
1 
 

	

File	Name(s)	 Tom	Hubbard	Interviewed	by	Giles	Sutherland	07-06-2017	

Total	Recording	Length	 94	minutes	

Names	of	Participants	 Tom	Hubbard	(I);	
Giles	Sutherland	(R)	

Final	Word	Count	 10,615	

Total	Number	of	Pages	 26	

Date	&	Place	of	Interview	 22	June	2017,	Freudenstadt	

	
	
	
 
I: I looked it up a little bit in the archive and, astoundingly, I 

discovered…well, I found one of my own letters to Jane McAllister which I 
wrote from Poland.  Because I found out about this by chance, you see.  
But I also discovered that there were a list of participants, of course you 
were on it, and there were two or three people I remembered quite well.  
But there were other people that I didn't remember but who subsequently I 
knew or knew about. 

 
R: Did you ever meet Dimitrov, the musician on the group?  He's still around, 

he and I are in touch. 
 
I: No, but there was… 
 
R: You might want to contact him. 
 
I: Yeah.  There was the wife of Murdo McDonald. 
 
R: Aye, [Lorna Whey 0:01:03]? 
 
I: Yeah. 
 
R: No, she's not with him now. 
 
I: Isn't she? 
 
R: She brought out a book of poetry, which I've got.  I could try and dig it out, 

if I could find it. 
 
I: So she was on it.  And I don't have any remembrance of her at all, do 

you? 
 
R: I mean, she has cropped up, she was… 
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I: I mean, do you remember her in Poland though? 
 
R: I do, yeah.  I mean, I remember her breaking down in the gallery in 

Wrocław 
 
I: Breaking down? 
 
R: Uh-huh. 

…shall we say, were a bit too demonstrative in that emotional response. 
 
I: There was Hilary Robinson, do you remember her? 
 
R: Aye, [voices overlap 0:00:11] Ricky? couldn't stand her. 
 
I: Well, she stole my pitch for an article.  And then there was [Brendice 

Nab?ion's 0:00:25] daughter, do you remember her? 
 
R: Yeah, from Iceland.  That's right, yeah. 
 
I: Yeah.  And a guy called [GRevel 0:00:33] Worthington. 
 
R: Oh, yes, aye, he seemed to be a sort of epitomy of the kind of aristo that 

that Ricky liked to rub shoulders with. 
 
I: Bizarrely, he had actually been in my geography class at Edinburgh 

University, but his family were Worthington beer, you know.  And he's now 
become a kind of art collector, whatever that means, I don't know. 

 
R: Well, at the time, he seemed to be quite a nice guy, I got on with him. I 

don't know how you got on with him. 
 
I: I got on with him okay, yeah, he seemed… 
 
R: He was a nice guy, very personable. 
 
I: And Ricky was keen on the fact he owned some island or something in 

the South Pacific, he was the head of a tribe or something.  Very odd. 
 
R: I didn't know that. 
 
I: There was somebody called… 
 
R: Shades of Robert Louis Stevenson there. 
 
I: Yeah.  There was some - who else - Jo McNamara who lives in Dunbar, 

I've met her subsequently.  I don't remember her at the time. 
 
R: Well, I had met her previous to the Polish trip because I had gone along 

to…it was some community education thing.  It wasn't the WA but I think it 
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was a locally generated group that was running classes.  And I decided I 
would go along as an ordinary punter, as a fledgling writer, rather than 
wearing my hat as a poetry [inaudible 0:02:17] like? which I was at the 
time, and just putting that to one side.  And she was one of the people 
that…I can't remember if she was one of the organisers, but she was 
certainly one of the participants at that.  And at the time, I wasn't aware 
that she was into the Demarco circuit.  I think she was the only person I 
had known already apart from yourself, you know, that I had come across 
in a different context.  All the others were new to me. 

 
I: Yeah.  Terry was on that trip. 
 
R: Terry was on that. 
 
I: I got very annoyed with her because when we went to Auschwitz, I 

remember her drawing and sketching, and I thought at the time, gosh, 
how could you do that there.  And then having thought about it a lot, 
realised it was her way of coping, I suppose, with that emotional 
response.   

 
R: Yeah.   
 
I: It's like war artists, how do you sit there and do sketches of people getting 

blown up, you know, maybe it's the same thing that you bear witness. 
 
R: I would say it's more bear witness.  There's a passage from Ruskin which 

hones in on just what you're talking about, which I think would be quotable 
if you wanted to raise that, about how…basically, what he was saying - if I 
had a much better verbal memory, I would quote it, because it is very 
poetic, it's Ruskin - really saying that, as an artist, you're confronting some 
extreme situation, it's not your job to intervene and help, your job is to 
stand there and notice the gestures.  I mean, it sounds very callous and it 
doesn't really sort of fit in very well with Ruskin's otherwise very moralistic 
attitude to art.  I think that's really one of the reasons why it stands out as 
a key passage. 

 
I: But going back to what we were talking about, about one of the key 

themes in what I would like to write, being the journey, which has, you 
know, a very wide range of connotations and it's a very rich theme, I 
suppose, in literature and art. 

 
R: Baudelaire, [Inaudible 0:05:22] bon? voyage, very Baudelaireian. 
 
I: Yeah, the odyssey.  Where are you… 
 
R: Well, if you think of Picaresque novels, they're all sort of predicated on a 

journey. I mean, Don Quixote and Sancho Pansa they're journeying 
through Spain.  I mean, you're talking about literary works that are just not 
confined to one place, you know, the journey's an integral part of the 
narrative [inaudible 0:06:00] the actual theme of the piece. 
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I: And Stevenson's travels on a donkey. 
 
R: Stevenson, exactly, yeah.   
 
I: Anyway, the point I'm trying to get to is - and it's not an easy one to make 

- but how aware were you of - it sounds like a naïve question in a way - 
but how aware were you of what we were actually engaged in? 

 
R: Questions maybe should be naïve.  Naivety is an open thing. 
 
I: Because having done a bit of work and thought on this, Demarco, as 

we've said, is often characterised as almost a kind of holy fool or a 
showman, but his intent is deeply serious.  I think, was it Elliot… 

 
R: Perhaps the intent of the holy fool, you can have it in [Gaelic inaudible 

0:07:05]. 
 
I: I think to use the words of TS Eliot… 
 
R: The [Eurodivy 0:07:13] in Russia. 
 
I: Sorry? 
 
R: The [Eurodivy 0:07:12] in Russia appears in the last act of [inaudible 

0:07:18]. 
 
I: Okay. And the fool in Lear. 
 
R: The fool in Lear, uh-huh.  Interestingly, I don't know if you know, the 

Russian Kozintsev’s movie version of King Lear, the fool appears -  and 
the music's by Shostakovich - but the fool appears and he sings a familiar 
tune.  And you're thinking to yourself, I know that tune, what the hell is it.  
And it's only after a while it strikes you, the single bell Shostakovich is 
using is the tune that we know as Jingle Bells.  Well, of course, the fool 
has bells. 

 
I: That's right.  So we're on this journey but it's one that he's…I know from 

experience that by that time, he had made perhaps hundreds of these 
journeys - or scores anyway, many, many - of taking groups of people 
who may or may not know each other from disparate backgrounds and 
basically putting them together.   

 
R: Social sculpture. 
 
I: Yeah, and standing back almost and seeing what happens.  And the 

interactions between people, the way that they individually and collectively 
reacted to the various environments that they found themselves in, the 
various people that were met or the various situations that we found 
ourselves in, we didn't really know what was going to happen, we didn't 
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have much experience.  And watching how this group of people 
collectively and individually respond to each other and the places, and 
what comes out of it. If you remember, he invited everybody to write a 
statement about their journey, and also about making art; some form of 
art, it could have been a poem or a photograph, or something, a drawing 
or, I don't know, anything.  But this was all carefully conceived and we 
were, in a way, willing participants in his orchestration, although we might 
have thought we were completely autonomous. 

 
R: But I think I know, as a routine, Ricky issues challenges and I'm not sure 

they're necessarily always preconceived in the way that you're 
suggesting, which might be the case with the Polish trip.  I think it's just 
part of his general behaviour and he's maybe not even conscious that he 
does it, but it's really sort of issuing challenges to people to do this and 
that, you know, to produce a piece, either verbal, visual or otherwise. 

 
I: But he also challenges himself to a huge extent. 
 
R: Uh-huh. 
 
I: I'm going to let him out into the garden. 
 
R: Yeah, I think the back door's still open actually.   
 
I: [interruption] But I think that that journey for me still has a resonance that 

was quite profound. 
 
R: It certainly…you realised over the years that it stood out for you more than 

the other journeys that you've been on.  Was that the first one you were 
on? 

 
I: Yeah, and then I went to Romania the next year, but I was actually…both 

times I was, coincidentally, in that place, I was Poland enjoying the 
journey, and then I was in Romania, coincidentally, enjoying the journey.  
So I haven't actually been on one that was actually, I don't know, planned 
beforehand or something.  But I wondered how… 

 
R: So you were actually…I mean, this was what was happening that the 

expeditions were…you know, as well as the people who were on that list, 
you know, with the intention of going on the complete trip, all along the 
way people were sort of picked up, as it were.  I mean, it was difficult to 
suss out, you know, me being in this completely new situation, how far 
this had been arranged in advance that so and so would turn up in 
Poznan or Krakow or Lublin, or whether they just happened to be there at 
the time.   

 
When we were in [Wooch 0:13:34] that was before you joined, [Gunter 
Ucker 0:13:39] was there.  And my sense of feeling at the time was that, 
you know, [Ucker 0:13:49] was working in the Museum of Modern Art in 
[Wooch 0:13:54] quite a lot and just happened to be there when we were 
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there.  And it struck me at the time that that was just a coincidence. 
Obviously, not much of a coincidence, given that he would be known to be 
there quite a lot.  So there might well have been a number of these 
situations that I thought were coincidental that maybe they weren't, you 
know, either Ricky knew or Jane knew that so and so was going to be 
there at that particular time.  And it maybe just appeared to me that it was 
fortuitous, but I don't know. 
 

I: Did you respond to his invitation to make something? 
 
R: I can't honestly remember, but certainly not in any immediate way.  I 

mean, I needed time to digest and to make sense of it, you know, a 
mature reflection.  So I didn't produce anything immediately just like that 
on the raw, but stuff has appeared over the years. And some of it's in 
there, that you can take away with you.  And, you know, it would emerge 
in, I suppose, all sorts of subtle ways, stuff that I did that I wouldn't have 
done had I not been on that trip.  But there were other stimuli quite apart 
from the trip that were feeding into it as well.  And for all I know, that might 
have been the experience of other people, you know, there were all these 
other ingredients, experiential or just simply from the creative imagination 
that would feed into it, that would be quite apart from what churned inside 
us during the trip.   

 
I: Yeah.  Well, I think referring to the article now a long time ago that you 

invited me to write when we were in [Grenoble 0:16:30], I made the 
observation that I would quite happily have given away quite a number of 
university years, I think, and swapped them for that brief sojourn, however 
many days it was, because it had such a profound impact on me and from 
so many different points of view.   

 
And I imagine from what you've said that that type of impact was created 
amongst others that we may have, in many ways, you know, multiple and 
subtle ways, may have been influenced in their lives or their work.  And I 
imagine that if you were to take the sum total of all these journeys and all 
the people that have been on them over the years, many of them…I've 
seen testament, testimony from various people about the transformative 
effect of this collective experience which I'm calling a kind of new 
pedagogy because of its uniqueness. 
 

R: Yeah, I mean, it's a sense, you know, we've been talking about how far 
Ricky is organised and disorganised, he's both in different ways.  And I 
think that was the same with the trip, there was a clear, broad plan that 
Ricky was…well, I remember he was always emphasising this on the 
journey that it was a question of us being open to what was going to 
happen, that we could expect the unexpected.  That's an essential feature 
of any kind of creativity. 

 
 But, I mean, it's interesting what you're saying about, you know, you 

would have sacrificed any amount of official university time for that 
experience.  I've come to feel that there really is a strong contrast 
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between the kind of writing that we do as academics and what we do as 
creative literary artists. I think it really sort of comes down to this, that, as 
academics, scholars, we're expected to analyse, we're expected to 
footnote everything, we're expected to be explicit about everything, 
everything's got to be in black and white, you know. 

 
I: And we've got to have an argument running through it. 
 
R: There's got to be an argument running through it that you can't be vague, 

there's no half measures, you've got to see this as distinct from that. It's 
an either or situation, but you're using that part of your brain which 
analyses.  Whereas for any kind of creativity, you know, whether it's 
verbal arts or visual arts, the performing arts, what you're doing there is 
synthesis.  The analysis, you're taking things apart.  Academia takes 
things apart, creativity puts thing together. 

 
 So what you're doing, I suppose, if you're hoping for something creative to 

come out of something like the Polish trip, at the time you're not really 
sure what you're actually going to be synthesising.  So, you know, you are 
picking things up, you're interacting as much as you can from this starting 
point of naivety, a certain amount of innocence.  That's necessary, I think, 
for all creativity.  [I certainly think 0:20:50] that a vast amount of naivety is 
required because creativity requires discovery, a sense of discovery.  
Having a vague idea, again, a vagueness of the creative side, a vague 
idea of what your endpoint is going to be, but it must be vague. It can't be 
too precise because you've got to be open to these unexpected stimuli 
that you could feed into the finished work, if indeed you do come up with a 
finished work.  Maybe it shouldn't be a finished work, maybe it should be 
open-ended.  Maybe there should be all these loose ends. 

 
I: There is a tension which I feel strongly I'm echoing your sentiments 

between the subject matter of what I'm writing about and the method of 
writing.  There's an inherent tension there.  It's almost as if I'm 
academicising something that can't be academicised, it's… 

 
R: Well, that's not going to present a problem for you.  As long as you realise 

that the PhD's not going to be the endpoint, that you're wanting to do the 
biography of Demarco as well.  And obviously, you can be more creative 
there.  But yeah, I mean, you know, for the creative arts, you've got 
to…that's where subtlety, that's where ambiguity, that's where irony, it's 
where significant silences are important.  You cannot have these 
significant silences in a piece of academic writing, as I say, when you've 
got to spell it out.  But I'm not trying to put you off your PhD or anything 
like that, I'm just saying that…this is just my experience. 

 
I: No, no.  But would you say this journey, we both experienced it together in 

very different ways, but I came to see it as almost a kind of artwork in 
itself and not a play, not a theatre, not a documentary, but a very fluid and 
open-ended area of possibilities with completely unpredictable outcomes 
and results. 
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R: Well, a question I would like to put to you would be, when were you aware 

that you were producing something as a result of the trip?  I mean, did you 
produce something fairly immediately?  Well, I know you were writing for 
The Scotsman and you got me to hand in these photos to The Scotsman, 
and you passed them on to me, and I think it was [inaudible 0:24:12].  And 
I did.  So yeah, there would have been output in that sense.  But would 
you say that it was maybe many years after that that you produced 
something that was…well, maybe benefited from the time elapsing 
between your experience and you producing something? 

 
I: I've never seen myself as being an artist or artistic particularly, but maybe 

that's wrong.  I think it's taken me a long time to get to this point of 
understanding and… 

 
R: I suppose what I'm asking you is, did you think there was something 

different between what you wrote immediately after the experience and, 
say, when you wrote that piece for me for [inaudible 0:25:33], which was 
many, many years after, we're talking about 2000.  So that's, what, 
that's... 

 
I: Ten years anyway. 
 
R: Ten-plus years after it.  Did you experience a sort of sense that you were 

producing something different because of that lapse of time from what you 
produced in the weeks and months just after the trip? 

 
I: I think I had the experience of time. 
 
R: The experience of what, sorry? 
 
I: Of time.  And I went through an MSc at Edinburgh University in art history, 

and I had the trip to Romania to think about.  And yeah, I think maybe 
there was at that point some reflection. I ended up writing about Beuys 
and his impact on the Edinburgh art scene in the '70s. That was my 
dissertation for the MSc.  But I think my whole life's been affected by it 
because I went back to Poland a number of times, I think influenced a lot 
by what I learned. And Marta, my partner, she's from Wrocław, although I 
didn't meet her there, I met her in Denmark actually.  So I think the ripples 
from that particular stone in the pond have been reaching out. 

 
 I'm interested to…I think underlying what you said earlier, you said 

something about a wide reach.  And I think I got the feeling that you 
thought maybe the scope was a bit too wide of what I'm trying to do, and 
that it could be narrowed down a bit. 

 
R: Yeah, that might not be the case, I mean, depending on what you think of 

the content of the various chapters.  And you've outlined some of that 
already.  I'm just thinking that it might be a good idea for your core 
argument to focus on the journey.  And then when you've been talking 
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there about the concept of a journey in literature, you mentioned odyssey, 
and so on.  I'm just wondering if that could be a helpful focus for you, 
maybe have an introductory chapter - I mean, dispose of this if you think 
I'm just talking shite - but have an introductory chapter, just giving a kind 
of potted history of the concept of the journey in literature and art.   

 
 One famous quotation comes to mind from Stevenson, 'To travel hopefully 

is a better thing than to arrive'.  I don't know what you think about that, but 
that could be a sort of useful tag, if you like.  And then, you know, starting 
from that broad cultural sweep of the idea of the journey, then you could 
hone in on what Demarco means by it, and The Road to Meikle Seggie, 
and so on.  [interruption] 

 
 So I think, you know, 'To travel hopefully is a better thing than to arrive' 

kind of sums up, for me anyway, Ricky's philosophy of this being an open 
thing, you know, not neatly tied together, defined in the way that a piece of 
academic work would be, that really being at the heart of any kind of 
creative venture, 'To travel hopefully is a better thing than to arrive'. 

 
I: So in terms of writing a PhD, which you've done, I mean, was it Davidson, 

who did you write about? 
 
R: No.  Well, I mean, I had difficulty with mine, it took me a long time before I 

could settle down to it.  It was the lower class intellectual in English fiction 
from 1880 to 1911.  And I boiled it down to three writers but, you know, I 
needed a lot of advice from my supervisor [voices overlap 0:31:35] boiling 
it down from that. 

 
I: How did you get onto that? 
 
R: Because it was just too enormous in scope at the beginning.  But I think 

that's the experience of a lot of people. 
 
I: But that's our intellectual journey, isn't it? 
 
R: That in itself is, yeah.  Defining it, yeah. 
 
I: That's what I'm saying, yeah.  Because that is actually the whole thing 

really, you know, it's about trying to find a focus and a thesis, an argument 
but also a defined…an area that's manageable, otherwise you end up 
writing about the history of the universe.  But how did you come to find 
that focus? 

 
R: Well, it was a mixture of how my own interests in reading in the period 

developed.  But also, you know, being poked here and there by my 
supervisor, saying you might like to take a look at so and so, and this 
particular novel.  And just simply following that advice, I'd think, oh yeah, 
he's got something here, you know. 

 
I: Was that in Aberdeen? 
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R: That was in Aberdeen, yeah.  So it was getting that kind of initial stimuli of 

him pointing me in directions that just wouldn't have otherwise occurred to 
me. 

 
I: How old were you at the time? 
 
R: Oh, I was early to mid-twenties. I graduated in '73 and I was 22 at the 

time. And then just sort of immediately went into the PhD.  In retrospect, it 
probably would have been wiser to take at least a year out and then go 
back to [inaudible 0:33:30], so that I might have had a much clearer focus, 
simply by getting away from academia for a while.  However, I mean, you 
know, you have regrets for…anyway, it worked out in the end anyway.  
Certainly, I could have saved myself an awful lot of anxiety and stress and 
a lot of labour, you know, had I been clearer in my mind about where I 
was going earlier, rather than later.   

 
I: In terms of your work pattern, how do you work? 
 
R: Well, again, I mean, that was something that had to evolve. I wasn't very 

good at managing my time initially, so that was a skill that I had to learn 
on the job. I mean, to some extent, you know, when you're in senior 
honours, you're expected to work more on your own.  And to some extent, 
you develop these skills, you know, you're not listening to the teacher as 
you would at school, sort of independence of coping with your studies is 
something that you learn at university.   

 
But I think, well, certainly in my case, you're really only beginning to get 
that kind of maturity of method, if you like, in your final year.  And it's really 
only when you do a PhD that that kind of skill…knowing your own 
psychology of learning, you know, being aware of how you learn and pick 
up stuff, and how you retain it and how you digest it, and how you then 
deploy it.  That's maybe a skill you can really only truly pick up after the 
undergraduate stage, you're just beginning, as I say, [inuadible 0:35:32]. 
 

I: Do you find reading easy, or do you find it… 
 
R: Certainly now, I think that's because, you know, I'm a much faster reader 

than I was then.  Again, it's to do with personal maturity, I suppose.  
There's such a thing as emotional maturity, there's such a thing as 
intellectual maturity.  And I think part of the intellectual maturity is the way 
you develop the skills in absorbing the material in the first place.  As I say, 
becoming aware of how you learn, not just what you're learning.   

 
I: I went through a small process at Dundee and I was told that I had a more 

visual mind, that my mind was…that I would probably pick up things more 
easily in a visual way.  I do find sitting for extended periods quite difficult. 
I'm quite a practical person, so I get twitchy about sitting down for a long 
period of time. So I've had to try and divide up what I do into chunks, but 
I'm also dealing with fatigue from post-operative issues. 
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R: Yeah, well, you've been through the mill. 
 
I: And as you can see, my internal thermostat is jiggered as well, so I have 

to…you know, I get cold or hot easily and stuff like that, but… 
 
R: But I would say the one advantage that you have, you know, that I didn't 

have when I was doing my PhD, I was in my twenties and you're a lot 
older.  So when you've got all that experience behind you of writing 
articles for newspapers and magazines, you know, you've developed your 
writing skills in a substantial way.  As well as having had that life 
experience than one certainly doesn't have in one's early…in their 
twenties.  So you've got all these advantages that you can make use of. 

 
I: That's right.  But I think in a way, maybe you were young but you did get 

over that very substantial hurdle. 
 
R: There was a lot of trial and error. 
 
I: And maybe it helped you in your career to some extent, I don't know, but 

I'm very ambivalent about academia in a way, and I don't really see myself 
as an academic in that sense.  But I happen to feel that the work that I'm 
doing…I mean, clearly, Ricky's work is very valuable but he's been the 
main interpreter of his own activities. And I think an objective, analytical 
voice is much needed.  I mean, not to put him down, not at all, but to say, 
look, this is the context but this is the achievement.  And it's my job to try 
to make a very convincing argument for that. 

 
 As you rightly point out, a biography is a different thing altogether, the 

scope's much wider, it's a very different style of doing things.  But again, 
you know, I thought, well… 

 
R: You would still need the same kind of objectivity. 
 
I: Oh, yeah, sure. 
 
R: I mean, you'll not be wanting to write a hagiography. 
 
I: It's not a hagiography by any means and I have no intention of doing that, 

there's no value in that anyway.  But in a sense, I can't think of anyone 
else that would do it. And I also thought, well, it's something that we need 
to get away from this newspaper impresario kind of thing, and… 

 
R: Which I think actually, I mean, Ricky's quite happy to play along with that, 

to a great extent.  And I think he actually enjoys it. 
 
I: No, he puts on a show, we know that, but he's also happy to get publicity 

whatever, you know.  Any publicity is good publicity, in a manner of 
speaking, you know.  And he plays that game as well as anybody. 
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R: But even that example which should have been rather ignominious, like, 
you know, when he was standing on the edge of the Queensferry pier, 
and there were all these people that were [inaudible 0:41:03] because 
they'd booked tickets for this trip to Inchcolm for a performance of 
Macbeth, and there had been some fuck up or other.  And he's at the end 
of the pier and you sort of think any minute now they're going to charge 
him and push him in.  It was a brilliant photograph, it would have done him 
a lot of good rather than harm, you know, Ricky in the…yeah, he's in the 
papers again. And yeah, it sticks in their mind.  Something like that, which 
he might not have been very happy about at the time, but it's an 
accumulation of all these things that this guy is never very far from being 
the centre of attention. 

 
I: So you worked - I can't remember when it was, it must have been, what, 

about 1999? 
 
R: '99.   
 
I: You were working at the archive. 
 
R: Uh-huh. 
 
I: I don't know how long you managed to last, but what were your thoughts 

of working there and about the archive? 
 
R: Oh, it was complete fucking chaos. I mean, you must have seen for 

yourself just the physical condition of the stuff and just how chaotic it was 
in these very boxes, stuff had just been piled into it.  And I was trying to 
make some sense of it.  But I was only going in there, what was it, two or 
three times a week, you know, and I was supposed to be getting paid as a 
service provider by Eric [Wisher 0:42:52].  I didn't get all the money I was 
promised.  But, you know, it was an experience which I would have not 
had. 

 
I: What did you do when you were there, how did you… 
 
R: Well, I didn't have access to a computer, I was just filling in slips, 

handwritten slips, just giving bibliographical details of the stuff that I had to 
hand.  And I have no idea what became of it.  Steve [Rob 0:43:24] was 
the only one that had access to a computer but he was letting anyone else 
use it. 

 
I: Well, he was a piece of work. 
 
R: That's an interesting expression. 
 
I: Well, that's extreme diplomacy.  But what I observed at first hand is that 

there have been successive attempts over the years by different people to 
catalogue or make order, and the latest incarnation is at Summer Hall.  
The archive subsequent to 1995 is housed in Summer Hall, and there are 
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12 rooms of stuff.  And in some of the boxes, there are up to six or seven 
different cataloguing attempts.  So on boxes you see someone else's 
attempt to catalogue it and give it reference. 

 
R: Yeah, there was no coherence. 
 
I: So it's still in that form. 
 
R: Too many cooks. 
 
I: Exactly.  And what we're attempting to do in this very labyrinthine and 

convoluted way, is to get funding from, I don't know, Heritage Lottery and 
various other people, in conjunction with the national galleries of Scotland, 
to employ an archivist.  But the scope is very limited, it's not ambitious.  I 
know actually what needs to be done. It needs a staff and it needs a 
number of years, and it needs… 

 
R: You should maybe sound out the Scottish base of the librarians 

professional organisation, based in Glasgow.  There's a guy called Sean 
McNamara who - I can't remember what his exact position is - but it's from 
him that I get the emails about what's going on.  It's called the Chartered 
Institute of Library and Information Professionals in Scotland, CILIPs. It's a 
mouthful.  It's based in Glasgow.  And they might be able to advise on 
sources of funding insofar there is potential librarian input.  But of course, 
the professions of librarian and archivist nowadays I would think would be 
pretty blurred, because of computerisation.  And in any case, as I say, it's 
librarians and information professionals. So information professionals 
would include archivists. 

 
I: Archivists, yeah. 
 
R: So I would strongly advise getting in touch with Sean McNamara there 

and seeking advice. 
 
I: That's a good tip.  As you know, I'm on this board and it's an agonising 

kind of process to work. It seems to be… 
 
R: It always is on any kind of board or committee. 
 
I: Yeah, I don't have the patience for it, I just think I know what needs to be 

done.  But one of the frustrations is that Richard himself is one of the 
obstacles to the progress of his own archive, because he has so many… 

 
R: Oh, God, he's his own worst enemy in a lot of ways. 
 
I: Exactly.  And he has so many contradictory thoughts and changes of 

mind.  But what we're wresting with at the moment, in fact, is his archive, 
the idea is to donate it to the National Galleries, who are in the process of 
planning a new building in [Granton 0:47:51] that will house a large 
number of archives.  But being Ricky, he doesn't think that his archive 
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should be with anybody else's one, that it's more special, which it probably 
is, of course, and bigger, and it doesn't all [obtain at all to visual 0:48:12], 
art, it goes across many art forms and no art forms.  You know, in some 
senses he says it's not an archive, it's a living art work.   

 
R: Yeah, I know, but he needs to be practical. 
 
I: And the last conversation I had with him was on Monday and I said, 

look…because he said, I don't want it all in storage, I want it somewhere 
that people can see it. And I said, but it would be unfeasible to display 
your whole archive.  I said, but… 

 
R: Scholars can have access to it. 
 
I: The practical solution is to have a rotating display of what's in the archive 

and to make sure it's curated properly and that bits of it, thematically or 
whatever, can be shown.  But, you know… 

 
R: Curated properly, that's somebody's time that's going to have to be paid 

for. 
 
I: But he wants to be involved with the architect and to be involved in how 

his archive will be.  So he hasn't actually…there's an impasse basically 
between him and the National Galleries, neither of them want to  link. 

 
R: This has been the problem all along, he's been too absolute about it.  I 

mean, you know, when I heard that it was all going to Summer hall, I 
thought, well, great, that's a permanent home at last.  And then I was with 
him a few years back, I can't remember exactly when but it wasn't that 
long ago, and I remember him muttering darkly about how it just wasn't 
suitable. He didn't elaborate on why it wasn't suitable but, you know, that's 
when I first got an inkling that all was not well at Summer Hall.  I can't see 
what the problem is, I mean, he's had a lot of support from Robert 
MacDowell. I sort of get the sense at times that he's rather taken that for 
granted and that this was an opportunity that he really needed to seize.  
And okay, I mean, if he's, as you say, not all that impressed with what else 
is going on in Summer Hall, well, sod that, it's going to go ahead anyway 
whether he's there or not. 

 
I: He just says it's crap, literally told me that it was crap.  And I was in 

Donostia, San Sebastian with him at the turn of the year, and he was 
there by invitation of the City of Culture and the government of the Basque 
country, and so on. And they'd arranged a kind of ministerial car for him 
with a driver, you know.  And, of course, he fucked it all up by changing 
his plans and going to a different…going to Bilbao and staying there.  
Then he wanted to come back, and it was all just absolute chaos.  But 
anyway, he said to me, oh, this is how I should be treated, no one in 
Scotland cares about what I'm doing, and look at the way I've got a car 
and everything. And he publicly then… 
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R: That's [the occasion you know when 0:52:02] and Ricky is capable of 
talking utter crap and stuff. 

 
I: Exactly.  And constantly decrying Scotland as being crap and rubbish, you 

know.  And that really annoys me, because he's very anti-Scottish and 
anti…I don't want my archive to be part of an organisation and a country 
that's leaving the United Kingdom.  And I said to…I had a bust-up with him 
at the airport in… 

 
R: Part of Britain which is leaving Europe. 
 
I: Exactly.  That's what I said to him was, we've been in Donostia at an 

event called The European Dialogues, and it's about the 
interconnectedness of Europe.  And I said, I'm just as interested in that as 
you are, but you are a…you seem to favour the UK.  And I said, the best 
way to stay in Europe is to vote for Scotland to be independent, and you 
don't have to go down the Brexit route.  And Terry starts shouting and 
screaming at me, you know, this isn't going to happen, that's not going to 
happen.  And I said, well, I don't know whether it's going to happen but it's 
not an unreasonable point of view, because it's held by a lot of people. 
And I said, I don't think Scotland is an un-European country, I think it's 
actually been…its links with Europe have been very strong historically.   

 
R: In a way actually, you know, when he takes that attitude, he's actually 

trashing a lot of his own work.   
 
I: Yeah, whether he likes it or… 
 
R: You know, the stuff that…he's actually, in effect, trashing his own 

achievements over these past decades. 
 
I: But he is Scottish in some ways, you know, he can't deny it. Very 

Edinburgh, very…his dad grew up in Kelty, and so on.  And this is 
why…because I was fuming by the time I got away from the trip, and I 
was only there for three days and I'd had him up to the eyeballs.  And this 
is why I got annoyed because, as you say, he's his own worst enemy.  
He's telling everyone he never gets any help in Scotland.  Well, that's 
rubbish, he's had so much. 

 
R: That's absolute shite. 
 
I: Absolutely huge amounts of help from a lot, I mean hundreds if not 

thousands of people that have supported him.   
 
R: From a lot of people involved in the arts who want Scottish independence, 

precisely because they do not want Scotland to continue to be 
provincialized.  And you'd think that Ricky, as an opponent of all things 
provincial, would have wanted to grasp that opportunity. 
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I: Yeah, but he can't see it.  And Terry's as - I need to make another coffee, 
Tom, is that okay? 

 
R: Uh-huh. Is it coffee you want? 
 
I: Yeah.  He's a person that incites great loyalty and affection, and on the 

other hand… 
 
[22932_Tom_Hubbard_07-06-2017.003] 
 
R: That's come to a complete stop, his attitude to the union, there isn't a sort 

of open-endedness there that this business of travelling hopefully being a 
better thing than to arrive, and are these ways in which he has arrived 
already, with a closed mind.  And then it's a case of a certain rejection, not 
so much of travelling hopefully but travelling [homefully 0:00:44].  There's 
an interesting…I suppose there's this dialectic between home and that 
which is not home that's at the heart of the Demarco paradox.   

 
 There's an interesting piece about - I think it was by Edward Morgan - yes, 

it was by Edward Morgan, about the poetry of Robert Louis Stevenson.  
And this is an essay in the Scottish Literary Journal back in the 1970s, at 
a time when not all that many people were taking Stevenson seriously as 
a Scottish author.  They were beginning to. And certainly, hardly anyone 
was talking about Stevenson's poetry.  But there's Edward Morgan who 
writes this piece.   

 
 And one of the points he makes is about RLS's first book, An Inland 

Voyage, in which he's travelling on a barge in Belgium and Northern 
France.  And Morgan makes the point that the barge is an interesting 
paradox because it's something that you journey in, but it's also a home, 
people actually live on barges.  I don't know if that's an image that you can 
play with, because certainly a lot of these expeditions have involved travel 
by water.   

 
I: I also remember with great clarity, I wish I'd had the foresight to record it, 

but I remember him standing him in the bus with a microphone, giving a 
running commentary on whatever came into his mind as we journeyed 
through. And the actual landscape or whatever acted as prompts to his 
narrative. 

 
R: Are you talking about the Polish trip again? 
 
I: Yeah.  But it wasn't just on that journey but I'm sure this is what he's done 

fairly regularly.  But the journey itself or the description of it is prompted by 
the process of movement itself, you know, that there's an extemporising 
that goes on, things that come to mind, but he somehow weaves them 
together into this seamless narrative as you move. 

 
R: Which he does very well. 
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I: Yeah. I mean, he might blend in mythology, history, bits of architectural 
knowledge, stuff he's made up just on the spur of the moment.  And he'll 
refer to somebody that's there or somebody that we're going to meet, and 
it all becomes part of this thing that sort of gathers momentum, you know, 
this magical mystery tour that we're all on together.  Do you remember Pat 
Doothwait? 

 
R: Oh God, uh-huh, yeah, I remember her. 
 
I: And this strange…I think she was wearing a kind of leopard costume or 

something. Do you remember that? 
 
R: The wicked witch? 
 
I: And she was sitting at the back of the bus and she never spoke to 

anybody, just wit with a fag and a cigarette holder.  I didn't speak to her at 
all. I didn't even know that's who it was, I just think I found her too 
frightening, you know. 

 
R: I can't remember anyone really related to her, apart from Ricky himself.  I 

just remember she seemed to have a very arrogant attitude to everything. 
 
I: Aye, aloof, yeah. 
 
R: I wasn't impressed by her at all.  Consider this, the question as to how far 

you've got The Road to Meikle Seggie, which Ricky can be so consulate 
at, but also the extent to which he can take a route…a road from Meikle 
Seggie which is really going to lead nowhere.  The strange ambiguity is 
that he's got this regard for Meikle Seggie which…well, it's an ambiguous 
metaphor really.  I mean, you know, he'll say that it doesn't necessarily 
relate to this actual farm in North West [inaudible 0:06:02] yet it's in 
Scotland.  So to a certain extent, he will see it as a particular [inaudible 
0:06:13] in Scotland or as part of something that is specifically Scottish.  
And yet at the same time, as you say, he'll go out of his way to trash 
anything Scottish in other respects, which I would tentatively suggest 
would be a way of retreating, taking this road from Meikle Seggie, and just 
ending up in a ditch. 

 
I: Well, this may be a function of his, I don't know, the way he identifies as 

himself, which is somehow in opposition to what he perceives or as 
Scotland and the anti-Catholicism, the anti-Italian racism. 

 
R: Think of Owen Dudley Edwards, Owen Dudley Edwards is very good 

at…as a Catholic, he can be very…I mean, Owen is, as I'm sure you 
know, a very personable guy, but there's steel there and he will pull no 
punches when it comes to taking on his fellow Catholics for banging on 
too much about how much they're persecuted in Scotland.  We've had this 
kind of stuff from George Galloway, you know, banging on about how, in 
an independent Scotland, Catholics would be persecuted.  So you get the 
interesting scenario that George Galloway, as a Catholic, finds himself on 
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the same side as a [inaudible 0:08:02] author on opposing an independent 
Scotland.   

 
I: Very bizarre. 
 
R: There was an article in Scottish Affairs where Owen Dudley Edwards is 

taking on James Macmillan for harping on about persecution of Catholics 
in Scotland.  My family was originally Catholic, my grandfather [inaudible 
0:08:22] he was a Catholic, because they're Irish origin.  I honestly don't 
think that when he stood for election, I don't think there was - well, not to 
my knowledge anyway - that there was anybody picking on him for being 
the Catholic candidate for Kirkcaldy borough, he was seen as the Labour 
candidate, initially as the Coalition when he stood in the by-election in the 
year of 1944, where Labour was part of the war time Coalition.   

 
I would have thought that…so if you look at America in 1960 where 
Kennedy had to go out of his way to declare, you know, I'm not the 
Catholic candidate for the presidency - because, you know, he's getting all 
this stuff from bigoted Protestants in the American South and the 
evangelicals, and so on - I'm the Democratic candidate for the presidency. 
I don't think that my grandfather was ever in that situation. He may have 
been, I don't know.  In any case, on this side of the country, there isn't 
quite the same degree of sectarianism as there is in the west. 
 
So yeah, I mean, I do think that certain members of the Catholic 
intelligentsia - and Ricky's one, and James Macmillan is probably another, 
James Macmillan is also against independence, and George Galloway, if 
you can count him as intelligentsia - have got this bee in their bonnets that 
they have been subjected to a much greater level of persecution and 
discrimination than they actually have been.  In any case, I mean, it's a 
pretty self-defeating argument because Ricky seems to have done rather 
well in Scotland and got so much attention.  They need to stop whinging 
about it.   
 

I: If he was in Italy, he'd just be one of millions of similar characters. 
 
R: Yeah, it's almost as if you've got to sort of manufacture some grievance, 

some kind of victimology in order to get more attention.  He hardly needs 
it. 

 
I: What I was going to say to him was I know Poland, I wouldn't say 

intimately, but I know it quite well. And it's a bigoted, racist, anti-Semitic, 
homophobic, deeply intolerant, quite nationalistic, mean… 

 
R: And Hungary as well. 
 
I: …brutalised shithole, mean, awful people that are at each other's throats.  

But he goes there for the weekend and he's taken from place to place and 
treated well.  And he goes back to Edinburgh, oh, Poland's fantastic 
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because they've given me this and they've done that, and all the rest of it, 
and Polish artists.  But, you know, it's not a real experience. 

 
R: Well, I mean, Poland is fantastic in many ways, Hungary is fantastic in 

many ways.  And as I say, you have to make that distinction between 
people who have got this creative, open… 

 
I: But so has this country. 
 
R: …pride in their country's culture.  You've got to distinguish between them 

and the right-wing fascist bigots. 
 
I: Yeah, but this country's great as well in a lot of ways, and I've really come 

to appreciate it, you know, people are friendlier, they're less stressed, 
they're more open, they're more tolerant.  And that's why so many Poles 
come here and they like it.  They don't just come for the money, they 
come because it's actually an easier place to live. 

 
R: And I hope we're not going to have to say farewell to them when this 

Brexit shite kicks in. 
 
I: Well, I don't know what's going to happen, you know. I don't see any 

indication of anybody knowing what's going to happen. 
 
R: Well, a friend of mine had this on his Facebook page.   
 
I: I'm going to get back, Tom, I think, I'm getting a bit tired now. 
 
R: Right, now, so will you be able to get some stuff in your bag? 
 
I: Well, I've brought a carrier bag with me, how's that? 
 
R: Right, okay.  Shall we quickly go through some of this? 
 
I: Yeah, of course. 
 
R: Right.  There might be stuff in here that you have already.  [Inaudible my 

Boyce 0:14:04] folder as well, I didn't know how far you would want to use 
that.  And so there's [inaudible 0:14:17] and stuff too.  There's stuff here 
that you could probably keep.  [pause] Right, I don't know what you want 
to take away with you. We'll just quickly go through it and if there's 
anything that you would like.  Some of this stuff I don't really particularly 
want to have back again.  Have you got any of these? I don't know how 
I've ended up with several copies of this. 

 
I: Aye, that would be useful.  I have that. 
 
R: You've got that? 
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I: Uh-huh. I don't have that.  That would be useful.  I don't know if I have that 
or not.  It would be useful, I think, possibly.   

 
R: Is that of any use to you? 
 
I: Just pop it all on a pile, Tom, and I'll get it back to you. It would probably 

be easier than going through it individually.  Some of the things I certainly 
have and other ones I don't. 

 
R: Right, well, just go through it and anything that you've got already… 
 
I: Okay, that's fine.  Do you want me to bring it back, post it back, give it 

back? 
 
R: No, I was going to suggest we have another session when you're feeling 

better. 
 
I: That would be good, yeah. 
 
R: I don't know if this is of any interest to you, I picked it up at the house of 

the art lover yesterday. 
 
I: That would be lovely. 
 
R: Various activities, there might be something you could [work into 0:20:06].   
 
I: I hope I can carry all this. 
 
R: I've got other bags. 
 
I: Well, I've got two bags but I'm just wondering about the weight actually.   
 
R: [Inaudible 0:20:33] stuff if you want to take some of that. 
 
I: I think so, yeah.  I mean, as I say, I've tried to be in touch with [him 

0:20:40]. 
 
R: [Inaudible 0:20:43].  I would point out that I've got a transcript of… 
 
I: You said an interview. 
 
R: …of the interview.  Now that's never been published, so any use of that, 

you need to get permission. 
 
I: From you? 
 
R: Well, from him and from Scottish [inaudible 0:21:00] as well.  And it is just 

a summary, it's not verbatim.  I had headphones on [inaudible 0:21:07] 
transcript, not as an easy task, as you know.  Aye, this is it here.  I think 
this is the only copy I've got, so guard it with your life. 
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I: Okay. 
 
R: So just to let you know about that.  There's some wonderful stuff there.  

Okay. There's all this Beuys stuff here again, there'll be a lot of that that 
I'm sure you've got already. 

 
I: Some of it I have. I've seen that.  But it's easier just to… 
 
R: Just to take the…yeah.   
 
I: I see the word ‘Gesamtkunstwerk’ that's Ricky's favourite word. 
 
R: It's one of my favourite words too. 
 
I: It's a bit of a mouthful. 
 
R: Very Wagnerian.  This is my stuff which [inaudible 0:22:02] give you an 

idea of what I've been up to since then.  There is a kind of little…there's a 
portrait - this is my first novel - a portrait of the head of an art school, who 
you may suspect modelled on a certain person who has been the subject 
of our discussions in recent years, minutes, you recognise it.  And some 
of the trip, the Polish trip has sort of fed into this. 

 
I: Found its way. 
 
R: In all sorts of ways. 
 
I: What, into this? 
 
R: Into this.  Into this as well.  Because I remember you mentioning my pan-

European interest when we were on the Polish trip. I think that must have 
been you picking stuff up.  I must have said, you know, when we had 
conversations in the poetry library many years before the Poland trip.  And 
that's another broadsheet.  This is the [New Heretics 0:23:20], it started up 
again and Donald Campbell [inaudible 0:23:27].  So just to remind you of 
your own broadsheet days [inaudible 0:23:35].  And there's a translation 
there.  A Swiss poem I came across when I was on a residency in 
Switzerland.  And I was going through this anthology in French and I 
thought it's an interesting one to turn into Scots.  It's only much later I 
realised that it's actually about Trump.   

 
I: Nero.  Some similarities. 
 
R: Except that Nero had more class.  [Inaudible 0:24:07] was more culture.  

So you're most welcome to have these. 
 
I: Okay.   
 
R: I just wanted to…well, obviously, you know about that. 
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I: I have got the paperback of that one. 
 
R: Have you come across this guy, Matthew [Jarvis 0:24:33] at Dundee? 
 
I: Yes, I have this book. 
 
R: You've got the book, right. 
 
I: Because I did a swap with him. 
 
R: I've never actually met him but my… 
 
I: He's in charge of the collections. 
 
R: Right.  My Swedish born aunt who lives in Dundee went along to a talk 

that he gave.  She's involved in the Dundee Graduate Women's 
organisation and they invite speakers along. You didn't know that I had a 
Scandinavian family connection? 

 
I: No, I didn't. 
 
R: Well, my second cousin, Karen, was a GP, was born in a town south of 

Stockholm, [inaudible 0:25:18].  And my Aunt [Gunilla 0:25:23] came from 
a family of journalists.  Her grandfather, I think it was, grandfather and 
grandmother were involved in the [inaudible 0:25:35] which was the daily 
paper of [inaudible 0:25:40] on the east coast.  And it was a well-run 
paper nationally.  Her grandmother was called [Clara Lint 0:25:54] and 
she is well known in Sweden as well, lived at the turn of the 19th century, 
was involved in the campaigning for votes for women.  So she was a 
campaigning journalist. 

 
I: [Clara Lint 0:26:07]? 
 
R: [Clara Lint 0:26:08].  And I sometimes wonder if…it would be interesting if 

she had been in the same room as [inaudible 0:26:15] whose views on 
women were notorious. 

 
I: Not positive. 
 
R: You would want to be a fly on the wall.  So that's an interesting… 
 
I: It might be an interesting topic for your next novel, Tom. 
 
R: Well, I would like you to meet [Gunilla 0:26:30] some time and exchange 

Scandinavica… 
 
I: Interesting, aye. 
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R: And it's quite possible if you're up in Dundee, and she lives there, we can 
arrange a meeting. 

 
I: What age is she now? 
 
R: Oh, she turned 80 in April.  So it would be about the same age as your 

mum, I suppose.  And very spry and lively. It was interesting to…it was 
really only the last few years that I actually found I had all these relatives.  
She is the daughter in law of my grandfather's elder brother.  But that was  
branch of the family that when I was a kid, we had no contact with at all.  
But she had got to find out about me through a book I had co-edited and 
she'd seen it in Waterstones in St Andrew's, saw my name. 

 
I: Which one? 
 
R: It was the Fringe of Gold, I co-edited it with Duncan Glenn. It's a [Fife 

0:27:29] anthology. So she'd seen it in Waterstones, saw my name and 
figured that I must be a relative.  And then, of course, she knew of my 
grandfather having the same name.  So she contacted the poetry library 
so that they could contact me.  So I did, and that was the sole dimension 
to my extended family that I had no idea about until just a few years ago.  
So she married a cousin of my dad.  But the other cousin, my dad's 
female cousin on that side married a Pole, a Polish soldier stationed here 
at the end of the war.  They were all young women then and these 
handsome Polish soldiers with their uniforms and all the hand kissing, and 
all the rest of it. And, of course, they were great dancers.  So it's the usual 
thing, the local lasses just couldn't… 

 
I: They can't resist, aye. 
 
R: Yeah.  But I only found out about that when I got back from the Polish trip 

and my mum said, oh, by the way, your dad had a cousin who married a 
Polish woman. So I've been learning more about the family's Polish 
connection and also its Swedish connection.   

 
 So yeah, this is something that came out almost 20 years ago.  And it 

grew out of lectures that I gave at Glasgow School of Art to an MDes 
postgraduate class. I got friendly with the guy who was running it, so he 
invited me to give these talks. 

 
I: Who was running it? 
 
R: A guy called Julian Gibb. 
 
I: I don't think I know him. 
 
R: He's been away from GSA for a long time. 
 
I: I don't know him. I did a stint there as well, you see, a few years ago, 

teaching mainly Chinese.  It was a bit of a nightmare. 



24 
 

 
R: Right.  Well, I gave these talks in the [Inaudible 0:29:30] Theatre, you 

know, it was just across the road from where all the scaffolding is now.  
And it's really when I got involved with Duncan Glenn and various projects 
that I thought the lectures would actually work as a book. 

 
I: Of course, he's not around anymore.   
 
R: He's not around either.  So Duncan and I did a lot of stuff together. 
 
I: But he was a graphic person as well, wasn't he? 
 
R: That’s right. Well, as well as publishing the book, he designed it and came 

up with all these graphics.  No, well, I mean, I supplied the graphics but he 
had a way of laying them out.  I thought one of his fortes was really layout.  
And I wanted to show you this. This was an exhibition in Grenoble but this 
had taken place before I arrived there, the last time I did a stint there.  But 
I found this in a bookshop there.  I had vaguely heard of [Rakiervich 
0:30:37] and I'm sure I must have seen his paintings probably in Poznań, 
you know, where they have the [symbolis 0:30:43], I think he might have 
been there.  And he might have been represented in the other galleries 
that we were in.   

 
 But anyway, this was quite a bargain, so I picked it up.  But there's one 

painting in here I found especially haunting.  This one.  This young lady 
was part of a cultured circle in Krakow in the early part of the 20th century.  
When [Rakiervich 0:31:13] died, he was only in his early thirties when he 
died.  So she survived him.  Well, he was in love with her, but it wasn't 
reciprocated. 

 
I: Marina [Arajinska 0:31:32]? 
 
R: Yeah. So she survived him but she was murdered, along with other 

members of her family, by the Nazis.  And it was a kind of mass 
execution.  Obviously a lovely looking woman, and you could see why he 
would become obsessed with her.  So I suppose it's quite a kind of tragic 
resonance in retrospect now we know what her fate was. 

 
I: It's not dissimilar to that, is it? 
 
R: Probably not.  Well, I saw that in the gallery in Nice.  The first time I was in 

Grenoble I had marked all my exam scripts and decided I deserved a little 
holiday. So I thought, well, you know, here I'm on the spot in the South of 
France, there's nowhere I'd be able to afford to spend some time on the 
Riviera.  So I took a bus down to Nice and went into this art gallery.  There 
was an awful lot of rather photographic realist stuff that I didn't care for, 
but I saw that portrait in a little alcove and it just struck me how 
haunted…it was the eyes.  And I looked at the label and I found that this 
was this self-portrait by [Marie Maskitsa 0:33:04] who was born in the 
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Ukraine but was part of an emigré family in the South of France. And 
she'd painted this self-portrait within a year of her death at the age of 26.   

 
So again, it was a very haunting image.  And at that time - this was back 
in 1993 - I went down to the shop to see if there was a postcard or some 
kind of reproduction of this, but there wasn't anything.  But it lingered in 
my memory.  And, of course, it's long before the Internet.  So I was 
curious to find out more about her, so I decided to write a novel, more or 
less based on life but with a great deal of imaginative liberties taken.  So 
that was the result.  So you can add it to your pile. 
 
So do you want another bag?  Do you want to distribute it a bit? 
 

R: This one's okay. I think I'll manage it.  It's not too bad. 
 
I: So anyway, [Rakiervich 0:34:13] if you want to follow him up sometime. 
 
R: Okay. Now I've got a train - when is it - okay, it's just in a little bit more 

than an hour.  So I thought maybe is there a time to have a wee look at 
your painting? 

 
I: Oh, right, uh-huh.  Such as it is.  You see that painting that's in the living 

room there, we got that…we met the artist in the station at Kinghorn. The 
railway station at Kinghorn is used for exhibitions and is actually used as 
studios as well. And he was having a private view.  So we went along.  
His name's Ian McLeod and he was a contemporary… 

 
R: This one? 
 
I: Yeah. He comes from a building background.  And he's [inaudible 0:35:30] 

an associate of [inaudible 0:35:32].  So we decided to buy it.  So Ian 
McLeod just kind of sort of… 

 
End of transcript 


