Fermynwoods Contemporary Art Podcast
Episode 7 - Geoff Diego Litherland

[Excerpt of Now and Not Yet (Weave Song) by Geoff Diego Litherland]
Jessica Harby: Hello and welcome to the Fermynwoods Contemporary Art Podcast. I’m your host
and Assistant Director at Fermynwoods, Jessica Harby.
This is the final episode of our first season, and we’re taking a bit of a departure from our exhibiting
artists to talk to Geoff Diego Litherland. As I’ve said in previous episodes, our current programme In
Steps of Sundew is all about our relationship to and cultivation of the landscape, and Geoff ’s work fits
perfectly into that. Geoff is a painter and Co-Director of Haarlem Artspace who in 2016 decided to
create his paintings from the ground up. He grew a field of flax, harvested and spun the fibres, and
then learned to weave his own uniquely textured linen canvases. This year, he turned those weaving
patterns into sound loops to produce the basis of music, now available on his album Woven / Ground.
Listening to the album is listening not only to his paintings, but to the entire journey from the
cultivated dirt to the finished work of art. You’ve already heard some of that music and it will continue
throughout this episode.
Geoff and I met in 2016 as part of Document, a Contemporary Visual Arts Network East Midlands
project. We were two of six artists chosen to be brutally honest about what it’s like to be an artist in this
specific region of England. They made films about us, we toured around, we spent a lot of time talking
and watching each other’s ideas develop. The project ended in 2018 with an exhibition of our work at
Artcore in Derby, which is the last time we saw one another before this discussion, which, as a quick
note, was recorded in late October 2020 before the announcement of a second nationwide lockdown in
England.
Here’s my discussion with Geoff Diego Litherland, and more of his woven music.

[Excerpt of Now and Not Yet (Weave Song) by Geoff Diego Litherland]

Jessica Harby: I describe you as a “snout to tail landscape painter” now.
Geoff Diego Litherland: Ooh, that’s great I’ll take that.
JH: Please do. You’re not just painting landscape now, you’re interrogating all sides of it. I was
wondering if you could just talk a little bit about that process.
GDL: I’ll try and keep it brief as I’ve talked at lengths recently about it. This is interesting, this cusp-y
period during Document. Maybe they chose us all because we were all in this moment of transitional
existential crisis or whatever you want to call it.

JH: They looked at our applications and thought, “These people are on the edge!”
GDL: “This will be interesting to see what happens here!” But it’s a definite thing in my practice. My
practice has always been about my relationship, or lack of relation, with my natural surroundings. There
was an increasing dissatisfaction with me doing sort of clever paintings based on Romanticism that
were kind of poking fun at Romanticism, showing its foibles and being clever with paint, but I felt they
were quite illustrative. I just recently moved out to Wirksworth in Derbyshire which is a very interesting
place. It’s on part of the birth of the Industrial Revolution, it’s an area that’s always been heavily mined
and quarried and there’s a feel with some of the community that we need to learn from this history and
make amends for this kind of scarring of the landscape and understanding it, and understanding the
history and its repercussions. So I’ve always loved playing with materials, I’m a painter, and I’ve always
been obsessed with linen and with oil paint and I just had an idea a few years even before Document of
what it would be like of what it would be like if I were to make my own materials. What would that
force me to do? So I decided to grow some flax to make linen. At that point as well I had just met a
new partner Angharad McLaren, who’s a weaver, and she was up for helping me with this. There’s all
these lovely manual processes involved in growing linen, harvesting it, processing it, and weaving, but
the really exciting thing which I think might be a segue into the next stuff is the patterns. The patterns
we started to weave with our canvases. I was going to just make a plain weave, which is what I had been
using, which in digital terms is just a grid - one on, one off. And she was saying, we’re going to all this
effort to make your own canvas, why don’t we start thinking about patterns and what would these
patterns be? How would these patterns then affect the work? And that’s the thing, the patterns, that
made this big transition from painting figuratively into painting a kind of abstraction based on the
landscape. I suppose there’s a tradition of it in British painting if you look back at the St Ives school of
painters, Peter Lanyon, Bryan Wynter, where there is this kind of…and in America it was happening
more on a psychological, psychoanalytical level with Rothko and Pollock, whereas in Britain the
counterpoint was it was very much a response to the external rather than the internal. So all of a
sudden you are relinquishing yourself to the landscape. The people, Lanyon and Bryan Wynter, often
did extreme things in those landscape to provoke their paintings.
JH: It’s interesting that you noted that your painting was a response to your lack of connection to your
surroundings. That was actually one of the questions I was going to ask you - what was your
relationship to nature? I also didn’t have much of a connection to my natural surroundings. It’s kind of
perverse now that I’m Assistant Director at Fermynwoods because the entire basis of our programme
is about reckoning artistically with the natural world.
Our previous podcast episode was a discussion with Tom Baskeyfield and our Trustee and writer Josh
Allen. Josh is from America and he moved around a lot, and he talked about when he moves to a new
place he has a connection to the natural world around him, and specifically they were talking about rock
and stone. I know you were born in Mexico. I don’t know how much you moved around, I don’t know
if you consider yourself an immigrant, but I was wondering what is the connection to land for
somebody who has pull from two sides of the ocean?
GDL: That’s a really good question. So I was born in Mexico, I didn’t really live there much, but I
moved around a lot in South America as a kid, up until the age of 13. I lived in Bolivia and then in
Ecuador. My dad was a geologist, so he would always be taking us as kids walking up mountains and
then in South America walking up volcanoes, trying to explain how the landscape had formed over the
millennia. And bless him, as we became teenagers we were like, “Yeah, whatever dad.” I do remember it
as a kid, as I was living in Quito which is surrounded by two active volcanoes, there is a point where the
landscape has such a pressure and a kind of oppression on you in the pit of your stomach. And it’s this
feeling of existential dread that there’s just a little bit of rock between you and bubbling lava. So that
was always a thing that was at the back. I moved back to England in Loughborough, and you don’t have
that in Loughborough, and bit by bit I went to art school and then I read about the Kantian sublime
when I was at my first year at uni. “Oh yeah, that’s what that thing was!” That fear of nature and

mountains when I was growing up. It’s a really strange respect and it’s an emotive thing that’s difficult
to express in words. But it had a huge impression on me in what I wanted my work to understand. A
lot of it was trying to understand what that was, and then starting to unpick Romanticism and how that
relationship and how our current contemporary relationship relates to the sublime and the Romantics.
JH: I went back and looked at your website and the work you were making right before we met, you
were already pushing against the accepted ground for painting. You were already using alternate
materials instead of canvas, or you were using a canvas that was more a complicated polygon shape
rather than just a square or rectangle. I remember walking into your studio right after you had started
weaving these canvases and you were looking at them going “I don’t know how to paint on these”. You
had created this tight pattern.
GDL: I didn’t know how to paint on them. I think it took a year and a half, two years, to do that. I had
to rewire my brain to come to terms with what that was. Funnily enough, the work I’m doing now is
something I started to dip my toe in at my second year at uni. So twenty years ago. I just didn’t have the
knowledge, expertise, understanding to fully immerse myself in that. There’s something about these
repetitive patterns that I was really interested in. I’m a big fan of particularly Latin American, whether
that’s Incan Aztec or Shipibo kind of fabrics and geometric patterns and what they mean. At the root
of these kind of structures and patterns, there is a shamanic kind of place these patterns originate from
that feels so connected to - I’m going to sound like a total hippie for the next half hour and I’m fine
with that JH: Go for it.
GDL: These kind of structures are connected to a level of eternity and understanding that we do not
have now as contemporary Westerners. There’s an understanding of the world and its complexity that is
just lost. And there’s something about trying to tune into that, to that kind of flow. It’s something I
think that isn’t a big deal, and it can be done by digging up a patch of grass to grow some flowers. It
can be done by all manner of things. But it’s slowing down and paying attention to that. When I ended
up with these canvases with these patterns in, they’re slightly geometric, some are based on honeycomb
structures on circle, repeating interlocking shapes, you’ve got the control of the weave which is one of
the first ever, possibly the first human digital thing. It’s noughts and ones, that’s what it is, it’s an on or
off. That’s what makes that kind of repeat. You’ve got a digital thing and then you’ve got painting and
whatever you’re trying to paint which is totally analogue. So I’ve always been interesting in the yin and
yang, chaos and order approach to things. When I had this textured patterned grid to work with I knew
that I had to work with it rather than against it. It had to respond to that plane of order that is I
suppose at the root of everything. The root of the world.
JH: I’m glad you said honeycomb because they do remind me of the experience you get when you start
looking through microscopes for the first time in school as a kid and your mind is blown at how
geometric things are when you get down to cellular levels.
GDL: Exactly, you zoom in on plants and you get these little interlocking structures. I’ve always been a
big fan of Buckminster Fuller and one of the things that he says he did the kind of geodesic domes
and those are based on octagons and hexagons. One of the things he says is I’m just trying to
understand how nature functions. I’m trying to understand the building blocks of nature. By doing that,
that knowledge is something really useful in terms of sustainability, in terms of architectural simplicity.
There’s something there, I don’t know if you want to call it a truth, but there are these kind of building
blocks that nature uses that I find fascinating.

JH: You’re playing so much with alternating between chaos and control. If you think about the
building blocks of life, on top of those beautiful geometric shapes you get these things that act quite
chaotically. Humans don’t look at the world and fully understand it because it seems to follow its own
whims. You grew a field of flax but there was no guarantee that that would have grown well, or grown
to a place that you could use it. You managed to harvest and spin it, and that’s the control, and then you
get this patterned canvas, and then you add the chaos back on top of it.
GDL: Sure, the human side of it, very much.
JH: Oil paint never comes across to me as a controlled - The texture of oil paint I don’t think is one
you could call easily controlled. You’re building a level of chaos on top of a tightly structured ground.
GDL: Absolutely. Oil paint is a messy, dirty, smelly thing that doesn’t want to do what you tell it to,
ever. That’s kind of the point. You end up discovering things that you didn’t think were possible or that
you hadn’t thought of or that you hadn’t even imagined could be a thing. That was the joy of these
paintings. With my previous work, the Romantic landscapes with things happening in them, to a certain
extent I kind of knew what the compositions were going to look like and had a lot of fun playing with
the way that the layers were built up or deconstructed. So there was a playfulness there with process.
With these, I had no idea what they were going to be and there’s a really difficult point as to when they
stop, when they’re finished. Most of them I painted over them three or four times because I wasn’t
quite happy or satisfied. I can’t even begin to explain. It’s such a subjective thing at that point. There’s a
balance of colour, shapes, structure. They all still have - although they’re very abstract - they have a
kind of perspective or vanishing point in them that still roots them in a landscape tradition.
JH: They make a sense. When I say chaos, that’s not to say you just do whatever you want, man! You
just put some paint on and it does a thing. They have purpose, they make sense. It’s the kind of weird
human sense.
GDL: It’s not like Jackson Pollock, free jazz kind of chaos. They’d be more like Brian Eno setting up
layers of different length, loops, and seeing what happens when they collide. It’s a chaos that’s rooted in
setting up structures and parameters, and then you let them do their thing as opposed to Oh I’m a
genius I’m just going to do my thing and it’s going to be amazing.
JH: It’s a pretty good segue though to your music. Because of what I know of you as an artist, when I
saw that you had made music based on your weaving patterns, I was like, Of course! It just makes
sense.You’re looping the weaving patterns sonically and then introducing motifs over it. Vocals and live
instruments.
GDL: It’s quite nice that I’ve talked about the paintings and this underlying fabric, this repetitive grid
of these overlapping shapes. I just thought, let’s start with the music. I’ve been meaning to do this for
god knows how many years. I used to do it much more when I was younger and I’ve had a few friends
who have mentioned we should collaborate on something. When I had a bit of time over lockdown, I
thought I’m going to do this. I’m just going to see what these patterns actually could possibly sound
like.
JH: How did you convert them?

GDL: I got the grid of the patterns, because they are a grid, and I transposed them to MIDI files.
Which in essence are the grid of a full musical spectrum of a piano. I think it’s six or seven octaves on
a MIDI file. I drew them on by hand. You can kind of then choose what kind of scale you want them
on, you can make them longer or shorter. I just thought, this could be a starting point for some music. I
did think what would linen sound like? It’s thin, it’s string, oh yeah it’s an acoustic guitar, obviously. So
all the tracks started off as acoustic guitar. The weave patterns transposed to acoustic guitar. Then I
had this fabric, in the same way I had the paintings, I had something then to work with and work
against. Some of the musical motifs are the same pattern of the weave pattern repeated bigger or
smaller. Again, you can go macro, you can go micro with the music. And then I let other people do
more freestyle - there’s a few friends who have worked with it and they responded to what was there.
Very similar to the paintings. It’s about building up these layers and maybe when you’ve got a bunch of
layers built up, you maybe take some away, you maybe bring some of the background into the
foreground a little bit. It felt like the process of the production of the music was very similar to the
figuring out the paintings would come into focus.

[Excerpt of Now and Not Yet (Weave Song) by Geoff Diego Litherland]

JH: It’s lovely stuff. And you’re one of those people who managed to be productive in lockdown. I
think you were years ahead of everybody else because now everyone’s trying to be a farmer in their
house or in their flat or in their garden. You’ve accidentally hit on quite a moment. You’ve had some
years run up, but you’ve hit on a moment.
GDL: It’s really amazing to see that there is a - You can see a paradigm shift happening, which is often
not the case. It takes a bit of perspective to see things happening. But you can see something,
particularly the last four five years. The fact that there are a lot of very and rightly so amazing
disgruntled young people who know that this can’t go on. The way that the world is resourced and
managed is totally unsustainable and we have to change. Obviously the pandemic is nature kind of
fighting back or us not really understanding our role in that. All the stuff that’s happening all over the
world in terms of climate change. I do find myself totally lost and to a certain extent impotent trying to
do anything. I’ve always felt like that. Not that my work ever tried to preach any particular ideology but
it’s about trying to find as deep a connection as I can have with that environment and somehow
manifesting that understanding. I don’t think it’s a mental or a I’m clever look at me, it’s an emotive
understanding of what that connection is. What that personal connection is. Kind of making these
paintings or the music or whatever as a response to that. The attention to detail or the attention to the
nuance you get when you grow something like flax or when you wake up every morning during
lockdown and go for a two-hour walk. That’s what I was doing, I had this mad energy and going for
these long walks and just looking for stuff and trying to make sense of all of that.
JH: It makes sense for you as an artist but also because you are Co-Director at Haarlem Artspace. You
started up an artist-run organisation in a rural space, and I was thinking about it the other day in that as
Fermynwoods is also an art organisation that’s primarily based in rural spaces. Those two things are
very restricted, it feels more restricted in England but that might just be because I’m noticing it more
because I’m older, but they seem very restricted by class. There are so many people who cannot access
beautiful fields to walk in, or feel like art is not for them. It does make sense to me that those are things
that you are thinking of.
We’ve been given a lot of time to think about what’s important for us and what actually helps us as a
culture and as people. I’m hoping organisations like ours can extend that more to people.

GDL: The Haarlem thing’s been amazing actually and that’s something that I was wanting to have a
nice setup, a nice studio space. I’m lucky there’s other people involved - Olivia Punnet, Catherine
Rogers, and Bev Shephard who have got much bigger ambitions. In our four, three and a bit years that
we’ve been around we’ve managed to really connect with a community of artists and network of
people like yourselves, other artist-run spaces in rural and urban areas, in England and abroad, who
share similar values. One of the amazing things of being an artist-run space is that no one tells us what
to do and we can run the organisation how we want. It’s kind fo a full-blown nature, feminist
matriarchy that I’m so up for. It’s honestly kind of utopian. It’s a great community of 30-odd artists
who have studios. The dynamic of the space has changed since lockdown, since COVID restrictions,
but we were doing lots of community stuff. We had a Friday soup kitchen where people cook for about
twenty people. Lots of really great things happening and collaborations and conversations. We’ve just
had to shift like everyone has had to. We’ve got online periodicals which are in essence not like an
online exhibition but like a journal article that’s got video and sound content. Like a groovy journal
article, basically. We’re carrying on developing this as well as an exhibition platform. But yeah, we’ve
just had so many amazing conversation from all over the country and all over the world in terms of
getting into a depth and understanding of how we got here and what do we do now. It feels like you
need to understand how we got here before you can start thinking about what’s next, how do we take a
different path.
JH: Speaking of Haarlem Artspace, You recently did a takeover of the Haarlem Artspace Instagram. I
really enjoyed it because the format you set up, you posted a selection of photos and then a quote that
was meaningful to you and then listed some cultural contexts for your work.
GDL: Someone said that was lazy! I’m glad you liked it.
JH: Who said that was lazy?
GDL: I’m not going to say who said that was lazy.
JH: Well, if they’re listening I disagree with them. But I gasped. You mentioned Phantom Thread.
GDL: Oh my god, can I talk about Phantom Thread for the rest of the podcast please?
JH: Oh, we’re going to. So this is Paul Thomas Anderson’s film, Phantom Thread.
GDL: My favourite director of all time, I think he’s an absolute genius.
JH: I think it’s safe to say that if anyone’s listening who has not seen this film, we are going to discuss
spoilers.
GDL: We don’t need to.

JH: I’m going to obliquely reference a spoiler probably. If you don’t want to be spoiled, and honestly if
you haven’t seen this film, just stop this and go watch Phantom Thread. Treat yourself. So having said
that, everyone I know hates this film, Geoff.
GDL: What? What!?
JH: I know! And I have such a rich and complicated relationship to this film. I just first of all want to
know, describe the pictures that you referenced Phantom Thread under…
GDL: I just need to see, remember what images I put under Phantom Thread…
JH: I think that there were some foraging images. Was it your partner?
GDL: Of course. Angharad, yes.
JH: There were many people in one of the images.
GDL: Sorry. You can edit this right?
JH: I can start talking. I think that it does line up with everything we’ve talked about in terms of chaos
and control. It’s about this fashion designer in, is it 50s London?
GDL: It’s just after the war, so it’s in the 50s. I’ve got my little Instagram post. It’s not random what
I’ve posted, there’s connection in there. But also the quote is an Ursula Le Guin quote - “I had my eyes
on the stars, and didn’t watch the mud I walked in.” It’s such an amazing quote and the book that
comes from is amazing. And then the context is Paul Thomas Anderson Phantom Thread, Timothy
Morton’s book Being Ecological, foraging with my partner Angharad McLaren - we go foraging for
mushrooms in Scotland - and then Winter Lodge. But yeah, Phantom Thread.
JH: It’s a film about a fashion designer, Reynolds Woodcock. His environment, the House of
Woodcock where he lives and works, is such a tightly controlled environment. It’s sterile both physically
and emotionally and it’s kept that way so that he is allowed to be the only chaos within it. It’s like his
zoo enclosure.
GDL: And it’s his sister who keeps the house in order, yeah.
JH: There are these images of the seamstresses who work for him coming in very hushed and putting
on matching white coats and matching white gloves. And it is just everything is set up to keep the
tiger…
GDL: He’s a spoiled, horrible person.

JH: He’s a man baby.
GDL: A man baby. Yes.
JH: To keep him happy. And it’s inferred that he has this string of muses, of young women who he
meets, gets inspired by, brings them home, until he’s done with them and then he disposes of them. He
disposes of one of these muses, and then we meet Alma, who originally serves her intended purpose
and then just blows the place apart in the most fantastic way.
GDL: The story is amazing, and it’s so emotive. But it’s the performances from the three central
characters. Just absolutely amazing.
JH: Lesley Manville.
GDL: She is so good.
JH: Who plays his sister, she’s just amazing.
GDL: There are instances where he has a go at her and she snaps and like JH: “Don’t pick a fight with me!”
GDL: - she’s actually the boss. She’s the one who’s keeping everything together. But he’s phenomenal in
it, Daniel day Lewis. He says it’s his last performance and, like, if you’re going to go off. He’s just made
this weird person, he is this weird, strange person of that era that’s so privileged and spoiled. But is also
a genius and very talented at what he does. The thing that got me is that initially the cinematography is
to die for. And the Johnny Greenwood soundtrack is just so good. I still play it. It works as a classical
piece of music.
JH: It absolutely does.
GDL: It’s so evocative. It’s as good as Morricone at his best, it’s so amazing. I’ve heard so many
interview with both of them, with Paul Thomas Anderson about that film, and apparently he was
telling Johnny Greenwood I want you to make a really beautiful, don’t make it weird, just be really
romantic. Make it cheesy, romantic music. And he pushed Johnny Greenwood to temper his weird side
and just make really cheesy string music. It’s beautiful string music.
But it’s the agency that she has, and on first viewing you just think, oh she’s kind of pathetic, she’s
going along with that. Second and third time you watch it, you watch it so differently because you
understand it’s the agency that Alma has that’s incredible.
JH: But thinking about that film after you mentioned it as a kind of point for your practice as an artist,
and just the fact that he has this very sterile controlled human environment, and the thing that - she
tries and tries and tries to get out of the stupid world that he’s built up and it doesn’t work - what ends

up working is a bit of unintended nature that she introduces. It’s that natural chaos in that ordered
space and his ordered life that eventually flips the switch.
GDL: I’m really liking your reading. Are you saying that my sterile world needed a bit of chaos and
nature?
JH: I’m not saying that!
GDL: It’s fine. I can say that.
JH: I am saying that I think like the best artists, you thrive on making things a bit difficult for yourself.
GDL: I totally do.
JH: Things were going a little too easily and you said, Listen I’m painting these landscapes on these
canvases. I need to now learn to farm. That’s now part of my artistic practice.
GDL: I don’t like feeling comfortable. I don’t know why I do it to myself, it’s sort of self-sabotage or
whatever, but if things are too easy I need to change stuff round. Maybe that’s because I moved around
a lot as a kid. Maybe it’s one of those things. I remember as a kid I was in Ecuador for six years and I
just managed to settle in after the first three years and my parents thought, Oh, let’s just move him to
this school! Because they went to see the Christmas concert and the other school had a better
Christmas concert and so my parents were like, yeah we’ll just move him! Not asking me whether I
wanted to move. I had to start again. I’ve always had this all my life. It’s often three year, like a degree,
MA is two years, this project has been about three years, so you get these kind of slots of time where
you kind of start from nothing and you have to build something up. And I’m at the end of this first
phase, and it’s kind of like what do you do next?
JH: I was going to ask, how are you going to make life difficult for yourself now? Do you know?
GDL: Well we bought this house that’s a total wreck. It needs everything doing to it. I’m starting to do
that up. It’s fun because it’s materials, so I’ve been learning about plastering and lyme plaster and I’m
like, Ooo, maybe I can do frescoes! So that’s the next thing. Oh god, I’m gonna do some frescoes.
JH: That’s the problem with being an artist who likes to make things difficult for yourself and
constantly change up what you’re doing, eventually all your interests end up in your practice.
GDL: Yes.
JH: You can’t have any hobbies or activities.
Oh and by the way, that discussion, I wasn’t comparing you to Reynolds Woodcock at all. I wasn’t
comparing you to the Daniel Day Lewis character in that film.

One of the reasons - sorry, I am just going back to Phantom Thread - one of the reasons I love that
film so much is that you start with the quintessential badly behaved genius character which you
recognise so much from biopics of real artists. It’s such an old story, and it’s been accepted for so long
that I’ve actually met artists who I feel are putting that on. Like, if they don’t treat people well, people
will assume that must mean they’re really good at art.
GDL: Oh, it’s pathetic.
JH: Because surely no human being can be civil and also create something. If you write a really good
song, that means you have to be emotionally abusive or physically abusive to everybody around you.
Especially, it came out at a time and ended up coinciding with larger cultural movements of reckoning,
with Me Too and then Black Lives Matter. I just think it’s a really narratively satisfying takedown of the
abusive man baby artist.
GDL: You think about that’s what all of Paul Thomas Anderson’s films are about. They’re about that
kind of toxic masculinity throughout western history. There Will Be Blood, Boogie Nights, The Master,
they all tackle that kind of same thing but from a different angle or from a different sphere. He’s got
this one track mind, I’ve got a one track mind about my work, nature is my thing. He’s like, what is
manliness, what is masculinity throughout the ages, what is that? Every single film touches upon that in
different ways.
I’m so happy that I’m talking about Phantom Thread with you.
JH: I’m so glad. I should figure out how to do this more often at my job.
GDL: Talk about Phantom Thread with random people?
JH: Well thank you so much Geoff. Congratulations on your album of music and the continued
growing of your snout to tail landscape explorations. Let’s hope we get through this pandemic without
turning into Paul Thomas Anderson characters.
GDL: Oh goodness. They’re not all bad!

[Excerpt of Tangle Formations by Geoff Diego Litherland]

Jessica Harby: Thank you for listening to the Fermynwoods Contemporary Art Podcast. This is the
end of our first season of the Fermynwoods Podcast. We’ll be back next year with season two. If
you've enjoyed these episodes, make sure to positively rate, review and subscribe on your podcatcher. It
helps other people find the podcast, and it makes us feel good about ourselves.
This episode received support from Arts Council England and the Kenneth Fund.
You can find Geoff Diego Litherland at his website geoffdiegolitherland.com, where you can also
purchase his music. Visit the link in the episode description for more about this episode, including a full
transcript.

We also have items for sale at our website, including limited edition vinyl, artist books, and new
protective masks designed by artists. Keep us in mind when shopping this winter. Visit
fermynwoods.org for more on our programme and to sign up for our monthly email newsletter. Follow
us at Fermynwoods on Twitter, Instagram and Facebook.
Thanks for listening. Hope to see you back here in 2021.

