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PROLOGUE

This essay in two parts is based on a tak gven by myself to the Research Institute for Media,
Art and Design (RIMAD) at the University of Bedfordshire, Octobg2(09.

It's a personalized account rof experience withittle magazines, poetry, graphics and digital.

Keith Jebb intiated the idea of me speaking word on topic in his professional capacity as Senior
Creative Writing Lectureiat Bedfordshire providing working seminars for wider university

based practiceesearch projects.

At the time | was engagedith Londord poetryavantgarde readingscenewith an ear on sound
performanceandwritng secondary worlds with an eye graphic art.

| Oretently completedatwentyt hr e e b o o k st fi i¢ditaatidnr Slow Fictibne

Focusof my university takk and this subsequeself published essay Slow Fictionis not a novel

T let alone agraphic novdl t 6 s not comic wr i twithnagapitald €Céd somot ¢
0 A & share, to a large degree, tititude andapproach oManchestebasedpoet Tom Jenks,

founder ofzimZalla avantobjectswho wroteto me in apersonal capacity

I've been thinkg a lot recently about using experimental techniques, such as appropriation and
re-framing, but not in the high octane, heavily ideological fashion you find in a lot of conceptual
work, rather as a means of exploring locality and particularity.

Light ard low octane cartoon conceptualism, youthful -aapitalism, locally inspired drawings
(very briefy mentioned in part one of my essajjmmatized narrative character sketches; and
what AngloAmerican SF genre poet Steve Sneyd describés a WORD inyour EYE(2000)

as Arhymed sol il oThekire i oetrospacitCOZmic ConicRo/3B oy a
pretend comcThe Firmwas a yout hf ul experiment for both
graphic fAsoliloquiesd may have even suggested

Mr. Dennis,i nvi t ed keynot e speak eomitstnnmasked: ABandt i s h L
AnarchyintheUKOt ri als of wunderground comidedt ebent (
able to attend the show: Felix died during th
unbound character dine Talesas print (April 2014); and onlinénere

Part two of my essay reads a lke anokitate history of poetry lttle presses and alternative
comcs 1982 01 0. One key website has disappeared fr
Comics Unmaskeekhibition part two is probably belsft ascontextualizeddocument of, and

for, t lorenoughti@<O @r st decade of the twentiyrst centuryi or whatever new
generation hi st ohstonabalses shinni a ight ini@uéees gf England
martalbeds rather than pursuit of the millennium

making, wmaking and remaking of an era.

Michael John Weller, August 2014


http://www.itsnicethat.com/articles/3024-tom-jenks-zimzalla
http://egnep.blogspot.co.uk/2014/06/the-king-of-english-pretend-poetry-is.html




The Making of Slow Fiction Part 1

Brief backgroundto verbal-visual practice

Autobiographical cartoostrips were a sugenre of 1960s US underground

comiX. Twenty vyears after their I nitial
comicb6 became synonymous with an adul't
booktrade and wider medias t he 6 g7 aphic novel 6.

My 1970s and 1980s comix and Zir@artoons ran to two, three, four pages at

most. A good format for short narrative sketches with illustrated dialogue, social
satire and comic humour. | tried longer cotbmok stories (standardiénty-four
andthitys i x pages) during this per-iod but
structures succeeded but balance of caption, script-lagoeat, pagelesign unit

and artwork didndt match c-loookae Netli ons o
wasdriven to paint a bigger picture on awider canvas. | despaired at the thought of
producing and sustaining illustration for pages and pages on end. By the same
token | resisted the idea of dropping a story into the hands of a professional comics
artist orfan artist to illustrate. | wanted to resist vertical divisions of labour if
possible.

My discomfort with the division of labour in UK creative writing practice and
book production was formed through several years experience as a production
assistant inthe advertising and publicity sector of an international stationery firm

and several more years as print buyer for a Ghanaian and Nigeriarbaseat



advertising agencyFinishedart studios were the factory production line for
executive copywriterand creative ideas peoplgisualizers. The commercial

studio workplace, usually a small business partnership with skilled staffers and
highly skilled contracted freelancers (letterists, illustrators, photographic
retouchers) became a harmissite wherereative copy and graphic design

layouts were fed for type matlp, pastaup and keyline artwork for mechanical
reproduction. Finished art needed a supply of prints processed by photographic lab
workers before being passed on to typographic foundry cotopnBefore
technological change in forces of mass media production from hot metal to
electronic (provoking protracted UK printworkers dispute in the 1980s), organized
workers completed the production process with printers block (for letterpress) or
finished camereeadycopy (lithographic). The division of labour was so cut,
closed and dried, a studio techniciand:
or layout would be met by visible disdain, or if surreptitiously acted upon, taken as
gratis by edorial executives, often without credit or acknowledgement.

This had been my British experience of creative work and | wanted to turn it
upsidedown and insid@ut with Space Opera. Poetry and poetics of the visual and
verbal were energizers. Drawing dattering comic panels is an absorbing

occupation as well as being labour intensive. But no matter how inimitable and
uniqgue a drawing styl e, guir kyparodo mi ¢ | |
boys buying graphic novels. To many male adolescentsrantaste for the

eclectic may be interpreted as gay and pretentious. Glomaik subculture is built

around story arcs and pictures drawn by canaiok artists schooled and trained

through years working in definitive US conrbook formats. Until2000ADweekly

and its largethanl 1 f e Judge Dredd character ther
for artistfans. Brit artists had copied American cofmok house styles to



professional standards since boyhood, knowing one day their labours may be
rewarded by pdiwork.

Hi storians of the for m Aadftglenttothelvs. B was
| doubt many farwriters and artists of the 1970s would have expected future

commi ssions to come from USAGsS premier

sold to Warner and Hollywood. US corbook production is arguably a

horizonta division of labour between executive publishing corporate and combine

skills of scripter, ceplotter, writer, penciller, inker, letterer, colorist, editor, and

editorin-c hi e f or firanch foremano. Along wit
of comicsauteurhas found currency, bringing parallels with movie director and

film-making closef.

| enjoyed the largethanlife creatorled characters of old British newspaper strips

(Rupert Bear, Andy Capp, Rip Kirby, Garth, Modesty Blaise, Flook, etc) and th

ritual of serialreading days, weeks, monthgears even, morning, midday and

evening editions. Here the genre of-pp, adventure, sdéi and fantasy, humour,

western, detective, spy thriller, social and oblique poliical satire, sport, romance,

gag @artoon, could all be found on one page; the most popular bound into yearly
collections along with the best of Ca
with Punchhumorists. The newspaper strip accommodated diverse approaches to
writing and drawing focartoons t r i ps. The ol der O0Sunday
supplements in the United States laid the basis for an aesthetic of comic strip as

serious art form.

Boys6 and girlsdé comic paper weeklies |
months. Chrishas annuals were printed on thick quality paper with colour



sections. The strips may have been-kEstisfying shorter stories but the annuals
themselves could be treasured as mmssiuced artist bookworks. The Rupert
Bear annuals were most certainly laistquality.

Il n the US only those first wave US und
worked in defined figurative cartoon or contiook styles, or were prepared to

increase their artwork labour time would make the professional grade. By

developing commrcial graphic techniques to meet demands for detailed cleanline

wor Kk, new audiences whoo6éd grown up aft:
of prestige format connoisseur coriooks and perfediound graphic novels.

There was a European market in the Rdéimds, Belgium, Scandinavia, Spain,

ltaly for such work, and especially in visual and pmyture fimfriendly France

with its academy interest in classic newspaper strips, comic books, and its own

subsidized homegrowBande Dessiées cultural industry

| was fortunate to receive early encouragement and great support from late friend
and Architectur al Association (AA) tea:
AA) to extend pioneering Beckenham Arts Lab work and ideas into dimensional
exhibition and installation. My comic strip work, however, was not intended for

exhibition on gallery walls. They needed to be read. Despite the UK art detiool

Pop Art boom of the 1950s, comic art itself never found a formal educative niche

in Britain until the 199 s . Even then 6cartoon wor kshi
Comicsd courses wer e abackddy)quaogled f undi ng
sponsorship in association with local authority agencies and local speasors
extracurricula in further and higher education &es.



The making of Space Opera

| wanted to tell my own story about working in an industry where comics

publishing supply meets demand for photographictdailed, albeit stylized

realisms in fantasy subgenres. A commercial artform for highlyepsidnalized

graphic reproduction styles. | needed to be gay and pretentious. Move out and find
spaceto tell my own comic book (his)tory. | needed a singular place and found a
niche with visuafriendly modernists associated with the Association of Little
Presses (ALP). These practitioners wer
the British poetry establishment andavgra r de writers. Writer:
Poetry Revival 6, or fiBr i-badedDavidpCaddyt ry r e
editor of inernational magazin@ears in the Fengaerefers to name this poetry and

ittle press practice.

| 6d heard of Bob Cobbingbds Writers For
movement. ITMA, a small southeast London poetry publisher affiiated to the ALP
re-acquainted me with Cobbing and his New River Project for printing books by

ALP publishers. A seemingly insignificant but empowering moment occurred
when Cobbing asked me if 16d |ike to c
catalogue) by producingdesign for the cover. | signed my (cartoon? illustration?
image? cover art?) to find it removed when printed. On questioning Cobbing as to
why my signature had been erased (this was common practice in my early
experience of illustration and commercial adiging art), he asked me to turn to
PALPI No . 2 eashortdistaurseimboetics {The @aver was
credited t o 0 Made¥iymAnmoag London &vargaide wirieers e d



this meanpoem | 6d produced a vV idsisioasl|ofanistce m.
and mechanical labour carried as baggage for twiemtyyears.

The story of how avardarde British writers and poets organized their own

printing, publishing, performance and bookfairs was a practical inspiration. | began
my Spac®Opera epic in 1996. Space Operads
story as background to approaching millennium. Starting point for subframes

within the main framework is characiecture of a fictional writer and his

artworkcollaborator at the begiimy of 20" century England.

| needed to tell a largéhanlife story in grand heroic style. A metafiction. Picture

l i brary Sexton Blake and Bi HamesBndnt er
espionage tales, and especially his supernatural thudieconflict between

occultist heroes and Satanists, were an inspiration in how to produce entertaining
fiction.? The political and religious beliefs of some individual writers were best
suspended if their fiction was be to enjoyed as popular literaturee dfist to
fantastic endeavor was CS Lewisodos expli
storyteling on similar themes of spiritual warfare, influenced by London Blakean
poet and fellow Alnklingo Charles Will:i
educatedhan Oxford storyteling colleagues CS and JRR i€olkWiliams was
nevertheless employed as an academic in Oxford on recommendation of Lewis. A
former student of the occult himself Wiliams remained a believer in white and

black magic, spiritual enchtiment, the power of love and female goddesses.

Supernatur al fantasies, William Morris:
these Gothic storyteling themes marketed in fantasy, horror and SF genre forms
had been popular since the™@ntury'® Many related titles remained in print and



were available on UK newsstands, up to and during the 1970s and 1980s, along

with prolific turnout by Michael Moorcock, Richard Allen, Peter Cave and other

poplit paperback writers. Fodmundredpage neéVictorian novels and short,

snappy, laddish, suedehead youth subculture pulps may seem like anachronisms

thirty years later with consumption of psyebllasher movies, interactive

downloads and uselominated social networking platforms. The older material,

howe\er, remained popular with young readerships in an era when both modernist
Beatles and the o6punk explosiondé had al

This is my own comingf-age tale. In Space Opera | fictionalize a shop stocking
pop-culture in adarkcornefo s out heast Londonds suburl
Newsagent 0. Be hi nd Dailg \Waorkeryfodb&ldeo exttemes efr ar
pin-up magazines for men, sensatidnaking Dennis Wheatley pulps, Mary
Millingtondbs glamour model sex fantasi
handdrawn sexual fetish publications (and below counter, hardcorephoto

por nography produced by |l ocal amateurs),
cutup textsDead Fingers Talkith a luridly painted drugiend cover, military

machine partwork mags, World War Il paperbacks including those with photo

insets of Nazi death cangrocities, US horror and mythological flying men

superhero comics; Hugo,Verne, Shakespeare, Dickens, Melville and Twain

adapted for comibookClassics lllustrated

On the periphery of both popular and literary aftisiters, | absorbed the

very different work of Mervyn Peake and Wyndham Lewis. Very different again

and closer to the Beats in the beginning was Jeff Nuttelh o | 6 d been i nt
to throughBob Cobbing and Bill Griffiths. In his final book of ess#&y$ and the
Degradation of AweenesqCalderbook, 1999), Nuttall comes close to some of the



views on aesthetics expressed by Wyndh:
was of a composition not found anywhere else. Cobbing called it poetry although it
differed from contemporary radicaditon of poetic text as verbal form produced

by 6Revivalistsd of the Cambridge scho
verbal & visual poetry, essays on poetics, catalogues, the Mottram dfdkive.

cheating, dodging or evading issues withsthguys. Divisions of labour separating
publishers, editors, writers, letterists, pencillers, inkers, illustrators, printerse
churning out OPoetryd with a capital
fictions and comic$ were confrontedby Lomin o0 Br it Revivalists
greater churning out of scrawls, doodles, marks, cartoony drawings & illustrations,
calligraphy, handettering, biro, fektip, pencilled and crayoned colourings,

messeelp grammar, syntax, misspellings, erasures (oeddnoroccluded),

imagelike texts, texlike images, and nelnear structures represented by

chaotically mixed typographical depictions. Stitched, sibicaind, laced or

stapled. Duplicated or photmopied. Sometimes overinked and overprinted. You

coul feel the energy of pages seeping into tammerered fingers. Al homemade.

Defied verbal and visual definition in print or reading. And was it sound, music,

noise in performance? Pitching and trading of productturned over with empty beer
glasses of sikr coin in upstairs pub functimmoms and draughty conference

halls. Dozens of questions can be asked about the quality of the ipoetry
ORevivalistsodé point edactArstotdeansdismurse. bei ng
Here was a practical guide to aestltgoetics and politics of little press poetry,

its relations of production, distribution and exchange. Worlds away from genre

comic book artists and writeiisa world turned upsiddown and insid@ut in

terms of divisions of labourbut close cousin temall press cartooning, comics

and DIY zine productioih modes which Eric Mottram theorized Bswards

Design In PoetnfWriters Forum, 1977) and Jeff Nuttall pioneered as practitioner.



Space Operd work in progress 19962000

In Space Opera | crediur conceits for my storybook. The first is a biographical
conceit. | wanted to paint a social, political and religious satire ‘Btgatury

Britain in a globalized world as it considers millennium celebrations. | needed four
Mike Weller characters sited near top, middle, bottom and rdmittom of

political society. Mike Weller (1) is Michael John Weller orMd Mi ¢ k6 t o hii
coterie of pals, suburban Roman Catholic grarmeéiool boy, Oxforeeducated,

very successfulauthor of awandnning trilogy o contemporary babjpoomer

English novels beginning witiheDoomed Boyeaturing protagonist artiero

(and subcharacter) named Mike Weller. Character (2) is successfulillustrator and
artist Mike Weller who made name for himself making rock star grajdics

alboum sleeves and music television. Mike Weller (3) is unemployed & paranoid
conspiracy theorist, setfublished maker of unhinged science fiction fantasies and
comic zines living on a hellish sink estate in South London. Mike Weller (4) is
cartoon shcharacter based on (3) created for electronic graphic novels by auteur

character Nick Muir.

The second concett is one of mise en scene. Once upon a social reality, before
secondary education, the four Wellers were one and the same person. The suburbs
Welers grew up in are setin a slightly displaced England of the 1940s, 1950s,
1960s and 1970s. |l nabhhfis sbanhtdend® Or eatn:
opening graphic) four decades of national Socialist governance are followed by

1980s and 1990%volutions of nediberal privatization by the global Earth



Corporation. Freenarket capitalism combined with natistate new communism.
A New Reality implemented through the agency of Earth Corporation high street
onestop Kid Doctor Clinics (KDCs).

A third conceit is making up fictional writer Eduard Mogilowski, who along with
writer-artist character Nick Muir (see second opening graphic) is link to stories
within-st ory i nterplay of Space Operads dr :

Character EduarMogilowski is Lithuanian Jewish émigré orphan arriving in East
London just after the century begins. Christianized and communist, he grows up

with a gift for storyteling, seling work to betwedine-wars British pulp

magazines. With avawgfarde artist clracter Graham Cratchett down on his luck,

now | ooking for paid illustration worKk
superheroesThe Cosmic Cr us ad eCosmicTalégontain | and
allegorical tropes of 1930s supernatural fantasy withst of subcharacters.

Mc Qui gl vy, an eccentric Scottish scient]
underground | aboratory. The evil Duke
agents on earth from Dis. Pityed Ferryman of myth escorting the dead. Ten

imagined realms, from the brutally real to the beatific, ruled by Seven Guardians of

Life and Civilisation from planet Neptune, with divine guidance by God and three
Archangels. Intrigues opened by a mysterious INioeched Key to the Universe
closedtodt and6s supernatur al | egions by an
l' i ke complexity. Thus begin fantastical
Cr u s aidrayfangeather, Audrey Neal, Bill Piggott and Maurice Schwaffer,

and their Commander of the Cosrfliquad, Professor Fergus McQuigly.



Eddie Mogul (as Ed Mogilowski later becomes known) retires from writing this
fantasy to become publisher of popular magazines in tangential Britain of 1940s
and 1950s. In this world character Mike Weller joins Mogilowsk s Mo g u | St

as junior artist in early 1960s.

In Space Opera the Cosmic Crusaders durability lasts through to the 1960s when
young comics artist Nick Muir Revard t es s
Funfeaturing children of original superhesas Teenbeat Marvelettés
subcharacters at home with Britpopds ml
leadership of this imagined Britain. Nick Muir becomes a leading graphic novelist

after his start at Mogul Studios and both Cosmic Crusaders andebtenb

Marvelettes subcharactér§Simon Schwaffer, Gerald Piggott, Shirley Winsmere

and Amanda Hughes fade into obscurity.

Mi ke Wellerdés fictional autobiography |
Weller finds himself with entire life work of Ed Myowski. Typescripts,
published comics and magazines, Gatcho

Was an unemployed comic artist named Mike Wéllapproaching middiage,

onthesick, living in Penge and ripe for alteratetMo gi | ows ki 6oge i nt en
of legatee? What is Weller meant to do with the legacy? Allegorical -cpliggus

escapist nonsense of the kind his underground comix artisegtteCap Stelling

held below contempt. Is it a cruel joke?

For ten years fictional Weller scrutinizd®e eleven large boxes of material before
|l eaving them in the attic of his ageing
Beckenham. It isndét a joke. The boxes |



decides to bite the bullet left him to write, drawand-peti b | i sh A FIl i ght
Neptuneficomcat scp set in the 1930s wusing
Crusaders subcharacters.

But who is this Mike Weller? Where is he exactly? And what is the nature of the
realit(ies) he lives in? Why doeshefeelasifheisc har acter i n s om

fiction?

Space Opera developed from this premise and its four conceits with several
encouraging portents. Bob Cobbing agreed to print the pamphlets under the aegis

of his New River ProjectibbleraatStudeat i ve wi
Beckenham was attracting interest and fundirmmd from the beginning of 1997 |

was able to test reactions through public reading of Space Opera as work in

progress and display its graphics content. The Studio Scribblers experience was
rewarding through adopting a performance persona of live storyteller to receptive
audienceArts Council of England Lotteunding of The Scribblers anthology

On the Shelf and Off the Wabl. Il meant | was able to extract a section of Space

Opera formclusion.

Another rewarding aspect about The Scribblers enterprise was finding a new

iterary audience, albeit a localized one, most of whom knew little about comics,

di dndt b uy-ficton, hdd never saefootamong subcultures consuming
massed racks of ptream paraliterature, flying men corbiooks and cult videos,

or other merchandise available at empo
some ways a suburban backthef ut ure 6Johnnyds Newsagert
sundries and sdi horror bigged p for 2% century metropolis malls).



The Space Opera pamphlet series ran to twelve issues betweetB999and one

year later collected and s@fiblished in perfeebound paperback limited edition
volume,Space Oper a: TPiloducedintinl gt ows t Bo ®Blec kenh
Scribblers, Writers Forum attendees in mind, and launched from Zybooks website.

The story ends with fictional Mike Weller successfulicreating Mogil &

Gatchods Cos mic °Century. MieeWeler if revarded tiith a 2 1

sense of selfdiscovery, a newly and fully integrated personality, andsatined

identity as both writer and written. Artist and subjeatithor and authored into a

paradise of created writing.

Notes and References

'In SpaceOpera fiction, second graphic is depiction béacter Nick Muir's first
published drawing of subcharacters the Teenbeat Marvelettes, enlarged from
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IT"S THE POWER, MAN

(Above) two chapbook covers from Slow Fiction: twenty-three tales 2001 -2010 by
Michael . Wel | er (HomeoéBaked Books)



The Making of Slow Fiction Part 2

The 6Fast Fictiond scene

OFast Fictiond was the name of both a
scene in 1980s UK.

Fast Fiction enabled a pgstink generation of Britisltomics artists to regularly
selfpublish without professional or stylistic restraints and sell copies of small scale
efforts at conventions, marts, market stalls and through mail order. The Fast Fiction
scene enabled me to experiment, making pamphletstbfllustrated and nen
llustrated fiction and reinvent as writer, poet and storyteller in addition to

cartooning.

Sever al of Fast Fictionbs | eadilgnmp comi
claire or clea-line stylei the FranceBelgian work & Hergé and his famougintin.

Ot her key i nf | ubandedessieorvdrawn strip indagtng Ard s
Spiegel mands b Bawkaseo onkJS sldssic wHizat@o e as ongoing
experimental artforma n d p u-t-yodrself @leY) publishng ethos.

Underpinning this aesthetic framework was retrospective appreciation for production
values of British juvenile weeklie€aglecomic and_ook and Learmagazine.

These influences and successful O6Fast



catommi sts were main drivers behind Peter

beautifully-designedEscapeshowcase magazine

This approachtcleartleanline style and extended drawing of belekgth strips

led to a marketing trend for featdree n gtphhi@gma vel sdé. Yet fr
generation of s maVizemerged¥ianagazins subcessfalja s t | e ¢
revolutionized formats | éeaarsneedd cfhrid Mdr @@
weeklies. Hilariously funny and hugely influential on later perfers of British

broadcast comedy (asHiilm or Radio Funcomics of earlier generations had

i nspired Norman Wi sdomb6s anRnrdtheAthanhtheur As |
other way round)Viz magazine was funny bonefscapena gaz i neld’s st y |

A reinvention of location for my creative work was necessary as earlier comics work
was being viewed as particular to recesdimked 1970s Britain and | continued to
lampoon social and political upheavals of the 1980s in expressive styles of art.

Ipbughed a different furr owVizamdEscdpe O F as |
magazines by producing experimental political science fiction Z4&8in 197380

and affiiating myself to generation dmming& Youth Kick poets as well as

cartooning like cray for Chainsawpunkzine. By the end of the 1980s | was

producing weekly lampooBlunderworlda s 6 Mi c ki ed for Britis

7 Days.

At the beginning of the 1990s | wrote
response t o JadTheBoyBArd BaekrndlewRArkted bly Bab g
Cobbingbs New River Project the title |



Since the beginning of the 1980s 1 06d m:
project featuring an English comiadist who created superheregbe Cosmic

Crusaders. Not only were costumed superhesinesathema to small press comics
Ssubculture, but also the antithesis of

well-known for.

Leaping from the open uppemdow of an artistic comfort zone presented itself as
both appealing and challenging. In the plot my Mike Weller character was living in a
socially and poliically tangential Great Britain (rather than an escapist graphic novel
fantasy world) to creatashsuperheroes and supervillains. This work would include
selfparody and wider lampoon. It may even be more ambitious thah dhsstire

on the twentieth century from the pen of a comics artist working from a southeast

London council tenancy.

My O soppeecea 6 had begun.

Backgroundto the making o f Space Opera: The Arti s

Twelve Space Opera pamphlets were published between March 1997 and
December 1999. The publications were generally-neettived by the British and

| rish Oalbtuerdreatgirweubnd@r comi cs community

The UK small press comics scene of the Nineties, with its mix epsblishing
artistwriters and zines of graphics criticism developed from the Fast Fiction scene.
The O6grunge d-X attitudesinspred OMie &Kdsibn abd Luke



Wal s ho s ZumMoeselipublehl O x f o Captimrerganized annual

summer events at the universitgattleground, BugpowdandThe Review Sheet

2were otherprinb ased periodicals f or Zumbahdt er nat
Captioninitiatives. Publications featured essays, opinion pieces, peer reviews with
extensive pictorial reproductions and
small press submissiorBugpowdebegan the move to online profile. In

transformation from paper and print to web formats, small press cartooning bore
strong similarities to small press poetry developments in Britain and Ireland. Peter
Asht onds we BugPewdke acadami@RITISHIRISHPOETS

List,2 became hub of news, reviews and discussion. There are other cultural and
practical similarities and distinctions between respective small presy padt

comics communities of interest as well as social and academic ones. In

promotional practice poets hold readings and bookfasatoonists and comics

fans hold conferences & conventions (cons), exhibitions and trading marts.

Content and aestheticsowever, are as different as means of production,

distribution, promotion and exchange share similarities. Much had changed since
1960s countec ul t ur al days of Jeff Nuttall s |
c(art)oon hybrids. Poetry to many comics famsans high pretentiousness. A

comic bookstore browse or Forbidden Planet shopping expedition are unlikely to

be pleasurable or rewarding experiences for poets. There have been exceptions on
both sides of the small pr egpoets.duntn. Be
Emerson among comics creators. Watson performed with the late SF & comics
booksell er Gamablel EmésBraimliodzdvisual poemsin 1970s

Birmingham Arts Lab publications and was one of a growing cohort of former
ounder gr o aristdwdterd Briyan Tabbt anotherwho went on to

produce books or o6gr ap himarkeharspeclaiged avai l


https://www.jiscmail.ac.uk/cgi-bin/webadmin?A0=BRITISH-IRISH-POETS

comic bookstores (@ L 0 n d @il omics andsoshtNor wi c hds Abst
SprocketNot ti nghamés Pagéd 4%@) boEmesr xomd &€ b
be found shelved in 6Humourd or O6Graph!
booksellers. Little press producers of zines and pamphlets, comics andipoetry
photocopied or professionally perfdmbund, rarely find privédged entry into

trading promotions, media attention or shop window display.

There had been a brief love affair between serious English literary culture and
popular graphic novels during the firsi
1980s. The afiawas shoHdived and few titles emerged outstanding from this
coupling 1 n the UK.-strRiogmphyodhis Brorking glesd ¢ a |
parentsEthel & Ernes{f Jonat han Cape, 1998) didndét m
Man Booker prize, reportedlyelsause of its pictorially illustrative form and

content. This decision can be interpreted as the end of a decgdértation (as
opposed to serious relationship) bet we
cultures. Ev en J Ky sBcoesdful Hargy 3°stter pdoks weveme n a | |
published as ncillustrated texts for children (of all ages), suggesting the tide was
turning in the UK against I|iterary f as|

The Space Opera pamphlets were given encouragimgws during their months of
production in the UK small press section of commercial cdroiok trade journal

Comics International.

But | felt the work needed lifting from subgenre status within comics subculture to a
form situated outside insular ldca t y and comics, although
how, or exactly where to. Space Opera had been read at Beckenham Studio with
Bromley Arts and Apples & Snakesipported Scribblerssampled in part for their



anthology; performed as storyteling at Bob Cinlgded Writers Forum workshops
with its younger generation aftendees. After favourable-eflund responses |
decided to organize the twelve pamphlet partworks into a work of serious inténtion

an o6artistos booko.

One advantage of affiliating an imptito the Association of Little Presses (ALP)

was receiving printing advice in the o
This included professional printing firms with reasonable rates, recommended by
member s whood -publishedupedetboundivdoks. Most ALP
members were familiar with the pejorat.i
efforts. Many writers, artists, poets, simply refused to react to, or simply ignore
uninformed accusations of unmediated -petimotion. Criticalengagement with

social, political and aesthetic concerns, such as full control of means-of self
production and artistic freedom from 6
generally welcomed. Powerful arguments had been rehearsed for years among
dedicatd artists and writers that sometimes -peiblishing was thenly option for

difficult, radical and innovative works.

Once again the portents were good for
Space Opera. | felt there was enough interestraeid/ Forum, Scribblers, even

among a few readers in the comics and science fiction subculture, to produce a small
run of fifty copies. The combined partworks added up to a booktonnlred pages

in length. The telephordirectory size of a Japanese mammllection. | liked the
directoryv ol ume i dea. Space Opera as direct
student life, and work as comics artist. So large the book required installation in
physicalspace



Another arts web innovator GdmalKey hadrecenty aunched a hostec
booksite online- Zybooks? Keyds main intention was to encourage interactive

creative online bookworks with an international profile. Zybooks began to circulate
anenewsletterSpace Oper a: dsbwokAmtheiazspeatasce dBa o k
paperback manual for making ebooks of the future, as well as being directory of
Oalternative comics06 expe rGaeghaKeg Spacd/i t h
Opera Ot he b cled fromZ2ybdaoksweabsite ih Saptember 2000.

Depiction of druths 6and fictions after 9/11

Mi ke Wellerds early career i n HRultud i sh
Is mercilessly lampooned in Space Opera.

We | | e r-égs Cap $teliegpomixar t i st character 1s AEN
Crumbo. Character OMi ke Wel |l eendobshas s ul
dole, living on Sinkmoor Estate Pengeriting unhinged illustrated superhero-ici

fanzines.

|l n Space Op e raateribetiMeylgraphic ovelistschaadieafrom his past,
Nick Muir. One OMi ke Wellerdé character
trilogy of books by iEtegdraws &s panaooid €drtoosn t , |
character i n Nnoels lkiMeomething odigpe Sampdornisbut e

without Its subjectbds permission or Kkni


http://www.zyarts.com/zybooks/

The drama of what happens when O0Mi ke W
Well erds three novels, identifies hims:¢
author MJascharacten s dr awn out as Space Operads
finally writing graphic noveli $fisghogtut e u |
writer and-in6didedce at a futwistic health cliri@uthor Michael

J.Weller compleds a tetralogy of books expressing a poetic fantasy life growing up

and living in England from the Festival of Britain to the Millennium Dome. With

The Doomed Bgysland of DreamsThe Man Who Drew Too Mueind finally

Mi ke Wel ISpacédOperadmmg author and fictional charactsubject

become one

200 G@aseOperdal h e Ar t |neithed sovelBor griphicautobiographical
or otherwise, yet combination of all elementan illustrated book more uncomic
than comid the work was seeminglunmarketable as athyng other than a strange
and obscure bookwork.

|t most certainly was not gotpagglmmpy be
Corrigan, the Smartest Kid On Earffonathan Cape, 2000)his awardwinning

US graphic novel was kmangly steeped in the tradition of full colour American
newspaper cartoon art. Appreciated and celebrated in the US by a connoisseur
readership of classic popular graphic warprogress in Chicago weekNMew City

and Wa rpabliskedAcrad Noveltyibrary - Jimmy Corrigarwas promoted

in the UK as something of a publishing event in early 2001. It was the first graphic
novel to be considered by Britainds | i/l
over a decade.



The first person to introduceetself to me by email, expressing interespace

Oper a: Th e wasrLondsttased inteBatianél arts practitioner, Natalie
d6Arbeloff. Natalie had also been inspi
08006s Fast Fi ct icedrher ateegoncartoon8haracterd 1 nt r o d |
OAugustineb6 to Fast Fiction readers as
David Millero6s KaRiermreadlus rs eroieetsr yi mp rtelses
established herself as a printmaker in the 1960s aittdrwtextbooks on applied art.
D6Arbeloff is a dual American and Brit.i
bookd, as well as b ei mgbliskhing emalpresser,, t heol
published humoristThe Joy Of Letting Women Doywobson Books, 2000), Mac

user, teacher and constrip creator. She was also developing projects using web
formats. DO6Arbeloff had beeomprehemeiveg t he
website, blog, and archive of virtual online artwéWith older artworks in
collections of some of the worldds mos:H
to be enthusiastic |l ay entrant to comp
(she jointwon the firstGuardianMar y St ott womends journa
D6 Arbel of f 6 s -workirggwihin, thppugh, @nd agairest strata, suggests
activity of an°®This rhizomaticaapproach mak hazeqpatentialfay .
new and inspiring models ofgrtice. Multiple sites in which work can be

traditional, modern, postmodern and elusive to categorization all at the same time.

myspace opera

Space Opera had been conceived, worked through, and completed before the
atrocity, tragedy and aftershock 8eptember the eleventh 2001. What was a


http://www.nataliedarbeloff.com/

storyteller to do with characters, superheroes and villainous subcharacters in a milieu
seemingly beyond political irony and satire?

| decided to continue with Mike Weller:«
writings, introducing new characters situated in more traditional social reality.
Having felt 6drawn outd illustrating S
years up to publishing first pamphlet |
motivation to produce more comics. Besides, drawing and Hetteting energies

were reserved for tacklingwesual interpretation dBeowulfencouraged by the late

Bill Griffiths.

In October2001 Iwrotesmalc al e O Fanzine Fgenerationond I m
0 Coiscm Cr usha@advedsSTthe | nvincibleso, writter
pen with one or two O0spotd drawings ant
imagery had contained a milieu of conspiracy theories and extremism characterized

by largerthantlife superheroes and supervillains, envisaged by myself as a

metafictional conceit through creation of writer and artist characters Eduard

Mogilowski, Gatch, Nick Muir, Sid Muddleton. The milieu of life after 9/11 with its
multiple truths, fictions and capiracies contained as prescient unhinged poltical

satire in Space Operaneeded new form if characters and subcharacters invented for

Space Opera and the*2dentury were to continue fictional life.

With two further bookwork8eowulf CartoorandThe Secret Blue Boak

preparation over the next four years and pursuing performance gigs with other types
of written and s c o-uection poetry hubs | sehsedithe n d o n 6 .
need for retreat from graphic novels and the comics scene. | wksdioo several
London gigs in second wave OBritish Po



death in 2002. The imaginary of Space Opera still remained part of my creative
productivity. | didndét plan to reprint
after events of 9/11. The Beckenham Scribblers writing group, which had listened

to Space Operads first sounding with s
welcome book orders finally wound up in 2008isplaced fronthe therdisused
Beckenham Stlio (currently Venue 28 a Citygate Church redevelopmei)a

communal flat on a southeast London housing estate.

Open source free software and commass technology became readily available in

the NoughtiesThe notion of poetics within machine coding, celebrated by digitally

active poets likeJohn CayleyandBrian Kim Stefan’ had been joined by popular
socialnetworking sites and frae-use blogging templates. With embedding codes
readywr i tt en and programmed, al | t hat was
The only aesthetic downside was-tfé-peg net art began jockeying for

juxtaposition with orscreercommercial drivel. Concern of older practitioners that
Opured poetry and art may be infected
embedded product placement was simply treated by younger practitioners as
disregard. Ignore jurklime popups on MySpace.

I began using MySpace, Google Blogger |
blogosphered. Space Opera could have s
facilitating an ability to print at home via desktop PC and {bagd stapler (beloved

by Bob Cobbing for kitcheitable collation). A subsidary sgdfublishing imprint,
HomedBaked Books was conceived. With pi
| 6d b o ug h t-traging imprint VigualaAssecatloris. The four perfécund
books | étetweendI®land 2006arriet Staunton: A Victorian Murder
Ballad, Space Oper a: ,BéowulfBartbor(irsassocatioB witlh k


http://programmatology.shadoof.net/
http://www.arras.net/fscIII/

Writers Forum) and hreePart The Secret Blue Bodkundamentally different in
conceptand genre were a bookwatkdlogy in themselves and marked the end of a
personal epochmyspace opera.

The making of 6Slow Science Fictionso

| 6 d t fmakingd in the days of Beckenham Arts Lab but never been a stills
photographer. A digital camcorder felt ike a new toobuld happily place among
pens, inks, brushes, crayons, water paints and electronic typewriter.

For my selfpublished printed chapbooks, | prefer using font writer with personal
word processor. Typescripts pasted up and master pagesqumdd at highstreet
printers. Copied again as pages on desk top printer. This method would determine
publication of new series extending Space Opera themes into°ticeradiry -
0Slow Science Fictions©o.

Twentyyears since Fast Fiction and beginning of my S@iymera story | thought
It appropriate to name my new series 0O
in claiming genre comics or otherwisef or t he new series. I

generic title as it fitted new technologist inventor charactel 6 d -mlphad ee.u p

Slow Science Fictions (SSF) began at t|
Well erds Cosmic Crusaderso. Four diff et
4Ti meb, OEarth Corporationdé, Oomlttow Fi c:
complement printed prose stories. Added text, image and video gave work online



presenceinfib | ogosphere. Formats i-mohvudedYdquw
of-focus at times and complete with essential wioge!), digital photographs and
still-to-motion seconds ong oOvideographso using Vide
press comics weblog BugPowder and its online review journal TRS2 remained
encouraging about this project although drawn comics content was minimal and |

was using digital photogpdus as visual cover design. From angle of cotbased

reviews there remained a sense that Michael J.Weller was still writing and producing
work akin to unhinged prose science fiction.

By the time SSFissuetwertyne A The Marri age sOf Heavel
published | realized the series had lost much of the UK small press comics

community. Despite Dublbasedsmall press publisher/artist/writertic John
Robbinsé supportive i smallsmusinie8weblog,fthere nt i r ¢
remained a sense the work would be lost to my niche audience unless some

reductive comics angle could be found.

But | didndt wa nangletsmply to dccomdodatedK @omicso mi C
small press. It was ten years since | faced exactly the same problem with completion

of Space Opera and genre constraints in comics subculture. | wished the series free,
not only of subgenre, but territorial comiclagenre fiction itself, including

sciencefiction. As a rhizomath | needed to shift plateau.

From SFF to Slow Fiction


http://smallscrutinies.blogspot.co.uk/

| happily read mysel f ofuitc toifo nébscéo mwict ha ns
performance writing ohi8ptdngoR2009dfd6phs:
function room poetry hubs.

OEnglish contemporary novelistdé characH
with other Weller alterities in storyteling, gercellage, social satire, political

cartoon and sense of poetic thatkas up wellerverse of 3World in 4Time.

| created character Michelle Yvonne Jolly, author of twdintge successful stories
featuring subcharactechoolboy magician Billy Crombie. Broad literary parody and
growth of writihng and reading groups (fictionalized as The Nibs) from 1997 onwards
- | wished to include as social satire in my univdsssed plot, structured on three

elements -

1) selfconiined segments
2) loose continuity plot
3) cohesive plot linking each of the tweitkyee fictions

SSFwastoruntotwentyhr ee i ssues |li ke stories of
creation, Bily Crombie. | decided to stop at issue twemtg after the tay
abandoning formal series titingp | ur al O0sci enc e-tfwioc thi#o2n2s 6
Kid Cartoons Parts I & 1106 did however
Numbering and pagination was important to Space Opera and continuity was

required. Tketwentys econd i ssue was completed wit
Herebs A Tale With A Happy Endingo in
reached an infor mal end with issue #21
Hereds A Taleéeo



The tales have umtigone a process of transformation iBlow Fiction: twenty
three tales 20002010wi t h 6 Char acter & Scene Guide

Slow Fictionas printed boxset is intended to be a bookwork installation. -ffalat
online variations in existing fiblogosphere addendaand possiHmek versions
of work with multiple comment threads could alld&ow Fictionto grow asvork of
collaborativetextmaking™


http://textmaking.blogspot.co.uk/

Notesand References

'Portrait of the artist as character Cliff of Abion, drawn by author, digitally

reproduced from coloured pencima g e . Ailtdés The Power, Mano co
Samuel L.Pottier, digtally sampled from image of Luke Cageower Man and Iron Fist

Vol. 1 No. 74, © Marvel Comics Group, 1981.

2British comic art developments of this period are explored in ilustrated de@drinics, Comix
& Graphic Novels: A History of Comic AriRoger Sabin (Phaidon, 2001)

3 https://www. jiscmail.ac. uk/cebin/webadmin? AO=BRITISHRISH-POETS

“Gandha6s zyar t shis reessageIn additon shei haspatiteriizgbooks was no
longer needed as it was in the late 90s, everyone has a website thesé days

5h'rtp]/vwvw. nataliedarbeloff.com/

®*or philosophical us e of ant Eeixuatiaridthausamde 6 s ee G
plateaug(Athlone Press, 1988)

! http://programmatology.shadoof.net/

8 http//www.arras.net/fsclll/

Shttp//smallscrutinies.blogspot.com/

Onttp/textmaking.blogspot.com/
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