever, and thee&ldidn't like the idea of Communists
taking, getting power, and so there was all kindsteresting goings on on that side.

Though again, | wasn't involved or didn't particlyanterest myself in local politics, so to

speak, | hardly ever read a newspaper at the time. e

Would you agree, Bill, | think some people havetteri about that a lot of young artists, this
is a general kind of statement, that they wereeiio Abstraction at this time in a way to
satisfy this desire for a new post-war freedom awdeative freedom. Would you go along

with that general idea, premise?

Yes, | think this is true. They certainly, the,llwthe COBRA people. Put it this way, |

found that the most interesting painters, or rathermpainters to whom | would gravitate were,
in fact, some form of what | call Lyrical Abstraati or what the Americans call Abstract
Expressionism or, there was this element of freedbactivity. They weren't going to go
back to the Surreal...the Surrealist thing whicls yust a sick joke after the occupation of the

War, the concentration camps and all that,



# $%
()** ++ 5+ )6+1
/- =6
I mean, funny dreams and this sort of nonsensgugasa bad joke, Surrealism, though they
tried to revive it, | mean the old timers like Byetand so on. But, so, and the other, the other
tendency was of course was the traditional Fresitbng French
School of painting, and you got a number of the,Ehench especially, French painters, like
Bazaine, Manessier, and so on, who were reallyirmaing the strong French tradition. But
they, and of course, another, another tradition pegtkaps the
you might call the, what | called 'Abstract hygareégthe Mondrian, De Stijl tradition, which
is still in evidence in France and in the Contingenerally. But that was again too hard and
cold and theoretical and so on for, anyhow, taattme and the younger people. So that the,
what | found was this, well you had to decide attime, | mean, you couldn't say Poliakoff
is great or Riopelle is the one man or Mathieuytmut gravitated along the, | mean, if that is
what we were thinking about, or the COBRA boys.dAas it transpired, these in fact were
the, the most important contributors it so happhistorically speaking, we're talking about
going on fifty years ago. We can now detect thasé were the important people in, in
Europe at the time. And, of course, the othettligg was we had no knowledge or interest
in what might be happening in America, | mean,ehgas simply no contact at all. Nobody
went
to America in those days, we're talking about #te 140s. You couldn't. | mean, how the
hell do you solemnly go to New York in, | meanwhat was happening was the Ecole de
Paris painters who had gone to America during ttze,\fé escape, came
back, came back. But they were still, still Légad Max Ernst and Mondrian and these boys,
they were doing the same traditional thing. Moaxinad of course died in New York, but
had left their influence, obviously. But, so titavas an ingrown
thing, in Paris, and well | gravitated to that pardar line of, it had been with me of course,
before, | mean, it was not just suddenly optinga idea because certainly even in the, in the
early '40s, even during the War, | was doing tbis sf, or in Germany, this, what would be

termed a kind of abstractional, lyrical abstractionwhatever you call it.
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Were you giving names to it in a sense. Were yomndilating a theory...?

There was no, you didn't have, | was always suspscof dogma or theories because | think
this is really the worst aspect of many of theseentents, that you have a movement, so you
define it and you write regulations and rules amas, and, if you are a part of that, you are,
so to speak, expected to abide by these, whiclazyc | mean, this is the worst thing, this
kind of dogma. It still exists. And you know, fizxct, the Surrealists were famous for this,
they used to ban people who didn't kow-tow

to their regulations. And, but, | would never havgthing to do with this sort of nonsense,
you see, | mean | think that the individual freedmnsearch and find was really the

prerogative of the artist. It's as simple as that.

Thinking of those people involved with the COBRAwyioad, in fact, met briefly hadn't you,

Asger Jorn?

| had met Asger before the War, he had studied wétper, you know probably from early '36
I should think, and assisted Léger in, Léger wasro@sioned, as most of the great artists
were, to do some murals in the, in the Internati@xibition in Paris in '37 and Asger Jorn
helped, assisted him. And | met him a couplerogs. | mean, | didn't sort of know him, and
of course, actually, shortly after | met him a cleupf times he moved, moved back to
Denmark, he was Danish of course. And then,

of course, he came back to Paris, as most of theénsaoner or later after the War and | met
up once or twice in Paris, say in '48, or theretéhodnd he, of course, was one of the key
people, there had been of course, in Denmark, thasea kind

of avant garde group, which really, in part, becangecore of one of the main contributing

groups of the COBRA group. And Jorn was the kihdle key personality in that lot, and of
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course then he, he sort of assembled or got togeitirethe Dutch and Belgian and French

people.

In Paris?

In Paris. They would meet, | think Paris was setie meeting ground. They came from
Denmark, Holland, Belgium, wherever, but Paris wesly the meeting ground, in fact, the

great, the original declaration or manifesto, whetes it called, was formulated in Paris.

Where was it formulated?

| believe they sort of documented in a café, onGai Saint Michel or something like this
where four or five of them got together and decidedhe name, the name, and it was a very
bright idea, because, as you know, the name isddrimom the first letters of the three
capitals: Copenhagen, CO; B, Brussels; A, Amsterdanit became COBRA, which was a
very evocative and strong nhame, short and poweafd,caught on, | suppose. It has come

really to the fore in recent times as you know.

So how would you describe, how did you actuallyibeg get involved with these people and

meet these people?

Well, it is something | have to dig out in my memgadbecause it is difficult always to, to

think of who met whom and when and why and all.tidit, as far as | can say, the, the, one
of the stages was that these guys, some of thehoanyvould exhibit

in one of the big salons in Paris, where anybodyctexhibit, it was the Salon des
Surindépendents, in which | exhibited a coupldroés. But | think it was probably

Corneille and Constant, especially, who saw thekwediStephen Gilbert in this
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exhibition, and these were works which Stephenldesh doing in the '40s, even in, before he
came to Paris, in Dublin and in Paris, and thegt,s@ih, this guy's COBRA." Bearing in mind
at the time, early on, before the COBRA name waerited, the
actual title of their activity, the big exhibitidor instance in Amsterdam in '49, was
International Experimental Art. | mean, and of kig&uit was international, and, anyhow they,
they adopted Stephen Gilbert so to speak, anihk thmust have
been through Stephen, that | met Constant and @letri&gppel and whoever else. And of
course | had known, at about this time | knew A#ad Dubuffet and, and some of the
French people. And they invited me already to eixkifih them in Denmark. And, then,
particularly in the big exhibition in Amsterdam'#9, that was the first of the big, the big
shows of COBRA as a group. But it was still callédvasn't Exposition COBRA, it was
Exposition Artists International, and so on. Bttwas the beginning of my associations,
but of course they went on, there was other exbitstabout the time and | exhibited in
Amsterdam again, with a number of, a group, ofGGBRA. It was actually called, | think,
something, something like Foreigners, or rathers@ets, Artists Not, Other than Dutch, or

something like that. I've got a kind of documembuat it. But it included Asger Jorn in that

particular mini show and so on, anyway.

Before we talk further about that, had you knowep&en Gilbert, did you know he was in

Paris?

No, I, I didn't know, he had, he had, of courserbim Paris before the War, but during the
War he, he, | think he was more or less regardethisfor military service, and they more

or less told him, 'Get out of it," and he wentviith his wife,

to Dublin, and they lived most of the War year®ublin, or in Ireland, anyhow. And then
there was, Stephen tells me, but | didn't reabséhe had seen how | was exhibiting in some

mini mixed bag show, somewhere in Paris, and hecbate along and seen my work and, |



# $%
()** ++ 5+ )6+1
/- 12
don't know, met me, | just don't remember. But wesnhhave met up as early as in '47 and

then | saw him fairly frequently after that, yolese

We haven't seen much of Stephen Gilbert's workeénukK.

No, you won't have, no.

How would you describe it, | suppose, at this timeelationship to your own work, also?

Well, he, he had what | would call first of all, nrecof this Book of Kells | like to think that
his period in Dublin had been influenced by Celtianination. He did all kinds of very
curious paintings with crazy looking heads and aténand butterflies and this sort of thing, |
mean, there was this element in them, in thosg dayls, this, I'm talking about, say up 'til
say 1949, '50, and then he became more abstra&ct| | have one painting of his
downstairs which was 1950. But it became more ralostand Abstract Expressionist, or
Lyrical Abstraction but always very tough and veimple, this, a kind of French
nonchalance or sudden, suddenness, that he wopldenstill does, in these gouaches
which | have. And then, of course, what was irgiing about his work later on, he more or
less rejected this kind of approach and startedgieery

tight, tough, realistic steel sculpture. Oh, yemean minimalist sculpture in a kind of way,
which | found very interesting because, this wath@) into the mid-'50s, that |

found | was doing much the same thing here, inl,w#tink in Littlebourne probably in the
mid-'50s, | came down to a kind of minimalist thiaigout that same time, and doing really
things which were really the equivalent of sculptir a sense. And,

of course, additionally very surprised when | wensee Constant in Amsterdam in '59, he
had been doing the same sort of thing. So thasvisry inter..., and, of course, | didn't,

perhaps some others were doing this. But thisvsrainteresting activity that some of us
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had, so to speak, rejected this, this kind of $ed&COBRA style, and were travelling along
another route. Which was you know, which | say thas
kind of essential basis of not tying yourself dovBecause there were other COBRA artists
who continued churning out the same thing, moress, because it was art...partly because it

was commercially successful, or they didn't knovatnise to

do, sort of thing (laughs) But, so | went.

You have mentioned that, in a sense, theory digitessarily formulate the COBRA group,
would you say a bit more about, because we, weagggn in the UK, unfamiliar with the
make-up of this group and what it stood for, irease, | mean, how much was it standing, if

you like against the School of Paris?

Well, very much, | mean they would, they would makenouncements about rejecting the
Makold[ph] tradition and the bourgeois. Bearingrimd of course that the, all these COBRA
artists literally had been under the Nazi yokeytiere from

the occupied territories. | mean, they were yoonay, from say Den...Denmark, Holland,
Belgium, France, essentially, or Germany, who lyad,know, who had been, where their
work, if they were allowed to work, would be stiyjcVerboten'. So that they had this, this,
sudden liberation. And, as | said, they werenhgado go back into the comfortable French
tradition, no matter how marvellous it was, mindiybmean they weren't going to be, what
could they possibly do, these people? They weirgggo rebel if you like against the, what
had been happening, and they certainly wouldntidaend by what they called Mondrian's
cage. You know, you couldn't go on doing theskelkind of Mondrian things, | mean, that
was just not on. So, they were, so they wouldbdigk, if you like, into other things which
were prevalent in the case of some other artistedn, the art of mad men, the art of
children, the art of the traditional African artist so, you know, anything other than the kind

of cosy bourgeois, as they would say, traditioReénch or European painting. One, one
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element which might, certainly would be a factoould be the, the perhaps, the
Expressionists, the original German Expressionistpeople like Munch or Ensor or
such people, these were probably artists, whomwlmyd probably admire in some way.

But | think they would probably want to get outtbg, the, you might call the streamline

tradition or the French thing.

This was a northern tradition that they were aisoging with them, and using in their work.

Yes (PAUSE - TELEPHONE RINGING)

We were talking a bit about this northern tradition

Yes.

..... that in a sense the COBRA artists were brigigiith them when they came to Paris...

Yes.

..... that fed into their work.

Well, it was a Northern European thing you knowuppose, from the German Expressionists

and, as | mentioned, people like Munch and Ensdrsaich people, but it was a different

tradition shall we say, from the French, the Ed#eParis tradition, and it was something

else, and of course, as | said earlier, the, elie¢hartists had been under the tyranny of the

Nazis and all the problems of the occupation aediifficulties of life in general and so on,

and | think there was this natural revulsion,
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and a natural revolution in, which came out in ttia¢ction. And so, that the kindred spirits
got together and realised that they were, you kriimwn all over the place, and, indeed, the
big, and, of course, again in Paris, they were imgetp with people that had similar
thoughts, | mean including the odd American. | meeere was this American sculptor,

Japanese sculptor, called Tajiri and so on, anglpdixe myself and so on, and so they

formed this particular union or group.

Would it have been difficult to, to be associatethwhe COBRA if you had been French?

On the contrary, no. But the thing is this, theegen't that many French around who were
doing that very thing. | mean, actually, | donibkv, it may be you see, they didn't hunt
around necessarily, you know, they didn't hunt adoBar...I mean, they could probably have
picked up others, | mean, Dubuffet was one obvexanple, but he was probably by that
time self-contained, so to speak, with his owneggland contracts and so on, he was already,
he was very much a COBRA type shall we say, but #iheuldn't go along and knock on his
door and say, 'Would you like to join us?' | mea@mwas probably a senior man already, in

his way.

END OF F4739 Side B
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F4740 Side A
....one or two smallish galleries in Paris, toojolhwould show especially
the inner COBRA group, people, | mean, people ldag,, Appel, Constant,
Corneille, Jorn, you know, in small scale showsy¢hwvas not any massive
support really, and more so in Amsterdam and Beigiusuppose, too, yes.
But the thing is this, that COBRA was never a Fretiing it wasn't really Ecole
de Paris, though the, the French authorities nowlaviike to think it was, but it,
it would happen, | mean Paris was the obvious niagnany artists at the time.
First of all, it was a traditional home of art imnfGpe and it hadn't been, it was
still a beautiful city, it hadn't been knocked aband destroyed in any way, and
there was still a good life to be had, as far as was possible in, in post-war
Europe. So, and, of course, there was still agalkeries and painters around and
so on. So that most artists gravitated therermaesgoint but it was never really
the main base, shall we say, for the COBRA activitywas more likely to be
Amsterdam or Brussels or Copenhagen and so omasiteally a Northern Europe
activity, you know, and more especially the, thedby Danish axis, shall we say.
Of course | brought in a number of Germans to liregttoo, which is really rather
significant in a way, | mean, to think that thesiyg who had been occupied by
the Nazis, were willing to recruit or accept a Gamtike Karl Otto G6tz who had
been a Luftwaffe officer. You know, this is ratlsgnificant, | thought, that, |

mean, he was doing what they regarded as a ki@D&RA style work and

welcomed him into, into the shows.

You seem to be suggesting a kind of, almost aipalito-operation between you,

that existed, that certainly as regards...

Well, of course, this is another thing, | mean, ¢hearaderie of all these people,
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none of them had serious money, they were all,, welbuldn't say they were all
starving but none of them had serious money aaad,there was a camaraderie
among them all, helping each other where possiideshowing together and
publishing things together, but they never realig Imassive commercial success
in those days. Perhaps, in due course, perhaps| A@s taken up by one or two
galleries as an artist, not necessarily as COBR#edn, and also Asger Jorn in a
way, too, to a point where later on you get theeTaallery, for instance, acquiring

an Appel or an Asger Jorn, but they were acquissemtially as individual, important,

painters.

I mean was the collective important to the COBRAup?

Well, this is it that it, it, as we would later gre, it was in fact as a group,

an activity, the most important activity in postiurope certainly and,
indeed, | say post-war world because, to my mindiact, the, the significance
of the New York School was in great measure thershevelty of discovering
that there were actually painters in America. bmehere weren't any before
the War, you see, but due to all kinds of circumsts and the novel kind of hype
that goes on with these things, it was explodesbasething fantastic,
revolutionary, tremendous. But, in fact, it wasaamex, to my mind, it was
at best an annex under superbly and much bettelitamrs of work, that is in
terms of life style, of acqua...of materials, afidrese other things, and or
patronage too, of course, that they won out, f@hée, but | think that one
can now see that the evidence of most recent pgiatitivities in Europe
generally, in fact, is a kind of post-COBRA or né®@BRA activity, | mean,
these, especially, these German painters of thailasr eight years, they're

really, essentially, neo-COBRA, and, you know, tkap be described as such.



# $%
(O** ++5) )6)5
/- 16

Bearing in mind that we're talking about fortyfyfifgoing on fifty years after
the event. | mean, we can talk, we talked abooatEepressionism, if you like,
or Abstract Expressionism which again, again wasytHorty years after the
original events, but this is what is happeningrieag measure. | mean there is,
that is really as far as | can tell, | mean, | d&nbw in detail, but that in a sense
is the main, the main activity in painting. Thaet activity is the bright ideas
thing where you, as happened in the Tate the oldnerwhere you have phials
of iodine and they explode occasionally, you havevacuate the premises, well,
thank you very much! We used to do that in, duthgyWar, we dropped bombs
on galleries then, but that's another activity glam, someone might say, well,
that was a, that was a, you know, a bright thinddpto drop a bomb on a
gallery, alright, | had to patch them up sort oht¢hin Hannover and such places.
In Hannover, | ask you, they're at it again you, feey're smashing up, not

necessarily the gallery, smashing up each otheglfls) but, anyhow, that's all part of

the, the scene.

You mentioned materials, you were describing theeAcan use of

materials,

Yes.

Can you say something about what materials wereugmg?

Well, this was, this was a big problem, | meamwprked a lot on paper for instance,

| did lots of gouaches and paper was accessiblgdwtouldn't just go round to the

corner shop and buy a dozen canvases, | meanth@gewe did, we used to, it

was quite possible to buy old paintings, | meaa junk shop and sometimes, you know,
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you could paint over them, or use the stretcheral say, | had one or two army,
army sheets or, when | went back to, to Scotlamegrit to a local factory which
made a kind of canvas, a linen canvas, and | g@vaemnants and, you know.
But, anyhow, it was a problem and similarly paihimean, you know, it was limited
and, indeed, you know, you could get what you magttitthe basic, rough, basic
paints but anything of quality was very difficutt dbtain, if you could. |
mean, it was very expensive too, probably. | thhek the what you might call the
regular customers, the old time French painterd,nwaproblem, | mean the Picassos
and Matisses and Légers of this world, well thegt ha problem, they had their
regular gallery merchants who could supply, butfieraverage artist it was
really quite awkward. And there was even a litdle outfit called the Entraide des
Artists it was a little kind of co-operative thimghich you could join for ten francs
or something, but, anyhow, they, now and againy theuld have a, they would
let you know that there was a stock of canvas cona@d you could go and
get a few metres of canvas, unprimed probably,dmjete, even, you know, and,
you know, it was, it was a problem. And, agaidid a number of things on board

or heavy card, you know, but it was limited, it veakmiting factor, | must say, it

really was.

Did this have an effect on the scale that you wouddk on?

Well, again on scale, | mean you seldom worry Manalid anything or was

able to do anything bigger than about four feetsgusay, was about the

biggest thing that | was able to do in, at the tifvery few artists could do
anything, or had the wherewithal, | mean, therenitdlse, though as | say, earlier,
in New York, the artists there they had no probieith a hundred yards of

cotton duck or whatever and they could, a few gallof paint and splash it around.
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But this was the main impact when it was first shawEurope or in the UK was the,
the scale, | mean we were unaccustomed to seedfglsy things and it was
impressive. The sheer scale of it all. But, yoow, in respect, you could begin
to see, well, it's easy enough if you've got tweyagds of the thing then you can
spla...you know, it was no problem. But | wouldlpably say to, to students at the
time, because they were influenced, | said, welkramlook at Schwitters, tiny little
Schwitters collages or Paul Klee drawings. It ddaseed to be ten feet, it could

be ten inches and more powerful you know, but they to see that point. Scale

is one thing...

I mean, | have here, unfortunately we haven't getariginal, a transparency of our

‘Winter Phantom' at Birmingham Museums.

Yes.

..... and | know that the media that you used fat tor example is very interesting.

Well, it simply is...

Would you like to describe that?

It's simply that this is on card, which | boughdbuyknow, a, a dozen, dozen sheets at

a time, it was a normal kind of light weight, fgitight weight card, with smooth on one

side, just smooth on one side, and | would workhisias opposed to, | mean, if |

had the canvases, | would have worked on canvdmphp. But this was a convenient

way of doing it. Now then the black is, | got sqreemeone gave me a tin of printers'

ink, printers' ink, black, which is very intensadtk, and | would use this. This is
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thinned down slightly as the basic black, you seen the colour is gouache, but the
white, the white, | used to buy, buy a pail fullwafat they called blanc gelatineux, it
was whitewash but with a gelatin base, becausauged this for painting the, painting
the house, painting the studio, the walls, buad this gelatine base so it didn't rub
off, like ordinary whitewash would, blanc gelatixewhich in effect is gouache
really. | mean, it's like white gouache, thatlgyaluache is really, white gouache.
And | used this as the white, and it worked peltyeetll, no problem. But it was

the same white as | would use for painting theistu¢aughs) And | did, oh,

scores of works like this, over, you know, overegipd of two or three months.

Were you working quite quickly?

Yes, | think so. | would probably do two or thregfethese in a day, you know, and

of course they didn't all come off so to speak,duite a number of them did, and

I sold quite a few. | had, in fact, | had an extnim in Gimpels, in London, at

about this time in 1949, late '49 and showed a reurobthese things, done in this

way actually, some of which were sold at the tinmnemember.

So this time, | mean, 'Winter Phantom' has thig w&rong structure, black armature

structure.

Yes, that was typical of my work at the time, yes.

..... against which this colour...

Yes, well, this you get this intensity of contragblack and white and colour, you

know, and of course, | think this comes back toltéger thing in a way, you know,
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it is a typical aspect of Léger's work, so oftdniack outline and a strong primitive
colour so to speak. | mean, it's not an influehee this is something that | would,

if | was asked, | would say this is where it camuerf in part, you know.

Did this all come immediately on the card, rattert..?

Well, if you are, if you are doing, working likeish and you are doing several a day,
and, you know, the thing comes, you know, the thimg evolves and is repeated or

is varied, and you plan variations in style or agtar colour, or you say this is

fine and you do a bigger version of it, or a smalkersion, so it's all part of the day's

work so to speak, you know.

Would you limit the number of colours, were youeirgsted in...?

Usually, yes. Usually. | mean, you probably findybe three, four black and white

and maybe three basic strong colours, | mean, 't @oow what there is on that

but it's probably not more than three main coloansl maybe yellow, red and blue

and something like that, you know.

There are a number of versions of blue.

There could be, yes. Well, usually, it was a Yagimple range of colour and, usually,

pure colour straight from a tube usually, yes.ouldn't mess about with 'tickling him up' and

so on, but the pure colours straight from a tuheallg, yes.

You were drawn to that, in a sense, the strengthstfaight colour?
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Well, absolutely. This is what | needed, or wanted, the powerful contrast
of a colour and the contrast of tone and the béackwhite too, you know.
And, often, usually too, as you see, | am stilindpihis in a way. The thing is
contained as a unit in its own right, | mean,rt$ taken to the edge of the canvas
or the edge of the thing, it's a contained und imay, it's an item, an element, an
object, so to speak, in its own right. It's nt$ a different approach from some
things | have done later, or before, using theremnvas so to speak. So this is a

kind of, almost an illustration in its way, an idiéable item, so to speak, as it might

be a still life object, painted, which is a diffat@pproach really than the all over canvas.

Because that make one think of the all over figtdllof method of the Americans...

Well, exactly. Yes.

Which in a sense at this time you, you were cdstaint doing.

Bearing in mind, of course, that some, some agaire\whown in New York, in

Betty Parsons.

Indeed.

She came to Paris in May '49 and selected a fahvesk - like that - to take back

with her, and some were shown in New York.

We can certainly talk about. | was just thinkiitga sense that this structure has

almost space to breath, it has a kind of, andstehplace.
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Yes. And the other thing about this particular @nthat it's, it's what you might
call Baroque in style, | mean, there is virtualty straight lines, it's a, although certain
others would have straight lines or a more Culwstaf approach in a way. But this

one is what | might call Baroque in, in the, thé\aty of the line, you know.

You have said that titles are not that important.

Well, they're, they're, they have an importanca kind, with two aspects, there's two,
three, aspects to the title, for instance, it'Suider reference. | mean I did, as | say,
many, many of these and there is not much, | mezmein artists | knew would just
give them a number. | mean people like Hartungrfstance he numbered his work,
this might be, he would call it 'G 10 31" and itsM@ for gouache, done in, on,

in November, the tenth month and it was number\8Ell, big deal, but supposing
you know, you're writing about it and you say, '@h10 91 was a beautiful thing, |
liked the colour." What the hell does it mean?atBhone side, it's for reference,

it's useful. The other thing is, it can, it camk® the, an idea of a subject. | mean |
call this 'Winter Phantom’ well, chiefly becauswis painted in the winter, | think in
February

'49 and there is, if you like to find it, there'&iad of curious phantom-like form there,
you know, | mean, but it's just that | know the gioei're talking about. And the
other thing is, it helps the spectator sometimHsat for other things, for instance,

I call that picture 'Autumn Landscape', well thihey can look at it and say, 'Oh yes,
it's in the autumn, obviously autumn colouring &pdesume these dark vertical
forms are trees and the colouring is the autumvekeand foliage." So, you know,
there is a kind of link there that helps the, thectator, but | think, titles, for instance,
| have just made a list, | have just made a, ltggether twenty, twenty works

on paper which | am showing in Edinburgh shortlg &have given them all titles,
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they all look a bit similar, but I, sometimes titketis as | said, 'Yellow Triangle' or
'Pink and Blue' or a name like, but it's reallypart, | mean supposing when |
am up there or when I'm back, someone rings me,Bdihby the way, we've sold
the 'Pink and Blue", 'Oh, yes, that's nice." \&hsrif he were to say, 'We have got rid
of 'Number 17', 'What was 'Number 17'." You seatwlam saying? It is useful for
reference, and it also describes the thing in a Way will find of course that the
COBRA people had all kinds of exatic titles ofteroagh. You know, there is one

Asger Jorn called 'Letter to my Son' or somethivighat on earth has this go...you

see?

Is it a kind of a tease in a way?

It can be. There is this kind of degree of whiragg fun which can be part of the

approach, you know, it's not vital, but...

These titles usually come after?

They usually come after. You don't, you don't slay, going to do a pink and blue
picture' and paint a pink and blue picture, | meang call it 'Pink and Blue' | mean,

that would be ridiculous. No, the titles alwaysmafter, you know, but it's

a, it's just a, | mean, again, if you are makirgatalogue or if you are sending into an
exhibition, you always put the number and the daie the title, and it's not much good
saying 'Number 10" or something like that titlelthdugh there was a fashion

for saying 'Untitled’ so you solemnly called thirtgke: 'Untitled.’ It's another arrogant
thing to say, | think, when you say 'Untitled’, éam, what the hell do you mean? | don't

need to title my things for your sake, | mean,utititled, it hasn't got a title, well.
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It cuts out a kind of door...

Well, it is, if you call it, there is always somaé of title you can use. There's
'‘Black Spots' or 'Pink and Yellow' or something;3pring Vertical', | usually find a title

of some kind for my things, it's not a problem.

In Paris, | mean, in a sense, things moved vergkdyufor you because | believe by

February in 1948 you had your first one-man shothatallery Arc en Ciel?

That's right. Yes, yes.

Can you say a bit about that? That's a major tfingou.

Well, it was. Actually, again, it was one of théseky coin, | mean there is a great deal
of luck goes in these things, but I, | was, | wasting, | mean, this is the crazy, | was
visiting a chap, | had met a Spanish sculptor dalendoy, | can't remember how,
anyhow, | met him, and he said, 'Do come up andrse=eome time' sort of thing. So |
went to his studio and there was a, this man gidierly man called, well, | met him,
introduced him, his name is Henri Pierre Roché, aah know, and Condoy, oh, yes,
Condoy had been to my studio, that's right, tod, sgen my things. Anyhow, Condoy
said, 'll est trés important' in his Spanish. Aowhso anyhow, Henri Pierre Roché, said, |
might like to show him some of my things, so he eammy studio, liked them very much,
and he solemnly gave me a card of his own sayiag thore or less, in French, that he
likes very much the work of Gear, or something, dgato that effect, and | thought, well,
that's very nice. | didn't know who this guy waally, but he was in fact a very important
art historian, art critic friend, great friend ofdgjue, Picasso, Brancusi and all the boys,

had a fantastic collection himself. In his bedrdoerhad six Brancusi's, | repeat, you just
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wouldn't believe it.

(laughs)

(PAUSE - MICROPHONE LOOSE)

He had been, had been...

(PAUSE - MICROPHONE LOOSE)

Back on.

Is it still on? Yes, this guy had been a grearid, he was actually a writer too, and an art

critic, an art historian, but brilliant man, venglvknown man, | later on realised, but

anyhow he gave me the, the introductions aroundrastdding this Galerie Arc en Ciel and

| went there and there was a woman directress lamdamne to me, and said she would

give me an exhibition. So it was all arranged bhdd an exhibition mainly of works on

paper, mainly of gouaches, as at that time, thasilis| can't remember, March, April '48,

or thereabouts, it was quite early on you see.

(PAUSE - MICROPHONE LOOSE)

| had his exhibition...

You said mostly gouaches...?

Yes. Well, I hadn't, | hadn't by that time donenmails, you know, a few, but the, the

show was almost entirely works on paper, gouadrased, and so on. But it was at
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the worst possible time, it was snowing, | rememties, the French authorities worried
about the franc and they called in any franc natesy a thousand francs or more, and
there was other problems, there was a strike deMetro, | mean, everything happened
you see. So, but there was a very good turn dieadpening, | still have the, somewhere,
the, the signatures of people attending the opetiirege was quite a lot of people like
Hartung, and Soulages and Atlan and all these bay® to the opening, we had a kind of
mini opening. Sold very little, if anything at gtlut there was a show. And, of course, it

was seen by Jean Gimpel, the brother of the Gifiteelvho reported back to the Gallery

in London, and this meant that they offered meawsim London.

In that same year?

The same year, yes, in July | think it was, thetffhowing in Gimpels in London, yes.

So did you go back to London?

Yes, | went back to London. This is the thing,dnt | took over a whole lot of stuff,

but by that time | had been doing some oils, thislsetween May and July, and a lot of these
oils were shown in, of course, | went to Londoikjrig over some of these things, and |
worked in London, | went over, | can't remembey, sat long after that exhibition in Paris,
maybe in May, or late May, and | had, someonernsmt studio in London. We

swopped round actually, somebody came and livedyiplace in Paris and | had his

place in Radcliffe Gardens or somewhere, and wotlerk for a while and for towards the

show in London, which was in July.

Because Gimpel Fils, they were formulating, in asge on their books, very much the

Modern Abstract artists?
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Well, they were one of the only two or three gadleiin London who showed any interest
in Modern, in terms of my kind of thing, you seEhey have of course this French
background

very much so and, but they were the, you mighttsaynost avant garde gallery in

London at the time.

And what was the arrangement with them, could ydu..

Well, simply that they put on a show, they produedittle catalogue thing, and there
was some reviews, and they had a kind of openioipimy serious you know, a few
people came along. They sold, | think, from theileitlon, maybe two or three
gouaches, and then they held onto a fair numbetyathings and over the next year or
two they sold the odd thing. And then they sortoak me on, | mean, | had another
show in '49 as | say, some of these works thatsl steowing you on card, | took over

some of these, and one or two others as well too.

So it happened gradually in a way, your associatidn

Yes, yes. Well they supported me and, well theulddave a few things in stock and

sell the odd item. You know, which was very usgelfwbas still in Paris and they would

send me the odd cheque, | suppose, it was handy.

What was Mr. Gimpel like - the gallery owner?

Well there was two. Essentially there was the tww, brothers, Charles and Peter.

You see, the father had been René Gimpel who tégl gallery in Paris, in the Place
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Venddme | think. But he was Jewish and he w#snk, I'm not sure of the full details
but I think he saw the writing on the wall and semtt of his, he had a fabulous collection,
I mean of, of stock, of a lot of Impressionists andh thing, | mean he was a great
friend of Monet for instance and Renoir and alstihboys. | mean he was a dealer, a big,
one of the top dealers in Paris and | think he eeat a lot of his stuff with Charles and
Peter and, but he was then arrested and he endadBughenwald or some place. He was
killed, he was, by the Nazis, this was René, thieefa But the two brothers were in
London, as | say, already before the War. Chagdespurse they were all bi-lingual
anyhow, but Charles went into the, the OSS or wieati was called OSS, OE, Special
Operations and he had a remarkable war. Petenwvest,into some British infantry
regiment as far as | know, I'm not quite sure widoke, but he was in the army,
too, Peter. They were both young people of coatskat time, | mean they were in
their twenties, at the time you see or early, yiahink Charles | think was the oldest one, but
he couldn't have been more than twenty-six, tweetyen, something like that | suppose.
The youngest brother, Jean, stayed on in Parifiamneas involved with the Resistance
too, you see. But when the War was over they@oarles and Peter got, got this gallery
started in London. It had only been going a fewnths, you know, when, when | came
across them, and they had of course a fair stothedf father's which had been brought
across. They had for instance quite a number iotipgs by Soutine and such people
and, of course, a number of very important Impmssts, some of which are now in the
National Gallery. | mean, the big Dégas of 'Mad&mite Rouart' was one of their paint...|
remember seeing it in the gallery, it's in the Biadil Gallery now. But a number of things
really which kept them going of course, | meanytheren't going to make any money
on trying to sell Gear (laughs) or anybody else tikat. But they showed works by
Jankel Adler and they got together a small grogptt® Wilson was someone they

took on later on, and Sandra Blow, James Hull,@revo of the sculptors, early on

you see, people like Chadwick, for instance, andri&¢h Armitage, | mean they were,
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they were, you know, the Gimpels were the onepttig galleries to pick out and
support. And, of course, often what happened,thaislater on the bigger galleries
with big money, like the Marlborough, would comeaind seduce away some of them,

you see.

END OF F4740 SIDE A
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F4740 Side B

Bear in mind that the thing was officially dissalvBy the, by the COBRA fellows in 1951

and, you know, the name was hardly known in the UK.

It was short lived?

Oh, yes. Indeed. It was only three years or sactvity and then it was officially dissolved,

you know, officially. So that...

It must have been through you, you must have kedkimg) about this...?

Well, it wasn't all that vital or important at thiene, you see, you, you know, because there
were so many other things happening, you knowightr | showed a few things in
Amsterdam and a few things in Copenhagen, thankvgoymuch. But, you know,
similarly, | had been showing things in, in Paosjn Germany and, wherever you know,
but no big deal, I, it wasn't a world beater ortamg at the time. It is only merely in, in
re...retrospect that it has been rediscoveredy spdak. It's

a bit like, say, Les Fauves, only lasted threeg/easso, in fact, and it wasn't until much later
really that it was seen to be an important devekmon, on the track through from the, the
Van Goghs and through on to the Fauves and theeEsgimnists and so on, | mean, there
was, it was seen to be a part of a vital

tradition. And it's only really in the last ten ysar so that it has been seen as so vitally

important.

So even yourself, at this time, '48, '49, COBRA y&s$ one of the things you were engaged

in?
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Well, it was just one of the, yes. In the same asy exhibited at the time in the Salon des
Réalités Nouvelles or the Salon des Surindépendémtean, this was just a little show in
Hamburg or in Ger...or in Amsterdam or some, yooviknyou
didn't think this was a world beater and greataalive, you know, big deal. You know, it
was really, it was really, in a way, it wasn't tealntil the early 1980s, 1982 to be precise,
where it was really rediscovered, and the Frerahgalleries,
the great Galerie (Musée) d'Art Moderne de la \ikeParis put on this big exhibition of
COBRA, invited everybody and it was opened by MeunsiJacques Chirac in the presence
of Monsieur Jacques Lang with maybe some ambassaatwt all the boys, and, in part, |
saw it to be an effort on behalf of the French gorent to imply that COBRA was Ecole
de Paris, which it never was. | mean, there wég, timere was only one and a half French
artists in the group of thirty-odd painters. There
was Atlan who really was Algerian, he was an Algerdew, in fact, and then there was
Doucet, who was French, some of us, some of thehblan working in Paris, but like me,

or like Gilbert or Tajiri, but it was never a Frénthing, really. But...

A slight re-writing of history there, | think?

Well, but, well you couldn't get away with it, baitleast they were, they put on a marvellous
exhibition, a big fat catalogue, and they hadtal trimmings, posters in the Metro, and the
works and you know, they made a big thing of it Bince then

of course, it has been shown all over the worldepkat, the world. Everywhere from, from
Taiwan to Chile, | mean, big, massive, exhibitioh#, except in the UK. | mean, the UK it
never has it, never will have, pass,, you knowythgssed the

boat, never mind.



# $%
(** ++5) )6)5
/- 22+
| found a, | think there is a quote that is knomayid Sylvester, | think he wrote for your

first one-man show?

That's right, yes, yes.

He used this expression 'Abstraction deformed tdsvaature'...

Yes.

..... about your work, could you, what do you thirkmeant by that?

Well, I think that's a good, that's a good exp@ssor, 'nature deformed towards abstraction'
is a better way of putting it actually. As, | repenature deformed towards abstraction', but
it's what | would say, | think, in the same, in #@ne article, | think he quotes me as saying
that I, | don't want to draw nature, | would liteedraw in nature more, or words to that
effect. Butit's my old contention that pure,

purist, pure Abstraction is anathema, | mean yioel, you know, the, as | was saying earlier,
this dogmatic approach where a painting must oaazount remotely resemble nature, well
| can't accept that because | think almost any mpatkmake, if

you make a, a round disc on a blank canvas antdesintRed Disc', well the eye might see it
as the setting sun, or an orange or something &st.the eye, the, the physiological
condition of the eye, of the human eyes, is gomimterpret

whatever it sees, it's, it's a biological functid®o, | accept that you see. But, I'm not going
to sit and draw these trees, but, as | say, ldiwveng them, I, I, my mind is influenced by
them, and | approach its natural condition whéselite natural

condition as | am looking out the window now, a&é vertical forms, be it window frames

or the trees, or the trunks, and bricks, and traatiid leaves, and blossom and so on - it's a
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part of what | am seeing - and this is really tbadition in which | was working. So, you
don't deny nature, | work within it, or towardshut retaining this link with the observable
world, but never, never depicting it, but livingttwit, or
marrying with it, you see. Which is, you know, wihamy philosophy, though, again, |

wouldn't specify it must be like that, | mean, haot going to be bound to that, but certain

phases of my work, this is the approach | would say

This philosophy would be shared by, for examplengtant and Corneille?

Not necessarily. No, no. | think they, they wehey were, in more, interested in, in the
Celtic kind of myth and fable and, you know, ansbahe kind of primitive art forms,
children or mad men, or primitive societies. hththere was more of that

element. They weren't necessarily concernednkthivas more, still more of that lot, as in
fact is spelt out in some of his books on the topieas still more the, the, within the Ecole
de Paris proper, which was my tradition. It wastmd, Edinburgh, Paris, originally, |
couldn't suddenly become a kind of Danish wolfhosard of thing, you know, though, you
know, but this was accepted and, of course, otbieitee COBRA group were similar, in
similar vein to the sort | thing | was doing, thegren't, you see, it's, it's not wise to, to try to
identify a COBRA style. There are certain, certaitists whose style is nearest a kind of
concept of COBRA, but there are others, there ieguwide range, bear in mind that | think
there was over thirty artists involved in the fiogy shows, or in current shows, wherever
they are now, who were not really in that kind »tlesively COBRA-esque tradition of
style, you know. So that, the, you know, as | e&gng earlier the, the idea was really
experimental artists, breaking away from the kih&cole de Paris and, or, the Mondrian
traditions, or the Surrealist tra...you see. Thesie an element of Surrealism, | think,

perhaps the more, the, the, not necess...the kiDdleesque
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thing, but the automatic writings and the automagiproach thing, that side of the Surrealist

thing.

Again, shortly after the Gimpel Fils exhibitionthink you have mentioned it before, there
was this exhibition, a marvellous title 'An Intetioaal Group of Non-figurative Painters'

shown at the Galerie des Deux lles?

Oh, yes, yes.

What, was that a very large exhibition?

Not really no. The Galerie des Deux lles was allsshagallery and | knew the, the
proprietress who was married to an Englishman, MedBrown, | forg...Florence Brown,

again, a great enthusiast and...

Was this a COBRA gathering?

Not really no, no, not necessarily. There may Haaen one or two of the COBRA people
involved with it, but it was really an internatidna little international show of you might
call some of the Avant Garde artists in, in Paig] we each had maybe

two or three things, it wasn't a big thing realBut, again, it was significantly international,
that was about, she, she liked to put these shawaral she sold a few things of mine, |

remember Florence.

I mean, the fact, the, the first major COBRA extidi, this Copenhagen show, which I, |

think the title was 'Drawings and Gouaches by Caesdrom Abroad'?
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That's the one I, but wasn't that in Amsterdam?

I think, I, to be corrected, | thought, no thalie Copenhagen show and then...

Ah.

..... that was prior to the Amsterdam show.

That's probably, yes, that's right, yes.

Now, how did you, did you send your work to Copegdrafirst of all?

Yes, no, they had, mm, they had a fair number ofIrityink for the big, the big show in

Amsterdam, | sent, | think | had two, maybe thiaggish oil paintings and a whole batch of

gouaches and prints, some prints, and, virtualknown to me, they would

use these, put them in a show, you know, in Copgerhand, or Amsterdam, as I, what...

Did this follow on? Did you, for example, sendaidh of work to Copenhagen and then it

got transferred onto...?

No. No. | doubt it. | can't honestly remember.t Biey, they probably, | would have sent
originally with these, now then, the sad storynisiiway that, | think it was Corneille, yes, it

was Corneille, who, who...

Who suggested in fact that you would exhibit? Hbevthat, what was the story behind

that?
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Well, I, the, I think the, the key people who wesaning the show in Amsterdam were
probably certainly Corneille and Constant, and etotme, | think | still have the letters
even for the archives, inviting me to participafad | sent, as | say, two,
I think it was two oils, and a batch of gouached some prints. Now, the two oils came
back, were sent back, but not the, not the gouaahesof course, in those days you didn't
bother, | mean, frankly. And it was thirty yeaaselr, shall we say '49, '50, thirty-two, thirty-
three years later in Paris at this big COBRA exidhj when, you know, there was
everybody there and Charlotte comes up to me dddska had just, just met someone who
has three works of mine. | said, 'Oh, who's thext®d' she
brought forward this man, Karel van Stuijvenberd ae boasted that he had three works of
mine. | said, 'What's that and where did you getrt?' and he got them from Corneille.
And the story went, of course, that Corneille hadathered, the same happened to Karl
Otto Gotz, he rather hadn't bothered about sengiinigches back, he stuffed them in a
drawer and when, and when Karel van Stuijvenbehm was collecting COBRA by this
time, he said how could he get any works by Geat,@orneille pulled out the drawer and
said, 'There's some here, help yourself!' Soishis
how he acquired two very, very good gouaches gmihaof mine for nothing, you see. So
| remember in the exhibition, Corneille comes ud asaid, 'What's all

this, | believe you, | believe you sold some of things to Karel?' He said, 'Oh, no, | gave

him them.’ 'Oh, thank you very much.' (laughsp 8eal. Anyhow...

There was a curator involved wasn't there, Willi&andberg?

Oh, yes, he was the Director of the...

The Stedelijk?
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The Stedelijk Museum at the time. It was he whapsuted and encouraged the COBRA

people, especially the Dutch boys, you see.

Do you recall him, how...

Oh, yes, I...

..... important was he in this COBRA story?

Well, he, he was a very avant garde Director, supgpModern Art, and, you know, he was
aware of the Dutch boys and the COBRA thing, anguteon this exhibition, you know, in
the big gallery in Amsterdam, you see, the Cityl&wg| it's this big

public gallery. And of course it was howled downtbe press and the local public. It really

was attacked viciously, oh, yes. | mean a realfsific attack.

In what way, what was the premise for this?

Well, this was a horrible painting, | mean, you knohe same treatment as one gets, still

gets of Modern Art, you know, even in Birminghasnd...

..... somehow it was taken up by the Catholic comitguwas that right?

Well, I wouldn't be surprised. | mean there waghale story of riots and so on. (laughs) |
mean, | didn't go actually. The thing was thagwlihe time | had married and my wife was
having a baby, this was in October '49, and | wamiato have an exhibition in London. So,
anyhow, | didn't go to Amsterdam for this occasiguist got reports as to what had

happened.
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This would have been a different reaction to, gayparis? This reaction in Amsterdam?

| should think so, yes. | think Paris was probablyre accustomed to the wild men shall we
say, but the, the, I think it was, | don't knowt liwas probably the first manifestation or
rather official support. It was, you see, this wafter all Amsterdam's Municipal Gallery, |
mean, rather like the City Gallery here, it was the main gallery as opposed to the
Rijksmuseum of course, and to put this on, thiglwilorrible, stuff by these crazy
characters, you see, it was, it was attacked

by the, you know, any Modern Art was attacked, imdpe too, in England too, | mean, | got
it too, but, the same sort of treatment. It stlppens. But it was particularly vicious upon

the, in Amsterdam.

Did Sandberg write an introduction, was there adaigalogue or...?

No, there was just a kind of brochure listing, ofitse, again, bearing in mind in those days
paper was, the whole business of reproductiongphntbgraphs and slides, they didn't exist
and magazines and so on, hardly any of that agtuAlhd, you know, there was a kind of
broad sheet with the lists of artists and titled ao on, but nothing very elaborate at all you
see, it was a simple affair. You know, the, thee forgets that we were still in just post-War
period and anything like that was

severely rationed or difficult.

I mean, was Constant and Corneille's kind of ailfilled by
that exhibition, if you like, an international piatm or what,

what would they have wanted out of that, that shokmsterdam?



# $%
(** ++5) )6)5
/- 235
Well, you know, it was the natural event of, yowtn a group. It was already established,
in fact, of COBRA and gathering together a new grao to speak, of artists with a similar
intent. But, as | say, mainly from the COBRA caigt, shall

we say.

Shortly after that, Bill, in fact, COBRA was dislubed, if that's the word?

Well, yes, in 1951 they said, 'Well, we have dooething, more or less,' | mean, | wasn't in
on this, | was already back in England, of courseean, I, | left Paris in October '50 and
was no longer aware of anything that might be hajmgg in those

days. And, of course, again, in those days yon'dithve telephones, you didn't have faxes
or anything like that, you didn't know, you mighgtghe odd letter from somebody. But it
certainly wouldn't be reported in the English pressyou know, you wouldn't know, you
wouldn't know about these things. And you don'twrimw these things happened, but they
were probably honest, but bear in mind, think loifak of it this, the other way round that
most of the major movements that you

hear, that you know about in, in art, only lastee¢ years or so, anyway. | mean the
Fauves you can say 1902, 1905, the Cubists, reabyief-ish period, they were actually
purely Cubist, the Futurists, again, three or fgears, you see, the

Surrealists, really only three or four years effesy. But there was always a hanging on
thing, but the actual key period of these movemisntsly generally, these things run out or
they are just, you know, a continuing churningut and become a commercial thing really,
after a while. So, they are even honest in a seasay, 'Well, we have done our thing.
Goodbye." And the other thing was that, you knioividual artists were finding their own
track, their own direction, or they were beginnindhave galleries or success or showing in,

or emigrating even and so on. So that it was #teral thing to happen.
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Was, were Constant and Corneille were they verymtiue kind of driving force of the

movement? Or was it more kind of liberal and ojppea sense?

Well, they had one or two poets and people assatiaith them, too, who were active in the
public domain, shall we say, writing poetry andd anticles and so on, but | would think
that certainly Constant, Corneille, Jorn, were the,key activists,

in terms or organising things and writing, you knakey had a magazine, for instance.

What was that called?

Well, the first ones were called 'Reflex' and thieey were called just 'COBRA' and, again,
they petered out after the thing closed down. tBey por...produced a kind of magazine
and Go6tz, in Germany, produced a little mini magealled 'Meta'

and so on, so that they were quite active in thass.

That was involving brought in poets and writers...?

That's right, yes, yes.

Did you write for any of those issues?

Yes, well, I, I, G6tz got me to, | was already batlengland actually, and he was
mak...doing this 'Meta' thing and he got me to poedan edition of 'Meta' based on, on
England. So I, | got, did a very tiny, of coursa,cheap newsprint paper. |

mean, a very rough little thing was done in Germamyean, he was living in Hannover, |
think at the time. But | got reproductions of Pétanyon and Alan Davie, a man called

Charles Howard, who is now neglected, and mysetf,something else, oh, and | had a
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poem by my friend, Crieff Williamson, who is a pdaend of mine, an old Scots boy, and
some one or two little things like that, nothingyw@volved, you know, but. And then | did
another one, | did one or two, and he got me t@dked me to (laughs) he was doing one in
Germany and the, he,
he wanted, in order to sell it well he wanted tude a lithograph, a small lithograph with
each, each copy. He wrote to me asking if | walddhis and | couldn't be bothered doing a
lithograph, so | did about a hundred little dravdni ink, just with the brush you see

(laughs) and these were, these were sold, you kimathe, each, in each copy of the

magazine.

Have you got copies of...?

| haven't got copies it. No. | mean he sold thdim(laughs)

..... small editions, | would think?

Oh, yes. They were just little kind of ink, youdu, hardly the size of a, but anyhow, that

was the sort of thing one did in those days, yoavkr didn't think about it.

Perhaps it's the time |, we've mentioned Charlotte.

Mm.

..... already, Charlotte Chertok | believe was tfer..

Yes.
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..... was that her maiden name?

Yes.

Would you like to say, | mean, how did you meet?

Well, again, that's one of these crazy stories whegreat, great friend of mine, whom 1 still
know and lives locally, called Neil Russell, he,ia&l looked me up in Paris. | was, |
already had my little studio on the Quai des Grahaigustins, he looked me up and he had
been in the Salon des Réalities Nouvelles andchdesben two, a couple, an American
couple, standing, looking at my painting in thed®adles Réalities Nouvelle and, typical of
Neil, he went up and said, 'Do you know this isi@nfd of mine?' 'Oh, really, a fr..., oh,
really." So apparently he said, 'Well, look, hed in Paris if you would like to look him up,
he would be pleased to meet you." And he gave thgraddress. And, it was several weeks
later, that this girl comes and knocks at the domre or less, and this is Charlotte, and told
me how, you know, that this guy Russell had givemt the address you see, and that was
how we met. So, you know, it was love at first sighd all that | suppose, and so she moved
in with me and, in due course, we got married aaulldobaby in Paris, and the baby is now

in Cheltenham. (Laughs)

What brought her to Paris?

Well, she, she was American. | think, well, sheeaeally as a tourist, but | think she tried
to escape from the Manhattan family, | mean theseveerather dominant Jewish family and
| think, in great measure she was hoping to escagen't think

she had any, any strong ideas of what to do. 8tdhen in Paris already when | met her,

of, oh, a good two months or more, you see, antkdn, she didn't know really what to do.
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She had enough money to live on, | suppose, dtrtiee as a tourist more or less. But
anyhow, | think essentially she was glad to getaduhe rather stifling family thing in New
York, in part, that was one of her reasons anyh8We was, | think she took to Parisian life,
though. When she reported back home that she avadiving with a painter in a garret in
the Latin Quarter, which was the case, | mean,d avpainter living in a garret in the Latin
Quarter, you talk about 'La Boheme', you could iimaghe reaction of the parents in
Manhattan, especially
mother who promptly took to bed for two days, sbhkapsed more or less! (laughs) The

thought of her poor little Charlotte being foundlie gutter, like Mimi, or something.

(laughs)

Did they come out and...?

Well, they came, they came more or less to reseuard of course to meet me, and there
was all kinds of surreptitious goings on. So thaghow, they met me and | don't think he
was all that disappointed. But the thought ofrtid@iughter living

in this miserable little garret, sort of thing, ykwoow, but, anyhow...

Was her father a, a businessman?

Father was a, a, he was a dentist. A big demtiit,a practice in the Empire State building,
in fact. And very traditional, but amusingly enduid think he had a soft spot. He was an
amateur sculptor himself, he took, he took lessomssulpture and he did little plaques of the
family in sculpture and so on, and | think he likbd idea of Paris and, though when | first
met him, he wore a Homburg, you know typical

American businessman-type Homburg. Gradually etext wearing a beret. (laughs) And

going, of course | had to take them round, at teefrense, to all the, | mean | take them to
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quite, quite good restaurants and he would lookrasiand say, 'This is where the artists...'
you know. (laughs) Anyhow, it was all very amusibgt, they took her back with them and
then she came back to Paris and we got married! tien the baby was born. And then

they came to see the baby, and all was well ofssurhere was a nice little baby, a baby

boy, and we were very happy, and that was sufficien

That was David?

David, yes.

So, you started your married life, you stayedn...

Yes, yes. We stayed, | think we were there ndhrlye years in that, no, two, it would be

two years in that way together, in that place. , Blitourse, gradually the, it was difficult,

obviously, | mean to, as | say there was one room..

Financially it was difficult...?

What?

Financially...?

Financially it was tight, tight shall we say. Baltysically, | mean, there was, to have

everything in the one room, | mean. | was paintargd there was a bed, and there was a

baby, and we had to cook and wash in the one rodma a loo, two floors

down, and a gallery, and the landlord anxious ¢l kis out, and pressing us to leave. |

mean this is the traditional thing of course. Byiah time, of course, | was already getting a
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bit of success in London and was then invited wigipate, by this time, in the forthcoming
Festival of Britain. And | said, 'Oh, look, enoydgt's pack it in and go back to England.’

And so, this is what we did in October '50, | camaek to England.

Before we talk about that, we haven't mentioneallabf course, that Charlotte was involved

with the Betty Parsons connection, wasn't she?

Oh, yes, well, this is another story. Of courskatthappened was that, yes, she had to go
back as | say and | said to her, 'Look, why doolt take some gouaches, perhaps you can
show them to a gallery in New York, and, you knowAhd there was a sculptor | knew,
called Zadkine who had been in New York during thajng the War, as many of them had
been and | asked him did he know of any gallerfémw York which might be interested in
my things and, he said, 'Well, there's this BettysBns.' | mean, | didn't even know the
name, | don't think, at the time.

Anyhow, Charlotte took a batch of these gouachds er, under her arm more or less, and
in New York she more or less went and knocked etittor of Betty Parsons who,
apparently, was extremely excited with them, andtevback that she liked them very much,
and that she, of course, Charlotte came back is Blaout then. Betty Parsons hung onto
these things, and then she came to Paris, Betfyatidin probably around May '49, yes, and
saw more things and took more things back with erd then, in due course, announced,
oh, yes, first of all she had an

exh...a mixed bag exhibition, called 'Painted iA9'9n which she obviously had two or
three of my things, and then announced that slsepwting on this show together with one
of her artists called Jackson Pollock, thank yoty veuch. | mean, |

didn't know him, | never knew him, | never met hoincourse, but...

You didn't know the name?
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I, well, | knew, | had heard the name because Wkeeme American Gl painters in Paris and
I, | probably heard one or two of them, they talladsbut De Kooning you know, and, and

Pollock, probably. | mean I heard them, in consgos, mention

these names.

END OF F4740 SIDE B
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Yes, as | say, | knew some of the American Gl gagin Paris and | said to this chap, 'I'm
having a show at Betty Parsons with this guy Jatksalock, well, what does he do? What
is he like?' 'Oh,' he said, 'he's this guy, he kg canvases on the ground and dribbles
painting, and dribbles paint and all that kindtahy.' 'Oh, well, thank you very much, big
deal, what have | let myself in for?' | mean,dught, he dribbles paint, thank you very
much, you know. Anyhow, that was Jackson Pollaui, &@f course, | never, | didn't go to
the, I mean, in those days, we're talking aboutetbimg, it must have been about October,
November '49 and, of course, in those days, yon'tdéden dream of going to New York, |
mean, you, if you had the money, a lot of money sailed, | mean, you didn't think of
flying to New York, nobody flew to New York. Anylg | didn't see the show. | got the odd
report of it, that it did well and so on, there vea®n one or two mini write ups, nothing

serious.

Were you aware, | mean, | don't know how kind débeated Betty Parsons was at this stage

when she came to see you?

Well, 1, I, you know, they told me she was onelw thore organised or was a great supporter
of Modern guys in New York, | think she, she showatumber of these, these New York
school in fact, and she, and she herself was agvaapparently, but

she was an enthusiast, but you know, she was otte oand then of course | went to New
York, myself, on my own later on in '57, where dreshow organised by Gimpels in a
different gallery, the Saidenberg Gallery, and htyé went to see her, Betty Parsons. And |

saw the premises, you see, and...

What was it, | mean, you saw the gallery...?
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Typical, yes...
..... that showed your, what was it like?
Well, it was a typical New York style gallery ofetliime, in Fifty-seven Street or somewhere
like that, but it was just, as | remember there wé&ed of, one large room, and a kind of
office, and then a smaller room, on the side, Irme&nyhow,
the Pollocks were, had been shown, of courseahgeldribbled things on this larger room
and then...

Separate or were you facing?

They were adjacent shall we say, you know, yasedn, there was a large room and a door,

well, a passage through to the other rooms.

So, she separated you?

Oh, yes, they were separated, yes, there wasBut.anyhow...

What, what, | know that you recall her actual visityou in Paris...?

Yes.

..... what, what was she like?
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Well, amusingly enough, | remember very well, atjyd mean, again, one didn't have
phones of any kind. | knew, he had wrote, she evtotme that she was coming to Paris and
would come to see me, | mean that's as near asajoget, you see. Nobody had phones.
And, | can still remember a beautiful day, in Maink it was, and Eduardo Paolozzi was,
had come to see us, | mean he, he was living iis Bathe time, he just came up to say hello,
and a knock comes to the door and this is Eduardo,
this was Betty Parsons, and | introduced them roukitl Eduardo had the good sense to say
to Charlotte, 'Well, let's go and have a coffee ewitere’ and leave it to me to chat with her
and show her things. And they went, | can stitheenber, they went across, across the Pont
Saint Michel and sat on the quay on the other side know, just over there so to speak.
And | showed Betty some of these things | had lukeng recently, which she liked, and
selected a few to take back with her and talkedibloe might be able to show some of these

some time and so on. But

that was about it, you know. Then she left...

Was she very instinctive about her, how she apedaevork, or...?

I would think so. Well, you know, she was, she mifaeally, she was a very quiet sort of
person as | remember and she didn't jump aroungjaradl excited about things, you know,
she just calmly studied things and looked at thathselected them, good

eye, she had a good eye. But anyhow, oh, yes, slinehad gone, | opened the window, it
was gabled, and waved to them and they came badetahat had happened you see.

(laughs)

| think you told me once that there was somethimgva your basin, was there, that she went

over to see?
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This is the extraordinary thing. | must say, tkiseally quite, when | think of it now. When
I, when | had been in Germany | did some dribbiegk myself actually and | actually got, |
was 'Herr Major' after all, and | was very friendWth, or rather acquainted with, the Gunter
Wagner, the big artists' materials people in Haenewnd they made inks and paints and so on
and | got to know the chief chemist there, andkkdshim to make me up a pigment, a white
pigment, which would, which | could dribble and whiwould dry reasonably quickly. |
mean, obviously, you know, if it was going to b&kht was going to take ages, and he made
me up, he mixed me up a kind of what | suppose wowld be called an acrylic of some
kind. Anyhow, |
used this and | did a number of dribble things tikis, you see, and when, when it was dry,
my, my idea of course was, | wouldn't leave it likat, | would stain over it, or do something,
so it was really a, and | would stain over, ovés thith ink, with oil paint, thin, you know,
wash, washes, you see. Now and | had this, thesghiswash basin in this, in the studio and
I had painted the whole place white, you know, and
wanted to put something behind the sink as a kirsplashboard, and | had this thing and |
thought, 'Well, this will do," you see. It was card actually, on a kind of thickish card and it,
it, for some silly reason it resembled water, thisjl | stuck
it there you see, as a kind of splashboard, | teplga is true. And when she saw it she said,
‘That's interesting." And, of course, | didn't knehy at the time. You see, | mean, | didn't
know anything about this Pollock people and hiblalg thing at all, | mean, this is why she
liked it. And I said, 'Oh, you know, | just puttitere to keep the place clean.' (laughs) | don't
know what, | think | threw it away eventually, ibg

kind of mucked about with soap and this stuff, gee, washing up stuff. (laughs) But this

was it you see, | didn't know that | had been dnitghin Germany in '46 or so. (laughs)

Did she...?
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No big deal, | thought it was very amusing to syt you're not going to spend the rest of

your life dribbling, | mean.

So, in fact, what did you exactly show in that Néark show?

Well, there was a number of these gouaches on papah Charlotte had taken first of all,
and then a few of these works, like this one, bifesk and '49 really. The gouaches were

essentially '48.

So there were some canvases were...?

No, no, no. These were gouaches, there was n@aseasat all. These were these gouaches
on paper, off, which | had done in somewhere ligpt8mber, October '48 and then some of

these works on card, which | had been doing in dandrebruary '49.

Did you feel these, so called, card works were there they something distinctive?

Well, they were different, you see, and a differ@mproach and, as | say, they were nearer the

kind of thing | might have been doing on oils, ils@n canvas, you see.

Do you feel they had a different texture to them?

Yes. Yes, it was a different approach. They veed#ferent approach. | suppose the other,
the earlier things were essentially watercolouadlyeas opposed to works on, in, in oil on
canvas or on card, you see. But, anyhow, theysBbwed, she showed, | don't know, maybe
a doz...not a great, | can't remember now, | meditn't see the show. But when | went over

in '57, | went to see her and asked, 'Where waseth
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and what..." and she took me down to her basementhay were there, the remains of them,
she didn't sell anything, well, she sold a coufblthimgs | suppose. But there they were, still
in the basement, you see, and so | said, 'l mayeigake them away.' | didn't see any point
in just leaving them there. And | was staying grt at the time with Charlotte's sister in
Manhattan, so | took the lot, and got them inteva, tand took them, and put, took them to
Lyn's house. More or less, | don't know, it wabeasilly of me | suppose, | should have left
them, either left them or taken them over to tltieeogallery where | was having a show. But
anyhow, | left them in Lyn's
place, you see, and Lyn later on, she decidedrimnviselom to spread them out among the
family and gave one to each of the brothers andrsiaind nieces and so, (laughs) you know,
spread them around, you know. But, interestinglyugh, in more recent
times, there is a book on Betty Parsons which someave me, it came out a couple of years
ago, you see, and a lot of the artists whom shréihally had deserted, left her, in part,
because she was really an amateur. She didwifalp, she didn't press sales or develop
clientele or show these things regularly and soAfter a show, she would just put them in
the basement, and that was it. She enjoyed knoaritgjs, or
being part of the scene, but she wasn't suffi@&atdemon dealer. And many of the artists
who had, | didn't know about all this you see, lbud the impression that after my show,
after these things, she just stuck them in therhasé There was a basement in the basement
of this building, it was, you know, Fifty-seventlré&et, | think she was maybe on the fifth
floor or something. There was several galleriethénsame building of course, at that time.

What was the other gall...Shirley? No. Anyhoverthwere several galleries around there. |

forget the name. But this was it, you see, arnktthis was really the thing that...

Was it reviewed that show? Did she send you...?
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Well, there was a very brief mention, oh, nothiaglly elaborate, a kind of couple of mini

mentions, | think, one in the 'New Yorker' and iméhe, oh, there was a photograph of me

in the 'New York Times' or somewhere like that, pee.

I mean, in '49 were you, | mean, what was your kifydn a sense you were discovering this

American thing for the first time, at this time, @ren a bit later?

Well, it was later, | mean, | never, the thing whis that, as | say, I, | think by the, by the

first, the first occasion that one saw Americamghin any quality was in '56 in the Tate |

think, the Tate had a big show of the New York Sthim '56 | think it was.

I think there was a big exhibition in Paris in andul950 perhaps you...?

That | wouldn't have seen that probably, no, | don'

..... Peggy Guggenheim in Venice?

That's another matter. Again, | mean, | was, hidisee, never got to Venice at that time,

but...

Alan Davie...?

Alan Davie did and this is where he saw the Polotlpresume.

Were you in contact with Alan Davie during your iBdaime?
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Well, he came, you see this is it. | had this stuldere and my address was known back in
Edinburgh and | had a procession of Edinburgh gateij so whoever had a travelling
scholarship would come and knock at my door, uguatund lunchtime, or
when | was busy, and say something, '‘Oh, Charlie gae your address and | was just
wondering if you could help me find a hotel' or shing like this, you see, and | would drop
everything. And this would be Alan Davie for instea and several others, you know. So
Alan came, he was on a travelling scholarship.s Tilmist have been about the time that | had
this exhibition in the Arc-en-Ciel | remember abtht time, | think, he probably saw the
show about that. Anyhow, so | had to drop evengtdnd hunt around and find them a hotel.
And then take them to a studio party, people likal&ges and Hartung and Atlan would be
there, it didn't seem to impress him at all. (las)gihnyhow, then he came, he went off, he
stayed a couple of, | don't know, a few days, akweeso in Paris and then went off down to

Italy and to Venice and, and he wrote me back ttkletter of how he was enjoying

Par...mm, | think he went on to Switzerland down. to

Did he mention what he saw in Venice at all, or?

Well, yes, he did mention, | think he mentioned tmarvellous woman Betty, Peggy
Guggenheim, who had bought something and she lechtrvellous collection, oh, yes. |
remember him mentioning that in a letter. And bd b show. | think he, |

don't know how these things happened, you woul@ haask Alan, but he settled in Venice
for a few weeks, | should think a couple of montieybe, and did some painting and had a
show in a gallery there, which was seen by Pegfi, was impressed and bought something
and showed, and brought him to her 'Palazzo’

where she had a whole collection of Pollocks ameothings too.

I think both of you at this time were also doingr@monotypes?
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| did a whole batch of monotypes about there. ytthe way, thank you very much
mentioning monotypes! Not mentioning in detailt bdid quite a number of monotypes at
the time, oh, this is say about two years agortaicegentleman came, wrote to me, and came
and collected and bought about five or six monasypé very modest prices, which he
promptly sold to a gallery in Glasgow, whom youlmably know, Bill Hardie, who promptly
sold one to the Scottish National Gallery of ModArty which is hanging beautifully. And
not so long ago, | had somebody, | mean some cplkaaid to me did | have something in
the Art Gallery in Perth? | said, 'Not that | knoty he said, well, he saw something, he can't
remember but. So, | wrote to the curator of tleléBy in Perth and he said, 'Yes." And he
sent me a photostat of, of one of these monotyéshvhe had bought from Bill Hardy, so
one way and the other, | am now represented byreotype in Perth. He sent me a photostat
of

it, a nice thing, | have it downstairs.

| have only seen...

But | did, | did some about that time, you know.

Are they in black and white?

Oh, always. Nearly always, yes. Pretty well algjayes.

Was that, in a sense, why black and white, becansalways associates colour with...?

Well, it was the simplest thing, actually, it isrpaf the technique that, you know, that you

have a piece of the glass or stone and you putim rub it around, and take a print. There
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was, this was the principle of the thing in effecu know, rather like the equivalent of an

etching or a lithograph in black and white.

So it would have been, you would have done thoskedrstudio quite easily on a table?

Oh, yes. No problem. Yes, yes, exactly, on abiiroken glass or something, no problem,
and very, you know, you could do a dozen or saiaféernoon and tear one or two up, you
know. Butas|, as | can, | did some, quite a benat the time in

Paris. And then | did some later on in, in Englarin | was back, you know.

| think there's, there's a story of how you wouldl lbe very careful with remnants of paper,

how you would always be re-using and...?

Well, yes, this is true. | mean, actually, thisccthing, sometimes | would, | would cut, |
mean it would probably wanted a piece, you knovg gertain size, possibly to fit a frame or
something, | don't know, and | would cut, cut amhoff and maybe only four or five or six
inches, but | would use these, and why not, | meday, not? And some of them have been

exhibited and sold and commented upon, and why not?

Also, in Paris, you also made contact with this denful Jean Pons, the lithographer?

Oh, yes, yes, that's right, he was a eccentricacker who, he had a little lithographic studio

in a basement, and | met him, and he, he was gwintg, for quite a number of the painters,

and he asked me if | would like to come and...

Was he a man in his forties, fifties?
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At the time, no, he was probably late thirties atstn He had a wife and a couple of kiddies,

he, | remember him saying, 'J'ai trois', 'J'aidroieaning three kids. (laughs)

He was a master printer...?

Ach, he, | wouldn't say, he was a, he was a, | diwtikay, no, he was a bit of a painter come
printer, you know, yes, he was, he was, but he vasnaster printer in terms of Lacouriere

or Bourlot or anything like that, he was a, he tiasd...

..... working on his own?

Yes. Absolutely. He had this, it was very funnyuadly because he gave me his address, |
forget now, it was in the rue des Sevres or soraegplike that, and | went along to do a print
and | saw 123 or whatever it was, and it was I litidies

dress shop. You know, a typical little 'modistesomething, and | went in and | said,
'Pardon Madame, Je cherche Monsieur Pons?' Wedlsere was a kind of, a kind of rug on
the floor and she swept it aside and lifted a tfapr and said 'Jean, Il est quelq'un pour toi'
(laughs) And then Pons, 'Vien, Vien' go downgteps into this basement. And there was
people like de Staél and Manessier and Lapiquegdmiimts on stone. (laughs) And | said to
him, "This must have been a clandestine printing

shop.' 'Yes, that's right, sure.' (laughs) DuthmgWar, during the occupation, 'Sure.' (laughs)

Anyhow, he...

And he'd give you the space?

Yes, yes, he would do, you did, you did all youswling on the stone. He produced this

lithographic stone for you to work on, and you gaiir thing and he would do the actual, the
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preparation, and the fixing and so on, and tak&bgrint and show you, and you make some
corrections, and so on, and you did, but then andduld produce the edition. And, you
know, he asked you what you wanted and you paidwsch. It was really very reasonable at

the time. | did, certainly, four or five printstvihim like that. Also, Stephen Gilbert did

some, too.

How did you find lithography, how do you find theg a process working on stone? Was it

conducive...?

Well not, not, | wasn't, you know, | wasn't takerittgreatly | must say. | found later on,
because first of all, you are working to somebadg iway, you're not really in complete
control of what you're doing and it has to be, bmgt's difficult to muck about and mess
around with a, with a, on stone. | mean, latet discovered, so to speak, silkscreen painting,
silkscreen printing and enjoyed it much more beedwgas very much on my own, | could
knock it about and change it, chop it and do whaamted with it. But the process whereby
you're working, so to speak, to a technician, difficult medium, it is, it is a difficult

medium, lithography, really. In, as | say,

that it, you know, is difficult to chop and changmu can't, so to speak, rub out. You can, but

it's an elaborate process. And, so, | prefer theenmmediate thing in a way.

Would you...?

What | can do with screenprinting.

Would you work together with Jean Pons on an intage?
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Not on the image itself. | mean he'd consult yod say, 'Well, could we have this a little
darker?' about the colouring or the actual image, know, he would say, 'Well, could we
have this a little sharper?', or, you know, that sbdegree of collaboration. But he wouldn't,

he wouldn't say, 'Well, you ought to have done,tbis 'You must change that,' or something,

no, no. No, he worked really as a technician, regséy, you know.

Did they sell these prints? | mean, did you doegaihumber?

| did usually editions of twenty-five and they saldew things here and there, yes, in
London, later on, or since then or before thethink there's some in places like the British

Museum even, yes.

You mentioned screenprinting...

Yes.

..... | believe that actually began with a connecttoth an America artist...?

Well, that's interesting, yes. First of all, theras this American woman painter called Dora
Bothwell her name was, whom | met in Paris, andstteeved me some of these screenprints
that she had been doing, and apparently it waly f@dmmon in the

States, screenprinting. And it was much, well, sdime later, you know, when | was back in
England, in 1952 in fact, | felt like doing somenpr..printing but, of course, | was living in
the country, in fact in small, in a farmhouse ircBimghamshire but, there came to see me an

old friend from Edinburgh days, who had been a cenoial artist really...

Was that Sam Wells?
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That's right. And he had, he had, he used to deeaprints commercially for a kind of
grocer's firm, you know, sort of ‘Sale Now On' @adon, this sort of cheap thing, and |
remember him doing, watching him doing this you sAad when he came to see
me | said, asked him about the screenprinting wasithwhile trying, and we, on the spot,
we more or less made a frame. It is quite a siptpls is the thing about screenprinting, it's
very simple. We actually made a little frame watbit of timber and Charlotte produced
some organdie or something, an old dress or whatmbimade a frame, and | had some, some
tins of ink of some kind and | actually, we did sgreome printing. And, indeed, | did

several of them like that, you see.

So was that the first time you did that, rathentimaParis, did Dora Bothwell?

No, | didn't.

..... actually show you the...?

No, no. She mentioned the process, but | didehdwnow how it worked until | remembered

this guy, you see. Anyhow, this was in '52 arsdfaa as | know, | was one of the first artists

in, in England to do, to do screenprintings momgossly.

And so you found it, it gave you a freedom...?

Oh, yes. Again, you, you could please yoursetighn there was no, and you know, you play

around with it and | did some just using, usingnitop paper or dribbling, dribbling, later on.

But amusingly enough, the Redfern Gallery at thetithey
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used to have an annual exhibition of prints, andually exhibited something there, and the
then Director, Rex Nan Kivell asked me to bringsgome prints. And | remember taking up
two or three of the pr...this is already into, ©853 | think it
was, and | had been doing some more in, when | teelittlebourne. And he wasn't sure
whether he could exhibit them. | mean he, theshiay, lithography, etcetera were OK, but
he wasn't sure that they were legitimate, screetipg. | mean,

well he thought this is, this is purely for comniatcfor cinema posters and that sort of thing,

you know.

What did you say to that?

| said well, | mean, I'm sure that this is quite America they seem to do a lot of this.
Anyhow, he showed a couple of these screenprintsieé and (laughs) of course, later on, it
became the in thing almost, you see. But theofdywas that you could do it on the kitchen
table, you didn't require massive presses and ebmks and stones and all that jazz, you
see, you could do it on a kitchen, | made my owtfelframe and, you know, when you had
finished it, you stuck it in a corner, | mean.

And you could do, you know, you didn't need, wethen you were doing a, say an etching,
it's a costly business, an etching. You know Math a screenprinting | could do an edition
of ten, or even five, | mean, | didn't need to leothOr, if you thought

this was a good one, I'll do twenty-five. Or yawtd chop it and change it or knock it about.

You felt, particularly, the screenprinting, itféd into your work a bit or you were just using

it as another...?

Well, it was a stimulus in a way, you know, the stmetimes these things are a relief from

the hard grind of large-scale oil painting. | mekfind this these days in fact, and | have
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been doing a lot of small-scale works on paperd,Amu know, it's the sort of thing you can
do in half an hour and tear up if they are nots$atitory. That | find is something of a, of a
relaxation, shall we say. And it's a different aggeh, and it can, of course, the, the clarity of

the colour that you can get on these screenpnatbrdliant.

Did you, you were able to transfer your inks that yvere painting with to the screenprint?

No, no. You use special screenprinting inks, wiiighhat time | was able to, there were,
there were, by this time | found there were shogsuld find in High Wycombe | mean, there
were places which sold screenprinting inks becthus® was a lot of

commercial inks. | mean they were straightforwaothmercial inks, because there are
screenprinting firms who would do you posters alhthat jazz. You know, in any big town
you will find a studio for screenprinting. You knpand | would buy inks, no problem.
Nowadays it's probably highly specialised inks, lyou know, the basic inks are just the

same really.

I think Gimpel showed also some of your screenprifidin't they, in '53, in April '53?

Yes, they probably did. Actually about then, themes this remarkable chap, the Honourable

Robert Erskine who established a gallery, for griit Cork Street and he specialised in, well,

in prints. He got all the artists of the time mputints, and he even commissioned prints.

St. George's Gallery?

That's right. And...

Did he commission you?
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Yes, to do a print. And the thing was, he woulkelwould pay for the operation or the

printing and the paper and all that, and then heldvtake fifty percent of any sales or

whatever, to cover his expenses.

What was the print?

A particular print | did was a kind of, called 'Biars' or a title like that, | can't remember

now. But the sad thing was of course that thermssi failed, chiefly because of a spot of

fraud by his secretary.

Really?

That's right, yes.

Because his contribution was immense.

Oh, indeed.

Linking up with Paris...?

Oh, absolutely. And he, he organised big exhibgim the Whitechapel Art Gallery for

instance, you see.

‘The Graven Image'.
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That's right. And, but at the end of the day iswary sad that he, he was losing money on
the thing, but it was due to fraud on the part eéeretary he had. So that was the end of that

story I'm afraid, yes.

Before we perhaps move on from Paris, | think caeter that | have heard you talk about

quite a lot is Nicolas de Staél.

Yes.

Could, when, | mean, who is obviously a very infitial figure. When did you first

encounter him, and how would you like to, in a setiascribe his work?

Well, yes. | first, | first saw his work in Paiiis, probably in the Salon des Realities

Nouvelles, and it wasn't then, it wasn't until eftevas settled back in London, or in England,

that | saw one or two of his things. There wassiqular collector, Artu who bought his.....

END OF F4741 SIDE A
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And there he was with all these works, and we sgientvhole of the afternoon and evening
together and we had dinner together and so onwApnybut | was very impressed with his
work and | thought he was certainly the major fegur, in Paris, in French art, post-war. |
mean, | still feel that he was probably the mogionant, most significant painter of that
generation. He was roughly my age, actually, | ®sppa year or so either way. Anyhow, the
crazy thing was this, that he was already due te laa exhibition in London at the
Matthiesen Gallery, this was to take place in Sbrary, '52, | think, and so, he said to me
that, he asked me, he said, 'Gear, you are familtarthe set up in London, perhaps you can
advise me about prices?' And he

produced this little, this little sheet of paperes he, he gave the sort of prices that he was
proposing for his paintings. And you had this Efesystem of points, you know, 'quinze
figures, vingt paysages' and so on, and he would haainting, say, measuring about twenty
by thirty roughly priced at say £150, or somethsiag, about thirty by forty, £220. And at
the end of this | said, 'Look, I'm sorry, old batig not you, it's not my problem, but | do feel,
| will be honest, | think your prices are a bitlhigYou know, it is your first show in London,
you are not terribly well known there, and | thiyiku ought to cut your prices down.' | mean,
so he cut his prices down, whereby a painting w&jl, particularly say a painting measuring
say

twenty, twenty-four, which is a kind of small pairg, was probably priced at £50. The very
biggest one called 'Les Toits' which is now onéheftreasures of the Musée d'Art Moderne
in the Pompidou Centre, 'Les Toits' was on the thalie, priced at

£250, a thing that was about seven feet by sixgedloimg like that, an enormous, beautiful,
fantastic thing, one of the treasures of post-wiar Bhat was on the wall at £250 to the

gallery, | mean, he would have got possibly £180GtfoAnd | doubt if he sold more than two
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items from the whole show. (laughs) And, anyhdwartly after that, of course, he was, he
was discovered by one or two of the big deale®arns and
America, and given big contracts, and his fame gremediately over the two or three years,
'til it killed him, more or less. | mean, fame agidry, money, family problems, disgust with

the whole art thing, and his work was going offd @0 on, he couldn't take it any more. And

he was only, what, in his, hardly forty when hekeatit in.

There is a famous quote which, you know, makes amg much think of some of the things

that you have already talked about, 'l want my i my drawing to be like a tree, like a

forest, one moves from a line, from a delicateksrm a point, to a patch,

just as one moves from a twig to a trunk." | mesnStaél...

Who, who's saying this?

That's, that's a quote from him.

From de Staél?

Yes, yes, and then he goes on, 'But everything hualdttogether, everything must be in

place.'

Yes.

It's this whole linkage between man and nature...

Yes.
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Well, this...

..... between the act of painting, and, and...

Yes.

..... what you are seeing...

This was an, a aspect of de Staél's work whicha#lyr very vital, important, | mean. You
know that his work is kind of chunky slabs of pasdy, in the early '50s. At times you
would see these as objects, | mean, they coulabbl@s, they could be fruit, or stones, or
something, you see, and gradually he, he wouldhase been saying earlier, he would say,
‘Well, if not, why not?' And so he began to paiiit kfe almost, | mean there are paintings
which is not so far removed from the purely Abstidainky things but, suddenly, they
become apples, or pears, or bottles and so orthe®e was this tension between the Purist
Abstract thing and the almost Figurative elemeatj know, which was, | don't know, |

mean | was never

able to see him during that period or talk to hbbowt it. But, obviously, there was this, a
tortured thing going on that he didn't know wheeanas going any more and, of course, |
think that the last paintings were really, theythvere inferior in

effect to his great period, shall we say. He fobimdself painting seagulls out of the window
and so on, well, they are very bad paintings, Inmdaut there was this fascinating torture in
a way between, well, as | was saying earlier, you, paint a, a shape which, which can be a
green apple, but purely it's a green form, it'sarotipple. But you can't deny it the fact of my

saying, 'Well, it's an apple, damn it all, you see.
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And so, why not make it an apple? And this lorfgem is a bottle and so on. There was this
extraordinary thing, there is one in EdinburgheshllLe Bateau' and it's a, it's a, alright, you
can see it as a, as a boat, but if he didn't'tideBateau’ you would think, well, it's just a
painting, roughly in the shape of a boat. Sodhetthis sort of curious balance going on.
Which is the problem of many artists in a way, you
know. But | do think de Staél is one of the gffiggatres in, the great tragedy of course of
losing him so early, you know, it's like the sart@rgwith so many artists, | mean, Pollock

the same, Atlan another, there is a score of thsiyou know,

dying out so young, you know.

..... I mean de Staél. (PRONOUNCED De Steel)

... de Staél, you say de Staél. (PRONOUNCED délSta

Yes, yes, de Staél. | mean this whole idea optilarisation of abstract work and nature, if
you like, and what you see presumably this was wargh being debated and reassessed, by
yourself, for example, that this division, in fagtdoesn't exist. Itisn't there. But possibly

some of the writers on abstract, on abstract warkgushed, moved to describe a...?

Well, I hope so. You know, it is up to them tolmnest about it and look at that, what | am
saying, as | say earlier on, the physiologicalldgical condition of the eye and the brain is
cognition, cognition, no matter what, and of coursa can interpret things in all different
kinds of ways. | mean, | might look at a cloud @ag it looks like a bear, you may say it
looks like a man with a helmet, or it looks likelld, or it

looks like nothing at all. But at least the eyéésermined to, to make a form of it, you see.
And you cannot deny that, as | say, it is a phygjmlal thing, you can't deny the eye

functioning or you are in deep trouble, as | s&pu know, the eye is continually aware of
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space and danger and footsteps and so on, andlaagrglse. So, that's its function. And
you can't put it separately and say, 'Well, noweviist going into a round shape, or a square
shape,' or whatever. You are going to see sontgthilot, that | would say, you have to. But

the fact that it is a condition, it's a human cdiodi

Another quote is, "That when nature is not thetisgpoint, the picture is inevitably bad.’

Well, this is what, what is nature? You see, thithe other thing. | mean, | say, well, you
know, we have just been looking at something uad®aicroscope, something you have never
seen before, or, increasingly these days, we a&iagthings done on these crazy computers,
producing diagrams of extraordinary things, you &e it is still nature in a way, | mean,

you can't say nature is just trees and flowerscimads and so on, that's not necess...it is only
a tiny aspect. But nature goes right down to tlieaomic nuclei as well as to the pretty
roses, you see. So it's a very, very broad termaalod of nature is abstract, you might say,
too. If you like to see it that way. | mean, imember as a, as a student, | had digs with
medical students at times, | used to enjoy lookintheir slides, through a microscope, and |
might be looking at a case

of an inflamed liver or something, but it was quesautiful under the microscope. (laughs)
You know, you saw forms there that, you know, they beautiful in a way. Or | continually
see these things. | mean, my eye is now condilicnseeing

significant form. On the pavement outside my habsee's some marvellous forms, a range
of texture and shape and colour and tone even@od.sEvery time | walk out | see this and

| think, 'Well, | must paint that." But, oh, nogdn take it in, | don't need to paint it, | cae se
it. | mean the best | could photograph it, but teglenty. Leave it to the kids to sort out,
you know, when they have a bright idea, you kn@v.!

could put a piece of, a piece of litter, theregsally a piece of litter, bright coloured litter,

you know, on the grey, on the grey pavement, tleeusually a Walker's crisp thing, or
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something, there's always bits there you know.er@B that little point of colour, you know,

it makes all the difference doesn't it? Never mind

How did de Staél in a sense, work towards a kinsiraplifying, the minimalist kind of phase

of his work...?

Yes.

| think he used the palette a lot...

Yes.

..... and | wondered did you, you didn't see thatkvio Paris, that was, you had seen that...?

No, the, no, no. | didn't see anything of hislsealuch until much later. He did show, of
course he was taken up by the Tooth Gallery, indioor he showed a number of his things
and, of course, we were shattered by his earlyhddaiit, you know, of

course | saw several massive retrospectives, ha dig one in Paris, | remember now, also
one in the Tate. Anyhow, | remember seeing at lrasassive retrospective of his work. But
I think his, his best period was from the late '‘#f)do the '51, '52,

and then it began to, | think he had this agonigirablems, you know, all kinds, not just in

his work, of course.

Of course, once one gets into the, if you like,drguments around abstraction, | mean, you

actually went down to St. Ives for a very briefipdron return from Paris?
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No, the, the thing, | had this exhibition, or wasrg to have this exhibition in Gimpels in
July '48 and | came across to London, in May, briga lot of stuff with me for the
exhibition. And | had a loan of a studio and, ondon, and then | had a friend, Willy Barns-
Graham who was a student with me in Edinburghveealready in St. Ives and she had

suggested | would like to come down and visit @&sl And so | went down there, in June,

for a couple of weeks.

'487

In '48, yes.

What did you think about that, | mean what was gan in St. lves then?

Well, I,  mean, | met, | met most of the guys where there at the time, especially Lanyon
and Bryan Wynter, John Wells, Willy took me to meetm, so | also met them, you know.
But, bear in mind, | was a Parisian now, | was fianis, and | mean it was pretty small beer
to me, | mean, it was a small-time provincial thifgnd, you know, they were active and

busy enough and | didn't feel they were all that) ¥know, well, you know.

How would you describe the...?

Well, they were, you know, they were active, bysinters and | think, | don't think | met
Heron at the time actually, but in any case, theyenall, still all figurative, first of all, the,
you know, they were doing efficient, effectivehirtk Bryan Wynter was one that | admired
most of them, of the lot of them, | can't remembaw. But, you know, | didn't want to be

involved with that lot. It was a nice...| did amber of
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watercolours and a few oils at the time, chieflyiily's studio, or, in the case of

watercolours, | would go and sit in the garden doadome watercolours, and so on.

Were you, was there the possibility that, if youl tiked the place, you might have gone

down there?

Well, unlikely. In fact, definitely not. Becaukaser on, | mean, | saw already, and of course
| was beginning to hear, you know, even in Londaogut the kind of, it was very much an
artists' colony and there was kind of local rivedriyou never knew who was speaking to
who, and there was that kind of complications hdidvant to know. | wouldn't have liked to
have been dragged in on that and, so | never hathanghts of moving there, though much
later on, when we settled in England, | mean, ilddave happened, but we had to go
somewhere and | could have said, 'Well, let's gttdves.' No, no, thank you. | went to

Kent instead. (laughs)

In a sense, in St. lves you had to kind of join ™.

Well, you couldn't avoid it, it's a tiny place aederybody knew everybody and, of course, it's
so isolated, too. It's actually very isolated. dan it was further, put it this way, it was further
from London than Paris. | mean, physically furthemy than Paris, (laughs) you see. | mean
you get to Paris quicker than you get to St. Iwesréin even. So what the hell are you
thinking about? (laughs) Anyhow, | didn't realiyd the idea of the artists' colony thing and,
indeed, in a sense, leaving Paris, it wasn't nadgsthe only reason, but it was a factor that
Paris was too rich a diet, apart from anything gieeother aspects, but if you were seeing
exhibitions and seeing other artists all the tithen, you know, you reach a point where you
knew what you wanted to do, and you wanted to getith it, rather than all these

distractions and so on. And, of course, it's diti@nal thing, many of the great French
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artists, they get the hell out of Paris, too. BEmebe it Van Gogh, or Matisse, or whoever,
Gauguin or whoever, they got out of it. | meamyticouldn't take it too long, and they were
wise to do so. And, you know, this was anotharghl never really wanted to, to be part of
an arts colony thing, | mean, no, no. So, anyhasi,say, we, | was always more or less a
loner, even on my own, | never lived in London, iftstance, never

wanted to live in London. And, as | say, afteoaple of years in Buckinghamshire, we then

moved to Kent.

Do you think that's something to do with also bean§cots? Somehow that London, well, it

certainly, it was never...?

Well, of course now, this is another aspect ofdhialtogether, that | have always maintained
that there was in effect an Edinburgh-Paris aki®st of the Scottish painters, from even an
earlier generation, gravitated to Paris, to Fraritge.talking about the Scottish colourists,
earlier on, say like Peploe, Cadell, FergussonpAnor even Charles Rennie Mackintosh and
so on. The, their scene was France or Paris. gimdlarly, the next generation people like
Gillies, McTaggart, Maxwell and so on, again toi®atondon was skipped by, you know,
there was never really any asp...none of themexdbpir settle and make a career in London,
these guys. There was sufficient of ... suppoBdnotland, | suppose. Though of course what
would happen is that sometimes the, a Scots-dategaéery in London, say Reid and Lefevre
would, would contract or buy Peploe for instanagesameone, but there was never any
desire, at the time anyhow, to settle and workandon. | certainly never

had. | preferred the country, and it was bettenie, | mean, there was two young children
and much happier to be in the country anyway. Atkdnice house in Kent actually, quite a

big house, the garden and so on and a beautifalvitlage.

In the end, as you, you said, it's about beingaur ywn and working...?
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Well, I, I, as | say, | was doing things on my owhich were quite revolutionary at the time,
you know, either in my earlier style, or in a laséyle, this minimalist thing which is now
being applauded, apparently, | mean not necessayilthings, but there's somebody being
applauded for it. And | was developing utterlyrag own, in a small village in Kent. You
know, doing some, doing things that were unhearhgfvhere else, and are now being, you
know, now being repeated somewhere.
But you know, that was a possibility. But | douftou could do this happily in an art colony
where people are dropping by every other hour or tmd having to go to the pub every
night, and so on, | didn't want to know. | meahad, as | say, my, my, bearing in mind, |
mean, | had been abroad for years before the Weaslabroad most of the War, | then spent
three, three and a half years in Paris, | mearly&.was just, imagine, it was nothing, |
mean, it was just nothing to me at the time. Awnddon wasn't all that much actually, either.
There was nothing that | could rush up to Londosade, particularly. You know, | had one
or two colleagues or friends that | knew in Londoatably someone like Merlyn Evans,
whom | had known since

earlier on.

He was in London?

He was in London at that time, | could see him.oBe& or two people make a point of

meeting me, like people like Roger Hilton, for sxste, or Terry Frost, you know.

Because there was very much, still is, a Londomgthi?

Well, yes...
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..... a circle, isn't there?

Obviously, the thing for anybody living in Englarid,the UK, you would hope, aspire, to be

shown or taken up by galleries in London, naturaynd Gimpels was one of the few

galleries which had done so.

Talking of, in a sense, a definition set by, if idke, cities and colonies, | have to ask you

because | know that you have strong feelings o #te Gallery exhibition, 'Paris, Post War

Art and Existentialism, 1945-55",

Oh, yes.

That exhibition that was shown a few years ago.

Yes.

..... which | suppose set out to link this time watth, literature, the philosophy of that time,

around Existentialism?

Yes.

Would you like to say something about that, becdlisee were a lot of people that were not

shown in that exhibition?

Well, I, I don't know the basis on which it was posed, formulated and organised, quite
honestly, but if the, if the exhibition at the T&allery, which is an art gallery after all, if it

was presented as post-war Paris, sub-titled 'AftEatistentialism' but to go there, you find an



# $%
(** ++ 5% )6)2
/- 2>6
exhibition of mainly minor characters, quite hohesind excluding, | could, and even de
Staél we were talking about wasn't even in the shamean, you can't talk about post-war
Paris and exclude people like de Staél, PolialRiffpelle, Mathieu, | mean | could name a

dozen without digging out. But the whole propasak, again, this French determination to

re-establish themselves and, | presume, that...

It was a British curator, in fact that did it, thate Gallery.

Very possibly, yes, but how does, this came abbuioasly in collaboration with the French
government or whoever, | mean, you can't just diat way, and there would be a, a Tate
involvement obviously. But, in effect, it came abthat it was a, to do, | mean, put it this
way, my thinking anyway, the one thing that therferedid have post-war, the one thing they
say they have, they didn't COBRA, for instanceythad a few painters and, damn it all, they
should show them. But they mainly, they're notassarily French, first of all, this is another
aspect, you see. But Existentialism is a Frentigthn'est pas?' and you, at least that's
something we did have, and the show was presestadjeeat French cultural thing, you see.
But if you then are dragging in what | call ‘Lesiaumles Giacometti' or ‘Les amis des Jean-
Paul Sartre' and, of course, there were a numbertists who were in that, in that set up, and
this is what you show. You add a Picasso, simphalise you can't, you must have a
Picasso, one rather dull Picasso, but then, reallynyy mind, a second rate show. There were
one or two people who would have been, if you attingy on a show post-war Paris, if you
have, say, fifty artists and you could easily héftg artists, you should have certain people

like, say like Dubuffet or...

He was in the show.
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That's right, yes, that's right. Or the GermarchiRir. But some of the others were really
small beer, quite honestly. | won't mention namas.nBut it was a, to my mind, the worst
aspect of it to my mind was that you can't now daundy, have
an exhibition called 'Post-War Paris' because tagysay, 'Well, you have already had one'
so to speak, well, you haven't really, you see®rd@fwas an exhibition a few years previously
called, what was it called 'Aftermath’ or somethiikg that, which was proper...more
properly speaking post-war Paris. But for the Tdleat was not in, that was in the Barbican
or some place, but for the Tate to do that, | thirgs, well, | can see why, but it wasn't, |
mean, to the average gallery-goer or to the avguagson they would have to presume this
was what happened in Paris after the War, in #d f painting and sculpture, but it's not by
any means the whole story. And they're not goiniget able to say, well, it's, it's the literary

thing Existentialism with illustrations, when rgathat's how it came out, came about you

see.

So, certainly you don't deny the, the place off8ahd Camus at the time, but it's this linkage

and, with the actual visuals...?

No, but this is to, to try to sort of maintain thétat was the créme de la créme sort of thing, |
can't think that, you know, the Existentialist tipwas necessarily understood. | mean it was
important to those who were philosophers or writerg&shatever, but to painters, it was not
really the only thing. | mean I didn't, | mearohe knew these names in Paris, but | never
read any of this Sartre stuff and | can't remenaimgbody running all around, talking about
Jean-Paul Sartre or Existentialism. It was prop#ie, | mean, it was probably in retrospect
those who decide how the history of philosophy gpesbably certainly decided that was a
vital and important contribution. But it probabiyasn't the only one. Who the hell knew
about what might be happening in Germany, or Aastr Italy, or Sweden, | mean, you

know. But it happened in Paris and it was builtshmll we think, and | regret that this
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should happen in this way. And, as | say, a gla@riopportunity missed, because it could

have been marvellous to have really put on a prepew of post-war Paris. And, what about

the COBRA movement for instance, wasn't that somettif they wanted to drag it in,

surely, | mean, there is something Existentialsiid Appel or... (laughs)

Presumably, it also gives a kind of image, of alkof separate grouping of people?

Well...

..... that mixed together and exchanged...?

Yes.

..... whereas...

But as I, you got, you got the impression thatlyeahs, apart from what | have been saying,

you could probably nominate the, the artists whoevghown were in fact 'Les Amis des

Jean-Paul Sartre' who happened to sit at the Qafé Wwith them, | mean... (laughs)

That doesn't necessarily make them existentialist..

Well, it doesn't make them great artists eithet; gee, this is the thing.

(PAUSE)

This is the third session interviewing William GeéaiGeorge Road, Edgbaston. Bill, | think,

can | ask you, you returned to England in 1950yamdwent to live in Buckinghamshire.
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Yes, well, | had a friend you, who, in London, wied a cottage in a hamlet in
Buckinghamshire, this was halfway between High Wybe and Princes Risborough and
they lent us this cottage, it was a tiny affaimyfow, it was some place to go and we
established ourselves there. Well, we lived tladeut six months, during the winter in fact
of '50 to '51. It was a very tiny place, and ofise we had a baby, it was a year old and my
wife was pregnant with another one, and, well waagad, but
it was pretty, pretty rough shall we say. Now themas about this time that the plans were
afoot for this Festival of Britain, and | was iredt to, to paint a big picture for the 60 Painters
for '51. And the system was that you selectedsite of the picture you wanted, and the
nature of the canvas, and this was solemnly deld/és me at this cottage, in the middle of
nowhere. The canvas was so big and the cottagesavamall that | had to strip it down. | had
to take it upstairs and re-fix it upstairs in thiide room, a kind of bedroom place, and when it
was finished | had to undo it and bring it dowrthie same way. (laughs) And then it was
collected by the Arts Council

and went into the exhibition and | was awardedizefn due course.

Before, before we go further with that, obvioustuywere describing, you had a little studio

space upstairs did you in the cottage?

Well, it was the, the cottage was really one dowh @ane up, with a kind of scullery on the
edge and an outside loo, there was no bathroomydhiag like that, there was no heating,
apart from a kind of stove, | mean, there was ehkih range thing, and you ate on, | can't
remember if there was gas or not, | think, | ddtiitere was, probably just the electricity and
maybe a ring, an electric ring, it was pretty pting actually. But, anyhow, fortunately,

about somewhere like April '51 or maybe March &1rjiend of ours mentioned that there was

a place nearby, about a couple of miles away,raHfause, which was empty, rather, it was
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available shall we say. And we went over to seddhdlady, who was in fact a Lady called

Ishbel Macdonald who was...

Which village was this?

What?

Which village were you talking about?

Well, this, the, it wasn't really even a villageté again this was adjacent to a small village

called Speen and she had, she had an Inn, a labgépt a farm, a whole farm, with a

farmhouse. Her husband had died a few monthsqurshyi, and so this place

was available to rent, furnished, and we went &g, and she took us on, and we rented

this farmhouse, which was a beautiful place aggyalhd quite large even, with plenty of

space. But a real working farm, | mean, the cahiegp and pigs and horses

and every damn thing, chickens and so on. It waslaworking farm, but we lived there for

two years, and very happy. My second son was inatfme farmhouse in fact.

So you were able to move from your, your first plaas a small, as you described a small

cottage...?

Yes.

..... moved into a larger...?

..... this was much better, a better...
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Yes.

END OF F4741 SIDE B
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The, the other, it was actually, probably, oh, neyhte seventeenth-century, the building, |
mean, it was half-timbered and built of brick ahidtfand so on, and beams and so on. But,
since it had been, Ishbel Macdonald had had thisepsince

the mid-thirties, or even early thirties, and thieael come to the place, obviously, during the
period of her father's, when her father was Prinieidéer and had come lots of the, the Prime
Minister himself and cabinet colleagues and sdamthe

weekend.

Who are you talking about? Which Prime Minister?

Prime Minster Macdonald, her father, sure. Anddheas even quite an established library
(laughs) and in a kind of cupboard above a, irkitehien we found a whole lot of the sort of
thing that happened to Prime Ministers, like préston caskets and

trophies and things from the Freedom of the Citiz@itester or something, you know in a
kind of scroll, there was a whole lot of them thgust in a cupboard, you see. But that was

all very interesting, you know.

Actually, from Paris, were you very much looking tm move into the country, to get away

from the city?

Well, this, | think this is in a, well, it wasn'tgmned that way, | mean, these things are forced
upon one to some extent. But, put it this wayt thany, many artists of this School of Paris
even, were, had, had enough of Paris and had eefilgiso to speak, to the country. | mean,

or hired the premises out in the country away ffeemis and...
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Some of your friends?

Yes, indeed. And, but certainly, of course, yoownthe greats, like Cezanne, Renair,
Bonnard, Braque, Picasso, they all had, and Matiksg all had got out of Paris. They may,
they may have retained a base to some extent &ytnreded to get away from the maelstrom
which Paris was, | mean. When | was there, | mbgrhe time | was leaving, | mean | knew
S0 many people and you were continually goingxbilgtions and mesages and meeting
people and so on, and so on, and after a whilgslguvell, | want to get out of this and do

my own thing, |, you, | knew what | wanted to d®aris was no longer, so to speak, valuable,
in that sense. Itis to a young artist who likesee everything that's going on, and make his
decisions, and select, and have preferences. \Bsdyothe mid-'50s, or 1950 | knew where |

was going pretty well. So | was pleased in a sémget out of it.

Were you also encouraged by the signs of a smaliyof artists turning towards abstraction

in England?

Not really. | mean, the, there were very few, koow, of my ilk, in, in England at all really.

Or, 1 didn't know them shall we say. Because | baen, | had no contacts really with

England, | had been there, briefly, in 1948 wheneht...

You met Lanyon...?

Oh, yes.

..... and Roger Hilton, did you know him?

Not then, no.
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When did you first meet, meet him?

I think it was later when | more, when | settled.mndon, probably 1950 | should think, I'm
not certain now. Of course all these things dvé hazy. But certainly | went down to, to,
St. Ives, | don't know if Lanyon was there, | melditton was

there at the time even, certainly Lanyon. PedkéeBryan Wynter and John Wells, Willy

Barns-Graham, and one or two of that ilk.

It was at Gimpels you must have seen certainly salmséract work coming through, they

were giving shows to certain abstract work by Bhtartists? It was slowly emerging?

It was slowly emerging but, I'm not again sure wheell, Lanyon, | think, he was probably
beginning to show in Gimpels, but probably a litdeer, and then later on Hilton, in fact,
showed in Gimpels. Gimpel was the main, the maanagarde

gallery in London at the time really, | suppose.

| suppose, just asking, some people might finttrérge that you came back to an England

that was only slowly moving out of it's kind of pincialism?

Well, I, I think this is true. Put it, it's diffidt, | mean, the thing is this that we're talking
about the immediate post-war period, now thent @fsll, it was difficult to go and live
abroad. | mean, there was a great limitation eeigm currency for instance. When | went to
live in Paris. | had to make all kinds of spe@aiangements even. You know, pleading that
| was an artist and wanted to study in Paris ahthal. But you were limited, | can't

remember, but you were limited to a certain
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amount of money, so there wasn't as much to-ingranithg to Paris as there would be later
on, or before the War, you see, first of all. Ahdn there was, there was very few actual
exhibitions or galleries, commercial galleries, whny work from Paris or wherever. So there
was, or certainly nothing from America either, batt | suppose, they were a bit cut off, in a
sense, maybe some of these artists probably gogstw Paris or they, and again there was

very few magazines even, there was really rathiég Bvidence of what was going on, as

there is now you see.

And, presumably, the Festival of Britain, this coission, was really a kind of chink of light,

you know, that was being presented to artists?

Well, in way this was at least a gesture on thé gfathe government if you like, the Arts
Council. They selected about 120 artists, oh, fasghs) and boiled it down to about 60. In
the catalogue of the exhibition organised by JaHesilton he lists all the artists who were
nominated to start with and then it was boiled doamd so on. The original intention was to
be 60 artists for '51, | think, finally, there wesé only.

And, of that 54, there was probably not more threiad that you could say were remotely
Abstract, these were Peter Lanyon, possibly ViBasmore and myself. This was the kind of
general impression of the show. So that when lavearded a prize there was an uproar in,
even in the House of Commons, about this wastexqiayers' money on this piece of rubbish

or something, you know, the usual nonsense.

We are talking of the painting itself, it was cdll&utumn Landscape'...?

Yes, that's right.

..... which, in fact, | couldn't find a reproductiofy but could you describe it?
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Well, it was, it's size was seventy by fifty, ngasix feet say, painted in this little cottage that
| told you during the autumn, well, it was Novemteecember '50 to '51 and it was a kind, |
don't know, a hint of, you could hardly say treerie but growing biological forms with a
kind of general sweep of atmosphere. The colousiag autumnal, there was a hint of falling
leaves and so on. All this is what a lay personldgee but not me, | mean, | didn't put these

damn trees and leaves and bushes in, but théres isquivalence, shall we say, of such

things. Anyhow, it was a gr...it was well receivadthe judges presumably.

Was that one of the largest works you have domate?

At the time, yes. Because this is the other thiivag in those days you couldn't, you couldn't
buy, you couldn't have large canvas... (laughshé&y weren't avail...I mean you couldn't, |
mean the things were rationed even. But the AotsnCil made a special point that they
wanted large paintings and they were going to sypbey supplied the canvases, you see. In
my case, | told you, they solemnly brought thisvanfrom London to my cottage in
Buckinghamshire and | presume much the same to#mey artists who had specified what
they, what they wanted and, they were very godtli;x But the thing was that the, they
realised that | think it, it was a mistake in soweys, because many of the artists, | think it
was defined that the painting had to be a minimféinsay sixty inches by fifty or something
like that, you know. But many of these artists @vaccustomed to doing fairly small still lifes
or portraits or something. Really, it was quitgdoed them in a way, and the results showed
that they weren't working to their natural scaldy work was quite happy in its scale, for one

thing, so that it seemed to be successful.

It's interesting that you mentioned scale thinkmog, of your smaller work in Paris...?
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Yes.

..... a lot of smaller work...

Yes.

..... though you had also already painted on caroibsn canvas...

Yes, yes.

..... and then making the transition or do you ses & natural kind of move to that larger

canvas?

Yes, it was at the time. Actually | did, | mearhat | did do, it was probably an idea, |
additionally got two more, two more, canvases offawn bat. | mean, | bought two more
stretchers the same size, and | got, by this timad in contact with a,

a linen manufacturers in Fife, in Kirkcaldy, angdt some canvas, raw canvas, from them,
and primed it myself. But | actually did threemt&igs on this scale, you know, in a sense to
say well | will pick the best of the three for thleow. And the one that | did do was on the

canvas they had supplied.

So you actually selected from that...?

Yes, | did, | had three, three paintings. | $tdlve certainly one of them, here, now, of the

three that | did at the time.

Was that a difficult choice, or how...?
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Not really, no. I think the one, it was the fin&lvas 'the' one, so to speak, of the three. And

the other one, well, the other two | think, | thithle other two...

What are they called?

What?

What are they called?

| can't remember. | think one was called 'InteBtnucture’ or something, it was more of a

sculpture thing in a way, you know, not anothertt&on Landscape' anyhow, you know.

And would, did you know where these were goingdady for example, did you know the

site for the painting?

Well I didn't know, but | think the fact is the st the first exhibition of the works were
within the new Burlington Galleries in, in Londoithat was the first time | saw the
exhibition, or, you know. In fact, what happeneak, | also had a one-man show

at the same time, in Gimpels, this was at the ¢ane& the same month.

And was that the first time that the critics camed what, what was the...?

Well, the, the, there was a lot of coverage ofdhews, and | think the critics hummed and
hawed, some of them, you know, appreciated thgait this is great, or, but the, the main
public reaction was of course from the lettersh® Editor and so on, and even questions in

Parliament. And the amusing thing, of course, thasthe, the, there was a press release, |
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suppose by the Arts Council, and they issued phapdt of the works which had been
awarded prizes, and these were reproduced in §ig papers and, you know, you could
imagine at the time, a tiny little black and whiggroduction probably measuring about three
inches by two, say, in the Daily Telegraph, and ediately got howls of protest and letters
to the Editor and, and the, the (laughs) the ekbibhadn't yet been open! | mean, would
you believe it, none of these people had seenitherp. (laughs) And so | was forced to
write, forced to write a kind of defence in whickdid that, well something like: 'The attacks
on my picture '‘Autumn Landscape' are somewhat pxgaaince it has not yet been

exhibited and, surely, to criticise a six foot gaig which is rich in colour and texture from a

tiny black and white is surely somewhat presumps@b1Or words to that effect.

Was the Daily Telegraph leading the attack?

Yes, the reason, for some reason the Daily Telégnags the main, the main paper of the
time, well not the, not, but anyhow the most @& tdorrespondence, and of course there was a
number of people defending me, including some..esora like Edith

Sitwell writing...

What did she say?

Well, that | was a very intelligent writer and tiste felt that justice should be done and so

on. She defended me anyhow, Edith Sitwell no kgss,see. | mean, | didn't know her. And

such people, there was so much interest in theenthag at the

time. It became a kind of national affair. (laughs

How did it end up in the House of Commons?
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Well, the, someone put a question to the Chancefl&xchequer and how he should,
actually, in Hansard you know, and I think I've gatopy of Hansard somewhere, but
someone, some MP put a question to the Chancéltbed=xchequer, asking if he was
satisfied with the expenditure of public money gpicure which had been described as trash,
or words to that effect. And the Chancellor of Ehehequer, who was Hugh Gaitskill it so
happened at the time, had to get up and defenpluttohase.
More or less saying, well, the judgement had beadetby a distinguished international jury
and that this particular picture was one - only enéfive, which represented a fair cross-
section of Brit... Words to that effect, you s&at it was

actually defended, yes. And, meanwhile, there &l in a little, in a farmhouse with my

wife expecting a baby, (laughs) and no telephoreafse, either. We didn't have a....

And the journalists flocked did they?

The what?

Did, did the journalists flock, and come and...?

Oh, yes. | had odd, oh, yes, | had odd journ&iish the Daily Telegraph or even Picture

Post even in those days, came to see me.

I mean, was it a useful kind of debate or not y&alWas it quite superficial?

Well, it was, it was in the early stages it wadlyefabulous to me, | mean, there was |, an
unknown young painter, receiving national attentiémd, of course, it was within the
tradition so to speak, | mean I, one knew thaueiily any avant garde artist any where, any

time, was, this is how you start off, you knows #till happening today unfortunately. You
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know, your work is attacked and that's, that'sfitls¢ step on the ladder, you see. And, but, of

course, after a while it got a bit tedious becayseu would think it had stopped, and then

the exhibition was transferred somewhere else lamgicture was hung upside down, and

immediately you start up again, or, and,

of course...

It wasn't illustrated upside down?

It was.

But it was hung upside down...?

It was illustrated upside down in, in one of théat@gues, yes, which | never even saw but...

For a touring exhibition?

Yes, yes. But (laughs) anyhow, as | say, thepafse, the, the exhibition was toured all

round, | think even it came to Birmingham at thigt, too, in fact.

Presumably the painting wasn't hung upside down?

Oh, no. On one occasion, | believe, yes. But tjragually sorted it out. (laughs) And it

went all round the country for, oh, seven or eigloihths | presume, you know. It was shown

in half a dozen different provincial cities, yolese

Presumably your painting...?
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And | presume each time that it was shown thatdbal, the local, well, there weren't any art
critics in the provinces, maybe the local, locablttime reporter would report on it and, you

know, the usual thing.

Your painting was the one, the 'cause celebre'?

Oh, yes, they would reco...oh, yes, this is thediasrnAutumn Landscape’, you know, and
give their ideas of it. Anyhow, but, but meanwtifecourse, as | say, | had this exhibition in
Gimpels and, you know, the crowds came, and thaseanot of, and, indeed, a number of
sales accrued from all this publicity because tesee people, they said, 'Well, he mustn't be
all that bad if he's awarded a prize by distingedésternational jury,’ and so on, and so on,

well, anyhow. But it was useful publicity at theé and...

Were there kind of two camps emerging, certairilg,dritics that were supporting young,

modern artists, like yourself and...?

Yes, | think this is true, yes, in a way. Thoubbaring in mind, that this was really the, the
first manifestation of official Arts Council in eftt, government, support for, you might call
some aspects of Modern Art. You know, this wagyastep forward, the, the whole of the
Festival of Britain was in fact encouraging thetbesart and design of course, too, and
indeed in all aspects of British engineering afeldind culture and so on, too. So that, you
know, it was a good step forward after the Ware Whole idea was to regenerate the life of

this and the country after the War.

So it was an encouraging kind of time?
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It was actually, it was a very, | mean, of cousgm) know, it, it, they were not, it, it wasn't
only in London, | mean they had many, many fessial over the country although a small
scale, | mean it might just be a village féte ansthing, but, you
know, the whole, the whole country was involvediway, in some small way or other, you

know. And in some cases, probably with exhibitiemen, art exhibitions of some kind, you

know.

| suppose, possibly, you could argue that, thatdiseng of the arguments were unfortunately
not followed through subsequently? Perhaps thwedys happens that you get the debates go

to a certain level and then perhaps...?

I think this does happen. And why not? | meas ihbound to be something else crops up,
it may be another, | mean, for instance, | think/b@aother things happening in the world,
not only in the country. | mean the Korean War stilson as |

remember about that time, too, and so on. Or tmaghave been some massive railway
strike or something or, you know, or some crisithie football world. But, you know, the

press is, is always looking for the latest, thedatrisis or story.

And, in hindsight, do you see it as a, a, it wataiely a great help to you, though, | mean,

could one also say that it also gave you a lalz| that could be, have a negative effect?

Well, I think this is another thing that it some&msticks. You see, the, you know...

How do you feel about that?

Well, put it this way, that within a couple of yeany work was beginning to change again,

and move forward and so on, and then again, amxtibited, and it was suddenly rather
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different from the things | had been doing. Andcofirse the press, the critics even, weren't

quite sure, they didn't understand. | think thisrene of these, the headline: '‘Changing Gear'
it said you know, (laughs) as if this were pejoratand, so you know, so that, you know, the,
and that particular new thing | was doing was pbdpao far, so far removed from the image

they already had that it was regarded as, | dowtk a massive change and a different

approach altogether, you know.

Perhaps | could, here, we could just look at thebaye, these are two illustrations. One is of

the, it is entitled 'Gay Landscape' | think it'8.:5?

Yes.

..... it's in the Retrospective exhibition, at Girlgpe

Yes, yes.

..... the '61 exhibition...?

Yes.

..... and then there is this illustration of a woso years' later, which...

Yes.

..... is called 'Interior with Sculpture'...?

Yes.
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..... in the exhibition 'William Gear and Alan Davie

Yes.

..... Edinburgh Festival exhibition. And you, yoemtioned this change, | wondered perhaps

you could talk us through perhaps with these tlustitations?

Well, this is a bit, a bit sudden, a jump from aae¢he other...

Yes.

..... but obviously there was a development thraiogihis other piece the 'Interior Sculpture’,

but...

Could you talk a bit about 'Gay Landscape'?

Well, this is very typical. This is still, the,arkind of thing that | was doing with ‘Autumn
Landscape'. It was obviously, this was done inftis, in this farmhouse |

mentioned in Buckinghamshire about, what, maybhte&n months or so after the 'Autumn
Landscape' but it's still in effect a landscapgpii like, that is a hint of growing things, of
trees and hedgerows and blossom and colour ofpoéis and so

on, and a hint of the movement of light and cloadd so on. So it's all, still, in a kind of

abstract landscape tradition in a way.

It's got this kind of soft, loose, kind of edge tmurs to...
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Yes.

..... to the work.

Yes. It's more Impressionist, if you would likeuse that word and, it was a very happy
period. |did a number of things of, in this vedibout the time. This other one, in fact, here,

is now, this one is rather similar...

At the bottom?

Yes, here.

..... 'Summer Garden', 1951?

Yes, yes, it's about the same sort of approaclvasge. But, already, there you see there's a
hint of structure, of an armature so to speak, batithis was something, even here, there is
always this, this hidden what | call ‘armatureSwucture, to hold the thing together which is
really, in a sense the, you might call the landedagdition, that is, there are trees and hedges
and poles, and telegraph poles and so on, but

there is a kind of vertical structure holding thang together. Now then, in due course, |
presume, it moved towards sculpture, that is, ke thing a stage further. My works
became more and more structural so to speak. Aulilhg up, well, not ending up, but this is

really, this big, this is really quite a big paigiin the Hunterian Gallery in Glasgow now.

It is interesting, it is horizontal.

Yes, yes.
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Rather than vertical, in this instance.

Yes, in that instance. And, but this is it. | $aypeople that | was perhaps hankering to do
sculpture, many artists do, many painters turrctdpure at times. And | was, it was in my
mind, but what | was more interested in pa...imp@ag, as such, and colour and texture and
so on, the sort of thing, but | end up painting egally this is, in a sense, a design for a
sculpture. And, what | would have said was | dgive a

young scul...my design, er, and say, 'Knock itapnfie.' And say, 'Well, the white will be
sheet steel painted white, or you've got orange,'sm on. But | couldn't really be bothered
with the ironmongery or the, the carpentry, or ddime thing. And | did a lot of pieces, on
and off, this sort of theme, of, of sculpture, gafig speaking, sculpture prod...in fact there is

one hanging in the Tate Gallery now.

Indeed, it's called 'The Sculptor'.

It's called 'The Sculpture'.

1953. Quite early?

That's right. In about the same, well, it's altbetsame time as this one is, you see, and...

Very dominant green in it.

Yes, itis, itis a, itis a, so to speak, a paigtdf a sculptor sculpting, if you see what | mean

(laughs) and it's hanging in a rather speciaklitiche of its own in the Tate

Gallery at the moment.
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| think that, the label in fact comments on thergection with the emerging group of British

sculptors at that time. One thinks of Lynn ChadwiReg Butler..

Yes.

..... and Kenneth Armitage?

Yes.

Had you met these people, and were you influengesbime of the things they were doing?

Well, the, the one, what's his name? Gimpels icdytahowed Lynn Chadwick and | think

Kenneth Armitage at one time, too. What's his nahmepther guy you mentioned?

Reg Buitler.

I never met him, | never knew him at all actualBut | think it was something, it was in the

air possibly, and the, the, mm.

Had you heard what was going on in Venice, or olisfipit must have, people knew, | mean,

they must have been talking about this, this nawpsere work...?

Yes, | think that the, it was in the air, | suppasés difficult to point out, but, you know, the,
there were a number of younger sculptors, Brit@h®ors, who were, you know, receiving

attention shall we say? And...



# $%
(** ++ 56 )6)3
/- 2=5
For example, Herbert Read was a great supporter.

He would probably be. But the Arts Council and Brgish Council this is the point, too, you

see. Though I can't think that | had any, so sakpinfluence by any of these people in this,

I mean, you may say that someone like Caro, tersyadfter

this, was doing this very thing you see, it's tltestory | might come to now and again.

(laughs) But this could have been a Caro of, sayears later, or even more. See what I'm

saying to you? Anyhow, a month is passing (laugius)..

So you were in a sense, sculpture was offeringaykimd of source...?

Well...

..... for this structural work?

Well, a new, a new investigation. | mean, agagy gan't go on, | could go on doing this for

the rest of my life, like a Hitchens and be celédtaand famous for it, but I'm not going to

work, do this for thirty or forty years surely, lean you just get bored.

Did you find it in works like the 'Sculpture' or?.

You see, there's another, there's another thirrg tiieu see, another piece of...

Yes, we'll be going on to...

There's this minimalist thing again, '53 already gee.
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Indeed.

Yes.

I just want to ask you. Did, did, with this wotke sculptural work, did you, did you find in

it a means to perhaps to discipline, in a sensat wbu were doing at the moment, to find a

kind of form of working in a, in a disciplined wayPhat perhaps was moving, you know,

obviously moving away from your earlier work. Thilsis connection with sculpture was a

means into that...?

I think this is true. In a way that if you are ithirfig a form, put it this way, this is a design for

a sculpture as | was saying, the, the, it's likergineering design, it has to be pretty accurate

or sharp, you know, you can't have a fuzzy linenile§ a piece of sheet steel. So that it has

to be, by definition, something else rather moréngel.

Were you actually quite serious that you would hi#exd some, a form such as this?

Well, look at...

..... to actually be made?

..... this, this picture is actually, | can't remenH think it's about seventy by about, about six

feet by...

'Interior Sculpture’, yes, | think it's fifty by wenty?

Well, that's, you call it six feet.
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Yes.

Put it this way that if | had done the sculpture@uld be bigger than that, even bigger.
Where, where in a (laughs) small room somewhere kyow, this is what | am saying. |
mean, at the time, that | would, if | was goingctory that out it would

have to be, say, ten or twelve feet or more, thergldn't be much point to it, but how and
where and how long and much would it cost to dé?thishave done the painting, it has been
bought by an important provincial gallery - enougbéid! (laughs)

But, as | say, it could still happen that the Huiate Gallery could say, 'Well, look, there's
Gear's design, do a sculpture for it." If theyddar it, paid some kid a, you know, two
thousands pounds to do it, with what materialsi'tld don't know, why not? | wouldn't be

bothered quite honestly at this time of day anyway.

So this time you must have thought, in a sensé sthdpture and painting were moving quite

close together? There was...?

Not really. They are not separate obviously, tuall], any sculptor does paintings and
painters do sculpture, or they have that intent aod/again. But | don't, | don't separate

them all that much, you know. | mean it's alltprthe same activity really.

Do you regret, in a sense, not realising someeddhdeas in 3-d form?

Not really, you know, it was sufficient and of cearthe other thing is, | mean, this is one
picture, | mean, probab...I probably worked on gasticular, it's only one of many of that
time which are all over the place. There's anopiere of this

kind and colour apparently it's in...
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Well, some areas have to dry or you're, you'revidegisomething from the other thing that
needs to be done here, you know, it's a, as lldearlier, that working on 'Autumn
Landscape' | had maybe three things going andsésul working this way,
| always have done, | have never, | don't just €tae picture and finish it in the course of a
fortnight or something, | usually have two or thggeng at the same time. Some, in part,
from a technical reason, in that especially inpaiinting, the
thing is getting, it needs to dry out a bit oreteds to be changed, but the, the obvious thing

is, | am doing something here, something is hapewith this one which is what this area

needs and, you know, this is how it works.

Obviously we haven't got the real thing in frontust..

No.

..... but it seems that there are areas which dte spno...about line and about the drawn line

and form as opposed...

Yes.

..... to more blocked in, solid, areas which...

Well, you see, there's a variation going on hemedn, there's the, as | say, the white, which
could be plaster or could be sheet steel paintetkwaind then there's the orange beams, or the
yellow beams, and then this little, this white,dbdlack marks which can be rods of steel,

and so on. So there's a variation of, of elemiantse thing which is, you know, what |

would have wanted. But, you know, it would be ayve
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interesting sculpture as | see it, | should haveGQgoo to knock it up for me at the time you

know, though | didn't know him.

Quite complex in it's texture, is that right?

Yes, indeed. This is another thing that, evemé'Sculptor' in the Tate, there's an

elaboration of texture, a variation of texture whim a sense, is imitating what a sculptor,

sculpture would be in a sense...

Building up...

..... building up but, you know, the, the surfaceasmportant in sculpture. It wouldn't be all

smoothy, smoothy, but, you know, | would probalslyin many of these paintings | would

include some sand, say, in among the paint, toiggeoughness. Imitating, if you like,

stone or plaster or whatever.

Were you, | know that really, also at this time yeere beginning to work with the palette

knife as, as well. This came into...

Well...

..... certainly with your, perhaps your more miniisialvork...?

This is not a palette knife so much as a broadpstra

Oh, it's a scraper?
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A scraper. A palette knife is a small thinny litthéng, | would never use, but a great, a

squeegee or a large, broad scraper, say a foiveonth scraper to, to put the paint on, or to,

to.. (PAUSE)

How did you begin to use that, that, do you reaadll how that came into your work?

Well, I think the influence there is probably Da&twho was doing this sort of thing.

We are looking at '‘Grey and Ochre' which is...

Yes.

..... 1953. Quite early then in, as a minimalistcalled minimalist work?

Yes. Thisis '53 and...

| also have here 'September Structure' which is...

Yes.

Yes. There was a number between these. Therd migh be another one of '54. Is there

one in there, or, or...?

I'm sure, I'm sure...
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Yes.

..... there's a series...

..... there's an even more interesting one whisfeig like this, this fellow Scully, for instance.

At the moment?

That for instance.

More recently? Yes.

This is '55...

..... called 'Structure, Blue Vertical'.

Yes. But...

Would you like to talk about, in a sense, those, taal...?

(PAUSE) Well...

How do they relate? | am interested in how thégteeto the sculptural, if you like, phase?

Well, it's still a sculptural thing in a way isit? | mean, this is much more involved

obviously. But this, this again, could be made iatsculpture, you know. But, again...
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'Structure, Blue Vertical'?

Yes. You know, one could make this quite easily the, the thing is this that, as a painting

it is much more, much more indistinct shall we s@ye colour, the tone, the texture, there's a
variation of surface or texture ...it remains angiag, this is the thing, it remains a painting.

It remains a scul...a structure, a minimalist sty if you like, but it, as | say, can be
enjoyed as a painting. Put it this way, if you maois

thing, you know, you can have a, it could be madehunks of wood or whatever, it would

be less interesting to me, put it this way, to miakieat, than to paint it this way, you see.

And that is one of the best of, of that particgesup, of, at that

time. But as you see, this was coming on, sag,ithbne of the earlier ones when | swi...|

didn't switch suddenly, but I...

How do you describe that then when people writauatias, if you like, this development in
your work. How, how do you see it yourself, thesrdlopment? | mean, the critics, if they

said, 'Changing Gear', | mean, this...

Yes, indeed, yes.

..... doesn't get us anywhere. How, how...?

Well, it's a very complicated business obviousljere can come a time when you are doing,
doing a particular kind of, kind of work wheretiiere can happen a revulsion even, almost,
that you, (laughs) it gets too easy, so to speakoo're, you must

be self-critical and be prepared to say, 'Alrigie done this, I'm not going to churn it out,’
which some painters can't do, especially if itecgssful. And you know, you can take a

suggestion even from the working on a canvas, ssipty sometimes from seeing some
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fantastic painting somewhere else, it might be EhMaster even. But anyhow, you have to
be aware of this possibility and this, this prolydithppened. Now I think in the case of one
or two of these things, it was about the time thed seen a major exhibition of de Staél and
who, you know, really was 'the' most important pairmnywhere at the time, I'm talking
about '51, '52, '53 or thereabouts. And he wabghly sufficient to divert one possibly even

into something a bit tougher. And especially ia thatter of matiere, matiere. Now then,

bear in mind that matiere was expensive, shallaye @aughs)

You're talking material, paint itself?

Yes, solid chunks of paint, | mean, he, | visitéa im his studio in Paris about that time, or
earlier, and | mean he, he worked, he had a grgado kilo tins of paint. You know, there
was no question of little tubes as | (laughs) astmeople in London were having, a little
tube of, and being very cautious with, canny witbcause paint was rare and expensive. But,
anyhow, the very luscious, richness, of his workpably, you know, was a delight and
something of a revelation even, and | think theas & 'kicking off' there at that, from de
Staél, | think | have to admit this. Not necedgardpying his things, | mean, they don't
resemble it in any way but the sheer

enjoyment or the natural evolve, evolution of piginand matiere and the luscious element.
Because this one is not in colour but it's actugtly and orange...ochre, you know, this
particular one. But | was able in this was dan€anterbury...when I lived in, we moved
actually to, to a, from Buckinghamshire, Buckinglistume to a village in Kent and this would

be...

To Littlebourne....?

Little...Littlebourne. But I, | found in the...
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So that was in 1953...7

Yes.

..... S0, in a sense, 'Grey and Ochre' that weoaldrlig at, unfortunately in black and white,

that was done in Littlebourne?

That's right, yes. Yes. But I, | found in the Ibbardware store in, in Canterbury, they had
these tins of, of oil paint, large tins, it was eaercial oil paint, but thick, now then, not just,
just household paint, but thick pigment in oil. dAaf course the, | would buy in several tins
of you might call the basic, basics, | mean a thilkg an ochre, you can't go far wrong
obviously with yellow ochre. And I think the, Imember the big area is in great big slabs of
yellow ochre. And much of the rest of it is in wehwith black trimmings and so on. But,

anyhow, this is how this thing came about, | presuyes.

And the colours have, have changed? | mean, thekiey're simplified but they are also

more neutral aren't they?

In that particular...

In that particular...
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Yes, in a way, it's much more sensitive and leaslbshall we say, and all the better for it

perhaps, that one anyway. This one, as | sag,asin a German collection somewhere, it

was shown in Frankfurt Art Fair, | think, anyway.

'Structure, Blue Vertical'?

Yes.

Yes. That's quite square isn't it, that...?

It is awfully square, | can't remember off handt ive very nearly square, yes.

I think you, talking of matiere, you've mentioneztually in relationship to, to another

painting, downstairs, | think 'Sussex Landscapés,\tery strong use of application of

paint...?

Yes.

..... texture, that you're working with...

Yes.

..... that you feel that you were, it was very myolr own, you were evolving that approach,

I mean, it is a recognisable feature, or it conerhi@ps later in the '50s, this, this textural use,

very strong gritty kind of...

Well, you see, take this one, for instance, | meaeh of these...
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'Structure: Blue Vertical', yes

..... each of these pieces has, have literallyfargifit colour, a different tone and different
texture. Now then, there are those minimalists wiight just square up a canvas, you know,
a rectangular feature, or a horizontal featurejastpaint,

paint one bit a flat grey and the other bit a filtk or something, you see. But, as | say, that's
not enough for me, I need, | need texture, | need,tl need the thing to, | mean, a painting,
which is a different thing from the conceptual iddgurist, minimalist, abstraction, you

know, it doesn't really appeal to me, and I've gswmaintained that this remains a painting,

it's not an illustration of a, or a...

Or about...

..... pedagogic insistence of a proportion and so on

Yes, | think that, that says a lot. | know in '&fjttle bit later, there was a very important

exhibition at the Redfern: 'Metavisual, Tachistbstact'.

Oh, yes, yes.

And | think you, you showed ten paintings in thehigition?

Did I? (laughs)

| haven't got the catalogue as far as | know. gttei
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Perhaps | can quote? Because it seems DennisiSutbde the preface to that and |
wondered what you might comment to his prefacéab ¢xhibition? Saying, this is what he
said: 'What is the meaning of such painting, at, is there none? Is it
that or hedonism or the dance macabre, actionipgintivid, dazzling, amusing, teasing,

even, possesses one single and irresistible qutday of life enhancement.' Do you recall

that?

I don't actually but | would agree with him toertain extent obviously and, of course, it, in

a way, it, it's the kind of attribute you might gito the COBRA artists who were quite

unknown of course in this context, you see. Beténhancement, liberty, freedom of

expression, gaiety, joy, all these, all these othieigs. And it's nice of him to recognise that

possibility. (laugh) What's, what's the photodydpere?

That's actually, we're going to, that's of our gagnat Birmingham.

Oh, | see, yes, yes, sorry, yes.

| mean that term, the word, 'Tachiste’, do you thag?

Well, it was a, it was a French term, | mean, dlaerdecades there's scores of little labels turn

up. There was one 'Nu-agist'. Have you ever hefilte 'Les Nuagistes'? Have you ever

heard of 'Les Musicalists'? | mean, | remembsitivig a salon of 'Musicalists', | met the

President of the 'Societé...'

Where?

In Paris. | mean, there were 'Tachistes' and sd3an it, it was a term...
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You're not too impressed by these...?

Well, no, I'm not all that impressed by these, m#@ough, these labels are dug out by some
aspiring young, young art critic who hopes thatrihene will stick. Rather like someone,
someone stuck the word 'Impressionists’ or 'Impwassn’ or ‘Cubism'

or something, 'Futurism' or something, but | wasenerery impressed by this, yet another,

label.

And 'Metavisual'?

'‘Metavisual' what on earth does that mean? Whed ttat mean? | ask you. | don't think it

has even been used since this exhibition. (laug¥stavisual’, | say...

At the same time there was, | think you have memtibbriefly, the Pollock exhibition in

London, | think it was '58.

Not Pollock, but the New York School or whatevewiés called, | think, in the Tate was it?

Yes. | wonder, as someone who was there at thee tirhat, how do you recall the effect of

that exhibition. Was it exciting?

Well, the, the main, the main impression of cowras scale, as | said earlier, very few
British artists could hope to work on that scabkrta&inly at the time it was being done.
Because we were witnessing the works that had theea in New York, especially in the late
'40s and early '50s, it wasn't, you know, up-teedab to speak. But we had, we had not the

possibility except, as | say, the one off FestofaBritain thing. But
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scale was most impressive and | think | could Haeen guarded enough to say, well, | knew
what was happening in Paris, there were equivg@leople in Paris doing similar things and
not getting necessarily the same degree of applaBisel think this was, that was the main
impression | had, the sheer scale of everythingt den enough, if you boil it down, you
know you try, | could obviously boil it down, whathat would it look like on a scale.
(laughs) Or put it this way, if you take sliddsal these things and project them in the same,

in the same size on a screen, you know, how dodbme out? But, of course, | think |

was...

You are being quite critical.

Well, I, I am trying to be. Because I think anatltieéng was that, as can happen frequently in
that field, the amount of hyperbole as opposedyfetihat went on, or the, the massive
support by, of course this was the marvellous tlvindpe States

that, there were literally hundreds of public gadle and universities and private collectors
and institutions and so on who bought that kinthofg and they had the support, they had
the patronage, first of all, of which one was venyious in

this country.

You saw that? You went to New York in...

Later on, yes...
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That was your first visit?

Yes.

And how did that visit go? Were you impressed Ihatwou saw?

Well, I didn't see a great deal quite honestlyebm, | suppose the main, the main museums,

one or two private views in the, | think I, no, theas a little later on, | didn't really see a

great deal.

..... because already American Abstract Expressimhideen going for some time.

| met of course at the time, | met, what's his nanfRobert Motherwell, and Helen

Frankentahler and what's...Yves...Fred Kline, Klikkne?

Kline, yes.

Not Fred Kline.

Franz Kline.

Franz Kline. And one or two others of that, thiatyou know.

Did you exchange with them, or did they...?

Well, | just chatted with them, you know, | suppolseas at a kind of dinner with, a rather

precious dinner with Robert Motherwell and Heleartkentahler at the house of a patron
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called Alan Emil who had, he had several of my pags, he was a collector in, in New

York, you know.

So your work was, was selling in America?

I had sold quite a few things in the States, throGimpels originally, you know, and to

Canada and such places, but...

Did you feel the relationship was uneven thouglyoiif like, between the American boys

and...?

Well, I, I you see, |, | always held, held Amerisaat bay, | don't know why, but that's, | was,
| was already a European, steeped in Europe, | inead lived and worked in Paris, or lived
and worked in Germany, | was, | had been associitbicthe COBRA people and so on.
Now, as events have turned out, | now feel thaas wght. Because | now know that the
evidence is that the COBRA and associated groupsiiope at the time were very much
more important, retrospectively, than were the

Americans at the time.

Because you have never, in a sense, acknowledgeld ofithe influence of America?

No. Not at all. Now then, who, who does Pollockuence, now, | ask you? Do you know

any local Pollock, Pollocks?

Because | suppose Alan Davie for example, at thet period in Venice...?
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..... of the brief, of a brief aspect, very briepast of Pollock. But the dribble thing was, you

know, just lost, it never happened, you know.

And de Kooning, or any individually...?

Well, again, again, | mean who is, who do you besé¢ days of the de Kooning thing? That
is not necessarily a European thing, a COBRA tleiven, you see. But so that, you know, it,
I think | was right to keep the thing at bay, oméan, having known

Soulages 'und so weiter', and comparing it witm&lil mean, well, the, you can't say one,
one is better than the other, but at least thitkgsthat were happening. Oblivious. This is

the point, oblivious of what might be happening rovere.

Did you come in contact with Rothko at all?

No.

Because he also came to St. Ives didn't he, he méale visits?

| believe so, but I never met him. Well, thishe bther aspect, | presume that, | don't know, |
think William Scott or someone went over to thet&aearly on, and Rothko came to Europe.
I know that he came to Paris probably, too, atstmee time, and visited St. Ives which was
the, the active corner shall we say, where theem@st of the, the interesting artists, with an
American slant, including Lanyon, for instance.

Especially Lanyon even, whom, with who he wouldd&ked to have made contact at the

time.
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Yes. (PAUSE) Well, perhaps we, we can, thatairtlis time also mention that, well in '58

in fact, you, you took up a post as curator?

Yes.

... at the Towner Art Gallery in Eastbourne. Wiy you take up the post?

Well, it was simply that, put it this way that Icha wife and two children, | had been living
as a painter all that time, since | left the aranyd I'm talking, this is about '58, my work
wasn't selling enough. | mean there were the w#thy over, but | was having to work as a,
as a ancillary postman, my wife was doing a binafket research. We sold the car, any
jewellery she had, all our books and records, etaednd we were broke. | mean is that good
enough expla...do you starve with a wife and ckildn Kent, or do you take a job? Well, |
took this job, which, initially, was a very goodjo| enjoyed it. And, the other thing was
that the children were at

the time, what, eight or, | forget now, well, Davigbuld be about eight and a bit and Robert
six and a bit, and they had been at the local mjy&imary school, a village school, and it
was a hice time for them, but it was time to mave bigger town and Eastbourne was the
right town. So everything went like that. | wopletry nice quarters in, we sold, we had

been buying this house on, on a mortgage whichouéa't meet any more.

This was a house in Eastbourne?

In Eas...no, no, in Littlebourne, yes.

You bought a house in...?
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We bought a house in Littlebourne, yes, becauskadeo get out of Speen farm when it was
sold up. But, well, there were simply pressures,ab least | had been painting and making

some, and there were very few in the UK who weyimdy it even or doing it.

Littlebourne was much bigger it offered more spi@ce/ou?

Well, Littlebourne was a village...

But I'm thinking of your house, sorry, in Littlebae the house that you bought there.

Oh, yes. Well it was...

No you haven't described that...?

No, it was a nice big, biggish village house adyyal had several rooms and there was a big

garage which | used as a studio, and a gardencaod.slt was a very attractive Kentish

village and, you know, it was the heart of thetfgrowing. There was all around was

orchards of apple and pear and cherry and hopsastchouses, had a stream running

through the village, swans and so on. It was idealany ways.

Was it an old house that you lived in?

Well, I think early Victorian, probably, or mid-Vigrian roughly, | don't know. It was called

"The Old Brewery House' so, | presume, there had lagbrewery probably, you know, in

olden times anyway.

So you got more space to paint in?
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Yes. That side of it was OK, yes, yes. And | dilbt of work there but...

But the selling was difficult?

Well, I, as we were saying earlier, my work hadrded and some of it was even more severe

of the thing that you are looking at, | mean, iswa (PAUSE) Is that the...?

Indeed, no | think somebody outside. Yes, well.

Is it somebody whistling?

Yes.

| thought it was the...

No, | think it's somebody outside, in fact. Intfduere we have got 'Red Sculpture' that's '58,

and 'Autumn Element' that's '56.

Yes.

Are you saying that in a sense, this, this ministaliork was, was difficult for a lot of

people...

Yes.

..... the collectors, the buyers to accept?
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Yes, yes. | can't remember selling any of that gbthing at the time, quite honestly. |

mean, | had the odd exhibition...

At Gimpels?

..... in Gimpels, with very little return if anytlgn And Gimpels were good in a way, they

would buy the odd thing from me and help. But theuldn't go on doing this indefinitely.

So you stayed at Littlebourne just two, what twarngeor three...?

Oh, no, it was five...

Five years?

Five years, yes, fully five years in Littlebouryes.

So it must have been a difficult decision for yae]l, like anything, to take on a full time job

at Eastbourne?

Well, this is the, the, | mean, actually, | hatiald a friend who, who knew the set up and |
applied for the job, | went on interview and wasegated. But the thing was, this gallery in
Eastbourne, it was in a manor house with stackeah and space. We actually lived in the
manor house, and we even had a spare flat whiatowld rent out. You know, | had a work,
| had a separate studio and a workshop. It wasaatlul place, gardens and trees, in the old
town beside the Parish churchyard and so on. Tikdren went to school and we, you know,

it was a good life except that | tried to acquirerks, modern paintings, and there was
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immediately a battle royal with the local town coilmnd the odd press. But, you know, it
was a battle and | got a bit fed up with it you wnoReally rather pointless. Having gone
through all this already several times, you kndwlo not want to know. But imagine having
to defend
the works of Sir Matth...the late Sir Matthew Smithmean, when you have to sort of, and
find a painting which you had recommended and gedrior a V&A grant or got a ten

percent discount, a major Matthew Smith and haitibgrned down, you

know. You began to say, well what's the bloodynpof it all, | mean, it's ridiculous.

Have you got any advice for erstwhile curators...

Well...

..... pushing and supporting Modern Art?

Well, | know it still goes on. You cannot win. Y@annot win, except to shame these people,
or, the other thing is, it's difficult to shame itinebut if you can show that the painting they
turned down for three hundred pounds is now wdrittyt-five thousand, 'Oh, that's
interesting,' you know, but you don't get any sesfsshame, or, point out that you wished

you didn't, you didn't buy on the advice of youofesssional at the time, you don't have, you
can say this to your gallery, or to the Barber berever, now you don't have the money to
buy that thing, you had then, but you rejectedpibgsibility. But you don't, | mean it's not
worth the bother, it's not worth bothering

about. | think the only answer is: get on with jbie, or say, well, | just sold a painting, |

just. By the way, this is interesting, | just hltgesterday evening, six o'clock, Redfern

phoned me up, it sold two major paintings in NewRkydwo major
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COBRA paintings, two, in a New York gallery. Welimean, these were on show in the
Redfern Gallery two years ago, but, you know, theyen't sold. They have been sold in
America. Well, I'm only too happy that means satobars coming this way to me,

especially. But this is what happens you see.

I mean when you went to Eastbourne in '58, | mé@nclimate then must have been very

difficult because | believe you, you began to Hupean you actually bought a lot of British

Abstract painting, you began to make...?

Well...

..... push the gallery?

..... they weren't necessarily abstract either thagything that wasn't Russell Flint in design

was abstract to them, it was even Communist mindtgeso some of them.

You were taking on a battle weren't you?

| was taking on a battle, but what's it, you knbwpon the battle, | was a casualty if you like,

but | won the battle. | was wounded, but | won liagtle.

Did it help being an artist yourself in this dualer as a curator?

Well, | tried to keep it separate because, you kiaay | had a studio, | worked very well, |

did a lot of very good paintings at the time, tand exhibited in Gimpels and wherever at the

same time. | mean, | actually worked very wellréhe
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So how did you organise your time?

Well, as | say, everything was on the premisessam) there was a certain amount of
corres...l had a secretary, and there was a cemadunt of correspondence to do and a
certain amount of, oh, and of course you were phegan exhibition or hanging an
exhibition or receiving a, you were busy for a deupf days or so, but much of the, the day
time, the normal time, much of this time was my owvas on the premises, | could work on
the premises. If there was a problem, you knomas on the phone

even, so | could work, quite happily and in a futkind of, and | had a lot of supporters too,
the press were very good and then the local avtiste all very good, you know, in my
support, | didn't really need. But you know, thang was at the end of the day, to have to be
hauled up in front of the Town Clerk, who was apearmidable chap actually, he was the
Town Clerk of Eastbourne at the time, to be hauledon the carpet virtually, because my
wife had, at the end of a Committee meeting, whemwere at the stage of tea and scones,
had come in to the committee

room, which was my main room, and just said 'hella, you know, just, anyhow, this
woman, this Chairman, had complained to the TowerlCthat the curator's wife had looked
in on a, and when | tried to say, well, | thoudfttit was a civilized

thing to do for the Committee to meet the wife, ¢teator's wife. But, anyhow, a few
instances like that you see, what am | doing livivith such people? Or | would... END OF

F4742 SIDE B
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Well, | mean, you know, | would come out in a rashmy, my arms and | would go to my
doctor, who was obviously a friend of ours, anddoeild say, 'Oh, it seems as if the
Committee is getting under your skin, Bill." Ardg was what they would call a
psychosomatic illness. Another, later on, | getthost frightful pains in my innards
somewhere, | go to him, he sent me to, to the lboapital and | had Bismuth tests and so on
and | was turned upside down with a view to chegkimether or not

this was a tumour or something, and it was a fis®y as a result of the pressures and so on.

Well, where do you go from there? At the end efday it's not worth it you see. So...

But you touched, also strangely you, you wereis.\fas a good period for you...

Yes, | did a lot of...

..... as regards your work...

..... paintings at the time, including the one whicn the Art Gallery.

Indeed.

(laughs)

Which | would like to talk about in a moment.

Yes.

But you must have been very disa...you were veasgiplined with your time? | mean, you

are able to do this aren't you, you can do varibimgs during your day, but you're very strict

and disciplined with how you conduct your time.tHat right?
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In a sense, | suppose, but you know it didn't woneyparticularly, | just did things as time
was available, you know, I, | would do my duty, lklage say, as a curator. | would probably
do more than my duty in a sense. | mean, | coalelust dropped the whole thing and just

carried on, not bothering shall we say. Not batiteto get yet another Matthew Smith or an

Edward Burra. Imagine getting an Edward Burratffioee hundred quid...

Did you have to raise the money in those days?or..

Well, there was, there was a, a basic, | thinkathgget for acquisitions was £350, annually,
you see. However, | managed to buy one or twathirsing the V&A system whereby they
would grant to, | think at the time it was a thatithe value, and

then, or, actually, appealing to the commerciadlegglin London that | was buying for a
public gallery and they would knock it down. Anyid got several things of interest. And,
about this time, the Gulbenkian Foundation had@liey, or they

introduced a policy where they would grant well-mieg public galleries a sum...sums of
money on the condition that they raised an equitadam of money. So, they awarded the
Towner Gallery a thousand pounds providing thatiiasne could raise a further thousand
pounds. Now then, I put this to the Town Clerk #mely went through the Committee, | think
they were prepared to raise five hundred, thaive" from the, the, the City's funds but we
had, we had to appeal, we had to have an appeaistothe rest. And | virtually had to do
the appeal, | mean, you know, writing around anglyapg here and writing so on, and we
even had a kind of to, 'pour encourager les autkeshad a kind of display at the entrance
listing anybody who contributed more than ten bigdnighs) I'm not joking! | had a very

charming old boy
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who did formal writing, you see, and he would wthe name, (laughs) and one way and the
other we scratched and we scraped and we saw, afidally got the money. But of

course...

Was this a contemporary fund, or...?

Yes, indeed. It was to encourage contemporary art.

So what did you buy with that?

Well, anyhow. So, this is the thing that with thadney which, most of which had been, you
know, given by the Gulbenkian or raised by me, $\&hle to apply that money, and even
then, get further funds from the V&A. Put it tigy, that | think |

bought an Edward Burra, now then, the other thénthis that the original policy of the
Gallery, way back, had been to acquire pictureSigsex artists or, but originally was
pictures of Sussex, and it became pictures by Sustists, but they didn't

have Edward Burra, Ivon Hitchens, Edward Wadswank so weiter' who had actually, |
mean, the top, some of the top British artistsilivin Sussex, but they didn't have any you
see. Oh, no, no. | thought we must get an EdwarrdaBand an lvon Hitchens and an Edward
Wadsworth and | went to London and, well, overritenths, and | got an Edward Burra. |
got a sparkling, major piece by the way, a realtynendous thing of his who lived in Rye of
course, and was still alive and working

in Rye. But I got this in the Lefevre Gallery, thigce was, | think it was £350, | applied to
the V&A who gave me two hundred or something, agdtlit. But in effect, it cost
Eastbourne the equivalent of about fifty quid amsthing, you see. |

mean, their proportion of what they had contribut@tie same applied to a very beautiful

Edward Wadsworth which | got in the Redfern Galléhg same sort of story you see. And,
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then, | got other things like this, | got a mareek, Ceri Richards, for instance, Merlyn
Evans, Bryan Wynter, Roger Hilton 'und so
wei...", you see, | mean, but then what happenedtinaGulbenkian said, well, "You have
done so well," or they sent down Philip James ¢oveeat | had got and | put on a show and
Philip said, reports back, "You have done so virete's another five hundred provided you
can...' (laughs) So | had to scratch round yeinagiad | got, again, more money but the net
result was that | formed a very good collectionvery little money and which is still there,
and | got a Bill Hayter. Oh, and | went to Parigld bought a, | also bought a lot of prints

either from St. George's Gallery or from Bill Hayie Paris, and so on. And then, so we

built up a very good collection.

Would you even encourage artists, say for a s, tto, to possibly take up the curator

role?

Well, the, no, the other thing is this, the funhing is this actually, | never quite detected
this, but, there were those in London who moreess kaid, 'Well, Gear's taken this job as a
curator, he has given up, | mean, he's given lugidn't know

what they meant, | mean, | had, | had been forodeKke a job to earn a living and keep a
family, there were others who would take a teaclfg that seemed to be alright, but to be a
curator, they seemed to think, well, that's the efntthe world,

he's given up. But, on the contrary, | was readlyy busy and working and so on. But you
know this applied, | think they probably thought€ll, curator of a gallery, well, that's the
end of the world, but teaching, that's not too béits a funny idea wasn't it, you know?

(laughs)

Absolutely, | mean, was Gimpels, | mean did you,fd& you encounter a slight hesitation

from...
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Well...

..... them on you doing this?

On the contrary, they knew the situation, they weng/ encouraging, but they couldn't, they,

| mean, they helped a bit, they would buy the odidifing or sell the odd painting but they

couldn't, they couldn't keep us indefinitely. langhey had

to turn over, too, after all and...

But it was the gossip, the art gossip that was...

Yes, yes, | suppose, | mean, not that | as awaitd, got this impression, you know that, |

had given up, | mean, | just collapsed - it watirétcase at all. (laughs) As you can see!

But...

You mentioned prints. | think | did read somewhidya you actually set up a print room at

the Gallery...

That's right.

..... with printing facilities and you printed theyeurself?

Yes, yes.

Could you describe that a bit?
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Screen, screenprinting, yes. Well, this is ancthieig that I, | thought, well, the Gallery had
posters round the town for its exhibitions, you, seemal kind of posters, you see, which
were pretty banal things and | thought, naivelyugi | will do posters and so | had, | had in
a separate little room downstairs | got my, | hddna of technician framer chap to make a
screenprinting frame, and | got some screenpgrtlours and | actually did posters for the
shows which were criticised, (laughs) they wereabstract. | mean, how you can do an
abstract poster | don't know. You know 'Exhibitioow on, Modern paintings at the Towner
Art Gallery in the hours..." and so on, but | priolyadid a dribble thing, well, anyway. So |
did one or two of these and | said well, look, Iseréafter | found a, | found a screenprinting

outfit, a commercial, in the town, and | got themdb it, thank you very much. But | did a

number of prints of my own for myself, using thengathing.

In that...?

Yes.

In that print room space?

Yes.

Have you got some of those posters?

Yes.

And obviously the prints from that period?

Not the posters, but the prints, sure, they're my prints that | did then, yes.
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You mentioned Hayter, when did you first meet Sggrwilliam Hayter?

Well, I knew, Bill, | knew, bear in mind he had Inei@ Paris running this Atelier 17 before

the War, through which had come virtually all theole de Paris, | mean just everybody had

done prints with Bill Hayter. Then he went to Ancer

You missed him then during...?

I didn't know him before the War, no. He went tmérica during the War, he came back to

Paris in 1950, | think, anyhow, and | met him thanel came to see me in my studio and so

on. And | saw him quite frequently at the timeangund, in that period,

you see.

Just before you left Paris?

Just before | left Paris yes, yes. But...

Did you go, did you make use of Atelier 177?

No, no, | never did, no.

How do you?

He, he took a little time, as | said. | don't kneiven he really got the thing going again,

maybe, probably, into, | don't know, summer of 19%5@on't know, but probably about then

| should think. But then | saw him again, | weyds, | went once
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or twice in Paris, but | went particularly to Paiis'59 or '60 or thereabouts, to buy prints and

buy a print, no, an oil painting by him, it wasery nice painting.

Because his, his painting isn't that well known.

No, it's true, it's very true, yes. He was esséptiaprintmaker and put all his energies and
his time into that, but he did paint, too, and t gawery nice one for the Towner Art Gallery.
And | didn't see him after that, except, | think thst occasion, | didn't see him, but the last
occasion when | had a show in Paris in '87, '88,h& rang me from his room, from his
house, his home. Now then, he was already, (Igughwas

already eighties, eighty-eight himself, | thinkuwas born in 1900, or maybe he was '87 or
something like that, anyhow. And he rang me frbmas in the gallery, he rang me from
home to say that he regretted he wouldn't be abtere to the, to the

vernissage that evening, that he was a bit tiret afs day at the studio, | mean, he was still
teaching, (laughs) still running this place. Oésyand of course, and it was only a year or
two before that, that | was told that he was ptalying tennis, you know, he was a

remarkable chap.

A great tennis player.

Yes.

Do, do you want to kind of pick out anything in fieular that drew you together or kind

of...?
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Well, | don't know, he was sympathetic to the kifidhing | was doing, and he was, so to
speak, British, and there was a certain camargdesigpose between, between us and then,
of course, oh, much later, oh, of course, when,nitheas in Eastbourne
there was this young woman, Jennifer Dickson, whe teaching, she had just more or less
graduated in the, one of the coll...one of the.came of the colleges in central London, I'm
not use, Goldsmiths' or one of these, and got &gabhing at the local
art school in Birmingham, in Eastbourne and we lagd,say, we had a spare flat, | mean
there was acres of room, and a spare flat witbvits bathroom and everything which we
rented to her at a very modest rent, you see, lamavas interested in
printmaking and, | don't know how it came about bsiiggested possibly to her that she
might like to go and study with Bill Hayter. Andrlore or less, | wrote to Bill and said she
was a very bright girl and pretty girl and what,rentd so on, and Bill accepted, he, he was
already, this must have been about, say, 196Ceoedbouts, yes. You know, he, he already
had a full gather of young painters and espechathericans and so on studying with him, but
he took her on and she did great stuff from thyoe, see, really made, and she lived, | think
she lived in Paris for certainly, oh, maybe tworgeaven, I'm not sure, but certainly for a
considerable time, and then came back

to England in due course, and then | think shehagBrighton for a while and then she got

married, and so on, and emigrated to Canada.

But you yourself were never, didn't want to kindaairk with intaglio or...?

No, well not really, it could have happened buidnd really want to as | say, the thing about

screenprinting is that it is a one-man show, yonitdeeed massive print, elaborate presses

and acids and baths and all the rest, you knowh, ayit mean,
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I had done screenprinting in my little, in my farouise, making a little frame and a little bit
of organdie and a couple of tubes of, a couple pbgaint, it was no problem, and you could
put it in a corner. You could do it on the kitchtable so to
speak. But with lithography or etching you realed quite an elaborate set up, which |
didn't want, or couldn't afford, or wouldn't be beted with and, of course, | was never really
within striking distance, in those days, of thedof thing that exists nowadays, the kind of
print workshops, they're all over the place nowerein Birmingham. But, you know, that
sort of thing wasn't readily available, perhap&amdon but not in Littlebourne or Eastbourne

even, or wherever. So as | say the,

my main, any printing | was doing was screenpriptivhich is no problem.

I know a lot, a number of your prints have beennshwith the Redfern.

Yes.

When did you, just, when did you first make contaith the Redfern in fact and Rex Nan

Kivell.

Well, they, they had, the Redfern at the time thag frequent, well annually certainly, an
exhibition of prints, and fairly frequent mixed st where they would invite any of the
local bright chaps, like this 'Metavisual, Tachigéng, they would invite anybody of interest

around for one or two. Or they had this print &dion and | would be invited to show.

What that your first encounter? Do you remembegmwou first kind of made contact with

the Redfern?
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Well, we're talking about 1952 which is pretty garAnd | remember taking up two or three
of these screenprints that | had done, either ickBighamshire or in Littlebourne, but Rex
Nan Kivell wasn't sure that it was, that screertgrimere eligible
as prints, in a print exhibition | mean, he thoughis is, well, screenprints are really for

posters and cinema advertisements and this stringf, he wasn't quite sure if

it was legitimate.

There wasn't enough hand-craft kind of element?

Well, this is what, anyhow, he did show a couplengfscreenprints at the time and | think he
even sold one or two. (laughs) But at firstiust have been one of the first of the what you
might call 'true blue' artists who did any screémgrin the UK. You know, I'm not sure, how

can | say, but | think | was probably one of thstfio use the idea. Chiefly, as | say because
it was a one-man thing you could do it on a kitctadsie and you didn't need all this elaborate

equipment, and | did some in this farmhouse td stih.

Would you use the screenprint to, to, if you likg,out any of your ideas?

No, not really, because it's a technique all 0bits» and you are using a different material,
different methods, for instance, the first oneg&llldvere, | was making a, a kind of design
with torn paper or a cut paper or something, | méana different thing from painting
altogether. And you can experiment, you can ptayiad, | dribbled some tusche on the
thing and let it dry, you can do that. You knowpycan play around with it, this is the other
thing that I, of course, in more recent times,d sibme screenprints in Edinburgh with an

assistant, or rather with a technician, and it avdssaster.

When was that?
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Oh, about three years ago | should think. Aneéatly was a disaster because I, | you know,
they had the most elaborate modern equipment, triegfs - vacuum presses and all this
jazz, I mean, and of course, you know, | couldrst chop it and change it, you know,
somehow or other it's inhibiting it really is inltihg when you have a technician beside you,

looking at this, you know. (laughs) 'It's not hbwould do

it." So it was a disaster, really, | must adnBut, no | haven't done any since then actually.

Does that imply that in your painting you are doapt of, you uses the phrase 'chopping
and changing' as well, or, | mean, your paintiregns very finalised obviously when they are

completed, but how much...

Yes.

..... do you explore...?

Well...

..... during the making of it?

..... this, this happens you see in painting in, gita1 know, the, your aim is perfection of a
kind, perfection doesn't mean a kind of immaculistish necessarily but it has to be right for
your eye, and balance and texture and all theofgésta hundred and one things. And this is,
this is my problem in recent times really, in a winat | got to be so critical and so fastidious
that you, you know, you come to a full stop virtyayou say, well, the thing becomes dead,
dull and uninspired so this is why in the last yaaso | have been doing mainly works on

paper, oils on a smaller scale with an olil
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stick and coloured inks, where | can plan and, eh&an plot and plan and play and initiate

and chop and change, and mess about and teaif it want to. But...

So, you're describing a kind of time when you yelti were being over critical to yourself?

Well, I think this, this happens, you know. Noveth it has happened in earlier years, when
you reach that point you have a revulsion in asgifigs is the only way to describe it, to
revolt and rebel, get out...do something else, kraw, in order

to refresh yourself sometimes, you know, and whestart painting in oils it will probably

be cert...certainly different in some ways from whaas previously doing. It has to, this has
to happen. In part, as | was saying, with thiedhiere, in part it can be a chop, a change of
technigue, a change of material, or a change afhasior a way of doing things, | mean, just,
just to, get out of a pattern which has become stal

you know.

Am | right in saying, we are now kind of thinkin§the 1960, early 1960s period, that you, at
that time you were not for example doing gouacties,you were concentrating on oil on
canvases at that time. | always associate younaay your

works on paper period, so much with the '40s anlg &0s. Am | right in saying that then,
they did not have the same importance later onthearly '60s, for example, at the time of

‘Landscape Image No. 1'?

No, | don't think | did many gouaches at that timajnly oil painting probably...

Do you think, why...

..... and prints probably...
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..... why was that?

I don't know, | can't, perhaps, again, | would haweumber of things going on at about the

same time, oil paintings on canvas, and | didrédné mean, put it this way that...

You didn't feel you were being, it's this problefrheerarchy that we still have...

Not necessarily no, because in some senses goédgtsers, do gouaches as preliminary

studies.

But you've never done that.

I've never done that really, not really, no.

Your gouaches stand on their own.

That's right. That's right. And the other thisghis, the question of the medium, too, | mean
there's a watercolour up there (St. Ives waterepldmean that's essentially a

watercolour, but there would be no point in doihgttin oils on a large canvas. (laughs)
That's essentially, it's a question of the mediom &nd a gouache or a watercolour is a, is a
fluid medium as opposed to my kind of oil paintingnean there

are painters who do what I call 'turpentine' cadoas opposed to watercolours, | mean, like
Sam Francis sort of people, you know they staifsrankentahler, it's merely staining on
canvas which is really akin to watercolour, | meamly they are doing it in using turpentine
as opposed to water. (laughs) But, as | say, éndwhard, | never really did preliminary

studies on paper in using gouache or watercolausifbsequent oil paintings, I, | didn't need
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to, | didn't need to because, in fact, often enahghnitial working on a canvas would be

thin oil paint and washed down, you know, workintpiit this way and developing the thing

from initial washes, but again, these...

Building up?

Building up, but these washes wouldn't necesshkélfinalised, final either, they would just

be towards the final solution but never dictatingut it this way, | would never draw out the

shapes on the canvas and then sort of fill itiat hever happens, never happens, it has to be

developed on the canvas.

But you might begin working in quite a translucery and your first, initially...

Yes, yes, and allowing almost anything to happenean, so that the, it is not predestined as

to say how it will elaborately finish.

Because your, your, am | right in thinking that yorour kind of, more your surface layers,

they are much more solid and kind of...

In the long run.

..... much more textured, yes, in the long run.

In the long run. Sure, yes.

What the eye sees in a sense.
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Exactly, yes, yes. And of course even at the ktiges there would be quite a lot of
chopping and changing and this is my other proliteath| might look at quite a large canvas
and, |judge a form to be an eighth of an incless either side, and have to change it.
(laughs) And when your eye becomes that delicadesaspicious then you are in deep
trouble. But it really has the balance, | meameitimes | say who would know, who would
know that this little band was a little bit too brbor too heavy or needed some, you know,
who would know, | say? Well, at the end of thg glau say well leave it. There are artists
who, who say well leave it, you know, but one h&éna of conscience about these things |
suppose, in away. This is why, as | am sayinfiezathat you know, you, the joy of doing
something where you have little or no control reallth, with watercolour or oil sticks and
inks or so on, well put it this way, the intentierto avoid, avoid finish and detail, alright,

because in terms of watercolour the things becoinkeses its freshness, it loses the essential

essence of being a watercolour.

| suppose that's the task in, in hand is to reteah freshness with such a medium as oil?

Well, yes. Well, as | say this is the other thihgt in oil, | mean, the use of ink, is that you
can take it as far as it will go, and if you realgnt to. Or you can dip back the other way
and approach the quality and nature of a gouachen@tercolour, but they are two separate

things really, to me.

I mean, looking at this photograph of the 'Landschpage No. 1' which is at Birmingham
Museums which | think is 1961, obviously havingked at, if you like, some of your
minimalist oils on canvas from the late '50s arehttooking at that,

looking at this large ‘Landscape Image No. 1',evi@oking at something that has become,
again, quite complex and with this very strongigsharp use of line and solid form that is

now re-entering at this time...
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Well, you can see it. You see the gradual...

Emerging of...

You see there were, there were, | had reachedn wiah this minimalist thing where it
became entirely minimalist. | was, the canvas em&red with yellow paint or black paint or
grey paint but just one surface, or there mighthieehint of a form within the 'matiere’ but,
you know, at the end of the day where do you gmftioere? | can't go on just slapping on
black paint or yellow paint for the rest of my,tbat you see then you're coming back to a
kind of sculptural thing, there's a sculptural

form, that again could be made into a sculpturahfahis is already going into six...'56 and

then again, a little later you see...

It's called 'Dark Structure'.

..... '59 you see. Well, this is coming back tarallof, (laughs) and then here we are, this is
really back almost to square one that is, so talspsming back to an earlier

period, this is already '59 and so on. And thexetther one. But, you see, you are coming
back into something nearer my earlier period. $emse, it's the same story, you know, | was
working on this minimalist thing before the termsnavented,

| don't know when the term was first invented, ‘mmialism'...

I'm not sure.

..... I don't know, but it's certainly not a terreMer knew or used, but you know, as | say, you,

you come to a point, not of revulsion, but of feliag to, following on and, anyhow, at this
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stage getting more and more involved, animatinggtwisaid, animating the canvas once
more. It wasn't enough merely to have a prettgspbf yellow paint or black paint or
something. So that | came back really in a sems@ tearlier preoccupation which was my,

my own, very own thing. And doing it all the

better having gone through the discipline of thisimalist thing perhaps.

So you almost need that reaction?

| think you do. 1 think it's there, yes, absolyteles.

| think, there's an interview you've given wheraiyalk about, if you like, the side tracks of

being, that can be, one needs to go down the road..

Yes.

..... but there is a main road.

This is exactly it. This is, and this you haveltscover for yourself and there are interesting
side roads and one, one might be diverted in alwagomething one has seen or maybe a
domestic affair in life, or some, anything at allit, you know,

there are side tracks, but at the end of the day yau have to just defend and describe and
identify your very own inner thing. And | thinkkdund that in some of these paintings.
Again, the thing may vary and change and so onl tiimk

this...

END OF F4743 SIDE A
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A slightly glib association with, if you like, thearder edged period that, that the '60s is
known for, though it's probably that came slighéier, '62, '63, but they see certain

associations with a kind of '60s period enterirtg your work at this early '60s. It is this

harder edged kind of feel to them?

Well, there is very little, very little differencelhis is, this is probably the one of '61 is
probably a little more, so to speak, Impressionistith softer aspects to it, but this, this is

more the structural thing, it's really in a sens®mbination of the...

'Yellow Chevron'.

Yes, of the landscape idea and the structural pmaknow, there's, there's, and of course, as
always, even in there you see there is a contedstden your sharp, sharply defined forms
and your looser forms. This one | suppose is betvibe two, so to

speak. But this is a couple of years later | sgppdl his was coming back to a, another

period. The other point is this is smaller thag¢ @n two...

Do you know what the size of that '"Yellow Chevrisf?

It's 48 by 32 or 40 by 40, something like that.

How important is size to you in realising your idemean how, how is that decision arrived

at for example? Size or scale, this, this. | nibahwhole process for an artist, the choosing

of scale is interesting.
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Well, I think to some extent, as | say, | would lpsbly be working on several paintings

about, about this time. Oh, very much of a, ohearte. There would certainly be a number, |

think there may even be one...

Because 'Landscape Image' is number one, so hoy wauid that be...?

Because there was two. There was a 'LandscapesiMag?’.

Yes.

That's as simple as that. You see there is ansthdptural thing there.

Does that imply that you were working on thosehatgame time probably?

Yes. And they are very similar in fact. The otbaee is upstairs now. But...

What do you mean 'similar'? How, how...

Well, they are very similar! | mean (laughs) tlag similar paintings.

But my idea of 'similar' might be different to yadea.

Well, they are very alike shall we say?

Yes.

How would you call it?



# $%

0% ++ 5= )B)+

/- 33*

We can go and have a look...

Sure.

..... at the painting itself.

But | simply, that they were so, so much, they wei@s in a sense, not twins but, not

identical by any means, but they were sufficiesttyilar that | would differentiate them by

giving them a similar title, you know. But therdlsis is '61 too, you see, this is very similar

to the other one. This is a smaller one of courss,is only 40 by 28.

The one in Birmingham has a very distinct kindlof blue and there is cloud.

Yes, yes, as if it were in a landscape, formslamdscape, be it trees, branches, blossom,

cloud, sky and so on. These are the, | suppose...

And again, that cloud white is very dominating...

This here?

.... in this work here which is called 'Landscapthvrange'...

Yes.

..... isn't it?
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Yes. Again, this is just chiefly a title to idefigtthe piece you know. This is rather sharper

maybe, as is this. Now then this is...

Indeed, well that's into considerably later.

That's right.

Yes.

But...

'‘Cold Spring'.

It's sharper, that's what you might call romaniialswe say. (laughs) | don't know how, yes,

this is another one.

Do you see this as a kind of, in such an imagkeawscape Image No. 1' as a kind of
working towards, the harmonising between these etésn these sharp elements and these
more romantic areas of colour. Is it a reconcikivgd of arrangement there or is that not how

you would describe it?

| think the paintings like this, they depend so moa ones, what one has been doing
previously, one’s mood at the time, what one hanlseeing or, you know, you can't really
explain how these things come about. It reachmsira where you are happiest doing this,
working this way. Then you may feel on retrospbat you want to tighten it up or loosen it
up or re-arrange the colour and so on, but thHi®vs these things work. As | say, in great

measure it's, | wouldn't say repeating a formula vith this particular painting being so
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happy about it and regarding it as a masterpieogking on another one very similar, and
then saying, well, how would it be if this was
introduced blocks of orange or blocks of pink, barging the scale, or, but this is how a
painter works. It's not, it's not a question oiokking them off' so to speak. One has to adapt

and investigate and allow for other suggestionsossibilities

to come through.

Do you work quite quickly on something like thisdwes it, you can't generalise, it varies?

Not quickly, you know I, again, a painting thisdilt would probably be on the stocks,
together with three, four or five others, you kndwwyould be on the stocks as | say at the
same time, in different stages of development. Nuwem, there's, apart from everything else,
there is a technical aspect to it, | mean, this @l paint and one thing about my paintings is
that technically they are very sound. | mean plaisiting is

thirty-odd years ago, but it's tight and sound &fsam the odd, the odd bash it might get in,

travelling around, but, and it's not...

Is it very important to you always?

It is very important to me indeed. But one, oriadhthat, that one must be aware of and not

every painter that | know is aware of it, is thatiyshouldn't paint over wet paint. (laughs)

Oh, this happens and you will find cracking in doerse, but | am

very careful about this. Anyhow, this is just i technical aspect you see, or again...

Time has shown that because your paintings, thdition of them is excellent.
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Yes, yes, it always amazes me. We were diggingesmumthe other day, from the '50s or

earlier and, you know, they were spot on, even now.

So, almost we're saying it, it, you allow time gadience to come into...

Well, this is the question of standard, efficierdagiice and, you know, being sensible about it
and, as | say, if | do a painting and someone iisggtm pay up, pay at the time a thousand
pounds for it, the hope is that it will last fofeav years or more. This isn't always the case

with some artists you may know. But anyhow, tkia itechnical aspect, so that...

This is all the way through? From the priming tighe way through?

Yes, yes, indeed, yes. And, of course, in virtually, in all cases, | used to buy the raw

canvas from a firm in Kirkcaldy, buy the stretcheeparately, stretch it up and prime it with

first of all with a coat of glue of some kind areéh two or three coats of basic white and, you

know, so there was a solid base. Better in effeart bought canvas, in effect, much better

than bought canvas.

So you, could have, they were already on the mavket they, bought canvas?

Oh, yes. But I'm talking about the '60s.

The '60s they were, you could have, you could...

Oh, yes, you could buy raw can...you could buy eaeg by then, or even raw canvas by the

meter, by the yard, but my, my canvas is much hetteat | end up with is much better,

tougher, stronger, and more reliable than bougtas, often enough it's
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rubbish, quite honestly rubbish, you know, | méa@ncheaper, the cheaper brands of it can

be, you know, but anyhow, so as | say | am verygraf my...

Have you always, you have chosen a particularlg kiistrong sort of...

Yes.

..... canvas...

Yes, yes.

..... with a rough texture, or an open weave?

No, a fairly, not rough but you know, tradition#hsdard texture, you know, but as | say it

works very well and the net result is that thegjpet on even now, after all these years.

Because the temptation | suppose is to take stendth your...?

Well, | suppose...

You want to get your ideas down...

Well this is it, but | mean | have, there are #stisho, you know, they are knocking it up:

splash, splash, bang, bang, you know, take it amay of course, within months sometimes

you get a system of two different layers of painytirng out at different, different times or

different temperatures and so you get a strugtrigins and something's got to give and you
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get cracking. And it's very difficult sometimesr&pair even or to restore, or it shouldn't be

necessary quite honestly.

And of course you were never tempted at this, dyuitie '60s to, to work with acrylic?

You've never worked with acrylic?

Well this is the other sad story in a way that th&s when, | think it was Reeves who were
trying to bring out acrylic paints and they wrabenie asking, commissioning me to do a
painting using their acrylic paints, for which thewpuld offer me a hundred guineas or
something, this is, oh, in early '60s. Anyhowytkent me a whole stock of these acrylic
paints in transparent tubes! | mean of all thpistideas that anybody

ever had, you know, some of our, some of our chirdustrial chemists deserve hanging,
really hanging, the amount of this, cost this matiotheir cheap nonsenses. But anyhow,
some bright character said, 'We'll do acrylic paemd we will put them in transparent plastic
tubes,' so you can see it, 'Oh, you can seesiglitred and it's all yellow,' they sent me over .
and asked me to do a painting, which | did, buad the most hellish job of, of using these
paints. First of all, if you mix, | mean, | tried mix two colours together and they went
suddenly grey or something, or you squeezed someroa palette and by the time of using
it, it can gone hard and dry. Anyhow,

one way and another | produced this painting, t gerp and they...

Do you remember what it was called? Did you gheetitle?

| probably called it ‘Abstract Landscape' or soiitig stle, | forget, it wasn't a very large

thing. But anyhow, and of course and | stuckladke, | left these, all these paints that were

just, and I left on the thing, and within a few nttmthey were hard as rocks. Inside the tube!
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What they hadn't realised is that light penetratesd affects this plastic, it just goes solid
(laughs) and | mean, and of course that whotggtinas
dry. How many shall we say hundreds of thousamg@®onds are wasted on this whole

thing? They even had, amazingly enough, they hathp come up to the Art School, by

invitation from me...

To Birmingham?

They wrote, yes, they wrote around asking if tldgimonstrator could demonstrate these in

the Art School, and they came up and their chapodsinated them and said, 'Look, you can

see, you can even see the colour inside." Sudcstgewf time and

money. So, anyhow, | never used acrylic on careas, after that, but | used them

occasionally as a gouache. It's okay as a goudlikbe, treated like gouache, thin...

Watered down?

Watered down, thin on paper. But never, becadsmurse the pay off you could see,

because sometimes if | am using them as a gouastjeekze, squeeze some out on a plate

say or a palette of some kind at the end of the @aglean the palette you just pick it up with

your fingers, it just peels away the whole thingpu can't do that with oil paint.

It has a solidity to it? It kind of...?

Oh, it's solid, it's gone solid.

Yes, but it's also removable, it just peels off.
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Oh, yes, you can peel it off, as | say you can'tiad with oil paint, and the same thing
applies to my doors, I'm quite sure | can paintrdodlaughs) Anyhow, | mean, this is true.
And you can see it all round the City where, yoowknthere's railings up there which are
painted with this cheap paint and it just drops itgfall rotten and rubbish, all round the City.
The, the cities of this country have been using fii

the last five years. Everywhere you go, you padilings, you paint this, and you can peel it

off with your fingers. This is the famous acrypiaint.

And acrylic colour wouldn't have appealed to yopanticular, does it?

Well, the colour is no problem. | mean it is mulbk same as oil colour really, using or you
should be using the same pigments, really, | measame chemicals, but it's simply this
damn stupid nonsense of Shell Oil or whoever prargdhis acrylic - it's made from oil of

course. But linseed oil is too expensive. (laughs)

Have you thought about how you like to use, if yi&a, very much the pure kind of strength

of the colours to put on?

Yes, of course yes.

And, and presumably that's how you, you worked viig#mdscape Image No. 1'?

There may not be much you may say pure colour thierenot sure now without seeing it,

but the chances are there's a fair amount of gréyaken blue or broken yellow or

something here and there, but I, | like to use goteur where it's, where it's right for the

occasion, you know.
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Again, | mean, critics have, those who have writdibbout your work, have, | mean, you

never, | mean, the idea of becoming too decoratiae never something that interested you?
It could have easily kind of occurred in, in sucbcaeme as ‘Landscape Image No. 1' but

you have always drawn back?

Well, | can't, | can't think of any of my things igh are purely decorative or could be

dismissed as...

Is this a problem, yes?

Itisn't a problem with me. | mean | am not a datige sort of chap, my, my instincts are

always a bit more solemn and Presbyterian shalayebut | have never really been worried

about this aspect of things, being described a®tdéve' or 'merely decorative'.

Perhaps that's the writers that are...?

| can't, I've never, I've never come across anyalying so quite honestly, | don't know of

any critic who's mentioned my things as 'decorative

No, | think they've actually said that you havéallen into that area of work.

Oh, I see, oh, yes.

Yes.

No quite.
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Though there has been one suggestion...

No, never, never a danger to my, my mind, you know.

Though there has been one suggestion that sombouklsave offered you a commission

for stained glass.

Well, this is true. You know, there was a time wiseme of my work was, was equivalent in

a way to stained glass if | was using a kind otklgrid of some kind and, but, you know, I...

You didn't pursue that?

| didn't pursue it, or put it this way, no-one ewofflered me, or wanted me to do that, but the,

it might have been interesting. There was a nurabartists, certainly in France, who, who

did stained glass efficiently and enjoyed it. lamgthe sheer

brilliance of colour that one can get with stairggglss and this element of pockets of colour

held together by lead, or whatever. No, | mean...

Chagall of course...

..... it would have been interesting.

..... one thinks about Chagall...

Yes, quite, yes.

And you haven't also worked with, with tapestry égou at all? | was...
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No, one thing | have done of course is | desigeatllés.

Could you say a bit about that?

Well, again, this is, this is first of all in '5Bdre was this firm called Edinburgh Weavers who
commissioned artists to do designs for tapestmyteitiles, fabrics. And | designed quite a
few for them, and this was when | was in Littleboair

And | was delighted when they bought, they boubhde¢ designs and paid well for them, and
I was... (laughs) (COUGHS) Excuse me. And tteme was another firm, who, who, |
forget the name now even, anyhow, | did two ordidesigns like that at the time. And then
there was a firm, oh yes, this is really rathemfiun This meant that my name got on the
Design Council's list of textile designers for soreason, and of course they were all trying
to encourage the use of artists by commercial fiyous

see, and at one time | got an invitation from anfin Nottingham to go up to, to meet them.
This had come through the Design Council, | suppgpse see. So | went to Nottingham and
there was this incredible ancient factory who sed#ice manufacturers, they did some woven
textiles, and | was shown around the, the works¢lvhwould think were really quite
Victorian, the whole place was Victorian, even thachinery was Victorian (laughs). |

mean, there was this kind of chief engineer chkimgame around and asked me to, to
estimate how, how old this machine was. It wasldnJacquard loom, and | said, 'Well, it's
certainly pre-war,' this was by the way in 1953hmreabouts. 'So it's certainly pre-war,' he
said, 'What, which war do you mean?' | said, it wated from about 1910 you see and they
were still using it. (laughs) Anyhow, | was thdrown to, into the Boardroom and there was

the most extraordinary collection of, | mean it vie a TV thing of modern times, you
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know the ancient characters who, who run the slaot,| felt | had, you know, they invited
me to comment on what | had found. Oh, yes, teatgthe great thing was woven, woven

textiles, this was what, and...

We're talking about what, mid '50s.

'63. | said, 'Well, one thing that | think could lmoked at was the business of colour, I'm
sure that in modern times the younger people, yeupgople are more excited about colour
and perhaps..." And then the, | can still rementiisrChairman of

the Board saying, 'Well, we have four colours," ahdourse he didn't mention say yellow,
red and, it was: rust, gold, silver and clarehitk these were the... (laughs) And you
couldn't, it had four colours, | think, there maser have been a fifth

one called silver. But any, so that was aboutaa$ | could go. But anyhow they did
commission me, would | care to do a design. Adilla design for them, which was really a
rather nice design. | had a sort of, kind of fiogtfigures rather

like the, the Matisse, Matisse figures, you knowt, figures sort of dancing in a kind of way
and it was made up, | mean, they made this indbhedolours and sent me samples you
know. (laughs) And I, oh yes, and after that thaigl they would like

me to do a design on Egyptian themes. (laughsicyrdout bear in mind, | mean anything
could buy a crust of bread at the time, | means axerjoyed to have something. But,

anyhow...

What was it like, the result? Was it okay?

It was not bad actually. | mean, | even, | evethjik they even sent me a length of it, but as |

say it was...
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Was it sold commercially?

Oh, yes, oh, certainly, yes, these people hadanmeold it all over the world probably.

As a piece of cloth or...?

No, no, as curtain fabrics.

As a curtain fabric?

These would be curtain fabrics, oh yes.

The, the Edinburgh project that was realised, that, was for tapestries?

No, no, no. This again was for curtain fabriae ot one there which I will show you still,

yes.

I'd like to see that.

I'll dig it out. But anyhow...

Were you pleased with that one as well?

Oh, yes. They did, did three, three different gesj they knocked them up and | presume

sold well, even.
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Did you have much say in that? Or they sent yawfsrdid they to, to okay and then you, or

did you go up to Edinburgh to see it?

No, of course, all this wasn't happening in Edigihuthat was their name, but the, the works

were in a place called Rawtenstall, or somethiragydashire somewhere you know, but...

Sorry, | was thinking of the Edinburgh Weavers.

That's their name, but their factory was, theiroe were in London and their factory's up in
Lancashire. But they produced, they produced ttlese different sets in three different
sizes, as | remember, in three different colougesnyou know, and they sent me samples, |
don't know what has happened since then. But,@myand of course, oh by the time | went
to Eastbourne | was commissioned to do some walsa wallpaper designs by the
Wallpaper Manufacturers or something and | did

several designs for them which they produced. Muoaw, but these were things | quite

enjoyed doing in a funny kind of way.

Do you remember their name? Recall who commissigiou, the wallpapers, designs in

Eastbourne? Was that a London firm?

It was a London firm, yes, | think it was the Walfger Manufacturers Company or

something.

But quite successful?

Oh, yes, and they were sold, in fact, amusinglyughoone of them, oh yes, one of the

designs was called 'Palette’ for some reason, gwee to give them a title of course. And it
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was even advertised in the Furnishing Trade magasont of thing, you know, 'Reproduction
of 'Palette’ by William Gear.' But anyhow, | actyaaw it, saw them in use in one or two
places | went to. | think there was a place indam | think, kind of, one of university
offices or something, you know, one in the Laketilagsand that, so. (laughs) They were
actually sold, | mean, they quite successful, corsially | mean, sure. | was just paid for the

design. But, you know, there was no question gfRayalties or anything like that, but it

was interesting at the time and it was a little sthimg coming in you see.

Important income?

Well, it was useful shall we say at the time, yoow. And of course it is a perfectly

legitimate thing for any artist to do, in factwas only too delighted that such commercial

firms were contemplating using artists as oppoeddatiitional

designers.

There was quite some interesting work | think ia ®0s and 60s.

Oh, indeed, yes. | think Edinburgh Weavers wasairiee pioneers in this field, you know,

and other firms too. But that was another aspiwaiook.

I know, Bill, was the decision to go to Edinburghtéead of Fine Art...?

To Birmingham.

..... Birmingham College of Art, was that a diffitdlecision?
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Not at all. The thing was as | say | had beeinifsastbourne for five years say, and | was, |
was really .... although | was quite happy thdrshould have been. Anyway my wife and
the children were quite happy, in a way, becausa ihice town to
live in. We had good accommodation, you know, vegerby the sea and Sussex is a
delightful, all kinds of delightful small towns afound, and Brighton was handy. So it could
have been a good life. The salary was miseral@8, ivwas, it wasn't even,
it was just passable and though over the five yearanaged to squeeze another thirty
pounds a year or something out of them, but it waghow, all these pressures, and as | say,
affecting my health even. But anyhow, out of theebl get a letter from
the Principal of Birmingham College of Art explaigithe new concept of art education in the
UK, in England that they were going to introdudhiag called the Diploma in Art and
Design, there had been all kinds of committeesgavérnment agencies and so on, working
on this for years, as to how to enlarge and changebring to modern times art education in
England. And how, one aspect of it was they weiagyto appoint Heads of Faculties, this
was the term they used, of Fine Art, and he desdribin such a way enquiring as to whether
I might know of anybody whom | could recommend. IN@bviously, this was a kite flying.
(laughs) And, as | say, | spoke to Charlotte afrse, and of course they mentioned the
salary which was twice
what | was getting in Eastbourne, and of courséeméc terms were, | mean, | think there
were maybe something like thirty-four weeks in ylear, or less you know, and a three or
four day week and so on. So | jumped at the,@aptissibility and said, 'Well, | wouldn't
mind coming, applying for the job myself." Anddme up and was interviewed with two
other guys and | was given the job. And was hdppyo leave Eastbourne. You know,

because as | say it had been just enough, enough.

Had you done quite a bit of teaching then?
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Well, you see teaching didn't enter into it at dlwasn't a teaching job.

In Birmingham?

In Birmingham. | had done stacks of lecturindeasstbourne or wherever.

What, to colleges?

Lecturing.

Yes, lecturing?

Too .. | mean, in the gallery | used lecture, aséd to, | used to be asked to give a, do a day's

teaching, or not, going round, say Brighton or kf@d and other places.

But not with the colleges, you hadn't joined thiadkof circuit?

Oh, I wasn't, no, no. In colleges? Yes, this was.

In Colleges of Art.

Visiting Colleges of Art.

Day visits?

As a day visitor. But, you know, this thing in Bilngham it wasn't a question of day to day

teaching, though that was no problem | mean, thasno ...there was no question of
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standing in front of a class, but | would go arousslwhen 1 first went there, | go round with
students and chat to them about their work, yowkrut that was not a question of day to

day teaching.

Which you wouldn't have done necessarily...you &ddferent brief, the brief as Head of

Fine Art.

Well, yes, as Head of the, the, which includedSbkools of, the School of Painting and the
School of Sculpture and Printmaking | suppose thatt was under my, my command so to

speak. There was separately a Head of Painting &iehd of Sculpture and so on.

That you worked with, alongside, yes?

Well, they were my, they were my juniors so to $pelamean, | was nominally Head of the,

Head of the Faculty as it was called at the time.

And, and you've mentioned this was a time of gteange in art college education.

Well ... it was incredible, a really massive charigesas really quite crazy that | had no idea
of course at the time, it was quite different franything that had happened in Scotland
where | had been at the Art School, but | had ea iof how things were run in England, and
when | got here, of course the tail end of what,waed to be called the NDD, the National
Diploma in Design, was still operating, there wsti# students

coming through that system. And | was astonisbdhtl the, the kind of system there was.
For instance in painting they had, you would havexam and it was specified for instance
that you do a painting, a composition, to a sejesitpl mean, they set a topic, a subject. It

might be 'summer holidays' or so, | mean, some ditlsome kind and the painting had to
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include no less than five figures, | mean, andréagesize. They, they had a life drawing
thing. Now, they solemnly had special sheets pepavith, with printed on, you know, the
Associated Design and so on, with a number andreeraand there was even invigilations,
you wouldn't believe it. There was an old manirsdihe corner invigilating this, and it's, this
is comical. In sculpture was even funnier becdleg had to do a one third life size
sculpture, in clay, which was cast into plaster arydfirst experience of that was the judging.
Now all these, there was probably about fifteesarall these were lined up in a row,
(laughs) on a stand, and we had to go around WélPtincipal allocating marks to each one,

you see. And long discussions as to whether taswworth 60 or maybe 60...

END OF F4743 SIDE B
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That we had given marks, all these sculptures wacked up into special crates which they
held for the occasion and sent up to London. I'tfaiang. And there they would be
received with another thousand or so of these fbrover the country, and
un-packed(?), as to whether the marks were and kltem't know, | presume they must have

been destroyed after, they couldn't ... imagingisgnthem all back. But imagine this

process which is really, | mean, utterly, | meamical.

This is what you inherited? This is...

Well, no, this is the point, | didn't really inhethis, but it was part still, it came under maain
kind of funny way, but this was, this was going gniawas passing out. | think that was
pretty well the last year, but the new intake, rieev intake were embarked on the new system
in Diploma in Art and Design which was much frege didn't have all this nonsense about

one third size whatnot and so on, but it was mueérf it was certainly opened up, certainly.

In what way?

Well, it certainly became Modern Art in a funny #iof way. We were allowed a great deal
of freedom, there was no specifications from Londerno what you what would do, what you
didn't do and so on. Though we tried, we did nainé certain amount of attention to
drawing and working and so on, but there was gréggedom in every sense and, of course,
on a matter of scale, because by, I'm talking ath®a#, '65, already the influence of the
Americans was coming in and we could, we could then

meters or yards of cotton duck and so on and tthe Ikie the idea of painting large scale
things but, anyhow, the whole thing changed owtllafecognition. In sculpture too, and it

was a great advance. They also had to study Kisfohrt seriously
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and this was incorporated into the, into the schefriey did | think ten percent or fifteen

percent History of Art as well, towards their evaltqualifications.

So this was a national change that Birmingham veasq#?

Yes. All the, all the, well of course the, putlitd way, that these, all these colleges who
wanted to go in for this had to be assessed andli@dfed as to whether they were worthy of
running these courses and | mean initially therg have been

fifteen to twenty of what you might call the senamileges in the country, ran this Dip AD
course. Some had, | mean there was, you knowe thas special conditions you had to, you
had to have appropriate accommodation and stadiimgresources and

money and whatnot, you know, in order to be alloweedun these courses and it could be
quite tough. | mean some places just simply dajuire this possibility until they put their

house in order you see.

What did you yourself feel about the opening uparious kinds of disciplines in that '60s

period for example?

Well, I,  was, | mean, | hadn't been, | hadn'ffetdd shall we say under this crazy sort of
pre-war system and, you know, so that | didn'tlya&lalise the difference, but | was
delighted at the freedom that one had and one gmthead. The other thing of course was
that we, this again was controlled by London, thveas a, a National Committee in London
which controlled this whole thing, the NCDAD it wealled, National Council for Diplomas
in Art and Design. And they, they would decide too

whether you were allowed to run these coursestadright say, and | was on these visits
later on, they might say, 'Well, you need more-iare staff or we expect you to have more

money for materials,' or 'You want such and swaid' it also said how
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many students you could take in. | think in Birgitam we were allowed to take in

something like thirty-three students into Fine éach year.

Was that a big expansion?

Not really, on the contrary, well, it probably wasit you might have of course the, the

students had to have done a pre...pre-diploma edafre applying even.

Foundation.

A Foundation Course. And you always got more peapiplying, this system of applying,
rather like the universities, first choice, secahdice and all that. And we always had many
more people than you could take. And you woul@éswlly interview them and select them

and offer places to the key people that you wanted.

You are hinting, | mean, now of course, becaugeotfical reasons, | mean, the numbers are

sSo vast now that...

Well...

..... you are hinting that actually you had a kifidyou are talking about a kind of quality

input from students.

Well, it, it ought to have been. | mean if, yowkn if, of course in the selection process we
would normally have the key man, my key staff intba selection board and we would have

each individual student with his or her portfoliovamrk and so
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on, and you had a fair idea of what they were ugrtoow decent and good they were. And,
well, obviously there was usually a dozen or s@@ls characters you really must have and
a dozen who were reasonable or possibles, andweralways a dozen kind of border-line
cases and it went like that. And, of course, thitsesse people we hadn't, whom we hadn't

taken would go on to their second choice or therdtchoice and so on. But one hoped to

take the best people that offered themselves faniBgham.

It sounds a very exciting time in many respects fiwArt College education at that time

from the mid '60s.

Well it was | suppose...

Or are you critical of it as well, was it, how wdulou, how, if you were writing about this,

or giving your own talk?

Well, it was a great success in every way. | masatainly the work changed out of all
recognition. | think it was both among the stafflahe students themselves, there was a
sudden relaxation in liberty and freedom and itegated a kind of mood of, you know, of
exhilaration and progress in every way, for thstfiwo or three years until in due course, you
know, the, you got the element of politics and ettdebellion coming from France or
Germany or wherever which destroyed things in maays

actually.

Did Birmingham suffer from that?

Birmingham was involved, yes. | mean, | mean tihatever, however these things

happened, it, this was in 1968 where there was@ & revolution in Paris, for very good
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reasons probably, because first of all in Frarnee, Students got any real government support,
as we were. Put it this way, my, my studentspaily all of them had their fees paid, all of
them virtually had useful maintenance grants, weeywee had a budget for materials, and we
supplied lots of canvas and timber and plastersanoh, and so on, they were in a
marvellous. However, you got the politicals. miyorequires two or three politicals bringing
in the great news from Ghent to London, to the @& the Slade or wherever, to say,

‘Well, we're revolting,' and we didn't know aboutat or wherever, you know, it's great to be
young and happy in this twentieth-century, or wdadthat effect. And then their aim was to
spread around

the country and to get a little delegation of thoeéour converts, as if they were stopping
exporting calves or something, they all came ug,yau'd get all the students together in the
Common Room, we wipe them up and say, you knohinkt | think one of the problems,
one of the issues that they said, well, you knosy tf course the staff had a little room of
their own, their own canteen where they had theich and so on, you see, and how terrible

it was that the staff had their own, you can

imagine how...

So you were involved in all this negotiation wem9

Not, to a great extent. | got on with my paintinggot on with my, | really did, | said, "You
can sort yourselves out in due course,' but | seddl, of course, you never got much chance
to speak to any of these people because they wérgau could, anti-staff, anti-anything,
anti-the government, anti-the, they used to pasadend Margaret Street and shout and
swear, | don't know, whatever and then they woitlthsyou know the famous, all the
traditional nonsenses. And | used to say to sdntieeon whom | knew, | said, 'Look, at the
end of the day you will go out and you will be anper or a teacher or something, when

people ask what you did in '68 they're not goingit@ you any marks, or give you a showing
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in a West End Gallery for saying, 'Well, | satlisat in, in Birmingham for a whole week,
and we sat in, you know." Thank you very muchyéwer, bear in mind that | no longer
want to know you, | might have helped you, butdah't think of anybody whom | would
support if they were that, you know, if they beldtteat way. You know, you behave in a
certain way all right there are bound to be a aeraction among the staff or other students,
you know. However, you know, it passed, it passRdt, as | say, from that point, and of
course additionally you always got the odd charamtethe staff who was a Communist, or
some damn stupid thing, who, who was only too happysomething might be damaged, the
point of the thing, he talked about the Art Schdmg elitist or some silly expression.
(laughs) Or he said, 'Everybody should be abktudy art,’ | said, 'All right, we have
evening classes, evening classes, anybody can aodidey have to pay maybe five pounds
a term or something like that." You know, 'What gou talking about?" Well, anyhow.
That, from that point onwards | was less interedists face it. Because of course the next
thing that happened was, as a
result of thing going on, the, the authorities saldell we must have an academic...we'll have
an academic board and the students will be aldéetd two members of the student body
onto the academic board and also one member éfisiaf each department,’ or something
like, you know. So you have a meeting, | mearhahieadquarters in Gosta Green and they
suddenly find it's all rather boring, | mean, wisathere, there was no electrifying changing
the government. (laughs) And, so, the next mgetinbody turned up. But meanwhile, |
had had to prepare elections of my staff and stigdienthem to sit on this board which isn't
bother...and then something would happen, whichidvbappen at a board meeting, which is
fairly serious, perhaps to do with two A'Levelssomething come back, they didn't know
about this. | said, 'Well, you weren't at the lolpaneeting, what are you talking about, it's
your problem!" And so on, and so on. So you gistrixture it was nothing to do with
painting or art at all at the end of the day, sos@on as | could, economically, pack it in, |

did, I got out of it. Because...
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Going back to your appointment. | mean, Birmingharane respect has quite a

conservative, it comes from quite a conservativis And Crafts tradition, the college...

Well, indeed, yes.

..... and | would, some people might think, 'Ah, #ppointment of William Gear is quite a
radical appointment as a modernist, as an AbdRaiciter.” How did you find that

relationship?

Well, it didn't come into my view, bear in mind afurse there was also a...

You get these factions, don't you, within the...?

Well, but there was also separately a Faculty cfidre or Industrial Design, three-
dimensional design, so that, which involved jewsllend silversmithing, separately, of
course. | mean, | wasn't involved with jewellesilyersmithing or ceramics or glass or
embroidery. There was all these other things goimglsewhere within the Art School, my

concern was ostensibly Fine Art, you see.

What I, | suppose | am asking is that, do you sme yime there, were you kind of concerned
to open up doors as a, as a, in a sense, but alsowith traditional practices? How did you,

how did you kind of work that into the system?

Well, again, that's my basic, my basic philosopkiyhen | would, say, talk to students, you

know, who were of course, some of them, not athemn, but some of them would go down,
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go down to the library and find the latest thingttmight be happening in Japan or in
America from the very small regions and so on, and
come and do it. But | used to say to studentgKlLahile you are here, for God's sake learn
your trade. Bearing in mind that what you mightskeing in the library now, in six months,
or certainly by the time you leave here, will basgé' old hat,
you see. While you are here, it might be usefiééon your trade, skill, get skilled in
drawing or painting and know about technique, howsttetch a canvas, or prime a canvas,
how to cast something, how to do a lithograph,taehieg or screenprint. Learn to do these
things, because the chances are that, in due cawmgk be useful to be able to do these
things or know how they are done. But at the mdrités not

sufficient..." | mean those stupid girls espegijathey seem to be taken by, what's her name?

Helen Frankentahler? And they would get this...

The American artist?

Yes. American artist, American woman artist, wiah @/ho stained her things, you see. But
they, these kids would think well, 'All | need to i get a very large canvas or a piece of
cotton duck, cotton duck, and mix up some paimnty vein, and pour it on." And you know,
that was it, yes, this is Frankentahler, you sdgchvis a disaster anyway. But | would say to
them, "Your work is very interesting, of course y@ave

been with my old friend...?" | was able to say, '™ friend, Helen." 'Did you, did you
actually know her? Oh, really, what was she like®4id, 'Oh, well, she's a very pretty girl,
oh, yes, nice girl." | didn't think much of hegwknow, but anyhow. | said, 'As a matter of
interest, you know, there is down in Gosta Greendlis a Department of Printed Textiles
and I'm sure, | don't know, but I'm sure that thisrdefore you

apply colour to fabric, I think you will have tors@f prepare the thing in some way or insist

that the dye will remain.' You see, | would talkth@m in this way. They never thought of
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that you see. (laughs) But you know, how, whetdisgoing to take anybody? Pouring.
(laughs) Anyhow, | don't think it lasted very lonBut this is the kind of way | could talk to
these kids, you see. 'Oh, you mean you actugthy..actually...?' it's rather like saying, 'You
knew Christ?' or something, 'You knew the, you kiMary?' Oh, brother, | don't know.
And of course a lot of them were like this. | megou had to write it off as enthusiasm and
so on, but at the same time, steady up, look ‘comérae’, look, | think it's wise to, you
know, to be able to do it properly. Or if you gi@ng to stay in something see that it sticks
there, because the chances are if you do thisimtddy it is going to fall away, or it'll just

disappear

or... (laughs) Oh, never mind.

In fact, one of your colleagues, Roy Abell, hastt@ri a fine piece for our exhibition in

Birmingham later this year, but he has mentionedekample, some of the ideas you

introduced on visits to London and abroad...

Yes, yes.

..... that this was, he sees it as, you were a gagatn of that, and this was a new idea that has

now become established, that you certainly supgavith these, that students should visit

and...

Well, of course, you know.

..... and, but in a sense, pre-war or just afteMfae in the '50s, that hadn't been going on.

No, well it couldn't to some extent, obviously.
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How did you set up, you set up a system?

Well, yes, | encouraged it shall we say and yowktite, sometimes these visits would
happen with members of the staff, younger membieitsecstaff. We had, for instance, a kind
of, you wouldn't call it a hostel, but a houseSinDavid's in Pembrokeshire right and a batch
of students would go down there each summer fortaight or so, painting down there, that
sort of thing, you know, or it would be on an exgha visit or so on. But certainly trips to
London, that was all routine virtually in a whilgu know, but, to be encouraged shall we

say, anyhow, you know.

So you were certainly drawing on your own expergmuring your college days?

Well, it was so vital that, that students should semeet even, meet other artists, you know,

where this was possible, you know.

This is the positive side of that period isn't it?

Well, yes, | think this is the sort of thing on@eowould expect to happen under these
conditions you know. Because this was always #regdr in, in England, the, the, you might
call parochial, provincial thing, this was one loé tmajor, the major aspects of this Diploma

in Art and Design. As | say | got, they put metbis Council and | went on various visits...

The National Council?

The National Council, but this is one of the things used to specify, that you, apart from

your full-time staff, you should have part-timefstnd these, hopefully, would be brighter,

younger artists from, say, London, coming up say a@awy, two days a week and their fees
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paid and travel paid, additionally occasional saledgisits from distinguished artists who
might come up for the day, but the very, the vat bf, for instance | had Lynn, people like
Lynn Chadwick coming or Merlyn Evans or Ceri Riat&or whoever coming up for the day,
just to walk round and chat to the students. tBey were, you know, excited to meet or see
someone whom they knew by name, you know, butthis the kind of thing that, that was
encouraged by the National Council for instance bofortunately, in more recent times,
these budgets have been so cut that this can Haaglyen. But you could imagine the, the
impact of people of that calibre going, coming asay small colleges up in the North say,
you
know, where they never saw anybody, so to speak.tHs was really very valuable.
Unfortunately, | think, this is not happening téstday. The other thing about it all of course
was, as | say, there were, by the time | was inciyl, there was something like forty colleges
in England running the DAD courses or, later onatwiiere known as the CNAA courses, the
title was changed the Council for National Acade#acards. But | think of this that, in the
field of Fine Art alone, apart from other fields, lasay, each of these colleges was expected
to have one or two or three part-timers or spaggdors, each of whom was paid, you know,
at the time maybe twenty quid a day
or something. But it was a massive form of patgenalust think of that, you know, we're

talking about a lot of painters in the one way §alp employed and helping, in a sense, the

students too, in their work, too. But this hasidieit unfortunately.

In the last few years it has virtually...

Well, indeed.

..... been wiped out.
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As | say, there was a lot of younger pain...| empptbover the, | mean sometimes had even
six or eight people, painters and sculptors, coningo, during the course of each week,

coming to Margaret Street and...

Was there a demand, say for the younger generatitire '60s crowd in London from the

Pop scene?

Many of them could live well on this, you see.

Do you recall anybody in particular that might bsiting or...?

Well, | think of Alan Miller, for instance, was onéf course sometimes, sometimes the, the

better of them, if there was a vacancy, you woiNeé ghem, get them a full-time job. As |

mentioned, Lynn Chadwick or so on. A number okthpeople

who'd come up for the day or two or three, Denrdg/&n was another one, | remember

offhand, Tony Underhill was another one, you knodnd so on. There was a number of

these people, Ivor Rich...not Richards, anyhowraler of these sort of people.

Hitchens? Not Ivon Hitchens?

No, no, no. | forget their names now. This i wdlu know...

Ivor Abrahams, Abrahams.

Abrahams, that's right. You know. (laugh)
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And | think one of your students, or certainly ymoet him perhaps just afterwards, was John

Walker.

He, he actually had graduated before | came, tdugtad at Birmingham and then went to
this, the Royal Academy Schools or, and then hesdaaxck and was on the staff for two or
three years, latterly part-time, | think he wasah't remember,

maybe for...but anyhow, he was on the staff forfittse couple of years that | was there and
then he decided, wisely, to pack it up and go arelih London and paint. | hope that he had
some money. But, anyhow, he was already gettinity@f recognition from the Arts Council
and, or the British Council and so on. So he miadAnd then emigrated to America.

(laughs)

But throughout that period, I think it was '64 tbem you retired in '75...?

Yes.

..... was it a three or four day week?

Well, I, at the College it was a five day week,d¢an the students had a five days...

Yes, but | am thinking of yourself...

I normally did four days a week, normally, and,eed, sometimes when there was the whole

business of interviewing students applying forjtteand so on, | used to have to come in an

extra day...| mean, |, but my normal, my normalitignwas four days a week.

Because that, that three days must have been weeipops to you back here in George Road?
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Well, it was, but this, this is what began, andafirse there was vacations, too. But, you
know, there would be times when there were problémmean this, the capering of students
or individual members of staff or worries about stining that you
come back. It's difficult to come back on a Frigagrning and go up to studio and forget
everything that has happened you see. Or, of epuwisat would happen inevitably was I'm
busy painting and the phone would go downstaird,lamould have to rush down and, in the
meanwhile my secretary would say, 'Oh, Mr. Gearetbea, there's a letter here for you,' or
some stupid nonsense, you see. And it becamedHisf thing, was really rather, but

anyhow one survived you know.

When you moved to George Road did you immediatsigisish your studio at the top of the

house?

Yes, yes.

Yes. Because it's one space isn'tit? But thenhave these other rooms adjacent...

Well.

..... for storage.

The whole of the top floor is my area for storagd or my painting area, yes. And of

course it was the obvious thing to do, | meanather, the other floor is bedrooms and

bathroom and so on, you know.

So that's, that's what worked.
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This was, [COUGH] this was a very fortunatelyntpiactually that when, when we were
moving up here, | naively wrote to the Housing Mgereof Birmingham announcing that |
had been appointed to an important job in the Diepant of Education and so on, and so on,
and did they have any house...housing to rent
or buy or whatever, knowing full well that in Eastlsne the Housing Manager down there
would keep premises available for what you miglitley appointments, | mean, if you get a
new Director of Education or a senior chap, theyilidave places
where they could fit them in, so to speak. Sodid,sWell, there's two or three places
available if you would like to come up." And Claté and | came up and he showed us a
place, or rather he just gave us the keys anddtieeas and it was a place in Greenfield
Crescent which is rather horrible and another piadeordswood Road which is just a kind of
semi-detached bungalow type thing, and we came &adlsaid, 'Well, have you anything
else?' And he said, 'Well, there's always thatela..." He spoke to his pal, 'There's that
place in George Road, it's been empty for a yeawoibut you might have to have a look at
it." And this was this premises here. And, apptyet had been used as a headquarters for
three midwives. (laughs) But a year before, letbey had moved these midwives out into
the suburbs where they were more useful. Andisgthce was empty and so we, we got it
right away and they, of course, they did it upteabid so on. But it was ideal in that it's
spacious, | have space for a studio and it's vangdi for all the shops and everything and so
it was ideal. And it was a very modest rent eveth@time, too. So we simply moved in and

we're still here.

At this time, '65 onwards, it, it was a difficuilirte in a sense for you, again, selling your work

in this country in particular. Is that correct?

Yes, | think it was really.
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Because Gimpels you were kind of not showing there.

Well, my last show there was '67, '67, which dido'tat all well, | think they sold a couple of
things. But things weren't selling | must say, pedple weren't buying, it was just as simple
as that. Oh, yes, | had had a good exhibitionimg&ls in '61, first of all, which sold well,

including the Tate bought two things from that sheowd so on.

That was the retrospective they called it?

That's right, that's right and, but by '67 plusdsw't selling at all well, the odd thing, but

nothing, not enough certainly to live on.

Did you see this as, as a time when you must haga moking at London and seeing that,

that Pop explosion if you like, so called?

Well, this is, this is the other, what, what alwé&ggppens. There are fashions obviously and
there was the Pop explosion and there might hage béard-edged explosion or some other
explosion, there is always, which the critics amgl petty

journalists jump on, or it may reflect what hasrbéappening in America or they try to whip
it up as an English thing or a British thing ang,sH's so important, vital," and so on. And of
course it passes very quickly, but also it meaasttie, what you might call by then, the
traditional painters were out on a limb so to spéladty might come back, and they did of

course, but...

Did you feel you were slightly out on a limb at thiane?



# $%
(** ++ 51 )6))
/- 3*2
It didn't bother me. | didn't think in those terrbsit | didn't think very highly of the Pop
thing either. | mean, small beer really, and, konaw, all right, it was activity that some
people played on and encouraged | suppose. Batrimspect | think it was a very small
affair really quite honestly, not lasting, excepiy know, there were those artists and those

critics who made a meal of it and, | mean you deg# it at all anywhere now, | mean are

there any galleries showing Pop, except in the kinclriosity sort of way, you know.

So...

And this is always the story you know.

..... a lot of your exhibitions were, they were isemse outside London, into the 1970s and

also, and also abroad as well, perhaps with thigsBrCouncil shows?

Yes, yes, this would happen, yes. The British @duwere very good all this time, | always
seemed to have something in circulation all oventlorld, be it Latin America or Central
Africa or Australia, New Zealand, | don't know, $tandinavia, there was always something
touring somewhere, and at least they paid, thésBri€ouncil paid a hiring fee usually. And,
I mean, for years it seemed to, there was alwdiydeacheque

came in from the British Council. And at least aves exhibited all over the world really,
and occasionally [CLEARS THROAT], excuse me, thd tddng would be bought. In fact |

have a major painting, a six feet painting, in lingtitute of Contemporary Art in Lima.

END OF F4744 SIDE A
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(PAUSE)

Now it's important that the work was for sale iegh British Council shows.

Oh, yes. Yes of course, they would make a poiritt dthink, well | did anyway, | had plenty
of my own work available. | suppose in some insésnthey would borrow work from
collectors, but unlikely because these, as I, thesks when they went in

a, in a trip like that they were sometimes awayykars, they really were. | mean that
particular exhibition was shown round Central Aroatin half a dozen different places and |
think the same exhibition went to Central Africhpg/n in Rhodesia and

other such places, you know. So that | mean itpvabably away for the best part of two

years even, you see.

Do you think if you are being kind of, quite toulgloking at this period that it, it had an

effect on your own work? Do you think it was &idult, one of the more difficult times?

I think it was actually. I, I you know, put it thigay, if | have to compare life and work in
Eastbourne with life and work during my periodts College of Art here, | would think |

was happier and doing better work even in Eastlotiran | was here.

It's difficult to say how or why but, | think, fanstance, the climate in Birmingham, | mean at
least in Eastbourne it was within the London area way, | was much more in contact with
London and of Brighton at the time, or | had tougoto London

on business frequently, you know, | mean it wasumshour up on the train, something like
that, and | knew quite a lot of people and | wenird the galleries and | was must more in

contact, and | was working more happily. But hthin, in
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Birmingham the sheer, the sheer frustration of g, wat, not about art at all, this is what |
was saying earlier, we got down to meetings andtfans and money and politics and all
these things which are nothing to do with pain@@ll. And or the
general climate. | think the fact was that theeswhere was so little of contemporary
activity in Birmingham, bearing in mind that therBar Institute, | come up and | go to the

Barber and | find, | had known about this befohatthey didn't have anything post-1900,

you see.

Because you were on their various committees, iteyen, sometime, did they involve you

in the purchases?

Who?

The Barber Institute?

No, no, no, never.

But you would discuss obviously...?

Well, | mean, | was aware, | knew, | knew an eaiiesistant at the Barber, Andrew
McClaren Young, for instance, and | knew the sethup the, the simple fact that there was a
major gallery in Birmingham on a university campwgh nothing post-

1900, or in the civic Art Gallery they had verylgtof the twentieth century either of interest,
you see. So there was so little and there wa®norercial galleries either you see. So that
the, the City itself, you know, it wasn't really active hive of actual painting and art, you
see, nor were there, let's face it, particularly, am rather many, artists of distinction or

interest in the City either, working, that | wasaae of.
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I mean, you can dig up one or two maybe but nat, kriow, there wasn't a kind of hive of
activity shall we say. This is all part of theripaf the general set up that one had to live

among you know.

So your friends, your, were not necessarily inGlitg, in the City, your close art friends?

Well there were one or two, one or two people @ngtaff whom | got on with or worked
with, but you know, there was none of them rediti could regard as major artists shall we

say, you know.

Did you keep up quite a close friendship with, wibger Hilton?

I hardly ever knew Hilton in those days, | meanlbesr in mind, was living, | mean | might
bump into him shall we say, but he was living inI8¢s, or near St. lves all that time, | can't,
I mean, he, he exhibited, oh, yes, | think | sam bince during that period. We went down
on holiday to, to St. Ives and | met him there vehiee was obnoxious! And | you know, |
don't want to go into detail, but | found him abnoxious character, you know, and | didn't
want to know anything about him or his art quitadéstly. | am entitled to say so quite
honestly, well. But | can't be bothered with spelople, bearing in mind my previous living
in, in wherever, you know. | didn't want to knoloait the English Bohemian, if there is

such an expression.

I think just quite interesting to pick up, | thinbme writer has kind of, whether this has any
kind of truth to it, has said that he has linked ydth Hilton and Davie saying that the three
of you, your work was described as a process tfiggeneses' as opposed to the
'metamorphic’ approach of Scott and Lanyon. Itdorow if that makes any kind of sense to

you? How they are trying to distinguish...?
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Well, if | really, if | try to understand what theye saying, | suppose it would make some

sense, but it's some - who was writing this?

That, | think that was in a cat...in a work actyah Roger Hilton...

Yes.

..... that | have come across. But the, there'sooisly, | wondered if you felt there was some

sort of association?

You can apply either of these terms to any five®fjuite honestly. Simple as that, at times,

or at different times, you see, 'parthenogenestsiink | know what he means but...

What do you think he...?

Well, it's born, born of its kind, and born withiself or, or self-defeating or something. But,

what was the other word?

Metamorphic.

Metamor...well, it's the same thing really, it's ame thing really, in a way, isn't it?

Depending on how you interpret it.

Because you have known William Scott a long time?
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Well, again, William I, | would see more frequentlyfirst met William in Brittany actually,
come to think of it, in 1950. He came to find mM&'e were on holiday in Brittany and
William Scott and Mary and the two boys turned wp af the blue, |
think, they found us and we spent a day togeth#hislittle fishing village called Doelan and
there he was. This was the first time | met hims vas 1950. And then | bump...I met him
in London on several occasions at openings orlirgain the
gallery or whatever, in fact. | think | stayedhis house in London once, too. Oh, and we
also went, we stayed, we went and we stayed withitithe country, he had this beautiful

premises in the country. So, he was a paintemiiredi actually, | must

say | think.

Because again he has had a kind of relationship Ingtand and with Scotland.

Yes, this is true, yes. Part Scots, part Iridtsuppose, Merlyn Evans of course, too, he was

part Scots, part Welsh in a sense, he had thismjght call this, Celtic element | suppose.

I mean you're a Scot, through and through, buthanue spent your life living abroad and in

England. How do you see that relationship, is it..

Well,

..... with your own, the country that you were borp

Put it this way, I, | was toasted and honoureddimBurgh last week at, by the Scottish Arts

Club and it was hinted to me that | might explaimw had lived abroad and | more or less

told them briefly this story: | said, 'Well, | waslled up into the
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army in 1940 and | haven't been back since, buplgithat | spent, what the best part of
seven or six years in the army abroad in the Midst, in Italy, Germany wherever, my
inclination was to go straight back to Paris whikvhere everything was happening. Paris
became three and a half or four years in Parispacl to London, or to England, where |
was exhibiting. And then a job, and a job andso 80 that, you know, it just happens. |
didn't consciously emigrate to anywhere
else. However, | said, well, | passed virtuallyiya statue in Birmingham of the three wise
men, this Matthew Boulton, James Watt and Williamrt¥bch and | said, what would have
happened to the world if James Watt hadn't emigrabel see.’ And,
additionally, | was able to say that, 'There i8irmingham a Society of Graduates of
Edinburgh University and they invite me along teittannual dinner and there the dinner,
held in a staff house of about thirty or forty guates of Edinburgh University and how | find
myself sitting next to a very sweet lady, and euatly we chat as to, 'What do you do?'
'What do | do?' And she announced that she wéastigpsurgeon! | felt very humble, but
there she had graduated at Edin...she said, pi@stic surgeon,' no, no, not as bad as that, ‘A
plastic surgeon." Anyhow, she asked me what, '®&id, I'm an artist.' 'Oh, an artist, aye,
ha!" As if there is something unique, you know.dAwhat, and of course as | predict, the next
guestion is, 'Do you work in oils or in watercols®@r You know, trying to make out ... | said,
'‘Well, ook, I'll tell you what | am. | paint atvact pictures. I'm a modernist." 'Oh, one of
those." You see? Well, anyhow, this is the kihdredicable, predictable conversation, I've
had scores of times. Especially with academitaughs) Because the equivalent thing in
Switzerland 'Oh, you're William Gear? | know yauork very well, there's a friend of
mine..." You know? Or in France or in Germany aacn. But not in Birmingham and not
in Edinburgh - the same thing! The academics sirdph't know about art or
they seem to find it something suspicious. Youvknanyhow, but that's another story, you

know.
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But you have never chosen to go and live in Scdflaave you?

Well, what would be the point? Damn it all, agy sl married an American girl, we have
two sons who were born in France or England. Werlzabots. | mean, | had been out of the

country for twenty years or so, what would be than{®

But your roots have remained very strong.

Well, | mean, as | say, | go up there, maybe, adtlence a year for a few days, | still have a
few cronies shall we call them, in Edinburgh. ill aim, | always seem to have something on
exhibition. | have a mini exhibition now. | alwapave a mini exhibition or something. So |

go up for the occasion.

And the roots in your work have remained.

Well, that's something | can't deny. | mean, sayl, | mean | relate, if you like, in some of
these paintings to the Scottish Colourists. | lmasweek in an exhib...in a gallery, in Perth,
of the work of J. D. Fergusson for instance, ano8e®at, who spent most of his, Scots artists
spent most of their working life in France, inclogiPeploe and Fergusson and Cadell and
Charles Rennie MacKintosh and whoever. | meanndt a unique thing. And, or they spend
a lot of their work, their time working in Franceia Paris or wherever. But that's the normal

thing and it has to be and it's just as well | gagt as well that this was the case.

I mean do you get annoyed at, | was looking therdlay at that Royal Academy exhibition
of English Art in the Twentieth Century and therassa big exhibition of one of the Survey
shows that they have been doing. And, for exanipias thinking you weren't in that

exhibition, but | wonder if this is the kind of dltategorisations that selectors and curators.
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Was it, was it English art or British art?

It was English art.

Was the title of it, was it English or British?

So, the point is, that you might not be includethiat.

Because | was Scots. (laughs)

What do you think?

I'm not sure. | wouldn't know quite honestly wiadested this show, but...

| think it was Richard Cork.

Well, it maybe that he was flogging his book on thhis name? Bomberg. And he

happened to select about twenty Bombergs, moshihaare rather inferior Bombergs,

because he was about to publish a bit fat bookantgrg. Well, at that point | say, well,

thank you very much, goodbye. But | don't knowoph't...

You must have come up against this quite oftews,ittéa of categorising you as a British, or

English or Scottish?

Oh, | can't, | don't' know. What if, the fact is..
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How would you like to be seen...?

About the same time, you see, there was a big #idnibn the Barbican of Scottish art, of
twentieth century Scottish art in the Barbicanuglas) So how do you define it? | mean, |

don't mind.

How would you define it, your work?

Well, I, 1, put it this way, I'm a British paint@nd when I'm exhibiting, mainly abroad as | do
these days, | am listed as born in Scotland. Btmlim not presented as a Scottish artist. I'm
a British artist, sometimes even in confusing, knaw how

it can happen in translation, 'Ein Englischer Mahta '... ... Anglais', 'Pittore Englese' They
confuse British with English, with Scots. You'vsf English. And, so | just leave it to them,
I mean, it doesn't really matter. But you knowyas are aware, | mean there are frequently
exhibitions of Scottish art or British art of Ergjliart or Avant Garde Art or no art at all.

You know, these categories don't, they shouldn't

need to exist. It's a bit like in Scandinavia, ymow, you don't have necessarily Norwegian
Art, Swedish Art, Danish Art, Finnish Art and so, eve call it Scandinavian. However, at
the moment there is a big exhibition of Danish iArEdinburgh, Danish art, including a lot of
COBRA, the COBRA boys, in the City

Art Centre which is rather a revelation to thensg@r Jorn, Pedersen, Mancoba 'und so
weiter." (laughs) Well, never mind. These thinign't worry me at all quite honestly,
because it's all one big happy family, like COBRIANnean, you've got thirty

COBRA artists, you know, you're not distinguishedaaGerman artist, a Danish artist a

French artist or something, you're, you're pathef the international experimental group.

But if you're not careful it will become a game.
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Well this is true. | mean it is handy for some pleavhen they're writing a book, you have to
limit the thing. | mean, I've got several bookswdstairs of Scottish Art in the
Twentieth-Century, Scottish Art... (laughs) Therelot of books on Scottish Art (laughs)
Oh, yes. But there is this, | have never beentiamalist for instance, | think that Scottish

nationalism is a humbug quite honestly, or Weldiionalism or

Irish nationalism or any damn thing.

You stay clear of that?

| stay clear of it, it's not that | stay clearnha have anti...antipathy to this whole bloody
nationalist nonsense. | really don't want to kndwhink it's damning and dangerous and
uneconomic and diminishing the whole thing and;amirse,

if it ends up with the business of your, | meae had this of course in the past from Scottish
critics, you know, declaiming me for being an alisenl've got cuttings about this even.

You know.

What's been your reply?

Well, | mean, | say, 'Don't be so bloody parochi@kt out of it, emigrate or do something,’
you know, 'Post yourself to go to America or Califia, | don't know what." But when they
start talking about, you know, you're about a cewglhours in the train from... (laughs) you

know.

So, you're a bit cautious of, I'm thinking of th@80s, that whole kind of Scottish School that

was, received a lot of critical acclaim but is nkwd of...
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Well, this is...

..... rather left by the wayside.

..... Well, absolutely. This is bound to happemappens anyway. But you know, again, what

is this Scottish art? Of course you've got thesGdav School and Edinburgh School.

Was that valid in the '80s to give a definitiorthat painting...?

I think it, well I, it was up to them. | mean thsit that you are always going to get some
parochial delight if something happens of interdgs a bit like saying if Aston Villa win the,
win the cup, then great. But, you know, if youdedly find that you have got two or three
painters emerging from Glasgow, that's great, tistis the Glasgow boys all over again, as
opposed to Scottish, they're Glasgow you see, |

suppose. (laughs) But as | remarked in, | wrdnalines for the, this recent book on John
Bellany I, | was asked to say a few words on a dmpRohn McEwen about Bellany. | said
how that he was wise or he reacted to the cosywbatdnbred School of Edinburgh and
espoused a different and richer vein in the GerBEwpressionists, notably Beckman - or
words to that effect, which is absolutely true, #&rsdill goes on. | mean, | was seeing these,
not so little galleries in Edinburgh with the traadnal, the sort of the Gillies, Maxwell,

Redpath tradition and their off-spring you know.

There's a sense that they would have liked to bppeopriated you?

This is, this would have happened you see. | nifdesay immediately after the War, had I,

when demobbing, gone back to Scotland it would heeen to Edinburgh say, and found

some kind of studio, then | would have probablyendescended into
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teaching, | could have probably have lived for aryar two anyway on my gratuity. But you
then aspire, the only possibilities at the timeewer exhibit in the RSA or in the SSA or, at
best, get a job teaching in the Arts, College df Aow all these things were controlled by a,
a small clique, even to a point of nepotism. Aadhat, you know, the thing is this that
anybody hoping to progress had to be within thhitpyou
know you couldn't fly away the one or two gallersay at the time, Aitken and Dott Scottish
gallery where, again, tied to that particular vegioy know, you couldn't, so it meant that
people like Turnbull, Paolozzi, Alan Davie and nmiys@ad others, you
know, you got out of it. Not necessarily emigrgtor rejecting that, but you went where you
were happiest. And Paris certainly was the plad®etin those days, you know, it was a
marvellous place still, it hadn't been destroyedhsyWar in any sense,

it was a nicer place to be than say London, yowkramd of course things were happening

there and there was more activity, so that wapldee to be.

In 1982 there was this very big COBRA exhibition...

Ohyes. In Paris, yes.

..... at the Musée d'Art Moderne, and really, sitheg, you have been exhibiting abroad, but

regularly...

Yes, sure.

..... in some major exhibitions...

Yes.
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..... and in a sense things have come full circkeean, you are now experiencing a wonderful
kind of recognition, possibly not in the UK is pads a different thing, but it's a wonderful

time for you, this...

Well, this is the, this is what | am saying eatrliémean, | think that first of all this
exhibition in '82 is very interesting, this is imetMusée d'Art Moderne de Paris and |

was invited to exhibit, and to come to the operdind so on, so |...

| wonder why it happened when it did, that exh@i® It's interesting.

Why, why...?

Why did it happen when it did?

Well, I'll tell you exactly why it happened. TheefRch Cultural Agencies were anxious to put
themselves on the map and claim COBRA. Now th&BRA was never a French thing. It
was northern European but, essentially, as the maplees, Copenhagen, Brussels and
Amsterdam, there was a certain amount of activitiaris, certainly the chaps met there and
they functioned there, exhibited a bit there, bet¢, there was not really a group of French
artists in the thing. There was Atlan who waslyelabm Algeria originally, (?) he was
French, Ecole de Paris, and a chap called Doud¢ghbuwas about it. However, the French
put on this exhibition and they did it in, they giit the works, it was opened by Monsieur
Jacques Chirac no less, who at the time was theMazyParis in the company of Monsieur
Jacques Lange who was the Minister for Cultureipuarambassadors and, you know, all the

boys.

And it fully recognised you and Stephen Gilbert?
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Oh, yes, yes. We were in the show, yes.

How, how many works did you?

Just one.

Yes.

Just one, which | sent across for the show. | nbeaming in mind there was maybe thirty-
odd artists, each with several things, some of taegway. Anyhow, that was a great show,

a fat catalogue, posters in the Metro, the workgetevision and so on | presume.

But that show gave birth to a ...

Well, it was the, the first major re-manifestat@nCOBRA and | think, you know, there was
an element of politics goes on there, too, cultpaditics. The French were in on it and said,
well, rather like Exist...Existentialism 'c'est BQUCOBRA 'c'est nous', but it bloody well

wasn't you see. Anyhow, that was fair enough tiagipened. But...

I mean, your work in Germany for example, since,thaw you have had major exhibitions

in Germany.

Well, this is, this is in part coming from the irgst. Of course in Europe, generally,
especially in Holland, Germany, in part France #medScandinavian countries, and even in
America, COBRA is 'the' thing, the 'in thing' besauapart from its historical value, it's the

new thing with the current range of Modern, of Gonporary painters, | mean the new
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Germans are neo-COBRA, you know, Baselitz for imstais pure COBRA and some of the
others. But | have, you know, | have stacks oflogues
even showing, the New Germans for instance or #w Nutch, it's neo-COBRA and but
thinking that, after all, they're looking back. BRA was being active before most of these
guys were born, let's face it, we're talking alfouty, forty-five years ago. We're
approaching, there are, there are plans afooeanttment, right now in Amsterdam, to
celebrate the fiftieth anniversary, | repeat, i989 They had the fortieth anniversary in 1988.
They're planning the fiftieth anniversary! Now, 'meenot
talking about something that happened a coupleafs/ago, and surely that is history
enough? (laughs) And it will shortly be openedmstelveen a COBRA Museum which

will house five or six hundred COBRA works. Weélmean, it's not as if it's a kind of small-

scale affair, and involve maybe thirty-five or fpdrtists at the time.

That will be a COBRA Museum?

That a COBRA Museum, yes, and | will be going te dpening. This is in November.

This year?

Yes, shortly, yes. So that it was sort of redigred so to speak in the '80s and there
followed on numerous large-scale shows and | wendst of them, well, well the, | think
the next big one that | remember was in, in Malm&iveden, then there was one in
Stockholm, then of course in Amsterdam and Liegkdafrcourse it has been shown all
around the world, you know, everywhere from Chilé/alparaiso (San Paolo) to Buenos
Aires to Taipei, wherever you know, it's all ovketworld, but never in the UK, oh, no, not in
the UK. We don't want to know here, we don't warknow, we'll stick with our Francis

Bacons 'und so weiter'. En? Well, that's theibjem.
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Bill, perhaps, can | ask you perhaps, finally, Jdfrost has written a lovely piece, | haven't

shown it to you, again for our exhibition...

Yes.

..... in October in Birmingham, and he uses this @esful expression of the UK having

‘constipated reticence' about your work!

(laughs) This was the case shall we say, | sugpose

Do you feel this has been the case and perhapsahisiues to be the case, slightly?

Not so much now, | mean, this may have been, yawknp, you know, but as | say, you
know, | have had, you have seen those exhibitibRedfern over the last five years or more,
they have been very successful. And, as | toldeantlier, through

the Redfern they have just sold two major COBRAGqukpaintings to New York collectors

in New York, now then, that seems to me somewlggiifitant that they're collecting in New
York, | have sold a lot of other things of couriseAmerica, but put it this way, | can't think
that, you know, there's all that, I'm all that welpresented in the public galleries in this
country, oh, I know there are problems of finantxs,you know, there should have been

more, private or public collectors in this country.

And there haven't been?

There haven't been, | haven't been accorded theldghree of patronage that | ought to have

received. In fact, did | have to, put it this wagd I, had it been the case that | didn't have to
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spend, what the best part of seventeen years, mgpf&r a living so to speak, running a
gallery or running an Art School, you know, whatrexanight | have done? Alright, I'm not
unique, there are plen...most artists, most aiitistisis country have had to earn some kind of
living, be it teaching or something, but you knosah now and again say, well, when I'm
looking through my work, 'What was | doing in 197(8 or so on?' You know, I'm quite sure
it would have been different shall | say? It wobbse been better even, had | did, did | not
have to earn a living on these miserable jobs.y80 know, that comes back to patronage
and selling work or, | mean, as | say, | can't claimp that was my situation, but there was
very few artists, certainly with families and sa @rho could manage without. | mean, Terry
Frost, you mentioned, he was teaching most ofdtigalife, too, most of them were. They
may have had cushier jobs than | had, but thisthegase. But when | was in Paris for
instance, you didn't know people, people werertista weren't teaching, | mean, where are
you teaching? It never occurred to any of thesplge you know, somehow they managed, |
don't know how, but they did. They managed, théyhtrhave died young (laugh) and they
did die young some of them, or threw themselvegtmivindow or something, like de Staél,
I'm not joking, like de Staél or Atlan who died yay simply from, from tumours and God

knows what, this is from his privations earlier bnf anyhow this was the pattern shall we

say.

Bill, thank you very much indeed for your time.

Thanks to you.

END OF F4744 SIDE B [END OF INTERVIEW]



