


FOUR CORNERS - MY POINT OF VIEW 
August 2018 
  
A PERSONAL NOTE  

“  22 March 2018  
    Wilf, 
I’m still here in Brazil but wanted to let you know that we 
‘delivered’ your Four Corners Scrapbooks to favela 
communities here in Sao Paulo who were incredibly excited 
to see their own work reflected in the past, in London, in 
yours!! I think that it’s remarkable that the work you did in 
London in the 1970s has such traction, has so many 
connections here in Sao Paulo in 2018. 
We have set up a WordPress site called Reverso 
Our initial contribution to this was the complete Four 
Corners Scrapbooks (over 750 pages!) 
All best,  
Anthony  ” 
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I am just dealing with 18 large scrapbooks  

These scrapbooks represent my Cinema Workshops for 
Young People from Sept 1979 to 1980. The reason for this 
was a request from Anthony Davies who sent me that 
message above and from his friends. It was he who 
approached me in 2013 because of my workshops in Four 
Corners which he experienced when he was 15. He refers 
to them as a sanctuary for him and others at the time and 
wants me now to explain the Four Corners ‘Model’ because 
it had an influence on his part of the creation of ‘May Day 
Rooms’ and his work in Central St Martins School of Art and 
The Experimental Teaching Unit he created there. I was 
invited in October 2017 to talk to first and second year 
students about my work in the 80s and to show the re-edited 
and digitised Super 8 film ‘DON’T THINK SO’ where 
Anthony appears as one of the gang. The talk went down 
surprisingly well. 

In November 2017 Carla Mitchell and Helena Goundry of 
Four Corners interviewed me and my wife, Jo Davis, here in 
Shropshire about our work in the early years of Four 
Corners in London. Archiving has got me in its grip and I am 
drawn back into the past. It is a very strange but rather 
seductive process to reflect on this and on my life in Four 
Corners.  

To place myself 

I always struggled with two different elements, firstly with art 
and education and then with art and politics. I was never 
really at home with any of these elements on their own. I 
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juggled and remained a bit of a teenager who didn’t quite 
know where to go. I struggled with grammar school 
education in Germany. At 14 I nearly had to repeat a year 
because of this. I had no art lessons but secretly decided to 
become an art teacher when I was 13.  At 21 I started to 
study art and education in an institute attached to the 
University of Mainz with courses in philosophy, art history 
and with an additional subject that I could teach later in 
school. At 28 I finished my studies with not much interest in 
the practice of teaching any more nor much experience in it 
either. In fact I spent a year just painting. Then came 1968. I 
examined my political awareness. I joined the obligatory 
course of a year and a half’s teacher training in Bremen with 
a focus on the Bauhaus and its progressive teaching 
between the wars. I admired the manner in which Gropius 
combined architecture and politics, and studied socialists / 
realists like Kathe Kollwitz and later Dix, Gross and 
Schwitters. Then I came across Joseph Beuys. He became 
my hero. 

I was lucky to get a first for my teaching practice in the 
classroom and also for my thesis, which was a comparison 
between Duchamp and Beuys in connection with questions 
about art teaching. Beuys was dismissed from his job at the 
Akademie in Düsseldorf because he accepted every student 
on his course. His all-embracing approach to creativity and 
human action includes him proclaiming “teaching is art”. His 
social/political actions convinced me. So did his work 
resulting from his experience in 1944 when his plane 
crashed in Crimea and he was rescued by nomadic Tatar 
tribesmen, who wrapped his broken body in animal fat and 
nursed him back to health. His sculptures signify warmth 
and healing. I will never forget the installation in the 1980s 
for and with his friend Arthur Scargill, who fought loud and  
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fearlessly for the rights of mine workers against Margaret 
Thatcher. Here it was still, a big room completely covered in 
felt with a grand piano right in the middle and the addition of 
a red cross.  

I achieved the highly-valued teaching status in Germany to 
become ein Beamter = a civil servant. Although this status 
didn’t match my political opinions I certainly enjoyed two 
years of being well-paid as a certified teacher in a new 
school with a progressive head. In the first year I spent as 
much time as the curriculum allowed on building life-sized 
puppets with every class for instalments around the school. 
The themes were chosen by pupils from newspaper cuttings 
and featured accidents, boxing fights and even scenes of 
death. None of the displays were aesthetically ‘beautiful’ and 
the pupils didn’t mince their words and comments. It caused 
uproar with the parents. We printed every comment we 
received. The course ended and I gave every pupil who had 
actively taken part good marks. This caused another storm. 
Using the blue ink roller printer technique I ‘published’ a 
news reel and distributed it to teachers, parents and pupils 
to justify my action.  
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In my second year I handed out Super 8 cameras to be 
shared in every class I taught. By the end of that year all 
films were shown on a parents’ evening and also - and this 
is astonishing - two years later in the National Film Theatre 
(NFT) in London as well in a programme of films made by 
pupils. The reason was that my work in Bremen had given 
me the chance of a one-year secondment to enhance my 
filmmaking experience and improve my English in London. I 
accepted this offer but unwittingly ruined my marriage and 
the relationship with my one-year old daughter, contradicting 
completely my wish to become a ‘New Man’, as we said at 
that time. I never really understood why I couldn’t resolve 
this and suffered severely as a result. Looking back, it gave 
me an instant understanding of the implications of any 
divorce (including the ‘divorce’ between Britain and the EU). 
To me it seems to have been an irrational move and 
altogether self-destructive. I am still a wounded soldier and 
sometimes an ‘angry man’ because of that. 
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A colleague in Bremen had made me aware of The 
Adventure Playground in Notting Hill Gate in London. We 
visited the place in the summer 1972 before I entered the 
London Film School. She was fascinated by playgrounds of 
this kind in Denmark but here made friends with people from 
the black community who were very critical of this enclosure 
as a kind of ghetto for black youth with no job prospects. 
This opened my eye to the colonial history of West Indian 
People in England and their status here. My own early film 
school film on the adventure playground in Notting Hill Gate, 
WHERE IS THE GAIETY?, had a teenager called Sylvester 
- a West Indian youth I had met - as a central character. 

Jo Davis                                          Mary Pat Leece 

  Ron  Peck                                       Wilf Thust                                                                                       
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EARLY FOUR CORNERS IN THE 70s 
I entered The London International Film School when I was 
30 

Of the 60 course members I became particularly friendly 
with three other students, Jo Davis, Mary Pat Leece and 
Ron Peck. We became partners through work, because our 
views and our judgements were similar. And this totally 
unexpected change in my life led me to decide not to go 
back to Germany but to co-create Four Corners. To cut a 
long story short, for me Four Corners came about because 
of the urge in me to find a way to talk with others about 
social realities and politics in an open-minded and caring 
way. In doing this we opened ourselves up to a collaborative 
way of filmmaking. And, as I see it now, one of our 
characteristics always was to include ourselves and reflect 
on ourselves in our films. The makers were never unseen or 
neutral.  

My one-year secondment ran out very quickly and I had 
decided to stay and finish the two-year course partly 
because in summer 1973 I went again to the adventure 
playground and spend three weeks there as a play leader 
and photographer. I was struck by the realness of this place 
and then made a film out of my photos in the Animation 
Department. 

I had to give up my civil service job and with it my financial 
security. I lived on very little, staying in bedsits and working 
in adventure playgrounds. Then I worked on an animation 
rostrum camera in Soho at nights on commercials. Later I 
managed to create and run an Animation Class in Brixton 
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College where Jo Davis already ran a sculpture course. Our 
friendship grew and it was she who got a studio space for 
Four Corners in a warehouse behind Euston station via the 
SPACE organisation where she had worked for a while. It 
was she again who discovered an empty double house - two 
houses knocked into one - in Bethnal Green through a 
friend, a place where both of us and others could squat and 
which became the home of Four Corners.  

Studying in Goldsmith, being part of the creation of a public 
art display in the Serpentine called ‘Pavilions In The Park’ 
and knowing the arts in London better than any of us, Jo in 
every way became the binding force between the four of us. 
The house in Roman Road was black inside, barred up and 
needed all hands to restore. We had to get some income 
and let rooms to artists. Everything else we needed we 
found in Brick Lane market. We enjoyed the communal 
kitchen, which was shown in Jo’s film OFTEN DURING THE 
DAY, later shown in screenings for women. We then 
negotiated with Tower 
Hamlets council for 
permission to stay.  
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During and after Film School the film RAILMAN was finished 
and later the film ON ALLOTMENTS. 

I was interested and geared towards documentary 
filmmaking. The film school had given us a thorough 
introduction to the history of British Realism and there were 
filmmakers and teachers from that tradition, our course 
director Ralph Bond being one. We visited him at his home 
and got support to make a film about a railman. I thought 
then a future option for us could be to work as a left-wing 
film group portraying the life of working people.  

In RAILMAN, Arthur, the station master, became the main 
character of our first film as a group. It was important to us, 
at any location, to forge a personal contact and get the right 
points of view and also information from the people who 
were there. I fully identified with this film and the way it 
included the difficulties involved in making it.  

ON ALLOTMENTS was completed after extensive research 
including studies by and visits to Professor Thorpe in 
Birmingham. We even went to Germany to compare 
‘Schrebergärten’, as they are called. Jo’s idea of making a 
film on an Allotment site was keenly taken up. We found a 
site in Newham. Our experiences there led us to understand 
the people and to enjoy the atmosphere. We went very often 
and made friends on site. We could really switch off and be 
part of the surroundings, taking endless slides. Apart from 
the visual excitement, the sounds there fascinated us. We 
created an almost John Cage-like sound track in the film. 
This site was special but also under threat of being turned 
into a lorry park. Was our film politically tough enough? We 
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discussed this between ourselves and concluded that we 
didn’t want this to be a protest film but wanted instead to 
give the audience the freedom to form their own opinion 
about the situation. Through our film I came to read 
Raymond Williams ‘The Country and the City’ (1973) which 
spoke of a new 
relationship between 
these two. 
 

Filming in Grove Park Station 
and                         
on Allotments in Newham  

How to carry on from there?  

Was there enough money for this kind of film making? That 
was the important question. We started to juggle. 
‘Stimulating English’, a language-teaching tape slide 
product, was part of our effort to find a way to earn a living 
from our work, to create employment and contribute to 
stabilising Four Corners finances. We tried to work on 
promotional  
films. But my question was ‘What could I contribute?’ I felt 
unable to write applications.   
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My approaches to people publishing in SEFT (Society in 
Education of Films and Television)  
didn’t succeed, de-schooling ideas by the educationalist 
Ivan Illich were not widely known nor widely taken up, 
‘experimental teaching’ and ‘experiencing learning’ were 
new expressions and took my interest and time but there 
were no funding options. A job within the Open University 
was discussed but it went no further. A project with the El 
Salvador Solidarity Campaign didn’t get off the ground 
either. Basically, I couldn’t see any future for me in England. 
Therefore, in 1975, I started to apply for film and 
photography teaching jobs in Germany, and had a number 
of offers to choose from.  

The best of these offers was an appointment to the new 
University in Bielefeld as an educational researcher in a 
team with three other colleagues in the art department. A 
new building had been added to the University specifically 
for this purpose, a school hall under one roof - like a factory 
to study in - a complex to research alternative teaching in 
theory and practice in primary and - in my case - secondary 
education. This project was the result of the work of Hartmut 
von Hentig and his pedagogic influences at that time. A job 
there was an irresistible offer and I took it. Two thirds of all 
students had to be from a working-class background. They 
were only accepted into the secondary part of the school 
after completing an apprenticeship and with the aim of 
studying at University or art school after this four-year 
course.  

In 1976 Jo and I left Four Corners in a caravan - fitted out 
with my ‘office’ - to live and work 
in and from a caravan site in Bielefeld.  
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But the whole project was in its infancy. A disagreement 
about the approach caused alarm with the government of 
North Rhein Westfalia. They stopped communicating and 
threatened to close down the whole research programme. I 
started my job in 1977 and witnessed a situation that led to 
a school strike, the first in Germany. Our students marched 
to Düsseldorf. I joined politically well-informed students 
supported by a core of teachers who had been part of the 
student’s movement in the late 60s in Berlin. I collected 
photos and recordings of these events and eventually made 
a film, essentially out of stills as I had done before in my 
playground film about the Notting Hill Adventure Playground 
where I used a rostrum camera inspired by Chris Marker’s 
film JETEE. For me, the events I took part in had to be 
captured. I called the film SAVE THE OS (Os = Oberstufen 
Kolleg). 
Reedited, it is now called THE SCHOOL STRIKE OS 77. 
The film portrays a perfect example and model of radical 
democracy. Although the implications of this strike are not 
easy to understand for anybody, let alone an English 
audience, it is an astonishing documentary about a very 
serious and impressive student uprising. It came out of the 
teaching designed by this school, a project as part of the 
curriculum called GU (Gesamt Unterricht) meaning 
‘Assembly for all students’. Really, it was a ‘training session’, 
as I saw it, about how to make democratic decisions in a 
parliament, shown here in a film. It fascinated me to see the 
students struggling to get this right, with astonishing 
seriousness. I finished this film in 1982 on borrowed time 
when I was back in Four Corners again. But why? 

I had become a civil servant for a second time in Germany 
and worked within a group of four again, two art historians 
and two art teachers - one specialising in printing and the  
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other, me, in photography and film. All were socialist-
minded. We were one part of a comprehensive research 
curriculum covering many subjects, in both theory and 
practice. Students were involved in examining class 
differences and searching for new ways of learning and 
teaching. The demands were very high but I didn’t mind 
that. I really liked the challenge. 

 
But what about Jo? 

We had been together since 1974. Jo had done very 
positive work in Bielefeld with Aussiedlern, people from the 
East to be resettled in West Germany, and also as supply 
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teacher. But her MA was not recognised. And she disliked 
the University, an anonymous and impersonal place. 
Moreover she was still involved in successful fundraising for 
Four Corners. Mary Pat Leece, who was living in Four 
Corners for a while and who was a member of the London 
Film Makers Co Op and teaching in Saint Martins School of 
Art, had an influential voice in the IFA, the Independent Film 
Makers Association. Jo urgently wanted to be with her to 
support the fundraising and the running of Four Corners. 
Apart from that, Ron Peck also lived in the building in 
Bethnal Green and there developed his far-reaching 
contacts which led to the making of the feature film 
NIGHTHAWKS  about the coming out of a gay teacher. He 
hoped Jo would do the camera work, that I would do the 
lighting and Mary Pat the editing. To my surprise, we all 
worked together at that time. Mary Pat and I had to take 
time off our jobs. She did part of the editing and I did a good 
deal of the lighting.  

For Ron it was important to maintain the idea - to the extent 
that this was possible - that we were still working as a 
group. Jo and I were living in a caravan in Bielefeld and 
from there undertook to go to London when needed. But Jo 
was pregnant and then … we had our child, a boy, whom we 
called Bob. My life was torn between very different 
scenarios.  

I managed to stay calm but to this day don’t know how. Four 
Corners successes became a tremendous pull and I 
certainly did not want to lose Jo and our child, or even 
worse, to head for a second ‘divorce’, although we were not 
actually married. I had to come back to work within the 
group in my own way and with a job of some kind. Then, 
telephoning from Bielefeld, the head of The German School 
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in Richmond offered me a teaching job seventeen hours per 
week. I could scarcely believe it! That saved my partnership. 
I wasn’t a civil servant but was employed as ‘Ortskraft’, a 
locally recruited staff member. A year later I was offered ten 
hours a week and then a full-time job teaching art. However, 
I didn’t take it and actually reduced my commitments from 
year to year. 

Understandably Jo didn’t want to live in Richmond, a two-
hour train journey from Bethnal Green. In any case what I 
really wanted was to work independently within Four 
Corners. And so we were both back there in only one tiny 
upstairs front room for the three of us, me, Jo and Bob. 
Ironically all this gave my creative mind breathing space and 
the opportunity to work things out in my own way and time. 
Here, I was really ‘independent’. 

A new joint project initiated by Mary Pat and Jo brought us 
four together again! Essentially we needed a cinema in our 
own place to project and discuss our work in progress as we 
had done in the London Film School. But now, on Roman 
Road in Bethnal Green, we had the idea of bringing in “our” 
own audience. THE EAST END CINEMA TAPE came out of 
intensive research into the cinemas in the East End. I see 
myself walking and driving to photograph the incredible 
number of cinemas which were still there at the time - by 
now most of them are gone. We invited and interviewed 
people who had been to shows in the past. We worked on a 
film based on sound tapes, photos and slides. The clue was 
that our own 40-seat cinema appears at the end of this film 
as we had succeeded by then to transform our space, the 
old Silverman shop, into a building that included a cinema 
with workshops and living rooms. In fact Jo and I lived for 
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two years at the top of a building site then because of that. 
What is important to me is what this demonstrates: a 
significant sign of development away from the big 
entertainment industry to a small creative interaction 
between makers and audiences. The combination of 
production and consumption - much in discussion at that 
time - found a unique outlet here.  
This led to our seasons of public screenings, again an  
exemplary undertaking. Looking back we certainly took on a 
great deal but        
at the time I felt that the concept and ideas behind this 
development were valid, though  
not sufficiently appreciated by funding bodies.  
However, I am still very proud of this cultural injection from 
the four of us. 
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THE YOUNG PEOPLE CINEMA WORKSHOP 
1980 

The film course I had developed in Bielefeld I had no 
chance to run.  

This led me to think about an open-ended project with 
young people in and around Bethnal Green. The idea was 
for young teenagers to actively respond to films that they 
had seen or come across through us in Four Corners and 
then, with our help, to work out how to make a film based on 
their reactions. To prepare for that I collected films and also 
images from magazines and books, for them to choose from 
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and react to. In fact I had a whole library of books about 
groups and gangs of working-class young people in the 70s. 
Of course, I was not part of any institution - not in a school 
environment - but completely independent and could do as I 
pleased. I had contacts in the arts community in Tower 
Hamlets and the Arts Committee, in youth clubs and in the 
local history libraries, and also with local people who in 
many different ways took an active part in supporting 
communities around us in Tower Hamlets. I felt the 
excitement of a newcomer. 

I identified with the situations of immigrants. I myself was 
from Germany and had escaped on the last train from 
Silesia from the advancing Russian army as a child of four 
with my brothers and adults, leaving all our possessions 
behind. I felt sympathy with the fate of immigrants in the 
East End of London but wanted more than merely to study 
their history. I had to find not only the right books but had 
also to meet the ‘right’ people - and not just immigrants but 
also young people. I was particularly interested in 
teenagers, young people at that age of transition. I didn’t 
know what exactly to do or how I should go about finding the 
right people. I simply had a vague idea that I wished to meet 
not ‘educated’ but creative young people with an ‘edge’.  

I didn’t like the idea of any selection.  

I took my time meeting youth workers, teachers and people 
in community art projects to forge connections. Although the 
age, nationality and class gap between me and  
teenagers in Tower Hamlets seemed unbridgeable, I wanted 
to know where I was with young people often considered 
‘unapproachable’ and to what extent I could be of any use to 
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them. ‘Them’ and ‘us’, commonly used the other way 
around, “us” and “them”, I liked to reverse. I needed to test 
my own ‘them’ and experience their ‘us’ and narrow the gap 
if at all possible. I read books on youth culture, magazines 
on schooling, poetry collections, newspaper articles and film 
reviews on young people, ‘Schooling and Culture’ 
magazines from the ILEA Cockpit Arts Workshop, the 
research by Paul Willis on working-class male youth and 
their resistance to being taught in school knowing that they 
would end up in meaningless jobs later in life, Chris Searle’s 
compilation on ‘The World in a Classroom’ and magazines 
like ‘Temporary Hoarding’ and more. I hardly had time, 
really, to read any of this thoroughly, but saw it as a back-up 
for my plans and actions. 

Tower Hamlets had a lot to offer in terms of progressive 
local activities - but there was also the hard reality of 
aggressive National Front reactions to immigration and 
social changes in the Borough. The Four Corners building 
was near pubs where NF members met and where 
hoardings with NF graffiti stood. It was a journey into the 
unknown. I was a visitor, I was one of ‘them’ with my own 
point of view. I wanted to know more about people who were 
very different to me and who were possibly not on my side. I 
imagined that they might possibly be pupils in my own 
classroom. 

Strangely, working with 4 people happened to me again.  

And it proved successful. It happened that Paul Hallam, the 
assistant director of Ron’s film NIGHTHAWKS, was 
interested in working with me. His father had been a miner 
in Mansfield. As a teenager he took part in Youth Theatre 
projects in Nottingham. Later he studied English at Oxford. 
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Paul had become a new member of Four Corners and had 
moved into one of the tiniest rooms there, which had been 
my room before Jo and I left in 1976 to live in our caravan in 
Germany. He had a keen interest in working-class pub, pop 
and music culture. He had a very open and friendly way of  

 

communicating and had a discerning and critical eye as an 
artist and writer which gained him many friends. In fact two 
of his friends, Keith Cavanagh, a photographer, and Richard 
Taylor, a film editor, had just become new members of Four 
Corners. All three joined my project as leading members in 
‘The Young People Cinema Workshop’. I was well 
supported. Strategically speaking I couldn’t have done 
better. 

But I was not well connected as regards funding and 
everything had to start pretty much from scratch. ‘Starting 
from scratch’ became my expression and I often used it at 
that time and still do. Bethnal Green Institute provided some 
teaching hours, the Gulbenkian Foundation supported us 
with film stock and equipment costs. 
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GLAA = Greater London Arts Association helped out, Tower 
Hamlets Arts committee filled gaps and even the Youth 
Office was supportive. Also, as Four Corners didn’t yet have 
a cinema or a proper meeting space, Oxford House in 
Bethnal Green offered us a room in their basement.   

Jo and Mary Pat set up their MOTHERS AND DAUGHTERS 
WORKSHOPS in the summer of 1979 in the same building. 
As the Four Corner building was in redevelopment the way 
they operated influenced our work. The difference in their 
approach was that they worked towards making a film 
straight away and any workshop drew them nearer to 
accomplishing this. 

In THE YOUNG PEOPLE CINEMA WORKSHOP we saw 
our work as media research with young people learning and 
working outside educational institutions. It wasn’t just ‘one’ 
film we worked on. At first we had people of student age 
coming, as you would expect in an evening class. But very 
early on Roland, a black West Indian teenager, joined us 
with his friend, as well as a very quiet Bengali man, Ruhul. 
Both stayed on throughout the year 1979/80. Roland 
actually stayed until 1984. Ruhul made his 16mm 15-mins 
film ‘Purbo London’, meaning ‘East London’ in Bengali, with 
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the help of Richard in the newly set up workshop in Four 
Corners. Years later he was commissioned by Channel 4 
and I heard recently that he had raised enough money for a 
big feature film in India and Bangladesh. But we hadn’t 
foreseen any of this. Our workshop became a seeding 
ground - almost by accident - for talents in the world of 
filming, script writing, acting and recording. 

I was worried though. Our approach was not defined 
enough within Four Corners. We became an open door to 
broader developments across Four Corners. Would people 
stop coming to us because we couldn’t handle their diverse 
interests and unclear expectations? To take an example, we 
looked at the film ‘UP THE JUNCTION’ by Ken Loach. After 
discussions, we came up with our own scenes and 
experiences showing similar or opposing views. This was 
within my brief. But some members spent the rest of the 
year just on that, a very time-consuming process of film and 
video making. Others turned to script writing or photography 
and interviewing. So we were always having to re-group 
from session to session to try and work together and 
support each other but also to try and agree on a product 
we could all be involved in.  

Then help came from Jo and Mary Pat again.  

They had accepted an offer to run events at the Half Moon 
Theatre for a month and started film shows and discussions 
like those we had at The London Film School about ‘method’ 
acting which the four of us founders of Four Corners had 
participated in. They developed an event called IN FRONT 
OF THE CAMERA. It became a unifying performance, 
drawing in Four Corner members and a public. The events 
stretched over weeks in January and February 1980 and 
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produced not only strong discussions between the people 
present but also a modestly-costed booklet which, in 
essence, presented thoughts and information about our 
interactions at that time. It is an archive treasure. Even now 
I find this collection a valuable resource.  

Our YOUNG PEOPLE CINEMA WORKSHOP was invited to 
join in and to contribute to this in public. It turned out to be a 
huge challenge but also a good way forward to test our 
strength and our approach to showing films and to 
filmmaking, and also to reacting to films, and to do this in 
the public domain. We worked out a program for four nights 
of performances in January and February 1980. The general 
title we adopted following discussions was CHANGING 
NIGHTS. And we succeeded to show films, read out our 
comments, projected our slide shows and own film versions 
alongside Derek Jarman’s ‘Jubilee’, Robert Wise’s ‘West 
Side Story’, Ken Loach’s ‘Up The Junction’ and Bill Forsyth’s 
‘That Sinking Feeling’. It was a success. We had made it. 

 

Sally from New Zealand, a friend of Richard, became a 
member of our group. She was a supply teacher in a local 
school  
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and through her we became aware of her pupil Lisa 
Warren’s creative talent. She had already joined the group 
of women working with Jo and Mary Pat in Oxford House. 
She introduced her friends who came to act and read in 
front of an audience in the Half Moon Theatre event. Then 
she appeared in our workshop sessions with more friends, a 
group of very able and outspoken working-class youths all 
aged about fifteen. We were looking for a script and I 
suggested that we draw on their experiences in school. Lisa 
sat down and produced a script in a very short space of time 
while her friends stood around, showing off, laughing and 
performing as if on a street corner. It was only recently, thirty 
seven years on and in an interview with her and Anthony 
that I discovered that it was really Lisa who had held the 
group together. When she didn’t turn up, hardly anybody 
else did either. It was she who had got things going by 
producing a script that was instantly acceptable to her 
‘gang’. From then on this group performed every part of 
‘their’ film with the help of us four ‘leaders’ and from some 
original members who held the workshop together by doing 
the recording, lighting and all the other technical aspects. 
Some younger members did the animation and title work. An 
art student, Andy, from Sir John Cass School of Art, joined 
our group. His mother took part in Jo and Mary Pat’s 
workshops next door to us. He not only helped us by 
drawing backdrops but also created a music track in group 
sessions at the Crypt, a youth room under the Church in 
Bethnal Green. To our own astonishment things moved on 
from there and we got a result in summer 1980 - a 
completed Super 8 film with sound, with help from Richard.  
Then followed a further project based on ‘The Match Girl 
Strike’ in the empty space of the Bryant and May Factory. It 
remained unfinished but produced material well worthy of 
being archived.  
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Paul Hallam helped to keep all of this going.  
Paul’s regular habit was to go for a drink after sessions with 
anybody who wanted to join him. Lisa’s group did join in. He 
writes about this in our scrapbooks and about the pleasure 
this gave him as well as the chance to de-stress. Wall charts 
and scrapbooks, hung and laid out in every session, gave 
an account of our progress and also became a bit of a 
‘guest book’. Anyone could make an entry. Critical 
comments were welcomed and many glued in if necessary. 
These books are full of charts made by us, the organisers, 
but also contain scribbles of wall hangings. I valued this 
open-ended approach. I like the film DON’T THINK SO 
because it too was a kind of scrapbook, a weird montage 
and a resource for our meetings. In retrospect this film is 
possibly the best I ever made because it was not ‘my’ film. I 
made it with the help of others. We brought it about 
together. ‘My’ films had always been a serious matter with a 
documentary touch but in this film it is the almost anarchic 
laughter and fun that dominates. It is refreshing. It has 
something of my own creativity in it when I rolled in a coat 
hanger on wheels from the corridor of Oxford House and 
turned it into a bus and then mounted a back projection with 
a 16mm film shot of Bethnal Green Road. This special effect 
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has an air of Hollywood, but 
using simpler means to say the least. That prop and - on 
other occasions - a telephone box, was my contribution. 
Seeing it now, to me this film, as a group effort, was a 
fulfilling achievement. I value it greatly and the screening of 
it to St Martin’s art students in 2017, thirteen years later, 
was also a success. It is a rough but convincing portrait of 
young working-class people then and even now, so I heard 
students saying. Lisa, the driving force behind it, was at the 
screening, as lively as ever. She said the film shows a 
process and that it was never destined to be a so-called 
‘successful’ film.  

In the late 70s I loved the work of the German filmmaker 
Syberberg who included puppets, masks, paintings, 
drawings and stage sets in his opera-like performances, 
sending up Hitler and the Germans’ utter devotion to him. 
His approach somehow stayed in the back of my mind. My 
anti-authoritarian streak also comes into it - for instance in 
the way I like graffiti such as those on the Berlin wall and 
elsewhere. It was at the time that Derek Jarman produced 
his pink cynicism on Britannia in the film ‘Jubilee’. I knew 
him personally through Ron and liked him. For me, our film 
DON’T THINK SO picks up on all this. The question remains 
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as to who influenced whom? Did the young people of the 
East End influence ‘us’ or did ‘we’ influence them? Who did 
whom a favour? And, the crunch question: Who is this for?  

 
I worked on the alternative project in Bielefeld in Germany 
and then in The German School in London and I am aware 
of the essential differences. I lived through and compared in 
my mind three teaching experiences. I need to explain this.  

The experimental college in University Bielefeld had all the 
students under one ‘factory’ roof with enough open space to 
form little ad hoc group meetings. When I left and had to 
teach in a new and outwardly comfortable German School 
building in London it was different. Suitable spaces to 
communicate with each other and spaces to hang work 
were not planned in. I was free to run my own film teaching 
concept and practice, as originally designed, in the 
experimental place in Bielefeld with students aged 18 to 24, 
but … 
 I now compare this to the basement in Oxford House in 
Bethnal Green where I continued essentially as I intended to 
in the other places but here with completely different people. 
How was it that this was for me the most satisfactory work 
experience of the three? 
In the German school there was a lot to set up and to clear 
away within lessons which lasted for three-quarters of an 
hour and the result was that I felt dissatisfied, mostly 
because of the lack of any personal engagement and 
communication with the students. They needed measurable 
results which gave me endless homework and headaches. 
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Life depended on a points system. Eisenstein’s Potemkin for 
example and socialist films including Brecht’s work were 
analysed but gobbled up like other issues as a product of 
culture = Allgemeinbildung (General Education). In this 
school I was asked to run a Cinema Club. I insisted that if I 
were to do it at all it must be with small groups in school 
time. I put a list of films up and worked on a system to hire 
these. Then a superb projector arrived which was offered to 
us by a father who in Germany was a successful filmmaker 
himself. However, he was interested in the school’s public 
image and rejected my approach. A physics room with 
ranked seats became a cinema for some nights and mainly 
for parents. Very soon I refused to help, despite my 
precarious job situation. The school was half state, half 
privately run and expected personal commitments.  

The cinema workshop in Four Corners demanded hard work 
and strength to run but at least it had as its base a well 
thought out concept and system of personal support. I had 
the space and set up to choose and show films weekly in 
seasons open to many very different audiences. I organised 
screenings with and for young people and also films 
connected to events and exhibitions going on in Tower 
Hamlets at the time.  
So, for example, I ran a school season IN THE 
CLASSROOM and included films our workshop members 
had produced. This at one point turned out to be 
controversial because of a ‘rude’ drawing on the poster 
hanging in our show window. I justified this to the press. All 
films on show dealt with problems of discipline in 
classrooms and discussions about how to resolve them.  
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Although the preparation of seasons took a lot of time, 
for the most part I enjoyed the unexpected meetings with 
people, quite often from around the area. Numbers were 
uncertain and sometimes screenings did happen with 
only very few people. But the opposite happened too. 
FILM AND MUSIC, DONE FOR EFFECT (Animations), 
VIOLENCE IN FILM were other seasons of 6 nights over 
6 weeks.   

My greatest challenge was the AUSCHWITZ SEASON, 
connected to the Auschwitz Exhibition in the Borough. 6The 
Other Cinema (Ron had worked there after Film School) 
helped me with films. I spent long, exhausting nights looking 
at them. Some films evoked very personal reactions and 
tears. At one point I could hardly handle it. But thanks to our 
policy I wasn’t alone. Public screenings always had to 
involve at least two if not more of us.  

How could young people who, to my mind, only spent a few 
months in 1980/81 with us tell me, thirty years later, that 
Four Corners was a sanctuary to them because they saw 
films they would not have seen before and also because 
they felt they were welcome to come and watch? They must 
have sat there enjoying the friendly atmosphere and as I 
now know avoided probation officers. Some of them had 
joined the National Front and went Paki-bashing and 
harassed Bengalis in Brick Lane. It shouldn’t be forgotten 
that Four Corners was a place where people - Jo and me for 
quite some time and then Ron and Paul and Keith and Peter 
and Maureen and others - lived and also worked. This was 
part of our ‘integrated practice’ and our shared 
responsibilities. These circumstances must have given us 
the confidence to live and act in this area without fear.  
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! THE FUNDING OF FOUR CORNERS 34

I was given the opportunity to work with money raised 
through Channel Four.  

The Workshop Agreement provided a sum for everybody in 
the group. I embarked on making a 16mm film that kept me 
occupied for the next three years, from 1982 to 1985. Hardly 
anybody in Four Corners really knew what I was up to. And I 
was actually uncertain myself as to how to go about this 
project. There were no group discussions on the script. In 
fact, was there even a script? Hardly. Then there were the 
rushes and the publicity, which I took on myself. It wasn’t my 
way to ask for the kind of help I needed from members of 
Four Corners and would have greatly benefited from. 
However, two community art workers helped me to run 
workshops with young people from around the area where 
we were living.  

In any case, times had changed. With the emergence of 
Ron’s projects and with Jo and Mary Pat’s feminist links - 
developments I strongly supported - there was simply not 
the time nor the desire to work ‘ together ‘ as a group as we 
had done in the 70s. Instead we were all under pressure to 
perform as individuals. 

Walter Benjamin in his 1936 book “The Work of Art in the 
Age of Mechanical Reproduction” made us aware that film in 
particular opts for a mass audience leaving the “aura” of 
individual makers far behind. Working as a group on small 
budgets counters this to an extent but it needed to be 
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recognised. I felt that Four Corner productions could only 
ever reach a fringe audience and stay marginal in the film 
industry but that it could have succeeded with a steady 
production of short films. But things didn’t work out that way. 
Working with Channel 4 and the new film Workshop 
Agreement was the only way available to us to reach a 
wider audience and survive financially. We were fortunate 
enough to be recognised as a film workshop alongside 
many others that sprung up in Britain within the IFA, the 
Independent Film Makers Association, in the 70s. But the 
independence of all these groups was certainly at risk. The 
question was whether any group would survive without 
Channel Four and keep its identity. 

With ‘NIGHTHAWKS’ Ron and Paul achieved a film for 
commercial distribution. From the very beginning Ron had 
been interested in feature films, unlike Jo, Mary Pat and 
myself who had an art school background. He shared the 
direction with Paul Hallam. Four Corner members were 
involved and all participants were paid the same rate. Many 
volunteers from the gay community helped. We were all 
seen as ‘equal’. But without doubt this was Ron’s film and 
the biggest production to come out of and be developed in 
Four Corners. And that within the tiny office and living 
space. Ron and Paul interviewed and attracted a whole 
community of people.  

Alongside all this, other activities and movements 
developed, including feminist productions. Therefore Ron 
could not continue to live and work in this building. In 1985 
he set up his own studio. But the idea of working on a film 
as a group - however difficult it is to define - never left him. 
Our work in the 70s had become an important part of his 
‘upbringing’ as filmmaker in the 80s and since then. 
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My film  IS THAT IT?  took 3 years to develop.  

I did show the unfinished product to others and changed 
parts following discussions and in 
autumn 1985 it achieved a screening in The London Film 
Festival and in the Edinburgh  
Fringe Festival and in Hamburg. The film compares 
depressing statistics and events in Tower Hamlets with 
opinions and stories from young people in the area who took 
part in workshop sessions with Ric Mann and Hilary Dunn. It 
was to an extent meant to be a film made by them. Basically 
I was keen to provide just the necessary technical means 
and know-how to them to make a film - the use of cameras, 
the darkroom equipment and chemicals, the projectors and 
the essentials to create paintings and back drops. In the end 
putting this together became a film as a report, a kind of 
diary of my work and findings and of our interactions with 
the young people we came across near us in Bethnal 
Green. A sound track was put together by the Musician in 
Residence at the time, Shaun Toser, working with a different 
group of young people in the new Tower Hamlets Youth 
Music Workshop, ‘The Steamrooms’. A high point was the 
screening in 1985 in the National Film Theatre, NFT 2, with 
all the participants present, followed by a podium 
discussion.   
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The film consists of six parts, each section intended to be 
viewed separately in order to stimulate discussion. In fact I 
had originally thought of it as 6 short films. I was genuinely 
keen to develop my ‘diary notes’, kept over years, but I 
would have needed more support and more space to work 
in. This was not available. My hope that Channel Four would 
buy this film or even show parts of it faded away. The only 
time our independent filmmaking could be shown was 
Monday nights at the so called “Eleventh Hour”. And there 
were many applicants. 
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Responses to my film were mixed. Some people felt it was 
too didactic. Others felt it didn’t appeal enough to young 
people and some - after a showing within Four Corners - 
were impressed and called it strong but also too ‘heavy 
going’. Jo’s parents gave me the best feedback. I felt 
rewarded. But it obviously wasn’t a ‘goer’. It didn’t really find 
an audience.  

Aesthetically it had a formal and experimental side. This 
was my reason for handing it to The London Film Makers 
Co-Op for distribution. Later this became LUX Distribution. 
They showed the last two parts in 2002, a screening 
Anthony Davies came to and revealed that he was one of 
the young people who had come to my early workshops in 
1979/80. I still like the poster and also a little booklet that I 
produced describing the facts and contents of each part of 
this film clearly with little sketches. I am glad to have this to 
show and to hand in for archiving.  
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THE FOUR CORNERS ‘MODEL’ 

Who is this for?  

This always was the conscience-raising question from 
community arts activists. At least that is how I remember it. 
‘Who is this for?’ This question stirs things up but can also 
kill 
things. It was one of the reasons why I didn’t show the film 
DON’T THINK SO. I was in danger of causing huge 
controversy in the community, with parents and the council 
and not least Four Corners itself. I certainly didn’t want that. 
All I wanted was the opportunity to use the creative process 
which allowed me to bring out emotional responses from 
young working-class people and to establish a dialogue with 
very different people from very different backgrounds and 
with very different expectations. This happened in a way 
which was lively and, more importantly, friendly, engaging 
and unthreatening.  

It needs pointing out again that I did not do this on my own. I 
did it with the support of the six members of Four Corners at 
the time and a committed team of four who wished to 
participate. The phrase we used in Four Corners and which 
we often used even to funding bodies to describe our 
strength as a group and the support we had for each other 
was ‘integrated practice’. This was part of our ‘model’ but 
what it meant did change in the 80s.   

As a group we lost our solid ‘frame’, I felt, not through the 
fault of any one of us but simply 
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because we had different ambitions and abilities. Elements 
of what we originally wanted were still there but largely as a 
result of financial constrains it was impossible to work and 
live together with the original concept and certainly not 
under one roof in Roman Rd as Four Corners. We were all 
going our own way and a process of separation took place - 
not with any unpleasantness but ‘naturally’, so to speak. 
There was a strong feeling that everybody was working to 
their limits and that Four Corners, with its beautiful new 
specifically-designed workshop and cinema, was bursting at 
the seams.  

My perception was that the mutual respect we had for each 
other didn’t actually help to keep us together. Or, if I were to 
be very critical, we were no longer working as a group. This 
is certainly my own view now and it was a gut feeling I had 
at the time. I will try to expand on this. Channel 4 agreed to 
co-fund a script that I developed with Paul Hallam. We 
needed the British Film Institute (BFI) to agree. I went to an 
interview with the production board and had to explain my 
working methods with young actors and to compare these 
with those of Mike Leigh, who happened to be one of our 
teachers in the London Film School. I realised then that my/
our ‘methods’ and ‘ethics’ were completely different from 
Mike Leigh’s. We didn’t audition young people. We didn’t 
train them. We took them as they presented themselves to 
us. Our filming relied on our relationship with them and on 
trust and their spontaneous responses.  

I could not explain myself convincingly. My way of working 
gave no guarantees  
that a film would be successful. I knew this instantly but fell 
silent. Looking back it was wrong to apply with a script. 
Scrapbook entries had already said everything, especially 
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Paul Hallam’s vivid descriptions. Young ‘punk’ people had 
delivered explosive creativity. We got to the core of what we 
wanted. And now, I realise, I should have asked for money 
simply to document what was there, what was at hand. We 
had results in scripts, acting, drawings, writings, photos and 
film and - I didn’t even show the film ! My desire was to 
present a collective process and to reflect on my position 
within it. Technical quality didn’t count for much. Film 
provided the means to capture and preserve what I had 
found. That’s what counted to me.  
I remember suddenly feeling lost without the support of 
other members of our group. Not that this was their fault but 
I realised this wasn’t a Four Corner project any more, not a 
product designed and cared for by all of us like our early 
films. But could it have been? I have my doubts. I had a lot 
of help with the Cinema Workshops but time had moved on 
and so had the young people. Help came from others but 
not from us four trained filmmakers who created Four 
Corners and this ‘model’. But that didn’t fundamentally 
change my feelings about the four of us who had created 
this. 
To my mind the film side, yes, but not the workshop side nor 
the cinema and educational side of our developments in the 
80s were really understood and valued. As such our concept 
of a cinema workshop didn’t fall into traditional publicly 
funded categories.  
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The “aura” of a filmmaker counted more  
than a progressive educational approach to film and film 
making with adults and young people. 

I remember the delight we felt when we bought a 16mm 
editing table. I think Mary Pat was a driving force and she 
helped Ron with his HOPPER film sponsored by the Arts 
Council. This was a piece of equipment for all of us to work 
as a group on films again. It only partly happened. But a 
short time later the whole editing practice changed and 
needed other more expensive equipment and expertise. 
And, Mary Pat worked on an editing table and a pic sync on 
her film at her home, or in The Film makers Co-op or in St 
Martin’s School of Art where she taught. Mary Pat died 
tragically in 1997 of a brain tumour. What would she have 
said about my views written down here in 2018? I recently 
met people who have experienced her as their mentor in St 
Martins School of Art and were still full of praise for her 
important influences on their lives. 

�44



What then was the Four Corners ‘model’? I ask.  Some 
years ago Ron wrote “working within Four Corners is to be 
continually arguing, defending and challenging - taking 
nothing for granted - in an effort to understand better the 
nature of the film …”  But did we really do that ? It might 
have been in our heads. And I agreed. But to my mind we 
should have done this much more extensively.  

During my workshops Richard Taylor questioned the idea of 
GROUP filmmaking. He didn’t understand the practical 
consequence and I could see what he meant. But for me it 
is the idea that acts as a constant reminder of what it means 
to work as a group, as a kind of base line. 

It is difficult to speak for others. I was looking for continuity 
and a balance between creative inputs, financial stability, 
workshop facilities and enjoyment of other productions in 
progress. Really, I was looking for more security for our set 
up in the long run. I wanted the ‘model’ to be real. A ‘model’, 
like any theory, needs to be put into practice. Our ‘frame’ 
had been really modest to begin with but was probably too 
ambitious later on. ‘Small is beautiful’ was a popular 
catchphrase at the time. There is something in that. But then 
‘small’ is easily marginalised and can be seen as less 
important. ‘Small’ has to prove itself and maintain its 
strength. We set balloons off but I always felt we should 
have kept them closer to the ground. To me that meant 
spending more time listening to each other within any 
process of working together. 

The film Seasons 
I already pointed out the importance of our 40-seat cinema 
demonstrated in THE EAST END CINEMAS TAPE .This 
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was t h e binder between all four members of Four Corners 
in 1979/80. One common denominator - certainly for Jo, 
Mary Pat, me and then others and also for people from 
outside - was the idea of film seasons, originally as part of 
our own work. These public screenings and discussions 
took place with relatively few people in our small 40-seat 
cinema. I loved the concept because there I could do slide 
shows, show films and videos as unfinished products open 
for discussion, with the aim of getting an audience involved. 
Not a huge audience, naturally. None of us wanted that! But 
to be open to a public who could come and join in if they 
wished to. Perhaps it was my teaching practice that made 
me feel comfortable with regular preparations for each 
successive audience. I was prepared to face up to this. But 
how far can you go? It is very exhausting to constantly try 
and reach a wider public and to give your best. Where do 
you stop providing? 

A good example of what this, our undefined ‘model’, led us 
to was a discussion about Four Corner’s front window, 
originally the show window of the shop. It needed care and 
content. After all, it had been part of a shop. When we took 
the building over we planted runner beans which covered 
the whole front of this double house from the recess above 
the shop right up to the roof. Everybody loved this friendly 
gesture. Then Jo displayed photos of our cat in the window. 
I loved the idea of putting some of our ‘goods’ there after we 
had created a completely new shop front. I felt this was a 
better showcase than any space in a gallery. It was a 
“peeping hole” for the public. I had always exhibited in 
school corridors for the same reason. What a chance we 
had here! But was there ever enough time to take this on? It 
needed helpers to organise. I lived out dreams in Four 
Corners and cared for all the spaces which existed in it.  
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I liked to be outside a classroom and in an environment that 
allowed open access to learning and teaching as it was 
purpose designed in Four Corners. I felt this place was  

my kind of ‘refuge’.   
 

Back to the early 80s. The workshops run for the 
unemployed, the cinema and film seasons, the finishing of 
BRED AND BORN by Jo and Mary Pat, involving a family of 
four generations of women in Tower Hamlets, Ron’s Film 
about Edward Hopper, Ruhul Amin’s productions about 
people from Bangladesh living in the East End of London 
and a film by Mary Pat in the making, this was a buzzing 
production place in the early 80s and certainly represented 
a successful ‘model’. But at the same time this felt limiting to 
me compared to the 70s. I recall a two-day meeting 1982 
with eight members of Four Corners to work out what held 
us together and how to face the future. The group had 
changed, new people had joined and this was because they 
were needed to cover so many - too many - functions. 

At that level Four Corners was excellent for contacts, 
communication and creative work. But as a market model it 
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was impossible to sustain. Four Corners would have needed 
permanent subsidy, like theatres or galleries often have. 
What we were trying to do in our different ways was on the 
whole not saleable. The political climate had also changed. 
State funding for projects like ours and many others dried 
up. 

FOUR CORNERS DURING THE MID AND LATE 
80s 

Four Corners became the base for the women’s film 
distribution group ‘CIRCLES’. 
More cutting and meeting rooms were needed. Ron had 
success with the showing of ‘NIGHTHAWKS’ but it was 
more widely shown outside Britain. He had difficulties 
raising money in this country. He received an award for his 
short film ‘WHAT CAN I DO WITH A MALE NUDE?’ but then 
involved himself in big and very exhausting projects. The 
development of ‘EMPIRE STATE’ took place only for a short 
while in Four Corners. Jo had successfully applied to move 
our family from the Estate in Hackney Road to a neglected 
Victorian house in Kenilworth Road with a grant offered by 
the Council. That house needed to be refurbished with us 
taking on much of the work ourselves. Unfortunately Jo hurt 
her back. She took years to recover. 

Ron’s time living at Four Corners came to an end and so did 
his resources. I remember a fairly desperate Four Corner 
meeting where we couldn’t see any light at the end of the 
tunnel as regards the group’s survival. Practically all the 
money had run out. Thatcher’s era had removed all hopes 
for the kind of applications we made. People moved out one 
by one and by 1986 nobody lived there anymore. The 
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building consisted of offices, libraries, cutting rooms and the 
cinema. The year 1983 became a kind of crunch year for Jo. 
Fundraising activities overwhelmed her and a coordinator 
had to be found. Also, she no longer liked the more 
institutional feel of Four Corners and as one of the founders 
and project initiators she now felt she didn’t really belong. 
She got tired of Four Corners, saying to me: ‘We are the old 
generation’.  

In 1983 Jo and Mary Pat finished ‘BRED AND BORN’. Mary 
Pat’s daughter Nora was one year old when they showed 
the film at the Edinburgh Festival and in York. It was the 
time of Greenham Common. They took part in the anti-
nuclear demonstrations. In March 1984, Jo, Mary Pat and 
Lis Rhodes, a seventh member of Four Corners, went to the 
Berlin Film Festival to show BRED AND BORN. 

Ruhul Amin’s film A KIND OF ENGLISH was financed and 
got a showing by Channel Four. It was his productions we 
all supported.  

Up to 1985 Jo and Lis Rhodes worked on a series of films, 
intended to appear during advertising ‘intervals’. These were 
shown by Channel Four but only on ‘the Eleventh Hour’, the 
slot for independent filmmakers, on three Monday nights.  

                   
I was penniless again but very lucky to get an artist in 
residence grant from Jenny Lomax  
in the education department of The Whitechapel Art Gallery. 
I worked in Lauriston primary 
school which my son attended. It was run by a very good 
and progressive headteacher. I  
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found excellent conditions for an exciting project and loved 
working with children. I took little groups of them out of their 
lessons and introduced them to games using a video 
camera, often passing the camera on between them. They 
slowly got used to filming what they had built and also 
included effects. They then wrote their own stories, made 
masks and marionettes and performed. The result at the 
end of the year was a video film called NO SAFE WAYS. 
! This article appeared in JUNIOR EDUCATION in 1988 : 50
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It was a success. I was offered a teaching post but didn’t 
feel qualified. Equally successful 
was my supply teaching at Mandeville School in East 
Hackney. Working there was an 
eye-opener. I admired the headteacher who kept calm under 
very difficult conditions with West Indian and Bengali 
children in an area where racism was rife.  

In 1986 our daughter Louise was born. We lived in our 
refurbished little Victorian house near Victoria Park and felt 
a change to come, not knowing what that could be. But Jo, 
born in London, wanted to move to the country. I often had 
to close Four Corners late at night because we lived nearby. 
It was scary. In 1975 I had opened this dark dusty building 
with an iron bar and saw and entered with no fear. After that 
I felt like a caretaker, then like a projectionist but now like a 
security guard. Previously I had always felt at home there. 
Setting up the alarm system and locking everything with 
high-pitched noises in 1986/87 was the opposite of all this. 
Something had finished and this affected Jo on an 
emotional level to a greater extent than it did me. By 1987 it 
really was time for both of us to leave  
Four Corners behind. And so we did. 

A DECISIVE CHANGE IN OUR LIVES 

This happened soon afterwards. We explored Shropshire 
and eventually settled there. We were lucky to find an 
unused barn, then sold our lovely ‘new’ house off Vicky Park 
and lived for two years in a caravan while we converted this 
stone building. Jo’s sister and brother-in-law, both architects 
in Liverpool, helped us with the planning and with finding 
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builders. The Barn, after many changes, now houses three 
families under one roof. And once more we are part of a 
community with joint projects, the construction of a studio, 
yurts for hire, a Mega shed and Garden Rooms and two 
caravans!  

From 1988 on, for seventeen years, I commuted to bedsits 
in London in order to teach in The German School in 
Richmond. I became a weekend daddy. Slowly Jo was 
developing a mental health project in Oswestry. Over 25 
years it moved from inside NHS daycare to an independent 
community building and now occupies a two floor studio 
space in Oswestry town centre with a shop adjacent on the 
High St. DESIGNS IN MIND is a creative social enterprise 
whose members are all referred through statutory mental 
health services. This is a working studio with all members, 
staff and volunteers contributing to the production of exciting 
and innovative retail products and site specific public art 
pieces. What impresses me is that members meet every 
morning to carefully talk things over before they start. We in 
Four Corners never gave that amount of time to each other. 
If only we had! But the circumstances were very different. 
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When Carla Mitchell, the development director of Four 
Corners from 1993 onwards, invited founder members to a 
40 years anniversary meetings and screenings, she also 
asked us to contribute to the archiving of the early years. In 
a way I awoke to my own past, looking at it from the 
present.  

Four Corners is a changed project now, not only because of 
a new centre next to the old building but also because it 
includes the archiving of the magazine CAMERAWORK 
from the 70s and 80s. Four Corners now is a photographic 
training centre in film/TV and a production and exhibition 
centre for film and photography. It might well have lost the 
individual touch and ambitions of “us” founder members but 
to my mind follows on logically and professionally from 
where we left. I support it and to my astonishment and joy 
feel welcomed and at “home” when I go to London. 

In conclusion, this archiving makes perfect sense to me. I 
am happy and proud to be called a founder member of Four 
Corners.  

The archiving has made me think again about what I did and 
what kind of “foundation” my contribution to Four Corners 
was. My feeling is that we “founders” tried to develop a very 
complex and far-reaching project: Four independent minded 
filmmakers to work together - not really as a team or as a 
collective - but as a group working on ideas and practices 
we all supported. Eventually this drew in many very different 
people and a wider public into filmmaking, film shows and 
discussions. We called it integrated practice. The hope was 
to survive financially. My hope was to initiate small projects 
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with young people in our film workshops. We were part of a 
movement of independent film workshops and got funding 
for a 40-seat Cinema, but funding dried up in the 80s. 

Looking back we certainly created a unique project and a 
platform for change in the field of film and education. I 
absorbed many new initiatives of the 70s geared towards 
progressive changes in our lives. With an open mind I 
benefited from being, working and living with members of 
Four Corners in one building. We were different but we were 
friends. What might appear from the outside to be a setting 
for people with left-wing views was in fact a place for very 
personal engagements without preconceptions. My own film 
work became a kind of diary of the things I witnessed and 
wished not to be forgotten. Looking back I don’t think the 
results count as much as the processes did.   

To return to the opening lines of this report, to the 
SCRAPBOOKS which, stored in my garden shed for years, 
became to everybody’s surprise such a success. This was 
because they inspired others. A key phrase I often use is 
STARTING FROM SCRATCH. I am only now, at my age, 
beginning to see the importance of this. Where does it come 
from? It might have to do with our family escaping from the 
Russians when we lost everything we  
had. I lived through setting up five new places between 
1951 and 1970, before, in 1975, squatting and helping to 
refurbish the building that became Four Corners in the East 
End of London. From 1976 to 1978 I lived in a caravan. After 
that I moved twice and from 1988 to 1990 I lived in a 
caravan again, this time with my family in Shropshire, during 
the transformation of a stone barn into a living space. 
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We went through Dresden a week before the British 
bombardment in February 1945 

One important fact in my life is that after the war my aunt 
and friend of my mother who suffered from TB helped to 
guide us three boys and her niece through very difficult 
times with love and humour. This was a precious gift. If only 
I can pass on the essence of that.  
My life feels like a full scrapbook, a source for most of my 
art. I am suspicious of things too big and perfect. I prefer to 
improvise from the ground up. I like to share my interests 
with others. I am happy to have been a founder member of 
Four Corners and other projects and to have developed 
some of my skills and characteristics. But to me, the most 
important thing is that I met so many inspirational people 
along the way.  
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FILMS AND VIDEOS by Wilf Thust 

WHERE IS THE GAIETY  1973 - 74 
Notting Hill Gate / Adventure Playground / Black Community 
/ Class / Free play ? 

now visible in the introduction to the video   
THE PLAYGROUND FILM                  2016 
Play- Work- Non- Work- Play- Non / Politics and Play and 
questions of Pay 
available on You Tube and Vimeo 

RAILMAN                                      1974 - 75 
How to meet a railman at work ? Restrictions / Permissions / 
Pay scales / Unions 

ON ALLOTMENTS                                    1976 
Recreation and politics / forming relations / appreciations / 
class and gender differences 
available through Four Corners film 

SOS 77 / Save the OS                                             1977 - 82 
now as part of 
THE SCHOOL SRTIKE 1977  
(together with “OS Anniversary 2014”)    
as a video                                                                 2015 
Defense of an alternative model of education in Germany / 
experiencing democracy 
available on Vimeo   
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DON’T THINK SO                         1980 - 81 
Class room behaviour portrait by working class teenagers / 
questions of gender and class 
now available on You Tube 
                                                                                    
IS THAT IT ?                                                  1982 - 85 
Teenagers in Tower Hamlets 1982 / statistics / questions 
about “them” and “us” / improvisations / race issues / young 
people’s music workshops and poems 
available through LUX moving image 
and Four Corners film                                                                                                 

NO SAFE WAYS                                        1986 
Primary school children play with a camera and self made 
props and puppets / passing on scripts and acting / leading 
up to a performance with marionettes                                                                                                    
available from Wilf Thust                                                                                                 
and Four Corners film                                                                                                             

Watch Wilf in Central Saint Martins 
http://reverso.resourceforge.org/production/archives-
activated/ 

and with eBooks on Four Corners Scrapbooks 
http://reverso.resourceforge.org/central-saint-martins/four-
corners-ebooks-01-03/ 
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