The Blue Notebook
Volume 11 No.2
Spring - Summer 2017

1

The Blue Notebook is published in two formats: a PDF
colour version, and a paper, black and white version.
An annual subscription covers both formats for two
issues, UK or international. For subscriptions, please
visit: www.bookarts.uwe.ac.uk
We welcome submissions of writing on contemporary
artists’ books and related issues for The Blue Notebook.
Please email Sarah.Bodman@uwe.ac.uk for guidelines
or see: http://www.bookarts.uwe.ac.uk/publications/bluenotebook.html
Artists’ contributions are by invitation from the
Art Editor, Tom Sowden.
The Blue Notebook journal for artists’ books is published
by Wild Conversations Press, Bristol
www.wildconversations.co.uk
Editor: Sarah Bodman
Sarah.Bodman@uwe.ac.uk
Art Editor: Tom Sowden
t.sowden@bathspa.ac.uk
Cover design: Tom Sowden
Editorial address:
Impact Press at the Centre for Fine Print Research
UWE Bristol, Kennel Lodge Road, Bristol, BS3 2JT, UK
Tel: +44 (0)117 328 4915
Sarah.Bodman@uwe.ac.uk
www.bookarts.uwe.ac.uk

The Blue Notebook
Vol.11 No.2 Spring - Summer 2017
ISSN 1751-1712 (print)
ISSN 1751-1720 (online)
© 2017 publication, Impact Press
© 2017 texts, individual authors
© 2017 images, individual artists
Permission to photocopy texts for personal use,
one-off educational use in study packs, or for
individual academic study is granted. For any
other use, please contact the editor and the
individual author or artist for their authorisation.
The views expressed within The Blue Notebook are not
necessarily those of the editors or publisher.
2

Contents

Artist’s page - Marian Crawford

4

Introduction - Sarah Bodman		

5

Unconventional Narratives
Otto
				

7

			
Reading Between the Worlds
An interview with Ken Campbell
Nancy Campbell					 15

Zines, Journals and Cyprus - Paragraphs of Thoughts
Curated by Omiros Panayides		

23

Damp-in-Ditchwater: A satirical staged narrative
revealed through an Artist’s Book
Dr Jackie Batey 					

31

Re-Take/Re-Invent
Noëlle Griffiths

43

Artist’s page - Philippa Wood

50

Referees’ Biographies 			

51

Artist’s page - Ton Martens

52

Artwork Contributors		

53

Artist’s page - Daniel Lehan

54 & 55

3

4

Welcome to issue Twenty-two of The Blue Notebook

Many thanks to our writers for the articles in this issue,
in order of appearance:

Thank you to Tom Sowden for producing the Emergency
Book Release cover for this issue.

In ‘Unconventional narratives’, Otto presents his personal
alternatives to conventional narratives, as explored in his
practice as book artist and illustrator, from his first book
‘Helping you back to work’ to recent experiments with
format and content.

Thank you, also to our referees, Dr Anne Béchard-Léauté
(France) Maria Fusco (UK) Susan Johanknecht (UK),
Jeff Rathermel (USA), Dr Paulo Silveira (Brazil) and
Ulrike Stoltz (Germany) for their continual duties.
Volume 12 No.1 will be published in October 2017 as the
Autumn - Winter issue.

Reading Between the Worlds - Nancy Campbell
interviews book artist Ken Campbell, discussing his
new publication, ‘You all know the words’, and the
signal works created during 40 years of artistic activity.
Campbell recalls his wartime childhood in the East
End of London and its influence on his way of seeing,
and describes how his early books emerged in the punk
culture of the 1970s as a synthesis of his interests in
graphic design, fine art and poetry.

We welcome your ideas for articles for future issues submission guidelines can be found on our website at:
www.bookarts.uwe.ac.uk/publications/
The address for the online colour version of this issue is:
www.bookarts.uwe.ac.uk/tbn/x173/473h/tbn22.pdf

Paragraphs of Thoughts - Omiros Panayides introduces
us to contemporary artists’ publishing practice in
Cyprus, through curating contributions from four
local independent artists/publishers working with
independently printed and published forms of
speech and image.

And finally, many thanks to you, our readers and
contributors for your ongoing support for The Blue
Notebook through sending ideas for essays, articles,
reviews and artworks, and of course subscribing.

In Damp-in-Ditchwater: A satirical staged narrative
revealed through an artist’s book, Dr Jackie Batey
explores the balance of text and image in a multilayered exploration of the absurdity of everyday life,
and posits an alternative to the crude polemic in making
criticisms of the role that industry plays in the life of
the community.

Sarah Bodman

The Re-Take/Re-Invent project features 15 artists
responding to the art collection at the National Museum
of Wales, Cardiff. Each artist interpreted their chosen
artwork from the critical standpoint of their current
studio practice. Noëlle Griffiths selected a painting
by John Hoyland, one of the most influential abstract
painters in the collection who was also her external
examiner for her degree. In response to the 1979 BBC
Arena film about John Hoyland Six Days in September,
Noëlle has chosen to examine her own creative process
making a series of paintings and related artists’ books
A selection of artists’ books made for this project will be
exhibited at UWE Bristol’s Bower Ashton library from
mid-April – June 2017
Our thanks to the artists who contributed pages for this
issue: Marian Crawford (Australia), Daniel Lehan (UK),
Ton Martens (The Netherlands), Philippa Wood (UK).
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Otto’s first screenprinted artist’s book, Helping you back to work, 1996

Otto’s books on display at Printed Matter’s New York Art Book Fair, 2015
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Unconventional narratives

The visual and verbal narrative describes the history
of work from ancient times to the middle ages; such as
enlightenment, industrial revolution and modern times.
The argument is that we started with slavery and have
come full circle back to slavery.

Otto
In this article I present some alternatives to conventional
narratives, as explored in my own practice as a book
artist and illustrator.

In parallel to the primary narrative, I tell the story
playfully using a secondary visual narrative by using
two symbols, the sign for road works and the Egyptian
pyramid. The first one I used to symbolise modern work
in general while the second one stands for slave labour,
which is associated with the construction of pyramids.
They both have the shape of a triangle, which helps in
their transformation from one to the other, until there is
visual equivalence as shown on the cover image.

My background is twenty-five years of illustrating for
international newspapers and magazines. So I come from
a culture where making work is as much a part of the job,
as it is seeking out customers and self-promotion.
My income from illustration used to be sufficient to
support my book arts practice, but this has decreased
since the recession of the economy in general and the
decline of newspaper publishing in particular.
To replace a reliable income stream, I am now building
up a screenprinting business. Marshfield Screen Print
has three modest sources of revenue: open access
printing, teaching and a print editioning service.
Most of the work is done by a studio assistant and
technician on a freelance basis.

During that time I came into regular contact with
conventional book formats through my course research
in libraries. Looking at the formal construction of
books, I suspected that the ritualistic implementation of
elaborate beginnings and ends such as front cover, title
page, contents page, preface, etc. on the one hand and
appendices, notes, index, back cover, etc. on the other,
not only serve purposes of information, but are also a
display of status quo, and elevate the work to a level of
authority. I suggest that this elaborate framing of content
reinforces our conventional type of narrative - the linear
one with beginning, middle and end.

I started making screenprinted picture books twentyone years ago. I find the combination of book making
and screenprinting perfectly suited for small to medium
production runs. During the last twenty-one years I have
produced around fifty different books in which I have
experimented with both form and content. I have found
that narratives are not just a case of writing or illustrating
a story, but are equally dependent on the form of the
object that ‘carries’ the content. By deconstructing the
book format I have affected the stories especially with
regard to their beginnings and ends.

I saw parallels between this pattern and the dominant
social narrative of having started out from a state of
hardship and slavery, which has in modern times been
overcome with the arrival of freedom and prosperity.
In Helping you back to work I wanted to present an
alternative version of the state of affairs, but in order to
tell a different story I also needed to change conventional
book structure.

Helping you back to work
I made my first artist’s book, Helping you back to work as
a final project for an MA in Illustration twenty-one years
ago. This book was my first effort in screenprinting and
not the most accomplished work, but it set the direction
for my future projects.

I wanted to emphasise the circularity of the narrative, to
show that slavery is a repeating pattern, and humanity is
back where it started during the times of the Pharaohs.
In order to do that I got rid of a cover, title page, and
everything else, moved the first page onto the front cover
and the last page onto the back. As a result I ended up
with a book where the last page and the first match to
form a unit, the coming together of the road sign and the
pyramid as one triangular shape.

The initial motivation was to find a form of presentation
that allowed me to show a series of narrative images.
I could have hung a collection of designs on the wall or
made a portfolio, but I decided in favour of the book as it
is a compact body of work bound together, reproducible,
and possibly sellable.

This is of course not completely revolutionary, but it
was a first step in a direction that ultimately set me on a
path of self-publishing rather than seeking a publishing
deal. Usually it is content that is published rather than a
complete book with an unusual format.

The story for the book came from actual life. At the time
I was still dependent on state benefits, and was often
confronted with institutions such as job centres, where
being an artist was not really an accepted profession.
I decided to make a book about the role of labour and
slavery in society and how we arrived at the current
concept of work.
7

Otto, Peter and Jane in a Paper Plane, 2013, screenprinted concertina, 27 x 80 cm unfolded, edition of 45

Otto, Alien Invasion, 2012,
four-colour screenprint,
edition of 45, 67cm2 unfolded.
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Peter and Jane in a Paper Plane
Over the years I continued in the same fashion with
picture books for adults, exploring different formats.

Verbal storytelling, by comparison, is characterised by
a linear sequence of beginning, middle and end. When
reading text, the experience is of the present instance
of a story, with continuity relying on memory of what
has happened before, and the expectation of what will
happen next.

Paper Plane is a more recent book where again the end
turns into the beginning. If you look at the unfolded
concertina, you can see the whole narrative at once.
By the way, this is one reason why I like working with
images. The whole work can be viewed at once, with the
option of looking more closely at particular details. It
is possible to zoom in out, looking at the whole and the
part almost simultaneously.

In Paper Plane the image of the plane is spread over the
whole book, the tail of the plane on the first page and
the nose on the last. The plane is a vehicle of course, but
static on the ground. The narrative travels through the
plane, as Peter and Jane move through the plane from
back to front, as shown on the panels of the concertina.
This story ends with the characters arriving at the
cockpit, ready to take off. The point is that the end is just
the beginning. In order to maximise the open-end effect,
I moved all the book’s information such as author, edition
no. etc. to the first page rather than the last.
Alien Invasion
Alien Invasion is a complex folding book, in essence
derived from a triptych format. The narrative unfolds
from two situations, Adam and Eve, who are extra
terrestrials travelling through space to finally get
deposited on planet earth. This story unfolds step-by-step
by opening panels of the book, until finally the central
panel is revealed. So the beginning is on the outside of
the book and the end is in the centre.

Otto, Alien Invasion, 2012, cover detail.

I often pursue a narrative that is symmetrical. The left
and the right are often opposites yet similar, and a
resolution occurs in the middle of the book.
The process of creating a new book very much depends
on play with paper and card, folding it in unexpected
9

Otto, Dance, 2013, 3D book in 3 parts: 1. dancefloor, 2. dancer 1, 3. dancer 2. Screenprinted edition of 100

Otto, Visa and Solo, first edition of 60, screenprinted in 2011. Republished in 2015 by Design for Today
in an edition of 500, screenprinted by Otto at Marshfield Screen Print. http://designfortoday.co.uk
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of two shoppers, Visa and Solo who shop for products
named Solo and Visa. The story’s focal point is the fourpage centre spread where the two people meet and pass
each other. This instance is represented once more in
an eight-page fold out. This extra wide page spread is
part of the book, but does not occur in the page-by-page
progression of the story. So there are two alternative ways
of unfolding and reading this book.

ways, while simultaneously drawing and writing elements
of narrative on it. During the process of making a book,
I usually produce a large amount of roughly folded
and glued dummies, gradually starting to resemble
the final object.
Dance
With Dance I wanted to make a book that not only
represents dancing but also communicates it as
a sculpture.

Otto, Visa and Solo, 2011, detail of centre pages.

Visa and Solo was published in a screenprinted edition
of 500 by Design for Today.
Folding Clouds
At first sight Folding Clouds is quite an innocent looking
book. I deliberately used very traditional references in
the cover design to give the illusion of a vintage object.

The process of reading the book starts with the
unwrapping of the three elements, which are two folded
cards and a wrap-around cover. The two folded cards
are synonymous with two dancers, male and female, and
the wrapper turns into the dance floor. Those three parts
need to be assembled in the correct order to allow for the
reading of four pages. Those pages are not actual pages,
as they are removed from the paper material of the book.
Instead they are aspects that need to be viewed from
specific angles. As the viewer turns the book around itself
into the four corners of the dance floor, the distorted
images flatten out to reveal the story of a couple dancing.
The effect is similar to the optical illusion in Holbein’s
painting, The Ambassadors. The ninety-degree rotations
can be repeated indefinitely, making it a circular story.
Visa and Solo
Visa and Solo is a complex concertina fold, where
elements of narrative reveal themselves within different
parts. There is no obvious end in this book.
The cover and its illustration are symmetrical as are
various other aspects in the book. There is a narrative,
the sequence of which is indicated by page numbers,
but viewing of accidental page combinations is just as
likely. The story takes place in a supermarket and tells

But as you open the book, you come across an unusual
structure. Instead of a text block with pages, there is the
cover that continues to unfold, to finally reveal a large
11

Otto, Folding Clouds,
prototype made in 2016 as
an initial test edition of 10.

Otto, Camiño de Santiago, 2015, screenprinted edition of 45.
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all, the spiritual reason for the pilgrimage. So he ends up
standing both at the beginning as well as at the end of
the journey, achieving a kind of symmetry.

illustration on the inside. The unfolded book is six times
the size of the cover. The absence of conventional book
content is reflected in the illustration: a group of saints
are merely clouds in empty drapery. The folds of the book
are echoed in the folds of the drapes. Apart from the title
and author credit there is no text in the book.

Of course there are limits to which I can self-analyse
my practice as a book artist, but I suppose I want to
maximise the experience of unfolding and discovering
material and imagery, so eventually the act of unfolding
becomes the narrative.

The initial starting point for Folding Clouds was a simple
one: as an illustrator I prefer the cover to the rest of
the book, because it is often beautifully illustrated and
visually the most appealing part. So I am naturally
inclined to make a book that has nothing but a cover.
But with the removal of the text block, conventional
narrative content disappears as well, which I then have
to reconstruct to fit the new format.

The most important motivation in making books is
for me, a desire to connect with the audience.
Artists’ books are fairly unique in that the artist is
involved in every step of the process, all the way from
conception, to creation, to publishing and finally selling
work to the audience. The last part is also important to
me as I directly experience people’s reaction to the work.
As with the creation of all art, it is after all a dialogue.
I want to make work that I personally find challenging,
as well as to entertain and delight an audience. So their
feedback is a valuable source of inspiration.

Camiño de Santiago
This book is a folded print glued into a hard cover.
The sheet is printed on one side only, and folded ten
times making 35 squares. It tells the story of an actual
journey, the pilgrimage to Santiago de Compostela in
Spain. As it represents the linear progression of the
walk, it might have easily become a conventional book,
but I wanted to integrate an oversize illustration of a
landscape, so I opted for a larger format. The landscape
spreads over 16 squares.

With that in mind I prefer all stages of the production
process to be visible in the final book objects. Often
this is an unavoidable consequence of the hand-making
process, but sometimes it can be reinforced with
deliberate features. That might be the obvious layering
of ink that is visually distinct from digital printing, as
well as residual registration marks or even purposeful
additions of ‘dirt’. Furthermore, the careful tearing of
pages can not only save paper and labour, it also provides
an attractive design feature.
So those are not just aesthetic choices but serve to
maintain a continuous link from conception of the book
to its eventual reading and handling.

So far so good, but as I was trying to insert the folded
sheet into the bookcase I was faced with several issues.
The object had to work as a book, so I wanted the first
page to have an illustration rather than a bank page.
It was important to me to draw the reader into the book
without any dead spots.
Furthermore, as you proceed to unfold the pages, there
needed to be some kind of visual progression. This
was more difficult than I initially thought, because the
process of unfolding a single sheet is very different to that
of folding pages in a conventional book. In order for it to
work it needed to be divided it into the correct uneven
number of squares horizontal and vertical, with the book
glued into the cover behind the first square.

Finally, books are definitely not mere carriers of content,
but the medium is very much part of the message.
To illustrate, one of my more functional books, the
Screen Print Manual is a technical guide to the
screenprinting process, which I initially conceived as a
learning aid for students and artists here at Marshfield
Screen Print. It is of course screenprinted, which to me
seems the only really appropriate way to make a book
about screenprinting.

Otto is a Graphic Artist who practices as Illustrator,
Screen Printer and Book Artist.
otto@ottographic.co.uk
www.ottographic.co.uk
Otto, Camiño de Santiago, 2015, detail of first page.

Marshfield Screen Print
4 Martor Industrial Estate
Tormarton Rd, Marshfield, Bath SN14 8LJ, UK.
www.marshfieldprintstudio.co.uk

By happy accident it turned out that the last square on
the folded sheet became the first page in the book.
For that page I used a depiction of the saint, who is after
13

EXECUTION, Ken Campbell, 1990, edition of 40, 380 x 305 mm, 74pp plus printed endpapers. 39 single sheets in polychrome
letterpress and handwork on 280gsm T. H. Saunders paper, bound within printed covers and printed and hand-painted slipcase.
‘EXECUTION’ plots the dismantling of a diagram (after Tschichold) that establishes a possible disposition of text on a page.
The elements of the diagram are made from steel plate progressively cut, etched and ground to hasten their dismemberment and decay.
The double-page spread is like two halves of a head, and there is a notion running through the book of a wolfman revealed. That’s a
Jungian notion, and a powerful one to my mind. It offers that there are two people looking out of any one face. Once again the book
spread is used as an arena for corporeal display.
The diagram is progressively destroyed through the book to reveal a cracked black mirror, which is the mirror in which one half looks
at the other. Rectilinear wood blocks and heavy lead rules make up an abstract of the page described by the angular diagram. These too
are manipulated, the rules’ movement sometimes suggesting lines of type, and sometimes the ribs of a corpse.
Three faces, printed letterpress from etched plates, appear throughout the book. They represent three ages in search of a persona and
are accompanied by the figure of a sprite or demon, who apparently converses with his own shadow. Lead blocks are deployed to
represent the Egyptian crocodile god Zebek, god of justice; and, when doubled, two halves of a face.
‘EXECUTION’ abandons narrative form to use its text as prompts to the drama in the printmaking. The book is about left and right,
dark and light. In its establishing of elements to be subsequently manipulated it aspires to musical form. In its assault on the book
structure it supplies the means of its own demise. ‘EXECUTION’ offers the wolfman on our other side an escape to the shadow self.
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Reading Between the Worlds
An interview with Ken Campbell

literary and not a visual culture and therefore they’d
rather talk about the person, because they’re not at all
used to looking at the work.

Nancy Campbell

NC: An artwork is so often seen as something to be
articulated…

Ken Campbell’s books have all arisen from his interests
in graphic design, fine art and poetry; at first the books
were an experimental synthesis of this trinity, rather
than a deliberate manoeuvre in the field his works have
helped to define, commonly known as ‘artists’ books’.
Best-known for his virtuosic performances using the
instruments of the letterpress printshop, his work also
testifies to its emergence in the sour wake of Punk,
through its conscription of everyday media, from the
office rotary press to digital photography. Today, the
books produced over 40 years of activity are held in
collections across Europe and the United States, and in
2016 he celebrated the British Library’s acquisition of
his complete works. Selected openings of all the books
mentioned in this interview can be viewed in detail on
the artist’s website: www.brokenrules.co.uk

KC: Well that’s a problem, isn’t it? You could say that
visual people and verbal people are as ’twere ‘natural
enemies’. Which I think is true in many ways. That’s the
interesting thing about artists in England – a lot of artists
are literary or handle words and it’s like living on a kind
of – er – volcanic fault of some kind.
NC: But you work with words.
KC: There’s no ‘but’. It’s a problem. An interesting
problem. Where do you lie? With words or with the
visuals? So often in the newspapers and the literary
reviews you read novelists talking about painting.
And you think, ‘Why should they know anything about
painting other than as a normal user of their eyes?’
And the answer is they’re very good at expressing
themselves in words. And what else do you get in the
LRB or whatever? So it’s a circular little problem.
But it is a problem. And it’s worth discussing…
even if it’s not resolvable.

A Londoner by birth and habit, in his seventies Ken
Campbell relocated to Bristol, together with his
wife Ruth. This interview is drawn from a series of
conversations that took place in 2015 and 2016 at their
apartment overlooking the Downs. In our last session,
following a satisfying lunch of sausages and cabbage,
Campbell was keen to talk of family history, telling
me that he had discovered in the records an ancestor
described as ‘a puller-down of old buildings’, and an even
earlier relative documented merely as a ‘scavenger’. This
subversive heritage is apposite for a man who has taken
seriously the artist’s duty to dismantle cultural edifices.
And while pursuing the themes of his work through
history – territory, divinity, acts of reproduction both
human and bookish – he has always kept an eye open
for chance finds, the roses that spring from the midden.
Most recently Campbell has scavenged Mesopotamian
mythology, finding in it the spur for his latest book.
In his commentary on You all know the words (published
Spring 2016) he writes of its genesis in ‘the Mandean
demon Dinanukht, half man half book, [who] sits by the
waters between the worlds reading himself “until the end
of time”’. Dinanukht, of course, can be seen as Campbell’s
demonic twin. We began by talking of biography, but
Campbell argued that an artist’s personality should not
get in the way of the work, revealing his vexed attitude to
the interview process.

NC: I’ve just been reading some lectures by Margaret
Atwood… She talks of the writer as being two people,
and goes on to discuss Dickens, Borges, Primo Levi – all
of whom expressed this concept: the person who writes
and the person who goes out and lives and cooks and so
on, who gets the experience that the books grow out of.
KC: I’ve just been reading Philip Roth for the first time.
He’s criticised because of his attitude to women, but
his attitude to women is almost exactly the same as his
attitude to men. Cold-eyed. Basilisk. Unremitting.
Which I like him for. He’s put himself in the middle of
most of his books as a man called Zuckermann. So he
writes himself through the books…
NC: …so his biography is preserved within the work?
I don’t imagine that Atwood was talking about a
universal experience.
KC: The only time I felt anything like that – curiously
enough both through the visuals and through the poetry
when I wrote it (as we all know I don’t do that any more)
– there was, on reflection, after the work was done, this
feeling that it wasn’t quite me that did it. With all the
ego that an artist was supposed to have, at the point of
actually writing a poem my ego had gone through a tiny
little pipette and the work had come out the other end.
If I’d gone into my studio when I was working on the

KC: You should not be able to deduce what the person
is by looking at the work, though it is a good starting
point. So much of what we regard as art these days is
specifically the artist expressing his or herself all over the
place, rather than the artist letting the work express itself.
I think it goes back to the English being a profoundly
15

books, I’d look at the work I’d done the day before and
think: ‘Who the fuck did that?’ You know: ‘That’s good
work.’ I couldn’t quite figure out how it had come about.
It was as though it were someone else. But that’s covered
in part by the Taoist notion that the work is trying to
become itself.

then you turn it over and you see a four-page signature
with light blasted through on the other side. So in that
sense I went through the wall. And at the end of the book
there’s a flaming bird, which was me on the move, and a
photograph of a long country lane in Yorkshire, and right
at the end is Ruth, for those who like to see it.

NC: You’ve dreamt books before, haven’t you?

NC: The narrative arc of the book is important to you.

KC: Yes, that’s strange. One of the things I dreamt – I’m
just thinking of the short things – went into The Word
Returned. I woke up one morning with the words: ‘Don’t
you remember anything from before you died?’ And I
dreamt this phrase, which I can’t find out anything about:
‘We kill by virtue of our wasted lives and to preserve the
ranks of nations.’

KC: Yes. While doing the books I have been a printer
and a designer – and even a reader of books. My books
are this big [arm span] or this big [hand span] as an
acknowledgement of the Greek concept that all things
are to do with the size of the body, to do with the human
form, and within them, they hold the laws of what a good
book is. You open them and there’s a blank leaf and then
the title page and another blank page and then there’s a
half-title and so on. Those pages are spaces in time, I’ve
always regarded them as something like music, the spaces
in music. How you get into a book and how you get out
of a book is an operatic act. That is rather grandiose, but
it is a musical act. You have the opportunity to bring
people in, you know, and then take people out again, do
you understand what I’m saying? So it’s not a series of
simple statements.

NC: Something from the American constitution?
KC: Yes, post-revolutionary American perhaps. Or the
18th-century Digger writers. But no source has come to
light.
NC: That phrase has made its way into your new book
You all know the words, which itself has a dream-like
quality, in that dreams are a recollection and
restructuring of former experience. When WALL came
out in 2008, you felt that it would be your last book.
How do you see it fitting into your work now you’ve
published a new one?

The traditional book was page after page of text, the flow
of that book of course was entirely the author’s business.
The only time there was difference was if there were
illustrations, chapter breaks, and the rest. Then each book
had its own kind of rhythmic possibilities. That’s why I
found the book form interesting. It allowed me not just
to simply chop a load of pages up and put them together
and bind them at great expense and far too much time
and too many excuses. It allowed me to pace the book
and bring people in. Sometimes, towards the end, I would
present the things that were going to be manipulated
in the book, rather like a cast of actors. You bring them
on, there’s a cast list, and off they go. So sometimes I
was working on memory, on people remembering what
they’d seen at the beginning. How much of that worked,
I don’t know, but it was built in there. Firedogs was one
book where I did it quite consciously. I put phrases in the
margins at the beginning, like things in the bushes at the
edge of the forest, phrases from poems that would take
place later in the book. And towards the end there were
bits from poetry that had appeared at the beginning of
the book. So readers might remember and they might
predict. I don’t know if it worked. The idea was just to
tickle the glandular nerve endings a little.

KC: I was very clear when I was doing it: it was the last
book I was ever going to do. And the ‘wall’ was the
double spread of the book that I’d been throwing myself
at for I don’t know how long. With that book I moved
out of letterpress and into digital by a couple of swift
manoeuvres. I took pictures of things that had been
printed letterpress and turned them into digital prints,
so it was a bridge. Knowing as I went that I was never
going to get my rocks off on digital, it’s not for the likes of
me, it’s too slippery. It hasn’t got the rock’n’roll grain that
letterpress has. And I thought then that I’d done pretty
much all of my work, that was the end of it, or at least in
books.
In that book there were two simple statements.
One from my daughter Esther about her child, and the
other a dream I had while I was doing the book of an
old man who is facing his own death. And there are
letterpress configurations, actually printed in digital.
But there are these curious little scenes, thrown out
towards the left and thrown out towards the right on the
spreads. They’re a little bit different. That’s because those
images are signatures, four pages pressed together with
light blasted through them. So you’re seeing a four-page
signature with light blasted through on one side and

NC: And the words from many of your books reappear in
You all know the words. I try to avoid the overused term
‘palimpsest’, but that really does seem the best way to
describe these traces of past phrases and the altered book
within the book…
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KC: Well, I used to take photographs as a design student.
In those days – the 60s, 70s – still photography was the
hot technology. But I also used cameras to record things:
for a long time I would make transparencies of my books,
so that there was a record of the books page by page,
spread by spread. Little bit of egotism working there I
guess. I started to find, with photography, one of the
unfortunate things that could happen, when you’ve taken
a photograph because you want an image, you might
have a good photograph, and once you’ve got a good
photograph, you can’t do anything with it. But I do use
them as image-grabbers, as a recording device.

KC: The altered book in the photographs is the dummy
for the binding of Tilt. Sometime after Tilt was complete
[1984] I went back to it with oil paint and pencil.
And then I photographed it on a table in the garden
at Gillamoor.
I really did think that I’d finished with WALL, it was the
intention to finish with WALL. It was constructed that
way… I’d painted a couple of pictures over the last few
years but I hadn’t done anything around books... But
suddenly last summer I just looked at that thing [the
dummy] and thought, ‘Hmm.’ I thought, ‘What words…’
It started off as a little verbal treadwheel, grey on white.
I thought: ‘You all know the words, what a good title for
a book, and I’m going to use words from the previous
books because this thing that I photographed and painted
many years ago already exists…’ So it’s a kind of sweepup. A compendium. And suddenly I was working and all
of the habits of mind were going, you know, organising
things, looking at things, and I was happy as Larry.
Working again after seven years.

NC: As well as the recent works You know all the words
and WALL, you used photography as a device in your
early work, Terror, Terror, where the whole book is
composed of photographs of printed pages.
KC: A student of mine at the time [John Smith, now
Professor of Film at the University of East London] took
the photographs in Terror, Terror. I’m the man shown
printing the text and pinning it up on the wall. It was
an interesting thing to do. I wish it had been a better
object… Someone said it was the first punk book. Maybe
it’s got what you miss in the latest book. You know, filth.

NC: And the original book that was in those covers,
Tilt, can you describe it?
KC: Tilt started in my mind as a poem, Tilt: the blackflagged streets – the flags being the steep steps up to
Whitby Abbey, but of course also the black flag of
anarchy and I had in my mind ‘The Wreck of the
Edmund Fitzgerald’, you know: ‘The lake, it is said, never
gives up her dead / When the skies of November turn
gloomy’. And then somewhere I had read that kingfishers
calm the waves. In the poem there’s the kingly fisher of
men, Jesus. So it’s all ‘kicking off ’ as they say. At that
time I was working with those kind of associations and
finding out more, so the book was a way of travel for
me. The thing was to hold it all together while these
things kept turning up. I made a figure [of Shiva] out of
a piece of zinc plate that I dismantled through the book.
I dismantled Shiva on one side of the double spread and
then reassembled he/she/it on the other side, with each of
the bits being nominated by a roving star, a bit of silverink decoration. A lot of my work is about split-brain
left/right imagery. Of course with a double spread, or an
opening as it’s called, what you do on the left/what you
do on the right is bouncing off of each other all the time.
I found that very interesting and played with the idea
a lot.

NC: It’s delicate, which is interesting for something that’s
quite trashy…
KC: It’s falling apart. It was trashy, that was my politics at
the time. I was on a course headlong into the dark gloom
of democracy and equality. Terror is a profoundly shittylooking object. Although I think it is a wonderful book
in certain ways. The binding I did myself, it’s so-called
perfect-bound. I roughed it up with a file then put a piece
of canvas down the back and glued it. It stays together if
you don’t open it too much, like all perfect binding.
NC: Was that binding a deliberate choice, or what you
had to hand?
KC: You got to remember, I’m an extremely leftwing, anti-bourgeois person. I printed Terror from
photosensitive metal plates on an old rotary office printer
on really cheap lousy paper and I regarded that as a
triumph. The manufacturer’s technician said he’d never
seen anything like it. The difficult bit was organising the
artwork. It has a certain quality, but those first two books
were nowhere as good as objects as the rest.
The first one was done in ’75, the second in ’77.
Then Father’s Hook, ’78. And then there was a long
period before I found myself doing books again because
I was zooming about trying to earn myself a living as a
lecturer and designer. The next one was 1984 when I was
invited to do a Fellowship in the Graphics Department
at Norwich by Bruce Brown, which is really when I got

NC: And now those pages are painted over and
photographed. It’s worth noting that painting has been
an important, if less public, aspect of your practice, and
we’ll come to that later. Tell me more about the role of
photography in your work. Was it a form of archiving?
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appropriate to the books. So there was a peculiar crossing
over from being a poet to another enterprise, which was
actually doing the books and finding some kind of poetic
within the books that was sometimes supported by the
kind of poetry that I produced.

committed, because I found it so much fun. It was a
game-changer for me, it was a terrific year.
NC: He was the other voice in the text of AbaB?
KC: Yes, me and him were sitting in his flat. I was
thinking of doing a book and said, ‘Think of a sea,’ and he
said ‘A letter c?’ and I said ‘No, an ocean made of paper’.
And I thought, ‘Uh-oh, there’s something going on here!’
so I let the thing flow and rushed off and wrote it down
and that was the text for the book. I loved doing that.
I did the books because I found painting so difficult.
Or I was painting because I found the books so difficult.
But sometimes the paintings actually fed the books,
or vice versa. There was a symbiosis between the two
activities. And of course I had the low-grade infection
of writing poetry, and as you know I slowly wrote less
and less, and I was sitting around plotting – to quote a
campus novel – to ‘sue the muse for a breach of contract’,
when Ruth said, ‘Don’t you realise your books are the
poetry now?’

NC: Do you remember the moment you noticed
that shift?
KC: It’s quite early, the fourth or fifth book. At some
point I went public with the books, by sleight of hand
putting poetry in front of people. The books were quite
enough public attention, as far as I was concerned. I did
determine that anything that didn’t go into my books
wasn’t going to see the light of day. The Bethnal Green
poetry trick was ten years ago now. I had a Sainsbury’s
bag full of poems and revisions of poems. I realised that
I probably wasn’t going to do many more books, if any
more at all. I remember having a discussion with myself:
I would ask Sadie [KC’s daughter] to resist people doing
things with the work afterwards, you know people have
that kind of thing about their estate. And I realised:
‘This is a piece of hypocrisy. Because what you’re doing
is offloading it to somebody else and they’re going to be
got at by people.’ I thought, ‘Nah, I don’t think so, I’ll do
it now.’ So I took the bag out to the corner of the Bethnal
Green Road where they collected stuff. Went to get
something from the shops two hours later: it’s still there.
Went across to the shops four hours later, and it had
gone. Nothing much was lost, I tell you. I’d not been a
full-time poet the way full-time poets are full-time poets.

NC: Tell me more about the poetry.
KC: A few ways through the window, Terror, Terror and
Father’s Hook are all slim volumes – very slim volumes in
one case – of my poetry. With graphic addenda, graphic
process becoming part of the books. As you go through
the books you can see that poetry as we’re used to seeing
it on the page becomes less and less important.
The business of poetics is coming out of how the books
are done, what the form is, the form that gets discovered
in the process of the book. What poetics are being
pursued, one finds, in the book. Sometimes I just wrote
a few words because it was appropriate at that point. The
book required it, or I just remembered something I wrote
and pulled it in, so publishing poetry in the conventional
sense went through the window quite quickly.

NC: When did you become aware of other book artists?
KC: I met Ron King when I was teaching at Corsham
School of Art. There was a whole raft of people…
a guy called Asa Benveniste, an American poet who ran
Trigram Press and published a lot of poets. A network
of poets and printers and Beatniks with a West Coast of
America influence. When I met Asa and Ron I realised
what I was doing. Which is artists’ books.
I’d been invited to go and teach at Corsham through the
graphic designer, Ken Garland, who got interested in my
work. I did some teaching there on the understanding
I would do a book. I’d go down and teach, and in the
evening I would do work in the workshops on Father’s
Hook, then go to the pub. It taught me the business of
having a monastic workshop. When I had a letterpress
workshop, I worked out exactly what should be where
and how it worked: you went from the machine to the
paper and the racks, and so on; it was a place where there
was a rule of law. All hell might break loose on the bed
of the press because of my buggering about, but people
couldn’t come in any time they felt like it. I didn’t want
them there, I didn’t want to entertain them with chat.
I wanted to do the work or nothing.

I was writing poetry at ten years of age, and people
said, ‘That can’t be right, where’d he get that from?’
And then I wrote poetry while an apprentice printer.
That’s something in a printer’s shop you don’t let people
know too much. But when I finally sent some of the
poems to people who might publish them, I got dusty
answers. There was one magazine called Bananas that
published some stuff, which was nice of them. But there
was a point when I started to do the books to carry
the poetry. It was only on about the third or fourth
book I discovered I was doing something called ‘artists’
books’. To me this was an act, something you did in the
70s. I used to get pissed and give them away at parties,
particularly Terror, Terror. I was doing a little deal with
myself: my books were carrying my poetry, and really
no one else was going to. And I was only going to put
in my books the poetry that I either liked or that was
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playing Rachmaninov. Didn’t happen. At fifteen I
bought a clarinet and made a lot of noise. I was getting
very interested in jazz. There seemed to be something
happening in south-east London. The Stones and all
kinds of people came from there. We were five or ten
years before all that. Playing guitars was dreadful. So we
played pure horn. I played an alto, making a dreadful
racket, trying to get off, note by note, the solo from
Charlie Parker’s She Rote. By that time I was in with a
local guy who became a serious musician, part of Sounds
Incorporated back in the 60s backing people like Little
Richard, Gene Vincent. But I sold my alto saxophone for
£15 to pay my county fee to become a design student.
My mother went to my father and said, ‘Look what he’s
done now.’ She tried to get my father, a London docker,
to behave like a good middle-class boy – mow the lawn,
which he was never going to do. Instead he kept chickens
and rabbits, and produced rabbit hutches with no bottom
to them. He kept them on a piece of string, and he pulled
the rabbit around the garden. [Laughs.] So the rabbit got
fed, and we got fed, and of course he avoided mowing the
lawn. The other thing he did was take the piano to pieces:
bricolage – I got a lot of that from him – and he turned
the carcass of the piano into a big seat. So the lid for the
keys, that was where your knees were, and he sat there
and made little boxes for his tobacco tin and his pint of
tea and that.

NC: Did all hell break loose often?
KC: I always proof on expensive paper, the paper I’m
printing the book on, because it means we are going
forward. It’s a commitment to the book. An analogy is
that when I used to play bad jazz, on a stage with people
you could probably hate quite easily, and the drummer’s
making out with the tenor player’s wife, or whatever,
and everybody’s cheating everybody, but when the
music starts, you make it work, particularly through
improvisation. Improvisation means we are boldly going
forth, we’re gonna make this work! You can’t think,
‘I’ll do something strange and I’ll do it in a corner and
see if it works….’ It doesn’t work. I won’t do that…
it’s gutless. You can’t then produce the energy that will
make you make it work. You have to put yourself in a
place of danger, to find the energy to fight your way out
of the position you’ve got yourself in. Test it all the time.
NC: You said that the pages of the books are ‘spaces in
time’ and ‘something like music’. Tell me more about the
musical aspect of your work.
KC: Everywhere there is music, as Asa Benveniste once
said. Music is in the books all the time and I worked
to music, all kinds of music. Sometimes the music was
important to the book I was doing; sometimes it was
just to blank out; sometimes just to keep me rocking.
All sorts of things: classical, rock’n’roll, world music.

NC: Like a throne?
KC: Yes, like a throne. And in the middle of the garden
was the folorn stringed frame from the inside of the
piano. With sweet peas growing up it. So he’d actually
done a number on culture there, in his own quiet
little way.

NC: And then there’s the explicit connection with music
in your book Martyrs…
KC: Martyrs, yes. Martyrs tracks the polyphonic singing
of a hymn in the Gaelic tongue. I’d heard on the radio
a snatch of a song sung by the congregation on the Isle
of Lewis. One of the pleasures of doing Martyrs was the
connection with music, and how I could pace that book.
I dare say you have noticed that the vowels were a really
beautiful woodletter, which I fortuitously found I had
in a medium and an expanded version. So I could play
with the space available. I used one version or the other,
depending on the space available and the width of the
vowel. It was one of the first books where I was moving
elements around in a musical manner rather than in a
scripted way or a narrative way, if you see what I mean.
The book is taking certain images, which had poetic
resonance according to the text, and then moving them
around. Giving them their own particular drama.

NC: Was your father a Scot?
KC: It’s an interesting question. A family friend insisted
that my father’s mother and father spoke with a brogue,
in other words they would be Irish, and there is talk from
my mother, that there were Catholics and Protestants
in the same family which caused a lot of, as she put it,
trouble at funerals and weddings. But I also remember
her taking me past an East End street one night and
looking up at a window and saying, ‘They’re waking
someone there.’ There was candlelight, candles and white
curtains. And she says, ‘It’s something the filthy Irish do.’
I remember there was a lot of prejudice against the Irish.
My mother was an incredible storyteller, and a very
funny woman to boot. My father would have his Saturday
kipper for tea, which was a ruse to work up a thirst to go
to the pub, and I remember my mother would say, ‘Look
at him, his arse is knitting buttons to get down to the
pub.’ [Laughs.] She was always coming out with things
like that, very inventive with the language. If my father

NC: Plainsong is a very particular kind of notation…
Do you read music?
KC: I had a farcical musical experience in childhood.
My mother bought an upright piano because she
thought that at the age of ten I was going to start
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Nancy Campbell is an artist and writer. Her books include
Vantar | Missing, Death of a Foster Son and How To Say ‘I
Love You’ In Greenlandic: An Arctic Alphabet. Her poetry
collection, Disko Bay (Enitharmon Press) was shortlisted
for the Forward Prize for Best First Collection in 2016.
www.nancycampbell.co.uk

was Scots Irish she was probably pretty much German
descent or Flemish weavers, which accounts for funny
things in the work. He was practically mute, hardly
spoke, very limited vocabulary. Left school at fourteen.
So he wasn’t the garrulous Irish or Scotsman.
My mother did all the talking.
NC: Tell me more about your own education.
Where did art come in?
KC: I started painting when I was 11, 12, at a grammar
school with public school pretentions [Sidcup].
I was kind of self-taught. I would paint views from
our building: suburbs, the gardens beyond our house,
still lives… even some bricks.
NC: What other artists were you aware of back then?
KC: Influences came slightly late in the day. I started
to take Studio International, look at what paintings
were being done in England. I remember being knocked
over by El Greco. All that urgent orgasmic oomph.
There are many paintings that I like and recognise
as good – I like the Pierro della Francesca Nativity
particularly, because it was in my junior school.
That’s when I first started to look at stuff. A John Nash
country scene and some others. But to me the man
is Goya. Immense. He’s sometimes not even a good
painter. Medals don’t sit on chests, heads don’t sit on
shoulders. But he’s something else: an image maker. A
magic man. All that black stuff at the end, that’s just a
man going round the bend. Burial of the Sardine, what a
sinister picture that is. The Third of May: crucifixion of
the working classes, an image of revolution, an image of
defiance. A man yelling into the musket rifles. Fuck you!
Wonderful. No one else comes near it.
NC: When did you discover abstraction, which you’ve
pursued in many oil paintings and which resurfaces in
the painted pages of You all know the words?
KC: I find it peculiar you asking ‘When did you discover
abstraction?’ because to me it’s all the same thing.
All of the work, including the painting. When I had a
show at Yale Center for British Art, there was a review
in the New York Times. William Zimmer said, ‘This guy
could have had a career as an abstract painter.’ Well, I
don’t know, actually. Nice of him to say that, but I just
never thought of myself that way. All of the painting that
I did over the years became ways to get to the next book,
or arose out of the previous book. The public surface of
my work was the books, and still is. And the paintings
and so on – they’re my playtime.
www.brokenrules.co.uk
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Ten Years of Uzbekistan, Ken Campbell, 1994, edition of 45 plus 5 APs, 508 x 356 mm, 60pp plus printed endpapers.
Printed by polychrome letterpress using woodletter numerals and Monotype Bodoni type.
Bound in black cloth in a black cloth slipcase.
‘Ten Years of Uzbekistan’ is a collaboration with the photographer David King. During research for his archive on Soviet Art,
King discovered a copy of a book designed by Alexander Rodchenko, who had been driven to obliterate, with ink and paint, the
names and faces of those in that book who had fallen from the favour of and been destroyed by Stalin. While writing the text King
discovered their names and, where possible, their fates. Ten portraits, nine altered by Rodchenko and the tenth of Stalin as an
endpaper to Rodchenko’s book, were enlarged and layered over each other in a process of mutual silencing. I surrounded each of
the marred faces with a printed frame that reflected both the page margins and, I hoped, the frame of a Russian ikon. This framing
device is echoed in the preserving of photographs of the beloved and the dead. The frames were made from thin zinc plate glued
to wooden mounts. During the violence of the printing process the zinc started to buckle and shift. The buckling gave strange
printing effects. The movement was stopped by firing staples from a gun into the zinc. This produced odd images from the staples:
chromosomic; buglike; giving hints of the buttoning of the lip. The same frame, but well ordered, was used to surround the texts of
the introduction.
This work stands as witness to the victims of censorship, and to the shame of self-censorship as a strategy of survival.
In Russia it is said ‘here we die for it’; meaning poetry.
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Bast Fook Three, March, 2016

Bast Fook One, January, 2016
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Zines, Journals and Cyprus - Paragraphs of Thoughts

Bast Fooks is an anagram of ‘Fast Books’ and in a way
each issue is offering a slow consumption of a fastness
that often reads a lot like a Facebook newsfeed; decentered, fragmented, multi-voiced. I would say that
Bast Fooks is a book in 12 parts. Each ‘chapter’, released
monthly in 2016, contains observations, fragments of
inner discourse, spontaneous thoughts and realizations,
assumptions, contemplations, questions, readings and
misreadings, notes, short stories, found text, half-ideas
for projects etc. Each issue is vaguely thematic, as I try
to retain the fast, fragmented character of the everyday
experience. After finishing the first Bast Fooks, which had
an authentic spontaneity, I was faced with the problem of
staying spontaneous for the 11 remaining issues. I had to
develop a strategy of making, tailored to the needs of this
specific project. I came up with the following:

Curated by Omiros Panayides
Dear reader,
In the same era that we witnessed the decimation of
the great big newspapers from the print medium, we
saw the rise of the digital book market and we gave
birth to the saying “print is dead”, a new wave was
formed towards independent publishing. As opposed
to high end, luxurious books and magazines, zines and
the independently printed publication allowed people
to focus on specific target groups, enthusiasts and
aficionados by dropping all the printing extravaganza
features - that once where a necessity - for a more
content-oriented and honest experience.

1) I always have the file of the Bast Fooks I am working
on open and I sort of ‘throw’ things in it.
2) I only edit and design when it’s time to print.
3) Ι have accepted the fact that mistakes will occur.

The politically unstable culture, along with the economic
and social crisis in Cyprus - and the Mediterranean area
- enabled the local art and design scene to search for and
find new ways of non-traditional publishing forms. In an
exploration of the independently printed and published
form of speech and image in the island of Aphrodite
(Cyprus), the following paragraphs sum up the
response to an email sent out to 4 local independent
artists/publishers in which they were asked to express
their views and personal stories on the local art zine/
journal scene as they see fit.

This way of making gives me very little time to react,
rethink or heavily edit my material; in a way, I am always
working ‘sideways’ when it comes to Bast Fooks, I never
look directly at that which is being produced.
With the lack of a state arts policy that takes into
consideration the booming arts scene and the absence
of a strong arts infrastructure here in Cyprus, artists are
taking matters into their own hands. We are witnessing
the emergence of more artist-run spaces and I feel
that self-publishing goes hand in hand with these
initiatives. The digital landscape, makes it quite easy to
communicate and disseminate these ‘other’ books and
provides all the necessary tools for self-publishing to
grow stronger. At the end of the day, the turn to the book
reflects the need to work with an affordable, tangible
medium that has the ability to ‘travel light’, and which is
also easy to produce on a tight budget.

xxx
Omiros

Bast Fooks
Natalie Yiaxi
The everyday implies a community in constant tension
with history. It also represents a problem in systematic
thought, which is what intrigues me the most; any
attempt to theorise it, categorise it, or diminish it to
numbers and data, literally annihilates it. This mainly
happens because it is not merely the sum of the
observable, repetitive phenomena, but also a sphere
of unpredictable invention and endless variation, not
readily available to examination. Think of the cavities
of a daydream, the flatness of tedious boredom or the
existential crisis inflicted by a brutal heat wave; my
practice explores these spaces of experience, through
developing strategies for recording the unnoticed, the
fleeting and the spontaneous, often leading to unexpected
records and archives/ ‘maps’ of everyday happenings that
are to a great extent internal. The book is a great host
to these experiential maps, as it is a medium with an
‘outside’ and an ‘inside’ embodying a sequence in space
and time. Foremost, each bookwork is a public presence
with the ability of offering a different, private experience
to everyone who comes into contact with it.

Bast Fooks is a self-publishing project and an online
bookshop founded in 2015 in Nicosia by Natalie Yiaxi
www.bastfooks.com

OWK zine
Omiros Panayides
In Notes from Underground: Zines and the Politics of
Alternative Culture (1997) Duncombe states:
Zines and underground culture offer up an alternative, a
way of understanding and acting in the world that operates
with different rules and upon different values than those
of consumer capitalism. It is an alternative fraught with
contradictions and limitations… but also possibilities.
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OWK zine no.4. Cover by Omiros Panayides

OWK zine no.1. Cover by Vicky Pericleous

OWK zine no.4. Content page
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After reading an article by Tait Ischia about the Rise of
the Riso for Desktop Magazine I was on my way to a deep
rabbit hole. I was introduced to a machine that could blur
the line between photocopying and screenprinting with
the additional advantage of cutting down cost and time.
I was presented with a method that enabled me to launch
a small, short-run, independent zine press.

glass shelves, ending up treated like decorative objects or
memories? Books - we have been taught - are meant to be
touched, flipped and create bonds with their owners. To
become part of the system, the print medium must evolve
too, re-evaluate and shift in order to act in parallel and be
integrated with the digital spectrum. As Joichi Ito notes
in his paper Design and Science (2016)

New printing techniques and technologies, but mostly
creative use of the printing press is hard to find in
Cyprus. When I first talked with the official distributor
- the only one - of the Riso machines in Cyprus back
in 2012 he told me that it was marketed to schools or
betting shops as a cheap photocopier machine. He said
the same in 2016.

What was once artificial and what was organic has
become translucent. Design of objects has been
transformed to the design of systems and people are
looking for ways to be part of that system.

MARIA†. editions
Maria Toumazou, Marysia Gacek
MARIA†. editions is not tied to any specific place. We
are based in Nicosia and New York, but we’re currently
working with two artists in Germany, Sofia Duchovny
born in Russia and John Ryan from Ireland. The imprint
was founded in Glasgow in 2014 where we met while
studying at the Glasgow School of Art. For some reason
it took us over a year to realise we have the same given
name, ‘Maria’. We also shared a religious backdrop that
we wanted to use the semiotics of and adjust them to
our own set of concerns and readings. The essence of
our choices tends to focus not on the aforementioned
maximalist iconography but instead on the negligible
aspects surrounding art practices.

OWK zine emerged out of my personal need to explore
the printing capabilities and different aspects of the
Riso printing technique, concerning the printed “page”
in a broader context. OWK (Oi Wraioi Kypraioi) is an
ironic acronym for “the beautiful Cypriots” in Greek,
spelled using Latin characters. OWK is an independent
visual library for words and images that create linear or
abstract stories providing a structure for publishing and
archiving projects. Each issue of OWK collects and shares
a small number of artists and designers work. Through
its own malfunction registrations and “monotonous”
printing colours, each issue attempts to express a random
story build by the contributors’ submissions. Narrated
in the content page, creating a mashed up environment
available for exploration, OWK reads: “Culturally aroused
art & design dialogues.”

Our first project, titled Maria†Maria†.doxc, began
when we shared a rundown flat in Glasgow. It is a
book documenting our two-year online conversation
consisting of a visual collection of different materials
such as photographs, notes, and miscellaneous
references. The photographic and literary components
of Maria†Maria†.doxc are interwoven into a dialogue
in which the whole is far greater than the sum of its
parts. The publication is a dialogue between us that took
place outside our studios and informs our artworks,
decisions and processes. We documented quintessential
happenings that could be forsaken as miracles or faith
instants in another artist’s line of thought. The first
publication maps a set of concerns which represent the
projects we produce under MARIA†. editions.

Meeting and collaborating with people for the first time
is always a stimulating part in the preparation of each
issue. Being able to interact with people, their ideas and
work makes the process of creating artwork specifically
for a Riso print challenging and interesting for me. OWK
aims to increase awareness and understanding of the
advantages and possibilities that new or altered printing
technologies can provide for artists and designers and of
how we can explore and have an impact on the culturally
diverse and intellectually challenging environment. It’s
an interesting period for one to live and work in Cyprus.
Trembling past and uncertainty have set barriers before
and it’s a period in which artists and designers are
forming a unique “identity” for Cyprus.

In our next project writer and curator Melissa Canbaz
contributed a text in response to Marysia Gacek’s solo
exhibition, pleasant setting. The text was accompanied
by a drawing of one of Marysia’s sculptures. Melissa’s
research project on ‘dialogical’ approaches within the
field of contemporary curatorial practices continues with
this project as it is not a catalogue of the show but rather
a conversation with it.

The digital era has developed the reader and his/her
needs, the web has made information available with
a click, and accessible without any restrictions or age
barriers. People are struggling to “fit” books in our
contemporary shifting society and others will argue
that we need to stay true to the print medium, keep it
genuine and alive. Could this be the slow “death” of the
print medium? Is this the path that will put books into
25

MARIA†. editions

MARIA†. Editions, CURRENT RESIDENT, Kenny Komer & Marysia Gacek, 2015
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For Kelli Sims’ It’s Michael, we published a collection
of drawings and watercolours created by the artist in
New York over a span of one week in March 2015. The
book offers a glimpse into the artist’s unique process of
digesting reality; without conforming to a finite art work.
A certain urgency and rawness is evident in depicting a
disorienting range of Sims’ subject matters. In her works
on paper, a pen or a brush cast a net extracting brief
moments of clarity from the sea of daily observations,
free association, dreams, and the Internet.

incessantly. As we speak, the new online publishing-scape
is transforming the way we consume information and
value knowledge. Via the Internet, we are now always one
click away from accessing information about virtually
anything. This transition will probably be as significant as
that between speech and writing, for which Plato warned:
“Future generations will hear much without being
properly taught, and will appear wise but not be so...”
(Phaedrus 274e–275b)
Yet, this transition may have made the distinction
between knowledge and wisdom only more explicit.
Knowledge masquerading as wisdom no longer
convinces, since knowledge is no longer sacred or
exclusive, opening up the definition of wisdom to new
radical possibilities. Nowadays anyone can publish a
poem, compose a piece of music or share a photograph
online. Large publishing houses, record labels and
expensive equipment are becoming less and less
necessary for the production and distribution of many
forms of creative expression and communication. How
this democratisation is handled and for what ends is
possibly one of the most urgent questions of our time.

CURRENT RESIDENT, a collaborative book by
Kenny Komer and Marysia Gacek, comprises solely of
computer-generated imagery inspired by interior design
catalogues and magazines. A reader is invited to take a
tour of the masculine and pristine space being invaded
by a number of mysterious activities.
Maria’s Gee is a collection of poems drawing from
personal notes on feelings and interactions which happen
to be set in the social space surrounding art events in
Nicosia and Glasgow.
In the upcoming overnight Sofia Duchovny reflects
on traveling and restlessness. She has invited friends
to respond to situations and conversations relating to
her approach to making work. A foldable poster with
an image of one of her tent sculptures acts as a book
cover while echoing the qualities of the nomadic home:
impermanent yet autonomous.

Small waves have resisted this transition by romanticising
the materiality of knowledge (books, records, analogue
photography, etc.) in previous eras. However, one
wonders if form should dictate the value of a work to
such a degree or whether such positions are protecting
something else entirely; a more exclusive and delimited
‘elitist’ definition of wisdom or perhaps the emergence
of a new luxury market for such goods. Today’s print
publishers must be cautious, resist such complacent
routes and delve into new experimental modes of print
communication, interaction and distribution that refuse
to romanticise or take materiality for granted, whilst
maintaining critical awareness of their post-digital
context. Rather than yearning for a second golden age
of print, print publishers must embrace their guerilla
status and exploit its subversive potentials, and in doing
so contribute to a new radical pedagogy of wisdom
alongside digital media.

MARIA†. editions is a long-term project. We are not in
a hurry to produce and are not driven by a standardised
idea of success. We appreciate making things visible
and available to new audiences. A book not only lifts
the burden of physical walls, but also gives an artist
freedom to explore new ideas and work in a different
way. MARIA†. editions projects serve as open studios,
insights into an artwork, and an artist’s process and
approach. There is a slow exposure, understanding,
thinking, and conversing surrounding an artwork,
medium, or an exhibition. The print platform secures fast
gestures that matter in someone’s practice but that are
not as transparent in their modes of dissemination. As
contemporary art is consumed in documentation snaps,
it is essential to create new platforms for understanding
and expanding the surrounding space of art practices.

In the context of Cyprus, publishing efforts such as The
Cyprus Dossier (which concluded in 2015 and was run
by Peter Eramian, Marios Menelaou and Entafianos A.
Entafianos), MARIA†. Editions (run by Maria Toumazou
and Marysia Gacek), Neoterismoi Toumazou (run
by Maria Toumazou, Orestis Lazouras and Marina
Xenofontos), Bast Fooks (run by Natalie Yiaxi), pick
nick (run by Alkis Hadjiandreou, Panayiotis Michael
and Maria Petrides), Phaneromenis 70 (run by Kyriaki
Costa), Thkio Ppalies (run by Peter Eramian and Stelios
Kallinikou) and OWK (run by Omiros Panayides) are
some examples of efforts that continue supporting and
experimenting with print publishing.

The new aura of print
Peter Eramian
As a commercial medium, print media has for some
time now been replaced by the Internet. All our devices
(including our personal computers, laptops, smart
phones, tablets, televisions and gaming consoles)
are connected to the Internet, feeding our newsfeeds
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Fig.1. Jackie Batey, Damp in Ditchwater, 2006, front cover and open spread showing postcard No.1

Fig.2. Jackie Batey, Damp in Ditchwater, 2006, the reverse side of postcard No.8
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Damp-in-Ditchwater: A satirical staged narrative
revealed through an Artist’s Book

The relationship between an undesirable product and
its desperate search for consumers is something I find
fascinating and visually inspiring and this symbiotic
relationship provided the dynamic for the narrative
within this artist’s book.

Dr Jackie Batey
To view this artist’s book visit: http://www.issuu.com/
futurefantasteek/docs/dampditchwater

The book’s narrative is revealed through the postcard
images with text on the reverse (Fig.2). It is sequential
in that accompanying commentary of the unreliable
(gender neutral) narrator gradually increases throughout
the cards from peevishness to obvious hostility.
The unreliable narrator begins with an attempt to be
even and straightforward in tone but is unable to sustain
neutrality, in the face of past slights and wounded pride,
as can be seen from these three examples:

Introduction
Damp in Ditchwater1 is an artist’s book2 presented in
the format of a souvenir postcard book containing 10
printed postcards celebrating Ditchwater-By-Sea (Fig.1).
In this paper I will seek to define the development of the
thought processes, research and working methodology
behind the creation of this limited edition bookwork.
I have been creating artists’ books under the name
Damp Flat Books on a variety of subjects since 1995.
In this article I want to consider some of the themes that
I am drawn back to time and time again, such as humour,
anxiety, narrative, absurdity, liars and Britishness.

Text on the reverse of postcard No.1:
The Damp Clock Tower graces Ditchwater’s Goldbrick
Lane, attracting many delighted admirers. Initial hostility
is now thankfully, a distant memory.

Damp in Ditchwater contains a satirical staged narrative
about the relationship between a fictional unremarkable
liminal seaside town in the UK (Ditchwater-By-Sea) and
a fictional large, now disgraced company from the USA
(Damp Industries).

Text on the reverse of postcard No.4:
At last! Opening day at the new Damp Museum. Crowds
bustle to get a closer view of the stuffed ‘Crimson-Cod’
and Mayor Trumpery’s ‘Cod Sash’. Despite negative voices
in the Council, Ditchwater’s rather-binding financial
commitments to Damp look sure to pay dividends in
the near future.

The premise for the narrative is that Damp Industries
are looking for a hiding place in order to continue
trading, and the small seaside town of Ditchwater-By-Sea
has been chosen precisely because it is unremarkable and
easily overlooked. The narrative reveals that the council
officials of Ditchwater-By-Sea think they have been
chosen through merit and are keen to proudly show off
what they have to offer by way of entertainment, pomp
and tradition. Ultimately the enthusiastic descriptions
of Ditchwater-By-Sea are finally revealed to be limited
in content and with a farcically provincial perspective
on life and the economy. The narrative within Damp
in Ditchwater is one of bathos that builds sequentially
through the text on the reverse of the tourist postcards
and images on the front. The sequence concludes with
a resounding anticlimax.

Text on the reverse of postcard No.9:
Ditchwater folk are proud of their heritage and when
the Damp Museum relocated from abroad they were
only too happy to help them settle in. Ditchwater Mayor
Trumpery, although he couldn’t attend in person, sent
his Human Resources clerk Ms H Vocht to act as Public
Liaison Officer. Ms H Vocht is not to be confused with
Ms Vocht, who works for the Damp Museum. They are
not the same person and have often been seen together.
Damp refutes the libelous suggestions of local journalists,
that imply many of Damp’s key workers are posing as
multiple identities, with the Council’s compliance, in a
rather obvious tax scam.
Whilst developing the appropriate timbre of voice for my
subjective narrator, I was aware of wanting to evoke the
spirit of the disgruntled voice, reflecting vanity, pedantry
and other dislikable human characteristics.

The unreliable narrator
Prior to creating this artist’s book I had been researching
the US tobacco industry and its related magazine
advertising for my practice based PhD submission.3
This had led to a fascination with the interaction between
seemingly unimportant members of the public (or
consumer), business interests, powerful personalities
or celebrities and local councils, on a political and
personal level. The history of the tobacco industry and
the unscrupulous behaviour of various companies /
individuals have now been well documented.4

This unreliable narrator is effectively created in Vladimir
Nabokov’s Pale Fire (1962)5. In this example the novel,
set in an American University in the 1950s, is split into
two sections, an epic poem called ‘Pale Fire’ written by
the elderly academic/poet John Shade followed by a
forward with critical commentary written by a colleague
and neighbour Charles Kinbote, who believes himself
to be the exiled King of Zembla. Kinbote imposes
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Fig.3. Jackie Batey, Damp in Ditchwater, 2006, front of postcard No.7

Fig.4. Osbert Lancaster, Progress at Pelvis Bay, 1936 (detail) p.57
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with his feminine wig of magnificent golden hair, which
had been carefully waved.
(Roussel, Heppenstall, & Foord, 2012, p11)

on Shade’s text his own memories and values, to the
exclusion of all other evidence. He is easily sidetracked
to settle personal scores with his fellow academics – all
to satirical effect, in depicting academic life and literary
criticism (among other themes).

There is an equally familiar genre in the visual arts
of creating an invented but plausible place. When
considering the British seaside town a noteworthy
example is Osbert Lancaster’s, Progress At Pelvis Bay.10
Published in 1936 this slim book is a pastiche of a
local council history book. The tone is educational and
authoritative with an underlying tone of censure towards
the reader who does not admire progress. Lancaster
illustrates the architectural transformation of the small
fishing village into a booming seaside town illustrating
as many architectural styles as possible. The text and
illustrations combine to reveal the humorous narrative
of architectural arrogance leading to haphazard urban
development. The Romanesque fire station, the French
Renaissance train station, the ‘modern’ Gothic horsetrough and the Egyptian façade of Lead Gnomes Ltd.
(Fig.4) are illustrated in black line drawings that satirise
the pomposity of town planners and local councils.
For a visual representation of an unsettling but essentially
believable location, I would also cite visual influences
from film e.g. David Lynch’s, Twin Peaks (1990-1)11 and
William A. Wellman’s, Magic Town (1947)12.

Line 71: Parents
With commendable alacrity, Professor Hurley produced
an Appreciation of John Shade’s published works within
a month after the poet’s death. It came out in a skimpy
literary review, whose name momentarily escapes me,
and was shown to me in Chicago where I interrupted for
a couple of days my automobile journey from New Wye to
Cedarn, in these grim autumnal mountains.
(Nabokov & McCarthy, 1991, p82)

In The Murder of Roger Ackroyd6 by Agatha Christie (first
published in 1926), the trope of the unreliable narrator
(Dr James Sheppard) is used to extraordinary lengths
with the reader essentially being lied to throughout the
entire narrative. Although not used for comic effect, the
concept of how long the reader can be ‘strung along’ for,
is one I find fascinating.
Or let me be honest - didn’t I subconsciously realise that
with a pig-headed chap like him, it was my best chance of
getting him not to read it? His nervousness that night was
interesting psychologically. He knew danger was close at
hand. And yet he never suspected me. (Christie, 1990)

An illustrated version of a town that contains opposing
factions can be seen within Bruce McCall’s13 series of
‘Canadian Border Town’ illustrations. In the unnamed
town the stereotyped character traits of US citizens and
Canadians are parodied. McCall uses visual hyperbole
to offset the, loud, brash and violent Americans with the
dull and rustic Canadians (who choose only vanilla ice
cream).

The Invented Location
The textual and visual creation of imaginary places has
many excellent examples in literature and the Arts. Some
examples that I’ve found particularly inspiring, in terms
of how an absurd imaginary reality can be described, are
Jonathan Swift’s Gulliver’s Travels (1735)7, Impressions of
Africa by Raymond Roussel (1910)8 and Franz Kafka’s
America (1927).9 In Kafka and Roussel the narrators
describe what they see as if it is reality, and although both
places are in fact real, the authors didn’t visit them.
The fictional depiction of an undeclared city in which
the narration unfolds, needs no elaboration here.

In contrast to McCall’s Canada, The British seaside has
been parodied in the work of the illustrator Donald
McGill13, well known for his seaside postcard illustrations
of skinny, henpecked husbands, overbearing mothers-inlaw, over-sexed young couples, illegitimate children often
accompanied by a double entendre.
The visual elements I wanted to unify in my postcard
collages, within this artist’s book were threefold;
1. my fascination with unpopular museums - particularly
tableaux vivants;
2. souvenir postcard books;
3. the uncomfortable dynamic between sleepy seaside
and big business - highlighting the behavior and
marketing by an unscrupulous business person/
organisation.

I have been aware of particular examples in fantasy
and science fiction. But I was looking particularly for
examples of supposedly real places or people that could
actually be visited or encountered by the reader, who
could confirm or deny any given description of places
or customs:
Finally, the Emperor Talu VII appeared, curiously dressed
as a music hall singer, in a blue dress with a low neckline,
falling at the back into a long train, on which the number
472 was clearly printed in black figures. His black face […]
was not without a certain character, contrasting as it did

Within my own created locale, the Damp Industry
employees and Ditchwater townsfolk have an uneasy
alliance, where both are competing for importance.
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Above: Fig.5. Jackie Batey, Damp in
Ditchwater, 2006, front of postcard No.10

Left: Fig.6. Full-sized diorama in
Autoworld Museum, Brussels – author’s
photograph, 2003
Below: Fig.7. Jackie Batey, Damp in
Ditchwater, 2006, front of postcard No.2
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The images for the postcards are digital collages. I shot
the photographs for the collages between 2004 and 2008.
The landscapes were taken around Peacehaven (postcard
Nos. 4, 7, 9 and 10) (Figs. 3, 5, 8).
The characters within the images were digitally collaged
from my photographs of display mannequins taken at
various locations including Amberley Working Museum
in the UK (postcard Nos. 5 and 6) and Autoworld in
Brussels (postcard Nos. 8, 9 and 10) (Fig. 5, 9).
Other collaged elements were composited from my
collection of vintage souvenir postcards, although
this visual element is minimal (postcard No.1), and
US tobacco advertisements (postcard Nos. 1 and 3).

Ditchwater-By-Sea was named to bring to mind the UK
expression ‘Dull as Ditchwater’ an old English phrase
c.1700, that plays upon the double meaning of ‘dull’ as
in tedious or murky. I enjoy word play and many of the
names within the text are puns that underline the themes
in the book. For example, Mayor Trumpery (def. Showy
but worthless), Ms Vocht (def. from Middle Dutch
meaning damp), the Ringer Twins (def. An imposter),
Mr Folderol (def. Nonsensical fuss). Wordplay is another
key element employed by Raymond Roussel that appeals
to my enjoyment of puzzles and games.

Creating a sense of place through the postcard images
The captions on the 10 postcard images:

To give an aged patina to the images I destroyed a
selection of postcards, by scratching and scoring the
surfaces, this surface detail was digitally scanned so I
could add a visible deterioration to the final images.
To achieve the battered effect I wanted, my images were
composited in Photoshop using layers, overlays and
transparencies, finally being printed on 260gsm satin
photographic paper using archival inks.

1. DAMP CLOCKTOWER, ERECTED BY PUBLIC
SUBSCRIPTION, POPULAR ATTRACTION OF THE
THRIVING COMMUNITY OF DITCHWATER-BY-SEA
2. ARCHITECT’S VISUALISATION OF PROPOSED
DAMP MUSEUM (Fig.7)
3. DR.WOLF DAMP II (TOP) & HIS DARLING WIFE,
GOLDIE DAMP CORNELIUS DAMP – VALUED
CURATOR (TOP) AND HIS FAINEANT SECRETARY
MS.VOCHT

The Damp Museum and its sources
I have always found artistic inspiration in ‘less-thanexciting’ museums. I particularly enjoy finding displays
including secondhand mannequins with scuffed noses
(Fig.6) and the gathering dust identifying the most
unpopular exhibits. I have always made a point of
searching out the least-popular tourist attractions, in the
hope of finding a display of unpleasant plastic fruit or a
dusty historical family diorama.

4. GRAND OPENING OF THE DAMP MUSEUM,
DITCHWATER-BY-SEA WITH ADEQUATE PARKING
FACILITIES (Fig.8)
5. BORING TOOLS EXHIBIT, WEST PAVILION DAMP
MUSEUM, DITCHWATER-BY-SEA, SAID TO BE THE
FINEST COLLECTION – EAST OF KORBY

The contemporary drive towards swish, technologically
interactive museums are fine for educational policies and
for the careers of curators but I have been drawn more to
the creepy, dank interiors of the deserted, local museum.
I have been photographing these museum interiors for
a number of years looking to incorporate these fastdisappearing phenomena into my artwork. The careless
and inadequate displays for tourists contain within them
an inherent satire concealed within a disdain for their
impact on the visitor.

6. CONCRETE EXHIBIT, SOUTH SHED, DAMP
MUSEUM, DITCHWATER-BY-SEA
7. DAMP TENT, FRANCO-BRITISH ‘FESTIVAL OF
FISH’, DITCHWATER-BY-SEA (Fig.3)
8. DITCHWATER’S OWN RINGER TWINS
FINALLY CATCH THEIR BÊTE NOIRE, THE
BROBDINGNAGIAN CRIMSON COD. “DON’T LOOK
IN HIS EYES BOYS !” (Fig.9)

The more niche and obsessive the collection, the more
artistically inspiring I find it. Often the budgets for
display in local museums are very limited, seen in the
reuse of unwanted shop mannequins put to various
historical uses with invariable, inappropriate and
mismatched limbs.

9. MAYOR TRUMPERY HAS HIS CAR TUNED-UP
BY A MAN DITCHWATER MEMORIAL PAYS AN
UNUSUAL HOMAGE TO KING CNUT “THE GREAT”
10. MAYOR TRUMPERY, IN FULL PANOPLY NOTE
THE INFAMOUS VELVERT ‘COD-SASH’ MAYORAL
SECRETARY MR FOLDEROL HONOURS THE DAMP
MUSEUM WITH A ‘DRIVE-PAST’ (Fig.5)

My ‘Damp Museum’ exterior is visualised in two of the
postcards. Firstly, in card no.2 (Fig.7) an architect’s ideal
vision of the museum is illustrated as a large modern
facility, albeit in the middle of nowhere. Secondly, card
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Fig.8. Jackie Batey, Damp in Ditchwater, 2006, front of postcard No.4

Fig.9. Jackie Batey, Damp in Ditchwater, 2006, front of postcard No.8

Fig.10. Jackie Batey, Damp in Ditchwater, 2006, detail from the introduction leaf inserted before the cards
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no.4 (Fig.8) shows the ‘Damp Museum’ in actuality
in Ditchwater-By-Sea, as a run-down converted shop
rammed full of junk.

prospective tenant moves to a perfect ‘radiant’ city only
to find a murderer lurking, drowning his victims in an
ornamental pool every night - after offering to show the
target a ‘picture of the colonel’. It’s this clash of normalcy
and absurdity that I seek to exploit within my bookworks.
Visually I use sequential illustrations to create bathos or
hyperbole, and although I aim for humour within my
work, I consider it satirical humour or parody rather
than ‘joke telling’.

Images of ‘Cabinets of Curiosities’ were referenced in the
compositing of the museum image. Several key books
have contributed to my repertoire of this imagery.
Here are three indicative examples;
1001 Curious Things, Kate Duncan (2001)
Foucault’s Pendulum, Umberto Eco (1988)
Our Mutual Friend, Charles Dickens (1865).

Sub-Narrative – the Crimson Cod
The sub narrative within the postcards concerns the
‘Crimson Cod’, a mythological monster haunting the
town. The Crimson Cod is purported to have been
summoned by the ghosts of dead goldfish thrown down
many family toilets.

1001 Curious Things: Ye Olde Curiosity Shop and Native
American Art by Kate C. Duncan14 was very important
to my visual research in terms of reprinting archive
photographs of absurd artefacts that were packaged as
unlikely tourist souvenirs including; armadillo shell
sewing baskets; fleas in dresses and ‘Gloria’ the mummy
(a preserved dead body).

The Atlantic Cod (Gadus Morhua) has been on the
IUCN Red List of Threatened Species since 1996 and
I wanted to create a town mascot that was both
melancholy and vulnerable. I’ve researched and
highlighted cod depletion and over-fishing specifically
in another artist’s book called Battered (Damp Flat
Books, Brighton, 2010). In the sub-narrative, of Damp in
Ditchwater the ‘Ringer Twins’ (local fishermen) set out
and kill the Crimson Cod (Fig.9), in a bathetic version
of Melville’s classic.20

Umberto Eco’s novel Foucault’s Pendulum15 begins
and ends in the Musée des Arts et Metiers in Paris.
The protagonist hides in the museum after closing time
to await the arrival of an anticipated secret society, whilst
the story is revealed through flashbacks. The Musée des
Arts et Metiers is a particularly atmospheric museum
with one wing located in a converted chapel.
Eco’s descriptions of the artefacts in the museum are
accurate and absolutely evocative of the kind of cramped
dark spaces that I was seeking to evoke in my waning
tourist attraction.

I designed the Crimson Cod to be a lack-lustre brand
character (Fig.10). I wanted to combine two unlikely
elements, that of cigarettes (Damp Industry’s core
business) and the cod (Ditchwater-By Sea’s only export).
This was a concept I developed on from my earlier
practice-based PhD research into American cigarette
advertising and associated brand characters
(see endnote 3).

Mr Venus’s taxidermy shop in Our Mutual Friend16
is a wonderfully detailed comedic literary description
of a repository crammed full of dead and half-stuffed
animals. Mr Venus has a penchant for anthropomorphic
taxidermy, much like the popular Victorian Walter Potter
(1835-1918)17 who created large complex dioramas
including; frogs playing tennis; baby rabbits at school;
and squirrels smoking cigars. The smelly, dank interior
of Mr Venus’s shop helped me visualise my own Damp
Museum and how to add humour into the environment.
In my Damp Museum, exhibits include a display of
‘boring tools’, ‘the history of concrete’ and a ‘festival
of fish’.

The Postcard Souvenir Booklet as a bookart structure
To inform the production method of Damp in
Ditchwater, the construction and binding of postcard
souvenir books from between 1910 and 1945 were
researched. As a keen collector of printed ephemera
I was able to draw on a variety of vintage postcard books
from Chantilly, Grenoble, Alger, Bologne-Sur-Mer and
more specific souvenirs such as ‘Dinant Sur-Meuse
Grand Hotel’. Holiday Souvenirs have long been a
fascination and also provided the inspiration for one of
my earlier artist’s book – My Favourite Souvenir (Damp
Flat Books, Brighton, 2005) where the generic qualities
of cheap holiday souvenirs, such as snow domes, were
satirised.

Ripley’s Believe it or Not18 cartoons had inspired an
earlier artist’s book of mine called Surely Not (Damp
Flat Books, Brighton, 2003) containing illustrations of
absurd facts to do with cigarettes and smoking. One of
the over-arching themes in my artists’ books is humour
and absurdity - everyday occurrences that somehow
resonate wrongly with us and make us stop in our tracks.
I enjoy how absurdity is described with a ‘dry voice’ for
example, within the work of Eugène Ionesco. I would
particularly cite the play The Killer (1958)19, where a

When I physically deconstructed the souvenir postcard
books I found that the majority were constructed using a
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Fig.11. Jackie Batey, Damp in Ditchwater, 2006, photo of book held open at postcard No.3

Fig.12. Jackie Batey, Damp in Ditchwater, 2006, cover available in alternate colourways
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book bind known as ‘side-stitch (2 on margin)’.
In the more extravagant postcard souvenirs, a sheet of
glassine or acid-free tissue paper was used to separate
the photographs. Many of the earlier postcard books
incorporate actual photographs printed on postcard
paper, known as ‘real photo postcards’ these are usually
black and white (c.1920). Later cards tend to be printed
on linen texture paper with highly saturated colours
(c.1930 to c.1944). The photographic cards with the
combination of unrealistic colours both informed the
look and tactile quality of Damp In Ditchwater.
I decided to use the binding method ‘side stitch 2 on
margin’ for my own book. This single leaf binding
allowed for the construction of the book in stages,
comfortably combining various weights of paper
including a bound-in glassine interleaf (Fig.11).
The glassine interleaves add a pretentious edge to the
book, to visually emphasise how seriously the parochial
seaside town of Ditchwater-By-Sea takes itself. As
mentioned earlier, visual hyperbole has always been part
of my artistic approach and in this case, the more boring
the town - the more air and pomp I wanted to give to the
quality of the bookwork.

drawings, but it would be mere dilettantism to pretend
that they have any direct aesthetic value. (ibid)

In contrast to Orwell, I would argue that McGill’s
‘dirty’ postcards require that the images and text are
contributing equally, and in harmony, for the humour
to be successful. Like the verbal delivery of a good
comedian, the text/image relationship needs good
timing. In a matter of moments, we look at the image
(this builds expectation) then we read the copy and in
the case of the double entendre, we then re-look at the
image. If this sequence is successful, our brains make the
connection and the result is a laugh.
Although Damp in Ditchwater doesn’t seek to parody
the genre of postcards as described by Orwell, I have
explored the element of comic timing. By placing the text
on the reverse of the postcard, this delays the delivery
of the explanation of the image. The action of flipping
backwards and forward makes the reader search for
connections. Confusion followed by explanation is
another technique from Roussel.22 In Locus Solus and
Impressions of Africa, the most bizarre sequences of
events are described in great detail leaving the reader
in complete confusion. Later pages contain detailed
(if surreal) explanations prompting the reader to flick
backwards and forwards between ‘event’ and ‘explanation’.

Conclusion – Bookworks, Britishness and Badinage
Working within the genre of artists’ books has given me
artistic license to control all elements of book production,
from the conception, research and development, content,
illustration and design, production and distribution.
Although being responsible for all these elements is
an artistic and logistical challenge it is perhaps the
closest one can come to a ‘complete’ vision/artwork that
communicates the intentions of the author/artist. In
many ways, as an artist I view the ‘artist’s book’ as an
example of a gesamtkunstwerk – an artwork/form that
is resolved, as conceived, with no censorship or editing
from outside forces. Damp in Ditchwater (Fig.12) is one
artist’s book within my oeuvre, my artists’ books are
independently published under the imprint Damp Flat
Books. Each book focuses on differing research interests
and themes but they all contain veiled commentaries on
everyday British life at their core.

The process of designing, writing and illustrating
Damp in Ditchwater has enabled me to closely examine
the ways in which I develop my visual humour to
communicate concepts to the reader. Through this
article I have sought to reflect upon the visual strategies
I employ, in order to enhance the effectiveness of the
communication. Ultimately I seek to elucidate, through
my artists’ books, that visual humour/satire can provide
a reflection of the world (in my case the UK) - it’s in
this reflected world (or inverted view) that we recognise
shifted realities that make us laugh and then question.

Jackie Batey has been making artists’ books and zines
under the Damp Flat Books imprint since 1997.
She is widely collected and exhibited internationally.
Her work is concerned with artist as social commentator
her artists’ books explore obdurate boundaries between
journalism and authorial illustration often using satire to
reflect notions of Britishness.

George Orwell’s essay on The Art of Donald McGill21
categories the content of ‘dirty’ postcards in relation
to the British character but he brushes over the artistic
mechanisms by which the postcard can make us laugh.
“A comic post card is simply an illustration to a joke,
invariably a ‘low’ joke, and it stands or falls by its ability
to raise a laugh.” (Orwell, 2009). Orwell doesn’t try to
analyse the visual attributes of the humour. In fact he all
but ignores the visual element of the ‘joke’,

Jackie Batey is the course leader for MA illustration at
the University of Portsmouth, UK.
www.dampflat.blogspot.com
Jackie.Batey@port.ac.uk

Anyone who examines [McGill’s] post cards in bulk will
notice that many of them are not despicable even as
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11. Lynch, D., & Frost, M. (2004). Twin Peaks. Retrieved
from http://www.imdb.com/title/tt0098936/

1. Batey, J. (2006) Damp in Ditchwater. Brighton, UK,
Damp Flat Books. Limited Edition of 10. (2nd limited
edition of 10, in 2008, 3rd limited edition of 10 in 2013)
http://dampflat.blogspot.co.uk/2013/12/artists-bookdamp-in-ditchwater.html

12. Wellman, W. A. (1947). Magic Town. Retrieved from
http://www.imdb.com/title/tt0039595/
13. Bruce McCall is a Canadian illustrator (b.1935) best
known for his humorous illustrations in the New Yorker
Magazine. There are several anthologies his work, a
particularly good example is: McCall, B. (1982). Bruce
McCall’s Zany Afternoons. United States: Random House.

2. For an identification of what constitutes an ‘Artist’s
Book’ see. CASTLEMAN, & Castleman, R. (1997).
A Century of Artists’ Books. United States: Harry N.
Abrams. Drucker, J. (1997). The Century of Artists’ Books.
United States: Granary Books.

14. Duncan, K. C. (2001). 1001 curious things: Ye Olde
Curiosity Shop and Native American art. Seattle, WA:
University of Washington Press.

3. Batey, J. (2003). The Safe Cigarette: Visual strategies of
reassurance in American advertisements for cigarettes:
1945-1964, (PhD). University of Brighton, UK.
Retrieved from http://thesafecigarette.blogspot.co.uk
See also: The British Library, EThOS reference:
http://ethos.bl.uk/OrderDetails.do?did=1&uin=uk.
bl.ethos.271999

15. Eco, U. (2001). Foucault’s Pendulum. United
Kingdom: Vintage.
16. Dickens, C. (2000). Our Mutual Friend. New York:
Random House Publishing Group.

4. For an overview of the Tobacco Industry and the
politics of health see: Association, the B. M., Division, P.
A., Association, B. M., & Staff, B. M. A. (1986). Smoking
Out the Barons: The Campaign Against the Tobacco
Industry: A Report of the British Medical Association
Public Affairs Division (Wiley Medical Publications)
(1st ed.). New York: Published on behalf of the British
Medical Association [by] Wiley.
Corina, M. (1975). Trust in tobacco: the Anglo-American
struggle for power. London: Michael Joseph.
Taylor, P. (1984). The smoke ring: tobacco, money, and
multinational politics (1st ed.). New York: Pantheon
Books.

17. Walter Potter was a Victorian anthropomorphic
taxidermist known for his tableaus of stuffed animals,
notable scenes include, The Rabbits’ Village School
containing about 27 baby rabbits and one adult rabbit.
After his death in 1918 his family kept his museum in
Bramber, Sussex but it closed in the 1970s. The collection
was moved to Brighton (the Booth Museum) and later
to Arundel before finally ending up in Jamacia Inn,
Cornwall. It was sold and dispersed in 2003.
18. Ripley, R. (1934). The Omnibus Believe it or Not! (1st
ed.). London: Stanley Paul & Co., Ltd.
19. Ionesco, E., Marowitz, C., & Watson, D. (1994). Exit
the King and Other Plays: Exit the King, The Killer, and
Macbett (Ionesco, Eugene) (1st ed.). New York: Grove
Press / Atlantic Monthly Press.

5. Nabokov, V., & McCarthy, M. (1991). Pale Fire
(Twentieth Century Classics). London: Penguin Books.
6. Christie, A. (1990). The Murder of Roger Ackroyd (1st
edition). New York: G.P. Putnam’s Sons.
7. Swift, J. (1997) Gulliver’s Travels (Wordsworth Classics)
(Wordsworth Classics). United Kingdom: Wordsworth
Editions. With particular regard to the Academy of
Lagado (Chapter 5) where unnecessary experiments such
as extracting sunbeams from cucumbers are performed.

20. Melville, H., the, N. of, Essex, & Chase, O. (2007).
Moby-Dick or the whale. London: Random House Group
Limited. This was particularly useful for my research,
in terms of Ishmael’s labyrinthine deviations into
everything about whale biology, whale psychology, whale
hunting, whale products, whale souvenirs, whales in the
bible ad infinitum.

8. Roussel, R., Heppenstall, R., & Foord, L. (2012).
Impressions of Africa. United Kingdom: Alma Classics.

21. Orwell, G. (2009). The Art of Donald McGill: An Essay
by George Orwell. United Kingdom: Greaves & Thomas.

9. Kafka, F., Muir, E., & Brod, M. (1998). America.
London: Vintage Classics.

22. Roussel, R., Cuningham, R. C., & Copel, R. (1983).
Locus Solus. London: Riverrun Press. Roussel, R.,
Heppenstall, R., & Foord, L. (2012). Impressions of Africa.
United Kingdom: Alma Classics. For more on Roussel’s
working methodology see. Roussel, R., Winkfield, T., &
Ashbery, J. (1996). How I wrote certain of my books: and
other writings. Boston, MA: Exact Change.

10. Lancaster, O. (1936). Progress at Pelvis Bay. United
Kingdom: John Murray Publishers.

40

Bibliography

Publications (1st ed.). New York: Published on behalf of
the British Medical Association.

1001 curious things: Ye Olde Curiosity Shop and Native
American art, Duncan, K. C. (2001). Seattle, WA:
University of Washington Press.

The Century of Artists’ Books, Drucker, J. (1997). United
States: Granary Books,U.S.

A Century of Artists’ Books, Castleman, R. (1997). United
States: Harry N. Abrams.

The Michael Winner collection of Donald McGill. (2006).
London: Chris Beetles Gallery.

America, Kafka, F., Muir, E., & Brod, M. (1998). London:
Vintage Classics.

The Murder of Roger Ackroyd, Christie, A. (1990), New
York: G.P. Putnam’s Sons.

Art of Donald McGill: An Essay by George Orwell (The).
Orwell, G. (2009). United Kingdom: Greaves & Thomas.

The Omnibus Believe it or Not!, Ripley, R. (1934), (1st
ed.). London: Stanley Paul & Co. Ltd.

Bruce McCall’s Zany Afternoons, McCall, B. (1982).
United States: Random House USA.

The Safe Cigarette: Visual strategies of reassurance in
American advertisements for cigarettes: 1945-1964, Batey,
J. (2003), (PhD). University of Brighton, UK. Retrieved
August 2016 from http://thesafecigarette.blogspot.co.uk/

Carry on Abroad, Thomas, G. (1973). Retrieved August
2016 from http://www.imdb.com/title/tt0069847/

The Smoke ring: tobacco, money, and multinational
politics, Taylor, P. (1984), (1st ed.). New York: Pantheon
Books.

Exit the King and Other Plays: Exit the King, The Killer,
and Macbett, Ionesco, E., Marowitz, C., & Watson, D.
(1994). (Ionesco, Eugene) (1st ed.). New York: Grove
Press / Atlantic Monthly Press.

The World of Donald McGill, Buckland, E. (1984). Poole,
Dorset : Blandford Press: Distributed in the U.S. by
Sterling Pub. Co.

Foucault’s Pendulum, Eco, U. (2001). United Kingdom:
Vintage.

Trust in tobacco: the Anglo-American struggle for power,
Corina, M. (1975). London: Michael Joseph.

Gulliver’s Travels, Swift, J. (1997). United Kingdom:
Wordsworth Editions.

Twin Peaks, Lynch, D., & Frost, M. (2004). Retrieved
August 2016 from http://www.imdb.com/title/tt0098936/

How I wrote certain of my books: and other writings,
Roussel, R., Winkfield, T., & Ashbery, J. (1996). Boston,
MA: Exact Change,U.S.

Further Notes - Publisher’s description of Damp in
Ditchwater: Heavy yellow card cover with shaped edge,
printed in one of two colours (dark-orange or paleturquoise). The Introduction page is followed by 10
detachable heavyweight colour image postcards with
glassine interleaves. One post card (varies as to which
one) contains a tipped-in stamp and handwritten salute
on the reverse. The body of the book printed on 260gsm
satin photo-paper backed with matt sticker paper, all
printed using archival inks. The introduction page is
on 130gsm cartridge paper. The book is made of single
leaves bound with heavyweight staples (side stitch 2 on
margin), the pages are perforated to enable postcard
detachment. Limited edition hand made artist’s book,
all individually numbered and signed on the back cover.
Published by Damp Flat Books, Brighton UK (First
edition 2006).

Impressions of Africa, Roussel, R., Heppenstall, R., &
Foord, L. (2012). United Kingdom: Alma Classics.
Locus Solus, Roussel, R., Cuningham, R. C., & Copel, R.
(1983). London: Riverrun Press (New York, NY).
Magic Town, Wellman, W. A. (1947). Retrieved August
2016 from http://www.imdb.com/title/tt0039595/
Moby-Dick or the whale, Melville, H., the, N. of, Essex,
& Chase, O. (2007). London: Random House Group
Limited.
Our Mutual Friend, Dickens, C. (2000). New York:
Random House Publishing Group.
Pale Fire, Nabokov, V., & McCarthy, M. (1991). London:
Penguin Books.

Damp in Ditchwater is in the permanent collections
of Tate Britain, The Old School Press, Centre for Fine
Print Research at UWE Bristol, The British Library, The
Ministry of Books, UK.

Progress at Pelvis Bay, Lancaster, O. (1936). United
Kingdom: John Murray Publishers.
Smoking Out the Barons: The Campaign Against the
Tobacco Industry : A Report of the British Medical
Association Public Affairs Division, (1986). Wiley Medical

To view this artist’s book visit: http://www.issuu.com/
futurefantasteek/docs/dampditchwater
41

Noëlle Griffiths’ studio in North Wales showing Acehuche, Gilardi Tree and Fragile artists’ books,
October 2015, photograph: Noëlle Griffiths

Noëlle Griffiths, Fragile – Gilardi Tree, 2015. 13 x 12.5 cm closed, 13 x 206 cm open; acrylic paint and archival digital text on 175gsm
Somerset book paper, concertina with soft cover, unique book, Snowdonia, UK, photograph: Noëlle Griffiths
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Re-Take/Re-Invent

John Hoyland (1934-2011) was my external assessor
in 1982 when I graduated from the Fine Art Painting
Department at St Martin’s School of Art, London.
He was considered to be one of the leading abstract
painters of his generation.

Noëlle Griffiths
The Re-Take/Re-Invent project features fifteen artists
responding to the art collection at the National Museum
of Wales, Cardiff. Each artist has interpreted their chosen
artwork from the critical standpoint of their current
studio practice.

During my time as a student at St Martin’s School of Art
there was change from a predominantly abstract style
towards a newly emerging figurative style. Like many
of my fellow students I reacted against the type of large
‘macho’ abstract paintings that John Hoyland and his
contemporaries painted. The exhibition A New Spirit of
Painting was hugely influential when it was shown at the
Royal Academy in 1981, and I was drawn to figurative
artists such as Mimmo Paladino, Sandro Chia and Julian
Schnabel. Amongst the students there was an awareness
and criticism of the male dominated world of abstract
painting. We were lucky to have a diverse range of tutors
and artists visiting St Martin’s and as students we talked
about how to make paintings that were visibly painted
by a woman.

The Re-Take/Re-Invent project was initiated by Fine
Art at Bangor University, Wales, UK and the exhibiting
artists all teach on the Fine Art programme or part-time
BA and MA courses. Photographs of each artist in their
studio were commissioned from photographer Graham
Hembrough. There were also filmed studio visits, schools
projects and contributions to a group blog. The project
was generously supported by the Arts Council of Wales
in partnership with the National Museum of Wales.
Some of the artists had already chosen artworks online
when we all met at the National Museum of Wales in
December 2014. Others chose a piece of work during the
visit. I had searched online and chosen a large acrylic
painting by John Hoyland which was in storage: Ligeia
painted in 1978, acrylic on cotton duck, 244 x 216 cm.
The museum staff brought it out of the store for me to
view in a closed gallery.

John Hoyland stood for a type of painting I rejected at art
school and for many years afterwards. So it is strange that
since 2010, nearly 30 years after leaving art school, I find
myself painting abstract paintings and looking at some of
the abstract artists I had previously rejected.
The copyright laws prevent a lot of images of artwork
owned by the National Museum being shown on their
website, and I had to search online for an image of Ligeia
before our visit. It was during this search that I came
across a film made for BBC Arena in 1979, Six Days in
September. Arena filmed John Hoyland in his studio
starting and completing a painting. The film explores the
creative process and Hoyland talks in a direct and honest
way, making observations that will resonate with artists
who work in the isolation of their studio:
…it’s so fragile an activity making a painting, trying to
bring a painting into the world...you kid yourself along,
kid the painting along and try to keep your confidence...
just making a painting seems like such a ridiculous
activity… nobody wants it particularly and you don’t
know if you can do it, you don’t know if you are strong
enough. It’s just you in a room, you have a glimpse about
how you might go ahead and make a painting…
Day One 11.9.78.1
Ligeia was part of a series of large abstract paintings using
a diagonal composition and made at a similar time to the
painting in the film. At the end of the film it shows Ligeia
next to the completed Six Days in September painting
at the exhibition John Hoyland Paintings 1967-1979 at
Mappin Art Gallery in Sheffield in 1979.

Noëlle Griffiths sketching Ligeia by John Hoyland at the
National Museum of Wales, Cardiff, December 2014,
photograph: Andrew Smith
43

Noëlle Griffiths, Acehuche I, 2015, 133 x 89 cm, acrylic paint on
watercolour paper, Snowdonia, UK, photograph: Noëlle Griffiths

Noëlle Griffiths, Fragile - Agosto, 2015
37.5 x 38 cm closed, acrylic paint on
300gsm Moulin du Roy watercolour
paper and archival digital text and
image on 50gsm Jia Zuan Japanese
paper, twenty one loose pages inside a
cloth bound hard folio cover, unique
book, Snowdonia, UK, photograph:
Noëlle Griffiths
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I used Barragán as a starting point for many paintings,
but also worked from observation to find composition
and a different approach. I made Acehuche I-IV in
Spain from direct observation, finding simplified and
abstracted shapes and marks for the house and its
surroundings on large sheets of watercolour paper.

After seeing the Six Days in September film I decided
my approach to the Re-Take/Re-Invent project would
be to record my own creative process. Whilst painting
I recorded my thoughts, observations and feelings in a
notebook alongside small sketches of work in progress.
Each day I painted I also kept a record of each colour
I mixed as it was applied, thus creating pages of colour
swipes. These were later used to make a book for each
painting.
Each book records the making of a painting and gives an
insight into the creative process involved. I have called
each book FRAGILE in response to Hoyland’s transcribed
quote from Day One of the film ‘…it’s so fragile an
activity making a painting, trying to bring a painting into
the world…’2
For this series of paintings, the architectural spaces of the
Mexican architect Luis Barragán (1902-1988) served as
my starting point. Gilardi Tree I-IV refers to a house he
designed in 1975 for Francisco Gilardi in Mexico City
and I used a photograph of the courtyard of this house as
a starting point. To record the creative process, I digitally
printed excerpts from the transcript of the film Six Days
in September on two strips of paper and painted a long
brush line for each colour as I painted. Luis Barragán’s
use of colour, light and shadow, water and reflection
helped to focus my exploration of layered thin colour and
stained surface using acrylic paint on both canvas and
paper. I have explored composition alongside the subtle
shifts and relationships of colour, tone and surface.
I have been searching for a quality, an atmosphere,
a point of ‘rightness’.

Painting Acehuche and Agosto pages in SW Spain,
August 2015, photograph: Noëlle Griffiths

The colour swipe pages use the same watercolour paper
on a large square format. I decided not to bind these
pages into a book, but to make a folio of colour swipe
pages with scanned notebook pages and digital text on
Japanese paper. I called the folio Agosto and the pages can
be exhibited next to the relevant painting.
The first two books I made used colour swipe pages
for two large paintings on canvas which were later
destroyed. As the project is about the creative process,
it is important to acknowledge that the failures are as
important as the paintings that find a conclusion.
The colour swipe pages are separated by pages of text
from my notebooks, printed digitally with archival ink on
Japanese paper. For each book I used a canvas section of
the painting itself as the cover, binding each book in the
Japanese style. Fragile - Large Yellow Painting records the
making of a painting over 8 days 14.2.15 – 5.3.15,
Fragile - Island Departed records 10 days 12.2.15 – 9.3.15.
The project lasted just over a year and I made twelve
artists’ books and nineteen paintings (including the
two destroyed paintings). For each book I incorporated
different aspects of the creative process of making a
painting. I looked through my notebooks and included
selected notes, sketches and words which related to
each painting. For the Fragile - Barragán book I printed
text on used studio paper (often old posters) with all
the evidence of paintings painted on top - a record of
colours, brush marks and spatters. For the Fragile Enclosed Courtyard book I photographed the studio at
the time of making the painting, and each day includes
a small studio view with three or four words.
Some books do not include any text and are purely visual.
The swipes of colours used each day are in their own
right, quite beautiful.

Noëlle Griffiths, Gilardi Tree II, 2015, 35 x 35 cm unframed,
acrylic on watercolour paper, Snowdonia, UK, photograph:
Noëlle Griffiths.
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Noëlle Griffiths, Fragile - Agosto, 2015
37.5 x 38 cm closed, acrylic paint on 300gsm Moulin du Roy watercolour paper and archival digital text and image on 50gsm Jia Zuan
Japanese paper, twenty one loose pages inside a cloth bound hard folio cover, unique book, Snowdonia, UK, photograph: Noëlle Griffiths

Noëlle Griffiths, Barragán I, 2015
114 x 115 cm, Acrylic on canvas, Snowdonia, UK, photograph: Noëlle Griffiths
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Noëlle Griffiths, Fragile - Barragán, 2015
30 x 29.5 cm closed, acrylic paint on 175gsm Somerset book paper and archival digital text on paint marked
studio paper, cloth bound hard covers, unique book, Snowdonia, UK, photograph: Noëlle Griffiths
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Noëlle Griffiths’ studio in North Wales showing all twelve Fragile artists’ books (open), May 2016, photograph: Noëlle Griffiths

Re-Take/Re-Invent exhibition at Oriel Ynys Mon, September 2016, photograph: Jan Woods
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She is course leader and tutor on the part-time Fine Art
degree at Bangor University, and also teaches from her
studio in Snowdonia and in SW Spain.

I have found the process of recording colours quite
revealing. In these paintings I wanted to create thin
layers of paint which remained transparent for as long as
possible. Although I did not want to keep the light, warm
colours in the painting for long, I found that these were
often the starting colours. To use dull or dark colours
meant I would lose the quality of the un-primed canvas
or paper too quickly, and would not be able to keep the
colour light or bright if I chose to do so as the painting
progressed. The colour swipes record how some days I
used lots of colours and lots of changes, whilst other days
I seemed to use very close colours with shifting tones.
It also became evident that paintings often worked less
well the longer I spent painting. Some paintings revealed
themselves quite quickly, and the important thing was
to know when to stop and have time to consider where
to go next.

http://noellegriffiths-art.co.uk
http://www.artistsbooksonline.com/noelle_griffiths.shtm
hafod.art@hotmail.com
You can see a film of Noëlle Griffiths talking about the
Re-Take/Re-Invent project in her studio:
https://www.youtube.com/watch?v=iddjbOlhRf0
Noëlle’s blog for the project:
http://retakereinvent.blogspot.co.uk/p/noelle-griffiths.
html
John Hoyland film Six Days in September
http://www.bbc.co.uk/programmes/p025lrcy

It has been interesting to look back with some
perspective on how my work has developed since
art school. I have always been interested in trying to
make visible something I experienced, thought or felt.
Although I live in a beautiful part of North Wales I have
not chosen to paint directly from the landscape.
My paintings have often been autobiographical.

The Re-Take/Re-Invent project website:
http://www.re-take-re-invent.com
A selection of artists’ books made for this project will be
exhibited at UWE Bristol’s Bower Ashton library from
mid-April – June 2017
Notes

I have been making artists’ books seriously since 1996,
and started making editioned digital books in 2003.
A visit to India in 2003 influenced the way I used colour
and flat space in my paintings, which became simpler
compositionally but still held motifs of reality. Making
books has enabled me to shift into making art that is
now almost entirely abstract. In my artists’ books I can
still work with images, reality and a poetic narrative often using text, photographs or scanned images. In my
books I can explore ideas that are more tangible and
recognisable. This has freed my painting to explore paint,
surface, colour - striving to find harmony, balance and a
feeling of ‘rightness’.

1. Transcribed quotes from the first day of the film
Six Days in September, BBC Arena, 1979,
http://www.bbc.co.uk/programmes/p025lrcy
©John Hoyland Estate
2. Ibid.

The project culminated in three exhibitions in public
galleries during September – November 2016. The main
exhibition was held in Oriel Ynys Mon on Anglesey and
showed paintings, artists’ books, 3D and installation
works alongside commissioned photographs and films
of artists in their studios.

Noëlle Griffiths is an artist who lives and works in
Snowdonia, North Wales, UK. She studied Fine Art at
St Martin’s School of Art 1978-82 and has been making
artist’s books since 1996. Noëlle started Hafod Press in
2003 and www.artistsbooksonline.com in 2005.
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Marian Crawford (Picturing the Island, page 4).
This image comes from research about the Central
Pacific island Banaba, my childhood home. Many of the
images I found are portraits of people staring resentfully
at a camera. I have a photograph of myself on one of
Banaba’s beaches, and in contrast to the stern stares of
the other portraits, I smile happily at the photographer
- my mother. What a gulf there is between a willingly
photographed subject and the subject of ethnographic
documentation. Banaba is part of Kiribati, a nation of
small low-lying islands fighting the prospect of loss of
land as a result of global climate change.

Ton Martens (page 52, opposite)
b. Velsen, The Netherlands, 1946. Back to childhood:
Martens’ father was headmaster of an elementary school
in a small village in The Netherlands. Every room in the
house he was brought up in had at least one bookcase.
Even in the attic where Ton had his bedroom, there
were bookcases crammed with all kinds of books about
history, biology, literature, geography, physics etc.
Playing in the attic and exploring by reading the
pictures in these books was his favourite activity on rainy
afternoons. Whilst his father downstairs was smoking
his pipe, and also studying his books.

The research was supported by Monash University
Art Design & Architecture, the Siganto Foundation, the
Australian Library of Art at State Library of Queensland
and the Queensland Library Foundation.
For more info see http://www.mariancrawford.com

At a young age, for Martens, ’books’ had already
transformed into ‘objects’ that had to be cherished.
With this attitude in mind, Martens makes his own
books in small editions. www.tonmartens.nl

Daniel Lehan (Day Pages: 8th April 2015 on
page 54 and 22nd October 2016 on page 55).
Day Pages is a daily collaged diary. The first entry of
which was 23rd February 2015.
Day Pages uses cuttings from newspapers, magazines,
leaflets, etc., the type is produced using an Olympia or
a portable Smith-Corona typewriter.

Philippa Wood (Women of the Walk, page 50)
Philippa Wood is a Senior Lecturer within the
Department of Design at The University of Lincoln
and produces work as part of a small collective called
The Caseroom Press.

The entries are made either in secondhand books exhibition catalogues / account books, stamp albums
- where obscuring or revealing the existing page is an
added consideration, or in new books - at present I have
a preference for large music stave books.

Women of the Walk is based on a project undertaken
by Wood and Tamar MacLellan that explores the social
history of the 88-mile Jurassic Way – a walk linking the
two historic market towns of Stamford and Banbury –
the respective home towns of the two artists.

I have noticed how various themes re-occur during the
pages, like a running commentary across the days and
months.

These portraits of women from the past, recognise such
qualities as hardship, courage and entrepreneurship and
reflect a certain moment in time.
https://meetinginthemiddleblog.wordpress.com
www.the-case.co.uk

So, on 6th of January 2016 a review of Bowie’s album
Blackstar, on the 11th headlines announcing his death,
and since then the diary contains references to his work,
life and death.
Cahier de Catéchèse, a book of drawings is published by
Dark Windows Press and The Morning Glories, a book of
short stories is published by Wisdom Bottoms Press.
His visual poetry has been published by AND / OR,
Indefinite Space, Poetry & Paint, Small Portions, The
Delinquent, Experiential / Experimental, Kumquat,
foam:e, Diagram, *82 Review, Ink Sweat & Tears, SHUF,
The Star Gazette, SPUR, M58, and is included in The New
Concrete, Hayward Publishing, 2015.
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