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P R E F A C E 
Paradox Ethereal  is a 
bi-monthly digital maga-
zine possessing a re-enact-
ment character and related 
to the Arts, Romanticism 
and Symbolism. We flirt 
with Music - folk, ethereal, 
or experimental forms - 
Esoteric Traditions, Trav-
eling possessing an explor-
atory character, Art in all its 
magnitude and types, the 
Absurd in full glory, every-
thing Retro or Vintage, Na-
ture, Literature, Psychology, 
Philosophy and above all the 
Transcendental. If a reader 
feels he is one of us we ac-
cept contributions. «The art-
ist is the creator of beautiful 
things» Oscar Wilde said.
Beauty is  a fuel and imagi-
nation the vehicle. Welcome 
to the trip!

www.paradoxethereal-magazine.com
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James 
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Homo Neo-Romanticus

  “Homo Neo - Romanticus” is a 
term I personally use in a humor-
ous manner. Romanticism as a 
tendency in philosophy and art is 
gradually unfolding in the pages of 
Paradox Ethereal Magazine, con-
cerning the “exploration” of the 
Romantic and Symbolic tendencies 
of the past and the presentation of 
such elements in contemporary 
works of art and philosophy. Any 
editorial notes published are part 
of Paradox Ethereal Manifesto. 
       
It happens sometimes a person to be 
born an introvert having the char-
acteristics of a human being that 
seems impatient for stimuli that 
influence the sentiment and create 
harmony. The object of this desire 
is a stimulus, the “right” channel, 
through which a spectrum of senti-
ments and impressions will appear. 
If somebody manages to solve this 
puzzle the person will approach 
the paradoxically ethereal vibes 
that compose this nature of the 
Neo-Romantic person. This type 
of person will be, or will not be, 
found in front of a mirror with an 
enquiring expression on the face, 
probably holding a poetry book; 
lost in emotions, daydreaming. The 
remaining hours the romantic per-
sonality can be spotted in crowded 

buses, lost in thoughts and dis-
gusted by the surrounding ug-
liness... This person will not 
be easily recognized however, 
as this kind of mentali-
ty or external appearance is 
not always traced at a glance.
 
Unless you are one of these peo-
ple, you will hardly comprehend 
this human type. A short compar-
ison between the “romantic” and 
the “rationalist” human type per-
haps helps to decide. Of course, 
right and wrong categories do 
not exist; everything is a matter 
of personal choices and flexibility. 
  
Romanticism doesn’t actually 
mean candles or enchanted lovers 
with a moon in the background ex-
changing teddy bears for gifts, it is 
rather an attitude of life that most 
times becomes painful when these 
sensitive souls try to survive in the 
“The Garden of Earthly Delights”. 

The romantic personality is a 
victim and a victimizer at the 
same time, lack of convention-
al standards and extravagance 



sometimes characterize him or 
her. People like that feel doomed 
to fight eternally between harmo-
ny and distortion, between nos-
talgia for lace and extremism. The 
romantic type of person is initiated 
more by instincts than by reason. 
The impression that will predom-
inate, when a romantic person has 
stimuli emerging from the “out-
side” world, is aroused sentiment, 
this sometimes drowns them as it 
leads to melancholy. All these hap-
pen mainly because reality is not 

that tender nor that optimistic. 
Image by James Philip Pegg

The rationalist on the other hand 
is a practical person. I do not wish 
to analyze here if truth is a meta-
physical case or not, or if “knowl-
edge for the sake of knowledge” 
is something valid, but I will pro-
ceed inferring utilitarianism that 
is a characteristic of the rationalist 
with this love for urban landscapes 
and the comforts of the city life. 
Affection for the dark side of na-

ture, and not for the golden trendy 
beaches, suits the “Neo-Romantic” 
type more. The dreamy aesthetics 
and the love for wooden objects, 
marble and the old pieces of furni-
ture in thick colors predominate in 
a romantic’s choice, yet all of these 
cannot be compared with the re-
laxing modern lines in decoration 
or the love for a synthetic paradise. 
 
The eternal intellectual masturba-
tion, a consequence of platonic love 
that gives the woman the crown 
of an intellectual entity and the 
man Arthur’s sword is crushed in 
the passage of the insatiable word 
“polygamy” and dramatic, theat-
rical tendencies of suicide are un-
willingly compared with walks in 
bars in the “genuine world”. There, 
switching off a mobile is the su-
preme sacrifice. It is not necessary 
to name the categories again, you 
locate them already, romantics are 
not social and rationalists avoid 
isolation, trying to find a balance 
within the warm realms of a se-
cure social life. The romantics are 
not rationalists and vice versa… 
Nevertheless, most of the times 
life makes a person behave in both 
ways, I hope not at the same time.... 

A “thank you” to Mr. Sampson, one of 
my literature teachers for all the infor-
mation and inspiration he provided.  

Mary Vareli
  



“Being a sculptor 
is not only taking 
mud and turn it 
into a form, it is 
Mathematics, or-
ganization, dis-
cipline, drawing, 
mechanics, tech-
nique. I’d like to 
speak about the 
inner collapse, 
what’s going on 
inside us when 
the world wants 
us always to look 
perfect. Not ev-
erything is what it 
seems. However, 
the ideals of Art 
are to be free and 
creative , never-
theless the world 
of Art is all about 
management and 
public relations.”

“my 
work 

depicts 
the

inner
collapse”



Mary Vareii: 
Katerina 
when did 
you interest 
in Sculpture 
start? And 
when did you 
consciously 
decide that 
you wanted 
to be an art-
ist?

Katerina 
Mitsiali: I 

always liked the feeling of materials on my 
hands and every time that I went to our 
country house with my family, my sisters 
stayed inside by the fireplace, reading books 
and watching TV. and I went outside in the 
garden, digging the earth and playing with 
mud. 
 
Every time that my parents saw me 
drawing, they told me that I will have 
all the time in the world to draw af-
ter the university and I should focus on 
my studies. So I did, but I didn’t like any 
of the universities and I wasn’t happy.                                                                                                                                           
                                                                              
Then, in the summer of 2001 when I was 18, 
I found a book in my  mother’s bookcase, 
that I had never seen before. It was a   mag-
ical moment, it was a book about a Greek 
sculptor named Lukas Doukas , he is my 
uncle actually. No one had ever spoken to me 
about him, they told me that they had forgot-
ten to mention him.    His work was reveal-
ing, it was so beautiful, full of feelings and 
professional technique.
At that moment I decided that this is what I 
wanted to do with my life, I wanted to do what 
he did, I wanted to do sculpture. 

My parents were really disappointed with my 

choice because I had already passed in the 
University of Architecture and I had to give it 
up, if I wanted to go to the Fine Art School of 
Tinos, to learn how to work with marble, but I 
had already made up my mind. 

Have you experimented with other forms of 
art before or during studying or practicing 
sculpture?

In my opinion, sculpture is a very difficult 
form of art. It combines everything. So now 
that I’m getting older, I realized how much I 
owe to the education that I was given at school 
and at home.
Even though I didn’t like it then, I see now 
that being a sculptor is not only taking mud 
to turn it into form, it’s Mathematicss, organi-
zation, discipline, drawing, mechanics, tech-
nique. Furthermore, it is diplomacy and man-
aging, when the time comes to sell or exhibit 
your work. If you take part in a symposium 
in a foreign country, it is expected to speak at 
least two languages.
So I didn’t experiment with other forms of art 
before studying sculpture but I was enriched 
with other knowledge, totally necessary for 
becoming a sculptor.

Did your environment motivate you in any 
way? Tinos has a tradition concerning the 
art of sculpture. 





My mother comes from Tinos and she loves 
collecting antiques. So our house is full of 
rare, old things. Among them there are some 
marble sculptures and paintings from Tinian 
artists. Strange as it sounds, as a child I had 
never realized the artistic value of the things 
surrounding me. It was when I returned home 
from my studies that it came to my notice.            

Tell us more about the tradition of Tinos is-
land. How did the tradition start there?

The story goes like this. The Catholics came 
to Tinos and took over all the fertile land and 
only  the barren land was left for the Ortho-
dox. The Catholics, until our days are still 
farmers but the Orthodox dug the land and 
found marble so they started working with 
the only material available and gained a great 
reputation for their abilities all over Greece.
The mass abundance of marble, combined 
with their will to live in such difficult times 
during wars and poverty, made marble their 
only source of income. So they worked with it 
and became masters in their field.

Is there a School that you would categorize 
yourself as to sculpture?

No, it’s too soon yet. I feel that I ‘m still learn-
ing and experimenting. 
To tell you the truth I don’t know if I would 
like to be part of  a category.

Is there a message you wish to convey by 
means of your work?

I like to speak with my work about the human 
body.
Not everything is what it seems. The inner 
suffering. You see a beautiful girl and you see 
only the image. You say that she is in no need 
of anything, she has beauty, you see the clothes 
and you think she has money, she seems 
strong; you judge her only by her appearance, 
the surface but you don’t know what she’s hid-

ing in. How well she is covering it all up. How 
much she suffers. How much effort she gives 
every day to keep going and to put her pain 
aside. 
So I like to speak about the inner collapse. 
What’s going on inside us when the world 
wants us always to look perfect. The same 
goes for men of course. My message is “ Don’t 
judge from only what you see”.            

Is solitude or collective spirit the general 
idea that your work expresses?

Unfortunately, solitude. I would like it to be 
otherwise but I can’t help it. This is what comes 
out of me, because this is who I am.
I felt alone as a child, being different from all 
the other children, not playing, not speak-
ing with them and in the university, we were 
obliged to work alone, in contrast with the 
universities of other countries that promote 
team work.
I have tried many times to work in a team, in 
a symposium or an exhibition but every time 
the other artists of the team failed me. They 
haven’t learned to be punctual on the schedule 
and they don’t take it seriously enough. So I 
have been accustomed to being and working 
alone.

What kind of materials / media do you use? 
Which do you prefer? 



I work with marble, metal and natural materi-
als, like ropes, bee wax and resin. But I prefer 
marble, it’s revealing. As you curve it you nev-
er know what there is under two centimeters. 
You have a general view of what you want to 
do, but you never know what you will find in-
side the marble. Maybe a mass of dust or glass 
or on the worst case, a piece breaks! So you 
have to change your plan and continue with 
what you have and always the result at the end 
is better than your first estimation.
It’s like the marble guides you.

What are the topics that you usually elabo-
rate on?

Feelings created by interacting with other 
people or how I feel towards the rest of the 
word or some situations. All my topics are re-
volving around  human existence.

What are the obstacles a true creator has to 
face nowadays?

Not having any money. An obstacle that all 
artists always had but they didn’t have all these 
bills.
Nowadays if you are a sculptor, you have the 
rent of your house, the rent of your workshop 
and you can’t work with candles as the elders 
did or take water from the well. So you must 
have electricity, water, phone, internet, a site, 
leaflets with your curriculum vitae and pho-
tos of your work and it goes on. All that, need 
money. 
Even to exhibit your work, you need money.
The second thing is not to be influenced by 
others. 

They ask you “What job do you do?” 
and you  reply “I ‘m an artist”,         

 ‘’ Yes, but don’t you work somewhere?”, 
“No, I’m an artist” and then they say 

“Oh, so you are unemployed!”

Or you see them going on vacations for a 
month or buying new furniture and you ha-
ven’t been on vacation and you have very old 
furniture or your fridge is empty and you get 
sad and jealous of them.
But then you realize that you don’t need a new 
couch, the one you have is perfect,  or why 
must the fridge be full, I’m only one person.
They have made us believe that we are in need 
of many thing, that we have to follow a certain 
lifestyle, only then we’ll be happy.
But then I think that the best smile I have seen 
came from a ninety year old lady in Tinos who 
leaves in a very small house, alone, with only 
the basic things necessary, she cultivates the 
land, fishes and has five sheep.
She is happy because she doesn’t need any-
thing, she’s free, she only needs a smile back.
So, do not forget who you are and what you 
want. Gain some to pay your bills and buy 
only what you really need, not what others 
buy. You don’t need material posessions to be 
happy.

Do you agree with the idea that sculpture is 
for at what the opera is to music. An abso-
lute, unapproachable form of initial art that 
can break in easier forms such as painting, 
photography, design. 



No, art is divided in many forms and sculp-
ture is one of them.
The initial art for painters and sculptors is 
drawing because in both cases, you first have 
to draw your idea before you make it a paint-
ing or a sculpture. There is no such need for 
the photographers for example.

Apart from Tinos School of Fine Arts you 
have also a degree in the Athens School of 
fine Arts, right?  

Yes, I graduated from School of Fine Arts of 
Tinos and I was so happy, I felt free, I felt that 
I had learned all there was about art and I 
was anxious to work alone without any teach-
er telling me what to do. I couldn’t be more 
wrong.
After one year, doing all the projects that I had 
in mind, I came to a dead-end and I saw my 
lack of knowledge and how many more things 
they were to be learned about art. So I started 
preparation for the exams of Fine Art School 
of Athens and I passed.

Tell us about your experience next to Hari-
laos Koutsouris and  George Houliaras.

Harilaos Koutsouris is a very talented sculp-
tor and painter. He was the only one that let 
me in his workshop and gave me the oppor-
tunity to be his assistant. It was right after I 
had graduated from Fine Art School of Tinos 
and no other marble-sculptor wanted to hire 
me for their workshop because in the School, 
we worked the marble only by hand, following 
the traditional way but at the workshops they 
work with electric machinery to gain time and 
I didn’t know how to use them. So they didn’t 
want to train a new employee, it would be re-
ally time-consuming for them, not to mention 
I am a woman…
Koutsouris believed in me. He taught me how 
to use the machinery and taught me all his 
techniques in marble and sculpture. He trust-
ed me and for that I will always be grateful.

George Houliaras, my professor in Fine Art 
School of Athens, was really difficult to cope 
with in the begging because he didn’t speak a 
lot.
He was severe. When he came to check the 
measurements of the statues that we were 
making by observing the model, he could 
always see where we had measured wrong, 
though every time I hoped that I had done 
everything right. He was strict on the subject 
and I don’t blame him because he taught us to 
do it the right way. Cubism or expressionism 
in art are well-admired and wanted, but when 
we would finish the Art School and someone 
would employ us to make a statue represent-
ing a relative of his, he’ll expect that it will re-
semble him.
So he was strict and many times he made me 
furious but he was right. He was preparing us 
for the world outside, he taught us that sculp-
ture is not only having an idea, it’s a combi-
nation of things; what materials you will use 
to keep stable, to keep the work of art dry, to 
have a connection with the surroundings of 
the material, to keep only the essentials on 
your sculpture and to dispose all the decora-
tive things as they’re not necessary.



Do you have synesthetic experiences using 
other art stimuli to get inspired, or even 
things not related to the arts, like contact 
with nature for example?

Yes, music. I can’t work without music. Even 
when I am in the nature, I get inspired by its 
sounds. The sounds of the waves, the sounds 
of the birds or the sounds of the wind. I de-
spise the sounds of the city. 
Once I read about a painter that he had to walk 
fifty kilometers to listen to music! I hadn’t 
thought about that since then. They worked 
without music. It’s unthinkable for me.

You have worked in the preservation of The 
Theatre of Dionysus, tell us about your ex-
perience there. 

It was beautiful, pure magic. To be in the cen-
ter of Athens, in such a sacred place and to 
work under the trees, turtles were passing by, 
hawks flew over you. It was unbelievable.
Unfortunately the organization of the project 
wasn’t good. We had to be there at seven o’ 
clock and some of my colleagues came at ten. 
We had to work until three o’ clock and they 
left at one. You could come and go whenever 
you wanted and work as much as you wanted. 

That was unfair for the ones that followed the 
schedule and worked hard, as it was expected 
of them. There was no control. And on top, 
there wasn’t any workshop to work inside. We 
were exposed to all weather conditions and 
you were lucky if you could find an umbrella 
to work underneath. It’s a shame, because it’s 
the oldest theatre in the world made on the 
fifth century B.C. with a capacity for 20,000 
people and should be properly preserved. 

Are you willing to make compromises con-
cerning art? 

If they don’t offend me or take advantage of 
me. I felt both while I was working for the 

preservation of Dionysus’ theatre, that’s why I 
stopped working there.

Do you enjoy exhibiting? 

When I exhibit, yes. I love to talk with the peo-
ple, to see what they like and what they don’t, 
to talk about art or things that interest them. 
The recognition of my work. It’s  something 
totally different from your everyday routine. 
You put on your good clothes and you go to a 
nice place where you show your work under 
the lights. You appreciate your work  more, it 
look so much better than when in storage.
But I don’t like all the preparation needed, all 
the managing that’s necessary. To advertise 
your work, to do public relationships, cura-
tors and gallerists that take advantage of you. 

I had many co-students at the University that 
their work could be on the best museums of 
the world but they were so shy of promoting 
their work and with no money that they left 
their creations at the garden of the University 
for whoever wanted to take them. They didn’t 
even have the money to pay to even transport 
them. In the best of cases, an art-lover would 
take them to sell them or take them to his 
house. Worst case, the gypsies took the aban-
doned sculptures to melt them for money.
It’s sad that the strongest survives,  not the 
most gifted one.



You have taken a dynamic part in 7 group 
exhibitions, are you preparing a solo one?

No I don’t think that it is very wise in this 
period of time. It is not worth it. You need at 
least 1.000 euros to exhibit and you have no 
reassurance that someone will buy something. 
Nowadays, with the economic crisis, you ex-
hibit only for your curriculum vitae or your 
ego. It’s a very big risk.

Is the world of Art compatible with the ide-
als of Art?

No it’s totally the opposite. 
The ideals of Art are to be free and creative , 
nevertheless the world of Art is all about man-
agement and public relations. 

Art for art’s sake or art for people?

Art for your sake and if it sentimentally moves 
even one other person, you are happy.

Your partner in life is a highly talented 
sculpture too, Yiannis Brouzos, how is your 
common life influenced by this? Do you 
work in the same space or exchange ideas 
for example?

No one can understand better an artist than 
an artist.
Our needs, our wills, our way that we behave 
is different from these of other people. He’s 
good in things that I am not and me at things 
that he isn’t, so we help each other. But some-
times it’s difficult to keep the balance. When 
he finishes a piece he asks for my opinion and 
maybe I am working on something or I’m in 
a bad mood and I tell him the raw truth, then  
he is pissed off. The same happens with me. 
We are so close to each other that we some-
times we both forget the effort that has been 
given in creating a piece of art and we are not 
very kind to each other.
If he is in a bad mood, I try to motivate him, 

if I am in a bad mood he does the same thing. 
If we are both in a bad mood you better stay 
away, it’s not really fun to be around.

Any sculptors you admire?

Totally admire, no, some pieces that each one 
has done, yes. Like Giacometti or Claudel and 
of course the Greek sculpture, it’s unbeatable.
And some of my colleagues, at my age, that 
are doing an amazing job and unfortunately 
no one knows them and they have to be given 
a chance.

What else do you enjoy doing when you are 
not working? 

Gazing at the sea, walks in the mountains and 
taking care of my plants, is very anxiolytic.

Favorite artists, directors or authors?

Not anyone really. I like to see and read every-
thing but not someone in particular.

Any projects you are currently working on, 
or any future plans?

A very good artist, Elena Polychronatou, who 
was a professor of mine in Fine Arts School 
of Athens had a very touching idea to make 
a project called “public hanger” and she has 
invited me to take part.
The idea is that each sculptor has to make a 
unique artistic hanger that will be placed in 
different parts of Athens,  to give the oppor-
tunity to people that want it to help others 
who are in need. It will be a meeting spot  that 
food and clothes in bags will be hanged on the 
sculptures.
 I am also taking part in a group exhibition 
that will start on the 22 of October until 2 of 
November at gallery “Kaplanon 5” in Athens.

Thank you! l





Isis Rucé“The 
work of Isis 

Rucé is a poetic plas-
ticity, poetry itself, which 

becomes pictorial art through 
the creative act that invents a 

colorful world that surrounds and 
seduces us in its realization.

Her work is an introduction of won-
der,  balancing between alchemy, mag-

ical universe and figures taken from 
nature, vegetable or marine scalps, smol-
dering looks and  touchable visions for 
the beloved; zoomorphic silences that 
are eternal, vigilant self and others, 
dreams lost in that space, delicate 
hands ready to build dreams on 
skin textures that reflect the time 

we live “.

Roberto Arizmendi R.
Mexican poet 



Isis Rucé was born 
in Mexico City in 1972. 
From an early age she 
showed great interest in 
the arts. As she was the 
daughter of Jose Luis 
Russo , a painter in-
spired by the world of 
esoteric traditions, she 
was encouraged to use 
imagination, enriching 
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I PAINT THE WAY I FEEL
            Michael Kulick

oannes

“I have always been interested in the uni-
verse and the stars. I was amazed by the 
titanic numbers involved in the universe. 
Symbolism, whether it is of the Mayan, 
Aztec, Egyptian, or Celtic, is constant-
ly present in my work. I find the works 
of the ancients some of the most power-
ful work ever made. Those symbols are 
rooted in me from seeing them in my 
youth. While I may implement reason in 
the planning of my work, a feeling can 
move me and change the whole path of 
the painting. Ultimately, I paint the way 
I feel, not based on logic or convention.”



Mary Vareli: Do you recall the first time you 
realized you had the need to paint?

Michael Kulick: I have been drawing in pen-
cil and markers since I was 4 or 5, but when I 
was about 11 or 12 I first tried painting. I was 
fascinated by the artwork of the ancient Egyp-
tians. I would draw Egyptian hieroglyphics 
onto very large sheets of paper and tape them 
onto my walls. My mother thought it was 
some weird phase that would pass, like my 
previous obsessions with the Statue of Liberty, 
Titanic, and the Empire State Building. So, the 
hieroglyphics were up but it wasn’t satisfying 
enough to me. I wanted to capture the scene of 
walking into one of lost great tombs of Ram-
ses II. So I knew I needed the images of the 
large figures next to the hieroglyphics in order 
to get that overwhelming feeling I had when I 
first saw these images in my books. So, I asked 
my mother, who allowed me to actually draw 
the figures on my walls. All I had was pens 

and pencils and some crayons. Those were my 
tools up until then for drawing and sketch-
ing different things I saw. After going to the 
store, I got my hands on some acrylic paints. 
I painted the figures on my walls and I fell in 
love with the feeling of creating these ancient 
scenes. From there came studying paintings of 
the old masters from Michelangelo to Leon-
ardo da Vinci. I had no teachers in this field. 
I was in my own world, content discovering 
new things at my own pace. It was a great time 
full of excitement and exploration.

Tell us about your first period of paint-
ing, mostly emphasizing on the creative 
thoughts emerging. 

From the point I started studying the artworks 
of Michelangelo around 12 or 13 years of age, 
I was obsessed with drawing and painting fig-
ures from the Sistine Chapel and painting the 
marble statues he had created. I was all over 



the map, drawing everything and anything 
that interested me. At that age I was not telling 
any kind of story though my art. I have always 
been interested in the universe and the stars. 
I was amazed by the titanic numbers involved 
in the universe. I remember a drawing I did 
when I took a car ride with my mother and 
father. We drove from NYC to Pennsylvania 
to visit some relatives for the weekend, and I 
wanted to capture a picture I saw of the An-
dromeda Galaxy in one of my favorite books 
to look at back then, which was Burnham’s 
Celestial Handbook. (Volume one, Androme-
da through Cetus by Robert Burnham, Jr.) 

I was amazed by the number of stars in the 
galaxy slowly turning into one big white ball 
of light in the center of the galaxy. So I took 
a blank piece of paper from the start of the 
trip and just poked dots on the paper near the 
center over and over for 3 hours until we got 
there. I had created something very similar, 
with the random marks falling mostly near 
the center focal point. These were the ideas 
and things I was curious about. I would look 
at each mark made in a drawing by Leonar-
do, then try to execute the work. I was always 
copying drawings out of national geographic 
magazines, books on animals, and I loved to 
draw the form and shapes of the human skel-
eton. The paintings back then were always fol-
lowed by the many drawings and ideas that let 
up to the very few paintings I did then. From 
14 or 15 my interest had shifted to music where 
my paintings became portraits of classic rock 
album covers and my favorite bands such as 
Aerosmith, The Beatles, Elvis Presley, and The 
Who. The paintings reflected this subject mat-
ter while my drawings were shifting into more 
original ideas. With geometric shapes bleed-
ing into random quotes and deformed shapes 
of figures, my drawings were really the blue-
print to my creative playing field, not painting. 

You characterize yourself as “self – taught”, 
you have never taken any lessons?

When I was young my parents knew I could 
draw and my mother signed me up for lessons 
with a comic book artist in Queens, NY some-
time when I was 8 or 9 maybe. I had one or two 
lessons with the guy and my mother stopped 
the lessons because it seemed all I was learn-
ing from the guy was how to draw the large 
breasts and figures of women in comic books. 
Another reason she stopped the lessons was 
she thought the artist was trying to change the 
original style I had into something very com-
mercial. 
My parents and other family members were 
good friends with the famous comic book 
artist Philip Eustice Blaisdell also known by 
Tex Blaisdell who did comic book drawings 
of Little Orphan Annie, The Green Lantern, 
and Batman. My family had me meet with 
Phil a few times and he watched me draw and 
told my mother I had a natural talent and I 
shouldn’t have a teacher try and teach that out 
of me. In high school my art teachers did not 
like me for my lack of doing any work they 
wanted out of me. I failed art in high school 
for doing my own thing. I didn’t want to do 



basic things I had done on my own years be-
fore. Besides the one or two lessons I had with 
the comic book artist, I never studied with 
anybody or went to school for any art relat-
ed subjects except the one painting class I had 
in high school. I always liked learning on my 
own with trial and error.

Comment on other media you use apart 
from oil painting. 

I try many different things in my artwork. I 
love chess, which started a long run of mak-
ing chess tables a few years ago. I love wood-
working, from sanding wood boards down as 
smooth as I can make them for painting sur-
faces to building my own frames and stretcher 
bars for my canvas that I stretch myself. I made 
a really large chess table once that opened up 
to a black velvet holder for the pieces which 
I made myself with lead. I took the standard 
wood chess pieces you get in any chess set and 
hammered nails in the bottom making sure 
the nail hung out an inch or so from the bot-
tom. 
Then I got metal pipe covers with a closed 
bottom and one opened side. Then my uncle 
let me use a huge old box of fishing lures to 
melt the lead down and fill the pipe holder 
and quickly set the nail into the hot lead. Af-
ter a few seconds the nail would fuse to the 
lead creating a huge chess piece with a unique 
bottom to it. I am a huge fan of horror films 
and the masks made for these movies. I got 
into working with clay first with a bust I did 
of George Washington, then Bela Lugosi. I 
was pleased with the clay busts, but I wanted 
to take it to the next step. I started collecting 
masks every time Halloween came around.

 I loved setting the masks up and drawing it 
from different angles around the room. So 
then it was onto learning how to use plaster 
of paris to make a mold over my clay model. 
From there I bought liquid rubber to fill my 
mold and out came my first rubber masks. 



I read many articles on how to paint rubber 
and apply hair with glue guns and all sorts of 
things. I made thirty to forty Michael Myers 
masks. I love the face of Myers, the blank ex-
pression is just amazing. It was a fun project 
trying to capture the face from tons of different 
pictures off the internet. I have made mixed 
media works with broken records, electrical 
wires, broken cd’s, spray paint, air brushing, 
pastels, chalk, acrylics, pieces of tires, pictures 
cut out of magazines glued straight onto the 
canvas. 
Sometimes I like stepping on my artwork or 
dragging in the dirt for a nice effect. 
Whatever works to get the work where it 
should be, it’s all trial and error with no 
planned method. When I start planning 
things out I tend to lose the vibration of the 
work. That pulse or engine that drives the art-
ist though a work keeping the frozen image 
and feeling in his mind until it’s complete. I 
made a work by cutting up ten decks of play-
ing cards and placing the pieces all over the 
canvas, which led to individual photographs 
taken of this work for digital media works. 
For example, I will take many photographs of 
certain thick oil abstract works I’ve made and 
make complete works of themselves which I 
call the Dream Series. 
The Dream Series is simply images I’ve made 
that most resemble in my mind my own 
dreams. The dark and light shapes contrasting 
all together really work for me, and I’m very 
happy with that project so far. I will showing a 
few of these Dream Series works soon in Jan-
uary at the Webber Gallery in Ocala Florida. 
I am always learning new techniques in order 
to execute to my maximum potential.

You mention your appreciation for the mas-
ter, who is the master?  

I have been growing and expanding so much 
over the last few years over the amount of art I 
am taking in and learning from. I see masters 
in many different areas of painting. First of 

all, in the renaissance period. I find Leonardo 
da Vinci to be the master of light and shadow. 
The way he captured the emotions on faces 
such as Lady with an Ermine. That painting is 
absolutely breathtaking with his use of sfuma-
to, a painting technique where layers of glaze 
are built up to create a smoke like effect. He 
was able to capture the veins with a faint tint 
of blue under the skin and a bone structure 
under the skin which is incredible. 

The suggested symbolism of sex and power by 
the presents of the ermine is classic Leonardo 
living in the times where expression of certain 
subject matters were taboo. Leonardo was 
the first artist I studied relentlessly. I would 
take books out from the library on Leonar-
do’s work and study everything about them, 
the brush strokes (or lack of I should say), the 
composition of the figures in contrast to the 
surrounding background and landscapes, the 
exquisite manner in which he captured folds 
in fabric and drapery, the countless anatomi-
cal drawings in that striking red chalk, the di-
versity of his inventions. 
There are very few artists whose work can 
stand the test of time. Of the same period, 
and a bit different to me, was Michelangelo 
Buonarroti. From Michelangelo I got the un-
derstanding that one person’s talent combined 
with the utmost dedication can create some of 
the most awe inspiring works of art ever 



created. I love the way he draws his figures 
almost from the center out, like an energy is 
pushing outward creating the form of a hu-
man body. His drawings show a mind con-
stantly in pursuit of perfection of the human 
form, such as the drawing (Studies for Ha-
man) at the British Museum. 
When I am lacking ambition I find strength 
from looking over the works of his, from his 
pieta to the creation of Adam. I find him to be 
the master of the human form as a draftsman 
and sculptor. I also admire Diego Velázquez’s 
way of capturing flesh tones in the human fig-
ure, Rembrandt’s use of thick to thin oils, and 
how he captured the emotion in his figures. 
They are all masters in their own ways. Dali is 
one of my favorite artists for being able to cre-
ate such a void and emptiness in his paintings 
while so much can be going on. I always strive 
for that in my work. 
Being able to compile many different things 
into a painting yet have the whole painting 
carry a simplicity about it such as Dali’s (The 
Great Masturbator). I always admired the 
long deep shadows in his work, they speak to 
me as if they are the remnants of some terrible 
nightmare haunting Dali’s mind. 
Caravaggio is another master of light and 
shadow. His works always amused me from 
the tiny details of dirty fingernails to the sheen 
of heroic armor. He was an amazing talent 
who accomplished a great amount of work for 
somebody who died so young. Vincent Van 
Gogh in my opinion is the father of abstract 
painting. Most people overlook his drawings 
but he was a mater draftsman. I see a lot of 
Van Gogh’s work in my own. I love the thick 
oil paint and the way he uses it from thick 
to thin in the composition of his paintings. I 
have elaborated on this idea numerous times 
in my abstract paintings. 
Love him or hate him, but Andy Warhol is 
another master of modern art. The simplic-
ity and ideology behind his art work were 
groundbreaking. All these men are masters in 
all different areas of painting. I take what I can 

from them and build on it, in order to help 
guide me into the artist I want to be. 

You combine clever use of color with indus-
trial design and huge doses or expression-
ism and magic realism. 
Correct me if I am wrongand add any oth-
er genre influences that you believe formed 
what you are today. 

I use many different ideas in my artwork to 
make it come alive for me. It’s out of my love 
for many different types of art. I can see some-
thing in a painting I absolutely love and will 
obsess over it for weeks. As I paint I want to 
recreate it in some way. If that means hinting 
at the image with a rough shape of it or copy-
ing it in my own way. 
My use of color has always been a mystery to 
me, for I never follow any guide lines or color 
wheel. Besides my moments of trying to paint 
a renaissance style work or landscape I never 
let color selection take the wheel in my paint-
ing. Even though people have told me they 
love my use of color, or hate it, I try new col-
or patterns all the time with no restraint from 
outside influence. I can’t, for it will only dis-
tract my creative process. My choice of color 
can be chaotic to me, and why not? Isn’t the 
world chaotic? Art is a reflection of society 
and society is chaos in motion to me. If colors 
don’t work I later correct them. It is an 



emotional ride with music playing a big key in 
my painting. One of my favorite things to lis-
ten to while I paint is Beethoven’s 9th sympho-
ny. It is such a beautiful work of art itself, filled 
with so many different layers of dramatic cli-
maxes. I can completely zone out and get into 
the music with my brushes almost dancing to 
the music on the canvas. The 9th symphony 
also connects with me in the way that Michel-
angelo’s work does. The determination and 
superb talent gel together creating a force that 
is nothing short of historic. I see these great 
painters and musicians as a guide to gather 
personal strength though my own turmoil in 
painting. I have many reasons for my use of 
industrial design, such as my love of geomet-
ric shapes and patterns in nature, blueprints, 
the layout of cities and maps. I love detail and 
all it can relate to visually. For example, the 
intricate mechanics of clocks is always in my 
mind with the way every component connects 
to the other in order for the whole system to 
work as one machine. 
I love to pull the viewer deep inside the paint-
ing all the way to the single brush strokes. Like 
the clock, the single brush stroke connects to 
the others to compile a complete work of art. 
I love to visualize the balance of these brush 
strokes, always playing on the edge of overdo-
ing it. The safe areas to play in balance have 
been done and are boring to me most of the 
time. All these ideas play in the making of me-
chanical marks and detailed structures within 
structures while trying to encapsulate a broad-
er image or idea on canvas. Expressionism is 
always key to my creative process. 
Without it I am just a machine making life-
less images. It is who I am as a creative person, 
always trying to reflect my feelings outward 
onto the canvas. An artist is always expressing 
some feeling of themselves into whatever they 
are creating. It is an exchange of energy from 
one object to the other. I have not become one 
thing or type of artist. There will never be a 
finish line in my pursuit in expression and ex-
ploring the arts.

Do your recurrent Italian Renaissance and 
abstract expressionist elements define your 
personal idiom?

No it does not, I am my own person with my 
own style. I do love the renaissance works and 
their themes are often present in my work but 
I don’t feel it defines me as an artist. I paint 
large amounts of abstract work but that also 
doesn’t define me. I haven’t painted pure ab-
stract work in quite some time now. I am al-
ways expanding my range of expression and 
styles. Now I have moved onto black and 
white works with a splatter effect such as Jack-
son Pollock, not to copy his work, but to learn 
from it with using his art at a basic blueprint 
from which I can expand on into my own style 
and form of expression. Jumping all the time 
from one subject matter to the next has always 
been my thing.  

How do you define the phrase “eclectic art-
ist”, concerning your personal idiom?

I am always using new methods and tech-
niques in my artwork. I never stick to one me-
dium and style for long. I find this keeps my 
work fresh and exciting, to myself and others. 
I love the feeling when I sit down to paint 
something and even I end up being surprised 
by the end result. Practicing in so many differ-
ent styles and themes means that even I never 
know where one of my works will take me.

“Which is the more difficult: light and shade 
or good design? “ Can you answer that ques-
tion?

They can both be very hard, but in my opin-
ion light and shade is more difficult than good 
design to me because, the layout and design 
of a painting is the easiest to me because it’s 
the most fun. I love figuring out how the 
shapes will fit together and play on one an-
other. Telling the story with my own creative 
theories. Light and shade in my opinion are 



more closely related to a realistic type of work, 
something that doesn’t necessarily define my 
work, unlike design. Light and shade is some-
thing I play around with all the time. For ex-
ample, sometimes I will paint a whole paint-
ing completely out of the shadow and light 
then followed by huge bold lines dividing the 
shapes. To me it doesn’t have to be perfect and 
you can do whatever you like. Some people 
take it so seriously, but how else do you create 
something new and fresh without breaking 
the rules. Number one rule is that you have to 
keep it fun and alive. 

Can you comment on this phrase expressed 
by the Leonardo Da Vinci? “Knowing there-
fore that you cannot be a good master unless 
you have a universal power of representing by 
your art all the varieties of the forms which na-
ture produces, which indeed you will not know 
how to do unless you see them and retain them 
in your mind” .

A great artist can hold an image in his mind 
and execute the work from memory, and in 
Leonardo’s opinion, one can only achieve per-
fection by studying the elements for them-
selves in person. This is relative to the times 
of the renaissance when realism was the focal 
point of the artist. Leonardo thought in order 
to capture the light and shadow of objects you 
had to understand how light worked itself to 
the extreme measures of even dissecting the 
human eye in order to see how light is taken 
into it. His dissection of human bodies to un-
derstand how the organs and bones lay under 
the skin are a great example of his level of de-
votion to understanding how the human body 
works in his search for perfection. 
This method was applied to studying water, 
landscapes, trees, and animals in great detail 
to get as close to nature as he possibly could. 
Knowledge is power and he understood that 
tremendously. The nature of art is differ-
ent today, though. A good work of art can 
be achieved based solely on an image in the 

artist’s mind. An image can be just as strik-
ing whether it’s seen or simply imagined. The 
works of artists like Dali, Rothko, or Pollack 
can be equally as moving as realistic works by 
da Vinci or Michelangelo. 



Are your works optimistic or pessimistic? 
I conceive them as optimistic but still art is 
broadcast and perceived differently. 

I don’t paint them to be optimistic or pessi-
mistic, that really isn’t my goal in my work. 
I just make these images and whatever reac-
tion I get out of people is fine by me. Love 
it or hate it, or you don’t even know how to 
feel about it. All I want out of the viewer is to 
feel something. Some works I may be feeling 
down and that can come out in the work or 
on the flip side, upbeat about something. But 
it is never my intention to enforce a certain 
type of emotion, unless a certain piece is try-
ing to capture that emotion, which I do some-
times. That would affect my create process. If 
I were to think like that it would narrow the 
creative process in the work because I would 
always have the emotion in the back of my 
mind flooding into the execution of the work. 
A spontaneous creative flow is the key to how 
I am able to move over the canvas. Mistakes 
will happen and I look forward to them a lot. 
They give birth to great ideas. 

What inspires you most, as an observing 
artist, Nature or City life? 

Growing up in NYC I would have to say city 
life. I am also inspired by nature greatly but 
the smells and look of cities always stimu-
lated the artist in me. The cities are full of so 
much drama and raw emotion right there in 
your face, you can’t avoid it. That’s what I love 
about it, it’s like my discussion on the little 

parts inside a clock that make the whole sys-
tem work. That’s what I see in a city on the 
streets. I would often go to Manhattan with 
no destination in mind and once I got there, 
I would walk around at random just taking 
in all the little things in motion that work to-
gether to make the city function. I was always 
attracted to the diversity a big city contains. 
In Manhattan you can be walking among gar-
bage filled streets and turn a corner onto the 
cobblestone streets of the upper class. I always 
enjoyed bar hopping and starting up conver-
sations with people there. The stories they tell, 
and places and things they have seen, is better 
than any movie. Real life events in these peo-
ple and places is as close as I can get to the raw 
paint first being squeezed onto the pallet, the 
birth of an idea. 
I just relate more to the city having grown up 
there, seeing the monuments and overwhelm-
ing buildings as a child. Growing up I was al-
ways mesmerized by the dimensions of the 
World Trade Center in contrast to the layout 
of the Manhattan skyline. I would draw these 
buildings and bridges over and over again. 
Now I see the same thing in nature down to 
the smallest animals and microorganisms 
working together to make that whole system 
work as a whole. I am not a landscape painter, 
and never plan to be, but I do enjoy from time 
to time trying to capture the beauty in nature.

How important is esoteric symbolism and / 
or the occult and intuition in your work?

Symbolism, whether it is of the Mayan, Aztec, 
Egyptian, or Celtic, is constantly present in my 
work. I find the works of the ancients some 
of the most powerful work ever made. Those 
symbols are rooted in me from seeing them 
in my youth. To answer your question on es-
oteric symbolism, it does not matter to me if 
the majority understand the subject matter I 
choose. In fact, maybe they will learn some-
thing new and investigate more thoroughly 
after seeing an image that interests them. 



I am always in search of powerful imagery 
and what better material than symbolism? It 
is everything and everywhere, imbedded in 
our culture as a whole. I feel simplicity is the 
fuel in my work. Details are balanced around 
the idea and image of a simple pattern in my 
artwork. I don’t know how important it is see-
ing how I’m always changing in my ideas. It 
may be a thing of the past in a year or two for 
all I know, but for now it seems to be one of 
the recurring elements in my work.

What prevails in you Sentiment or Reason?

I tend to fall on the side of sentiment. While I 
may implement reason in the planning of my 
work, a feeling can move me and change the 
whole path of the painting. Ultimately, I paint 
the way I feel, not based on logic or conven-
tion. 

Do you enjoy exhibitions? Tell us about 
yours. 

To be honest I don’t normally like large groups 
of people, they tend to make me nervous and 
uncomfortable. I have had a few interviews at 
shows where this has happened. I have shown 
at a few places in NYC before I moved to Flor-
ida. The shows were great, and I learned a 
lot from them. Meeting new people and the 
whole atmosphere of an art show is very inter-
esting. I really don’t like the idea of the artist 
standing in front of his work ready to explain 
every piece of work. You don’t buy a new cd, or 
record and after every song you listen to you 
pull up the meaning by the artist. No, you take 
it all in and let your imagination run wild and 
paint your own picture in your mind of what 
it means to yourself. When I start explaining 
a painting sometimes at these shows, they ask 
what it means and I explain, then they follow 
by saying “Oh I saw this in it”, and half the 
time I love what they came up with. It some-
times invokes so many more ideas for me on 

things I would have never thought of. I want 
the viewer to walk into a show of mine and 
take in their own ideas and theories on the 
work, because half the time there is no deep 
meaning behind my work. That is what I love 
about my art. I paint random images some-
times with no meaning behind them. I paint 
what I see and experience as a person. If the 
viewer feels anything from my work I’m hap-
py. Some people don’t see or feel it and that’s 
ok, it’s just not for them.  

Apart from painting what other arts, or art-
ists do you admire?

Apart from the many painters and visual art-
ists I admire, I get inspiration from musicians. 
Music has always been a large part of my life 
as I am a musician as well. I play guitar, write 
music, and play the drums mostly. Genres of 
music which I love are early 50’s rock and roll 
from Jerry Lee Louis, Elvis Presley, Roy Or-
bison, and Buddy Holly. The 60’s had some 
of my favorite artists including The Beatles, 
Jimi Hendrix, The Doors, Queen, The Roll-
ing Stones, Black Sabbath, Emerson Lake and 
Palmer, King Crimson, Led Zeppelin, and The 
Who. Certain artists in those bands I connect 
on a deeper level with such as John Lennon 
and Jimi Hendrix. 

I paint a lot of portraits of John Lennon be-
cause I think he was one of the most interest-
ing and beautiful minds that has ever lived. 
People like him only come around every 100 
years or so I think. I love reading on his life and 
listing to his music as he was one of the best 
rock vocalist to ever live. I think I’m mostly 
attracted to his individuality, spontaneous na-
ture, and witty attitude in the face of a 



close minded culture surrounding him. Jimi 
Hendrix is someone always playing on my 
Ipod. I’m always searching for rare live ver-
sions of his music. I just get lost in his 15 to 
20 minute guitar solos, or as he would call it, 
electric church music. The thing I love about 
him is he always wanted to capture the raw 
creation of his art for the audience to witness 
by just winging it. 
Even being such a huge star that he was he 
would just jam on stage without fear of mis-
takes and flaws, because he understood that 
imperfections are the true gems of music. 
They make the music more human and alive, 
at least to me it does. Music is so polished to-
day, in a bad way, in my opinion. It lacks the 
creative spark these guys had. I’m open to new 
things all the time, but modern music has let 
me down too many times. They remove all the 
white noise and little things like microphones 
picking up to much guitar and vocals in cer-
tain spots of a song. 
Those sounds help build atmosphere to a song 
which gives it a unique individualism. Some 
albums are just more than music to me, they 
are complete works of art from the album art to 
the order of the songs. Pink Floyd’s The Wall, 
Dark Side of The Moon, Animals, or the Beat-
les albums such as The White Album, Help, 
Sgt. Pepper, Abbey Road, and Rubber Soul. 
The Beatles along with Jimi Hendrix were al-
ways changing which is a true sign of an artist 
to me. People get mad and don’t understand 
why artists change their sound or artwork 
over time, but don’t understand it’s impossi-
ble for the artist to remain stagnant. We are 
always changing and creating new ideas, oth-
erwise they become a machine just producing 
the same stuff over and over again. A lot of 
artists fall into this by greed and fear of losing 
what they already have achieved with fans of 
their work. Other than visual artists and mu-
sicians I gather inspiration in my art from the 
great and unique minds of humanity such as 
Abraham Lincoln, Albert Einstein, George 
Washington, and Benjamin Franklin. They 

may not be artists but their way of thinking 
and their impact on history is a motivational 
factor I always return to time and time again.

Favorite authors? Do you combine insights 
of reading with painting synesthetic -ally?

Unfortunately I am not a big reader, but I have 
read a few short stories and novels by Stephen 
King. I have made artwork based on literature 
for my wife, such as George Orwell’s Animal 
Farm and portraits of Kurt Vonnegut. If I get 
any inspiration from reading I guess it would 
be my interest in documentaries and inter-
views of the bands and artists I like. I often 
listen to documentaries on my headphones 
while I paint. 

You are a family person, I can tell, does fam-
ily reinforces an artist or do you agree with 
artists that prefer to devote themselves to 
their art only? 

 I am a family man, and I involve my fami-
ly and friends in my work as much as I can. 



I can’t be one of those closed off types who 
work alone. I know because I did that for 
many years. Working at my art with little to 
no friends. It may work for some but not for 
me. I love involving my family and friends in 
ideas and thoughts on my work. My wife loves 
the developing stages of my artwork and is my 
most honest critic, which I love. My family is 
my strength and I can’t thank them enough for 
the love they give me all the time. The journey 
has been in motion for some time now and I 
love it all. 

Do you isolate yourself when you paint?

It really does not matter to me, most of the 
time I do but I don’t have to. I spend a lot of 
time painting in the living room in front of 
the kids while they play. I don’t like the feel-
ing of isolating myself from my family, but 
sometimes when I’m in the middle of creating 
something with great detail and planning it 
can be easier to do if I’m alone.

Are you working on any project currently?

I am in the middle of making a series of black 
and white paintings depicting classic horror 
figures for a Halloween show in Orlando for 
the City Arts Factory. It’s a lot of fun recreat-
ing the horror figures with Pollock-like drippy 
paint and splatter effects all over the canvas. I 
am also still in the process of completing the 
Dream Series I started almost a year ago which 
I will show at the Webber Gallery in Ocala in 
January of next year. I started drawings for a 
series of paintings I want to make built around 
the theme of the Roman Gods. This started 
from my recent drawing called The Death of 
the Nephilim King. A compilation of differ-
ent ancient Gods from different faiths around 
the world and different times in history. I have 
some art shows coming up in Jacksonville and 
Orlando which are at music festivals. So I am 
in the middle of making paintings and draw-
ings of musicians and bands. Plus, on top of 

all this, I’m always making prints of my work. 
 
Future plans?

I have just recently launched my new website 
at www.michaelkulickartworks.com where 
people can buy original works straight from 
the site and has links to where people can buy 
prints of my artwork as well. I really look for-
ward to creating more series based works. I 
have already started working on a larger scale 
and plan to continue with larger works. I just 
feel like there’s more room to breathe on the 
larger canvases. I have some shows lined up 
which are keeping me busy painting. I plan on 
just doing what I’ve always done, which is to 
make art and hope to turn people on to it. It’s 
been a great journey so far and can’t wait for 
the next series of experiences that inspire my 
future works. l
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http://michaelkulickartworks.com



 V e    D h a n i t o
Photographer 

& 
Civil Engineer, 

from
Jakarta, 

Indonesia

“Conceptual pho-
tography is about 
framing the ideas. 
It is visualization of 
what I want to re-
veal with imagina-
tion involved. Like a 
journal, it documents 
history, fact of fic-
tion or something 
in-between.Human 
minds and dreams 
are my playground. 
I will dive deeper 
into the ocean of 

dreams...”



Mary Vareli: You are a self-taught photogra-
pher, what made you start taking pictures? 

For me looking at the pictures I love is always 
a pleasure, whether still or moving images. 
The beauty of them evokes my emotional re-
sponse. I had been watching and collecting 
films long before I started taking pictures. By 
doing it I observed and learned (unconscious-
ly, I realized it later). It built my taste visually, 
I suppose, as to how I frame things, in dealing 
with compositions, colors, shapes, angles and  
anything visual. Films also filled my head with 
stories. The creation of ideas entertains me 
and brought me through the world of imag-
ination.I began as a fan of art, then I found 
myself in the need to create one. I chose pho-
tography as a media of self expression.

Can you recall the first image that depicted 
the style you wanted to achieve?

There is no specific image that I wanted to 
achieve at first. What I can remember during  
my early time in photography, when I learned 
portraiture, is that  I liked to see my pictures 
looking dark and mysterious, yet  beautiful.

Is photography just to “have an eye for pic-
tures”, or practice plays a role too?

Practice makes perfect , they say. After I 
bought my first camera, I soon became busy 
experimenting with many things. I played 
with the camera to understand photography 
techniques. Since I got an eye from watching 
film experiences, I began to put stories in the 
pictures I made. It was also a part of exploring 
my new world in photography.

You have a master degree in Civil Engineer-
ing majoring Project Management from 
University of Indonesia, has this helped your 
perception of space, that is so important in 
photography?

My educational background in Civil Engi-
neering majoring Project management got me 
things I can adopt to my photography works. 
The main thing is planning. In construction 
project planning is the most important part. 
I plan my photo shoot , each scene in detail. 
Especially when it involves some participants. 
Some will see what I do in planning as a com-
plicated task. For me it is very helpful. Because 
I arrange things at first place. Everything I need 
for photoshooting is already set up. I used to 
work with some specific materials. Recycled 
materials such as used things I found on my 
construction site. This kind of thing needs to 
be well-prepared.
Perception of space probably influenced me, 
or I can say trained me, as I am familiar with 
working with measurements, dimensions of 
space and its elements.

You focus on human figures, can you com-
ment on that?

Since the very beginning of my photography 
journey I was always attracted by capturing 
human figures. Expressions, activity, rela-
tionships, interactions , all about human ex-
periences have so much  to tell. The content 
behind every stories relates one human being 
to another . I started to shoot people around 



me, later, as I got improved, I built stories 
represented by models. For me it is always in-
triguing, yet I feel close to it, to feel and to be 
touched by images I created.

What topics prevail in your conceptual pho-
tography?

Conceptual photography is about framing the 
ideas. It is visualization of what I want to re-
veal with imagination involved. Like a journal, 
it documents history, fact of fiction or some-
thing in-between.Human minds and dreams 
are my playground. I’ve been exploring this 
since the beginning until now. I will dive deep-
er into the ocean of dreams...
I recently created some cultural photographs 
and video works. My country has many vari-
eties of cultures from different ethnic groups, 
and each one of them has many things to tell. 
The histories, people, places, songs, art, tradi-
tion and every aspects of life, all of them are 
great stories.

What else inspires you?

Inspired by books as nutrition for my brain. 
Some theories about dreams, psychology of 
human mind, mental, behaviour and so on, 
have always been an area of interest. Painting 
also, such as the works of Salvador Dali that 
I consume as vitamin for my eyes. I adore all 

masterpieces from the maestro.

Tell us about your technique.

I convince myself to try things I’ve never done 
before, it means I also experiment in how I cre-
ate images. Several techniques I used on works 
such as double/multiple exposures to double 
or multiple objects used to present alter egos. 
Slow speed to make motion or ghostly ef-
fect. Playing with glasses, mirrors, reflections, 
shadows to make unrealistic, distorted images 
to represent dreams or something imaginary.

The ideas of Aestheticism and Romanticism 
prevail in your work. Did you realize that 
your personal idiom had these character-
istics or did you start already having these 
concepts in mind?

I do what I like. That’s the thing. My pho-
tographs is a process of what I see, then ab-
sorbed and blended with things I think and 
feel, my camera helps me finalize it. It is what 
I call “eyes-mind-heart-camera”. The outcome 
looked like the way it is probably part of my 
style. With some influences, that  I mentioned 
before, combined with my personal touch, it 
grew naturally for me. I realized later that it 
has the characteristics of aestheticism and ro-
manticism.

Does your mood influence the outcome of 
your work?





A lot. I am kind of a moody person. Music is 
a great mood booster for me, as a companion 
in every step of the creative process. Planning 
process, I build concepts for my photo shoot, I 
listen to songs I like. Executing process while 
I’m having photo shoot , music is always in 
the atmosphere. Post processing , while the 
pictures are edited on computer, I get my ears 
filled with beautiful melodies. 

Some of your photos have a dramatic effect, 
right?

Indeed. I love dramatic mood in a picture. So 
that is depicted in my pictures. Whether the 
concept needed to be shown dramatically or 
simply driven by music.

The word that characterizes you is “sensitiv-
ity” can you tell us more about this?

I respond to stimuli that came from outside as 
well  considering my inner world. Both have 
potential to express, to collaborate. 

As you say you believe that the observer, the 
photographer, interacts with the object of 
photography, tell us more. 

When I’m working on a project, I interact 
with subject matter. Some research needed to 
gather information. Even just a small research 
on the internet or getting in touch personally 
with the source of information, which in some 
cases is  also the object of my photographs.
 
You also say that “Imagination, self-expres-
sion, emotion and comprehension are my 
four “main ingredients” , comment on this. 

Those four aspects are triggers of ideas. Each 
of them can stand alone, combines or blends 
harmonically. I will explain it with some ex-
amples.

Imagination
Something from my imagination, means it 
didn’t exist before. I created stories , can be 
single stories or even photo series. These pic-
tures came from the album “Undisclosed de-
sires”
 

 

 

 



Even this is a simple series I created, it blended 
also with self expression. I got the title from 
the song I like , a song from Muse with the 
same title. Some personal symbol appears in 
this series. A transformation. A change to an-
other form. That’s an example.

Self Expression
I often convert the songs I like to a photowork. 
For me it is a part of self expression. Our in-
terest always inspire us in certain ways. These 
images coming from my favorite band, Place-
bo.
 

 

Peeping Tom and 
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The Labyrinth of 
Passion
Inspired from the films of my favorite director, 
Pedro Almodovar

The Skin I Live In

Emotion
 As a living human, I experience emotions. 
Positive and negative. Every emotion and 
mood have specific affects on my inner sys-
tem. Sometimes it needs to be expressed and 
reflects on my works.

 Vortex

I wish I was Red

 

Letter to Hacker

 

Protect Me From What I Want



Comprehension
I see, I watch, I read, I look, I hear, I listen, I 
feel, I touch, I taste, I smell, I scent, I sniff, I 
learn, I process all information I sense as the 
input. I visual some theories or terms I absorb 
then make some new version of mine

Counter ego

The opposition to the ego, is the “counter ego” 
or what refers to as the shadow.
The shadow represents the rejected aspects of 
yourself that you do not wish to acknowledge. 
- C.G. Jung

Voices Inside

The idea about multiple personality disorder. 
One of the symptoms are hearing many voices 
inside the head

What other media do you prefer?

Recently I’ve been working with video. Make 
some sort of experimental video .  I consider 
both photography and video to offer different 
challenges, expanding myself in this new way 
of expression, I found complexity I’ve never 
found  before. I enjoy every moment of pro-
cess. Learning process.

Tell us more about your exhibitions so far. 
How do you feel when other people come in 

contact with your work?

So far, I had 3 exhibitions, 2 group exhibitions 
and 1 solo exhibitions. It is always a blessing  
to see people coming, seeing my works and 
giving me their sincere appreciations. I feel 
very grateful, full of love and energy. 

Any publications?

Yes, as contributor in some local magazines, 
I’ve been published as the part of the credits. 
Also some personal interviews by local magz, 
online magz and blogs.

I realized you enjoy teaching in workshops 
and the word “creativity” prevails. How do 
you define creativity?

Creativity is celebrating your own uniqueness. 
Being creative means being different, being 
different from others, being more different 
than you used to be before. The urge to create 
something new makes us creative. To be dif-
ferent from others, you only need to be more 
sensitive. Because you have stories that others 
don’t, just look inside , hear inside. That’s what 
I usually brought to my workshop. To be in-
spired by things outside and inside yourself. 
I believe everyone is creative, the ideas are 
inside them somewhere, all we need is a little 
trigger. 
I enjoy a lot sharing and teaching, by doing it 
I felt  like I got doubled or multiplied energy 
whenever they (participants) feel inspired by 
what I share.

Is commercial photography and art photog-
raphy something that can be used in combi-
nation?

Supposedly those two things can get along 
each other. I take jobs as fashion photogra-
pher, make some fashion shoots in conceptual 
ways, filled it up with some contents and sto-
ries. Photographing public figures for 



magazines and personal purposes. Working 
with concepts advantage me in highlighting 
ideas and to breakdown and describe it into 
some details. This kind of treatment can be 
used in larger area of photography.

You are influenced by certain films, can you 
tell us more? I see a film  noir atmosphere in 
some of your images. 

As mentioned above that my photography 
journey began as a filmfreak. If you found a 
film noir atmosphere, it because I am a fan 
of certain directors such as Pedro Almodo-
var, Quentin Tarantino, David Lynch, Stanley 
Kubrick, Wong Kar Wai, Darren Aronofsky, 
Tim Burton, Brian De Palma, Woody Allen, 
Bernanrdo Bertolucci, and some others.I be-
lieve those guys responsible for my visual taste.

What other photographers do you admire?

I must say I do not have many references to 
photography. I found Man Ray as he linked 
to Dali, my fav painter. His works amazed me 
with all techniques he used to make surreal ef-
fects, considering in his era, no computer soft-
ware to help for post processing.

Favorite authors and musicians?

I love  listening to Placebo, the Cure, Massive 
Attack, Depeche Mode, Enigma, Garbage, 
Morrissey, Unkle, Muse, Portishead
Fav authors : a fan of Neil Gaiman’s dark and 
surreal fantasy.
Childhood/teenage diary and other stories by 
Marjane Satrapi
Sexuality and Spiritual diary and also other 
stories by Ayu Utami, Indonesian female writ-
er.

Are you optimistic?

I believe good things will come with hard 
works. Consistency and maximum energy to 

achieve goals. I admire the beauty of things. If 
you see something strange in something I like 
or I create it simply beacause I found the beau-
ty in it,  even somehow in a strange way.l
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Penny Ktena
Photographer, Greece, Eleusis “You have to love something too much to 
let it become your muse. I adore the little details of life. The smaller, 
the more beautiful... every little thing is capable for the biggest ex-

plosion in my eyes and mind. You suddenly see light in darkness and 
shadows into light. Life  is a mix of everything, it’s wholeness.“



Mary Vareli: Do you remember your first 
shot?

Penny Ktena: There is a time in our life that 
something happens and we suddenly start 
shooting, or writing, or drawing … You start 
doing things that you’ve never done before 
and never thought you could do... It’s like 
you suddenly have a third eye and you see 
more, more, more things! You can focus on 
every detail.
I don’t remember a specific first shot, but I 
do remember this awakening. I remember 
me, lying on the grass in my garden trying to 
photograph the night dewdrops or chasing 
the light on the roads... the first nights and 
the first days of my “shooting” life.

This “awakening” can happen for many rea-
sons, as many as the living people. But I 
think that it has to do with Love, every time. 
You have to love something too much to 
let it become your muse. So, one day I real-
ized how much I adore the little details of 
life. The smaller, the more beautiful... every 
little thing is capable for the biggest explo-
sion in my eyes and mind. So, you suddenly 
see light in darkness and shadows into light, 
every single emotion becomes a giant that’s 
grabbing you and shaking you and you have 
to react somehow, it’s socking how alive this 
makes you feel and you have to find a way 
to express it, you feel that there is no pure 
sorrow, as there is no pure joy. Life is a mix of 

everything, it’s wholeness. 

So, I started shooting with passion every lit-
tle mystery, that’s whispering into semi-lit 
places… mostly. 

How would you describe your style?  Your 
work is conceptual, what attracts you 
most in conceptual photography? What 
inspires you? 

In photography, I mainly use instinct and im-
pulse, not brain…  When this need is awak-
en, it’s like.... well, you surely remember… 
when you wake up from an intense dream. 
You can’t remember the dream, but the 
sense, the atmosphere, it’s so intensive for a 
few moments afterwards. That’s the feeling 
when I have to shoot. An exploding, unclear, 
intensive sensation. Most of the times I don’t 
even know what exactly I’m going to shoot. 
I don’t know for a few moments... should I 
stay in, or go out? 
This dream-like feeling is not the same every 
time. And that’s why I can’t be faithful to a 
particular style. I must use what I need every 
single time. Sometimes I need light, some 
other times I need darkness, sometimes I 
see colour and some other times not. I really 
have to use them all. 

So, I don’t usually make concepts, or series 
of photographs. I don’t have the “need” to 
make concepts till now. I only have the need 
for the moment. And this could mean just 
one photo, or more but it will just last for 
some hours or a few days. When the particu-
lar inner situation is leaving me, I never grab 
it back or try to make it last. I know another 
daydream will come. So, I don’t have con-
cepts, I have photographs. 

You live in the sacred area of Eleusis, in 
Greece. Has it played any role in your de-
velopment as a photographer and as a 
person?

self-portrait



 “I don’t usually 
make concepts, 
or series of pho-
tographs. I only 
have the need for 
the moment. And 
this could mean 
just one photo.”



I’ve grown up in two places. Two places so 
different yet they have made a strange in-
spirational mixture. Most days I was walk-
ing through Eleusis,  area and the weekends 
through the woods of nearby mountains. 
Eleusis,  is a city of contrasts. One step and 
you see the past… another step and you 
see the future… maybe this has something 
to do with the way I feel about Time. I think 
time is the creator of every change and actu-
ally this change is something I try to shoot. 

I see life in anything that changes, which 
means in everything!… I see life in every 
stone, in a piece of cloth, in the rust… I can 
almost hear them whisper as they are grow-
ing in time…  

What do you feel is the most challenging 
thing about photography?

 I’m not sure I can say what’s the most chal-
lenging thing about photography because 
it’s much more like an impulse to me, than a 
challenge. Maybe I could say that immediacy 
is a great weapon and photography has that. 
Maybe someone could express better an in-
ner situation by writing for example... but 
this could be in too many levels... too many 
paths for the mind to reach... One picture is 
one step only. You open your eyes, you look 
and you have already arrived somewhere. 
Then, you can go on walking deeper but you 
can also stay there to the instant, primitive 
sight. And this can be enough.

Favourite photographers?  Other favour-
ite artists?

When I started shooting I really didn’t know 
much about photography. So it’s not easy 
to say that I had particular influences... but 
now that I know something more I can see 
similarities, if not influences… with some 
photographers. Francesca Woodman is one.  
She is an impulsive photographer. I feel that 
her need to make a picture was so strong 
that she had to do it NOW. Not after second 
thoughts, not after a good preparation... 
that’s why she was shooting herself so often, 
because she was the only model available 
NOW. Now that the feeling is burning, now 
that the impulse is too strong.... And I feel fa-
miliar with that. 
There is a big difference with Woodman, 
though. She was unhappy and confused in 
her photography life... I am not.  I also love 
artists that make small things look really im-
portant.

Is post - production as important as the 
original act of shooting?

What I’ve been saying lately is that everything 
we keep locked in a closet does not exist. I 
know it’s a bit of exaggeration but I strongly 
feel that beautiful things should reach ev-
eryone and every corner in this world. And 
when I say beautiful I mean beauty in every 
way that anyone could see it. I’m thirsty to 
drink others’ dreams and I’m thirst to open 
the doors of my dreams as well. I don’t want 



to be alone in this sensation. So, what I really 
need is Sharing. Sharing in any way... it could 
be about printing, about an exhibition, or 
just an upload.

Tell us more about your journey into the 
world of photography, studies, exhibi-
tions and anything else you consider im-
portant.

I haven’t really studied photography. I have 
participated in some seminars, and some 
people have given me their “lights” about 
technical aspects of photography. I’m not 
the technical and theoretical type of a pho-
tographer, I prefer to learn by making pho-
tos and mistakes! 
Well, I’ve done a personal exhibition and 
participated in a group one....
Nouvelle Decadence has been a place that 
I will always remember with love because it 
gave me the chance to build my own Dream-
land. It was an exhibition that has taught 
me about post-production and how to give 
flesh, smell and sound to dreams. 

The second exhibition was the result of a 
group seminar, under Spyros Tsakiris’ super-
vision. This seminar was also very important. 
It was a long, passionate journey through 
photography and load me with new inspira-
tion. 

What type of cameras do you shoot with? 

I use digital SLR cameras. At this time, I use a 
Nikon D7000 but if you ask me (though I’m 
not the best one to ask technical details) I 
would say that an expensive camera is not 
important. Inspiration is what matters.  l
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PARAPHRASING OSCAR 
WILDE, ONE COULD SAY 

THAT...
“THE ARTIST IS THE 

CREATOR OF” 
UTTER

EXPERIMENTATION
USING LONG TIME 

EXPOSURE, RUSTY, DIRTY, 
FOGGY, BROKEN SELF-

MADE CAMERAS, CHEM-
ICALS, THE LIGHT METER, 
SMARTPHONE EXPOSURE 

TIME APPLICATION 
DEVICES, AN UPCOMING 
CIRCUIT WITH A ARDUINO. 

ALSO COSTUMES, FAB-
RICS, SCENERIES, 

ELEMENTS, HATS, DRESSES 
TO COMPOSE WITH THE 
FIGURE AND THE ‘MISE 

EN SCÈNE’, MYTHOLOGY, 
TALES, STORIES. 

AUDERROSE
BRENT SQAR

CREATIVE DUO ,CREATING LONG TIME EXPOSURE 
PHOTOGRAPHY, VIDEO, SOUND AND PERFOR-

MANCES, LIVING AND WORKING IN BERLIN.



Mary Vareli: Tell us a little bit about 
yourself, studies, exhibitions and any-
thing else you consider important.

Brent Sqar: I grew up in the cold war 
in the East, a baroque island called 
Dresden, later I managed a Master 
in Philosophy, by deep admiration of 
Heidegger, Nietzsche and Luhmann, 
the anthem of guys like Derrida, Bau-
drillard, the medieval universe like the 
University of Paris in the 13th century. 
Before I also studied chemistry and 
theology and I left my ticket to fine arts 
at the Academy of Dresden without 
using it. My parents where mathemat-
ics, both. She was more on analytical 
geometry, he more on number theo-
ry. I was deep in the rave movement 
of the 90s.

AudeRrose: I spent my childhood liv-
ing in cities like Tokyo, Dhaka or Singa-
pore, my mother is an artist using old 
plants, she gave me a strong passion 
for arts, and my father a diplomat. I 
studied arts, painting, drawing, en-
graving, history of arts, new media, 
cultural politics and I am supposed to 
finish a PhD in art, science and tech-
nology. I fell into video performance 

and photography around 2006. I am 
obsessed by capturing images in any 
way I can.

Tell us a few things about your artistic 
collaboration, are all images a com-
bination of each other’s skills?

AR: I would say it is like a play, we 
share the process, I am on the image 
he shoots, he is on the image I shoot, 
we change the roles. Brent handle 
the technics, I find location, do ac-
cessories, we discuss the haptic of the 
image; it’s an ongoing process of trial 
and error, a drift.

BS: Yes, the process is the main figure. 
It comes as something which is just ex-
isting in that loop, that loop is  what 
we will build up if we are doing this.

How long have you been photogra-
phers?

BS: I am using photography, as a 
brush. To me it’s just a media, its not 
a canvas, its film, it’s not oil, it’s silver. I 
guess my first shoot was made in sum-
mer 2007. Before I didn’t know what I 
was dealing with, when using a cam-
era. Then the next one was in spring 
2011 with Aude, just as we started to 
play with that playful thing, artisan-like 
art, hand-crafted, manual.





AR: The serious photography project 
started in 2011 with Brent, after com-
ing back from France, I was able to 
shoot some ‘birds’ by myself, run-
ning in the countryside garden of my 
grandmother. Me, with a white cover, 
running in front of the camera, I was 
so enthusiastic about it, and showed 
the ‘cliché’ to Brent, that’s how it all 
started...

How would you describe your style 
and technique?

BS: Poetics. It’s in the mind of specta-
tor. The (‘art’) piece shall just be the 
trigger, evoking images.

AR: Experimental-performing-photog-
raphy with long time exposure.

What type of cameras do you shoot 
with?

BS: Rusty, dirty, foggy, broken. Or self-
made cameras. A Agfa Box from the 
1930s, it is a cardboard box for 120 film, 
one piece of glass as a lens, no ap-
erture, and just a open-close shutter. 
My grandma gave it to me. A Kodak 
pocket from the 1890s, same design, 
but 35mm film and out of wood – it 
gives on the film a super landscape: 
a 4-by-10 or even 2-by-8 ratio. Aude 
brought it with from France, there was 
an enthusiast in her family, around 
WWI. A postwar double lens called Lu-
bitel, from the 1950s, manufactured in 
the USSR with machines they took with 
from Nazi-Germany, the former Voi-
gtländer company. Its 120 film.

AR: I am a collector, so I search for 
rare, unusual and cheap photograph-
ic tools, we only work with analog old 
boxes, we started with plate camera 

lately. My relation to old cameras is 
like a fascination of the handcrafted 
optical objects. The tools determines 
the temporality of the image, when I 
find cameras in my old family house, 
it’s like a treasure that can be reen-
acted a century later.

What is your favorite photography ac-
cessory, other than your camera?

BS: The film, the chemicals, the light 
meter, the smartphone exposure 
time application I programmed. And 
hopefully an upcoming circuit with a 
Arduino or so, which reads the values 
from the light meters and actions from 
a mobile - and releases then mechan-
ically the ancient shutters.

AR: Costumes, fabrics, sceneries, ele-
ments, hats, dresses to compose with 
the figure and the ‘mise en scène’. 
Mythology, tales, stories, reading, 
watching the world.

If you had to choose one lens which 
one would it be and why?

BS: Wasn’t there a lens around to 
shoot in available moon light? (on 
film, speed 20-200, exposure 3-8 min-
utes.) This one please.

AR: The most dirty and old ones to get 
interesting textures and a vanished 
touch. Also the Quartz Infrared Macro.

What lighting equipment do you take 
on a shoot?

BS: Easy, quick, rough’n’ready, ‘avail-
able light’, ‘bricolage’, best fitting 
solutions. What its needs, what you 
can deal with – but ever the smallest, 
easiest, light weight one - most closest 





to minimal and smart. Short: Artificial 
light is perfect, if needed.

AR: Yes, small compact, easy and 
transportable, as for the outdoor pic-
ture the have kilometers to travel be-
fore to reach the place, mostly I would 
say that we are great adapting to real 
light situation. And for indoor body 
shots we use a blinding light.

Can you describe how and when you 
use flash, video light, reflectors and 
natural light?

BS: Flashlight never, but ‘mechanical’ 
caused flashes would be fun at some 
point, maybe to use damaged bulbs 
or short circuits for it. I am basically on 
to learning how to manage the giv-
en light just by a light meter, I have to 
find a spot meter, soon. Best case with 
an interface, to have machine styled 
data access, otherwise I have to build 

or invent the connectivity to the ‘com-
puter’. There is nothing good at being 
attached to a calculator where you 
have to update the changing val-
ues manually. They are already there, 
they just have to come into the circuit.

AR: Outdoor we shoot with natural 
light. Sometimes I like to use bulbs in 

darkness, gives surprising results.

What attracts you most in conceptual, 
experimental photography?

BS: To turn the media into ‘imago’. For 
that reason the image must be as re-
duced, sublime and vanished as pos-
sible.

AR: Storytelling, creating imaginary 
narratives with two pieces of fabric 
and an improvisation process. I am al-
ways surprised and trilled about what 
comes, or not, on the image, how re-
ality can drift on the photographic im-
age.

What inspires you?

BS: Recipes, compounds, techniques, 
programs, whatever they are, an-
tique or bleeding edge. Experiments, 
problems, ideas, tryouts, if happened 
willingly or unwillingly. The crazy ideas 
Aude makes up. And basically two 
medias catch me: paper and light. 
Drawing is much more to me then 
painting, somehow.
AR: Motion, time and improvisation. 
All related to the early days of pho-
tography, spirit photography, Laterna 
magica, archive images (...) I am ever 
searching in the past for anachronis-
tic methods to create images fallen 
out of another ‘époque’. I find a lot 
of places that are abandoned and 
derelicted that we use as ‘décors’ for 
some of our shots. I am fascinated by 
drifting into forgotten places where 
fragments of history and architecture 
become our playground.

What do you feel is the most 
challenging thing about experimen-
tation?



BS: To dive in, to come to the point 
that you can manage it and handle, 
to get in contact, somehow, at its 
best. It is like out of the blue  and by 
surprise some intuition arises.

AR: Being able to produce golden 
prints.

Do you use post - production?

BS: I am a control freak. Yes, and its 
ever better if all of the tool chain works 
out fine and that little bit of ‘post’ is 
just the shoe polish. No, I stopped do-
ing the ‘post’ run as heavy repair, or 
second production. (There is a deep 
difference between necessary treat-
ment according to the rules of the 
media you are in and the step of the 
tool chain you pass – and the ‘post’ 
as an creation, as a transformer, as 
change with strong impact. Like you 
make a scan ready for web propos-
als, and maybe wipe out one or two 
errors – or to bring up a half day work 
shift just to make out of noisy record a 
less noisy, but still noisy record.)

AR: Brent is indeed a control freak, he 
handles the technical aspects per-
fectly. I would qualify myself more as a 
dreamer, seeking for unusual places, 
costumes, moments.

Favorite photographers?

AR: Jules-Etienne Marey, Miroslav 
Tichý, Francesca Woodman, Hans 
Bellmer’s repainted shots of the dolls.

Other favorite artists?

AR: Etienne-Gaspard Robertson, Re-
becca Horn, Louise Bourgeois, Kurt 
Schwitters.



BS: Filippo Lippi by the way, Bela Tarr, 
David Lynch, Alexander Sokurov. All 
of the Dessau Bauhaus, Soviet Avant-
garde, New Deal, Italian Futurism. Last 
Century.

Is there current project?

BS: I am ‘naïv’. Like the fairy tale from 
the flowers and the bees. Sometimes 
there is an idea around, and that idea 
needs you.

AR: A performance with video and 
sound in Berlin in some weeks, archives 
images, digital piano, tape recorder. 

The photography project is always in 
the background of my mind, I keep on 
thinking of where we can go to shoot 
the next series, its like a constant-drift-
ing-adventure-play. l  

HOME PAGES

http://sqar.net
http://aude-f.com/experiments/
http://aude-f.com/photography/

facebook
https://www.facebook.com/ud-

errosebrentsqarphotography

POETICS. IT’S IN THE MIND 
OF SPECTATOR. THE 
(‘ART’) PIECE SHALL JUST 
BE THE TRIGGER, EVOK-
ING IMAGES.

BRENT SQAR



masters of photograhy



,  “I am sympathetic to the current digital rev-
olution and excited by the visual options creat-
ed by the computer. However, I feel my creative 
process remains intrinsically linked to the alche-
my of the darkroom.”  

BJerry N. Uelsmann  born in Detroit, 
Michigan on June 11th 1934, is an American 
photographer, the forerunner of photomontage 
in the 20th century in America. He composes his 
work in black and white, with a vast complement 
of grays and mid-tones throughout. Among his 
writings the most acclaimed ones are Moth and 
Bonelight. 21st Editions [1], South Dennis MA, 
2004. Uelsmann: Yosemite. University of Flori-
da Press, Florida, 1996 and An Aperture Mono-
graph.” Aperture, Inc., 1971.

His interest in photography started from an ear-
ly age, believing that through photography he 
could exist outside of himself, to live in a world 
captured through the lenses. Uelsmann had his 
first solo exhibit at The Museum of Modern Art, 
which opened doors for his photography career 
gaining him fame as a master printer, producing 
composite photographs with multiple negatives 
and extensive darkroom work.

 “He uses up to a dozen enlargers at a time to 
produce his final images, and has a large archive 
of negatives that he has shot over the years. The 
negatives that Uelsmann uses are known to re-
appear within his work, acting as a focal point 
in one work, and background as another. Sim-
ilar in technique to Rejlander, Uelsmann is a 
champion of the idea that the final image need 
not be tied to a single negative, but may be com-
posed of many.” (Wikipedia)

The truly amazing thing is that Uelsmann man-
aged to share images from is imagination without 
the advent of digital cameras and image editing 
software. Instead his used his “magical skill” with 
completely analog tools. At the time he gained rec-
ognition photography were regarded as “unfalsifi-
able documentary evidence of events”. . However, 
Uelsmann, along with Lucas Samaras, changed 

this and became an  “avant garde shatterer of this 
popular mindset” managing to expand the artis-
tic boundaries of photography. Today he still uses 
traditional equipment. 

His photographs can be seen in the opening cred-
its of the television series The Outer Limits (1995), 
and the illustrated edition of Stephen King’s Sa-
lem’s Lot. In addition, his artwork is featured in 
the progressive metal band Dream Theater’s sev-
enth studio album Train of Thought (2003).
Today he is retired and lives in Gainesville, Flori-
da with his third wife Maggie Taylor. l





masters of photograhy

Andreas Feininger
American  
b.1906 in Paris, France



“The camera can push the new medium to its 
limits – and beyond. It is there – in the “be-
yond” – that the imaginative photographer will 
compete with the imaginative painter. Painting 
must return to the natural world from time to 
time for renewal of the artistic vision. The key 
sector of renewal of vision today is the new 
vistas revealed by science. Here photography, 
which is not only art but science also, stands on 
the firmest ground. “ -Andreas Feininger, from 
The picture history of photography: From the 
earliest beginnings to the present day by Peter 
Pollack 

Andreas Bernhard Lyonel 
Feininger  (27 December 1906 - 18 February 
1999) was an American photographer - born in 
Paris, France -  and a writer on photographic tech-
nique. He was noted for his dynamic black-and-
white scenes of Manhattan and for studies of the 
structures of natural objects, such as bones, shells, 
plants, and minerals. He rarely photographed 
people, however whenever he did so they became 
iconic, representing  “some aspect of the values, 
norms or ideals perceived to be inherent in a cul-
ture, or section of a culture”. Feininger wrote com-
prehensive manuals about photography, of which 
the best known is The Complete Photographer.  
Initially Andreas Feininger was an architect in 
Germany, but gave up architecture and moved to 
Sweden, in 1936,  and U.S. later , where he estab-
lished himself a a freelance photographer, joining 
the staff of Life magazine in 1943.  l  

Andreas 
Feininger—Time 
& Life Pictures/
Getty Images





George 
Schinas

heraldry, 

calligraphy
 

and 

manuscript

decoration 

 George Schinas was 
born in Athens, Greece, 
in 1977. From a very 
early age he  showed 
interest in design and 
fine arts. He has studied 
graphic design, but his 
major inclination has al-
ways been towards her-
aldry, calligraphy and 
the fine manuscript dec-
oration of the European 
Middle Ages and of the 
Renaissance. 
    His parallel interest 
towards history, with an 
emphasis on Europe-
an civilisation, has led 
him into a “hand-on” 
research on the vast cul-
tural background of Re-
naissance Martial Arts, 
leading him to be one 
of the co-founders of 

the Hellas Study Group 
of ARMA, a leading in-
ternational organisa-
tion recognised by the 
WOMAU. 
   As a heraldic artist, 
calligrapher and illu-
minator, he has worked 
for various Military and 
Ecclesiastical Orders, 
corporations and private 
individuals. He has been 
awarded for his heral-
dic work by the Hellen-
ic Grand Priory of the 
Military and Hospitaller 
Order of Saint Lazarus 
of Jerusalem. He is also, 
the designer and paint-
er of the badge of the 
Grand Lodge of Greece. 
His work is, mostly, pro-
duced on “Winsor and 
Newton” drawing paper 
with Gouache colours of 
the same brand. 
    George Shinas has lec-
tured on public schools 
and various cultural 
centres in Athens, on 
subjects concerning Eu-
ropean history and cul-
ture. He is a member of 
the Hellenic Heraldic 
and Genealogical Soci-
ety and also of the White 
Lion Society, England. 
road.



The arms of the Brotherhood of Saint Mark or 
“Marxbrüder” (original name “brotherhood 
of Our dear lady and pure Virgin Mary and 
the Holy and warlike heavenly prince Saint 
Mark”). Commissioned work of the insignia 
of the historical 15th century fencing guild, 
where a professional warrior could be taught 
the full curriculum of weaponry and the art 
of war in general. This has been the greater 
school of fencers within the Holy Roman Em-
pire for centuries, and since the recognition 
of Frederick III the Peaceful, the guild has 
been the exclusive authority to name masters 
of the art of the sword (Meister des langen 
Schwerts). It is said that one of the founding 
members of the Guild had been the famous 
15th cent. Master of arms, Hans Talhoffer. 
Talhoffer is very well known today through 
his great work of at least five different fight 
books, which, apart from the art of war, are 
involved in scientific or philosophical topics, 
such as groundbreaking inventions, mathe-
matics, astrology etc. This evidence makes us 
believe that  Talhoffer had been a true renais-
sance “Homo Universalis”.

This is commissioned work of a new heral-
dic sign used by a modern school following 
the German fencing tradition. The Talhoffer 
legacy can be traced heraldically through the 
specific insignia that he used in his own coat 
of arms, that is, two swords in saltire through 
a crown. In this case the swords are not dis-
played as going through, but under the crown. 
This symbol, in numerous variations, can be 
traced within the works of many masters at 
arms but also as the mark of many sword mak-
ers of the period. The crown charge as used in 
those cases must not be mistaken for a sign of 
peerage (as this would be not it’s proper heral-
dic display) but, it seems that it represents a 
deeper philosophical meaning, concerning re-
naissance ideas such as the supremacy of spir-
it over matter- the use and creation of swords 
as the manifestation of the human intellect 
through the ability to extract natural mate-
rial and transform it into something unique 
through man’s own creative imagination. In 
this way, the crown would represent the intel-
lect or spirit, while the swords the mundane 
manifestation of human inspiration. However 
this interpretation remains a personal view, 
alas, it can not be proved through historical 
fact. 



This is another example of a variation of the 
same theme. This work had been created to 
be used at the cover of a book publication 
(Χρυσοβαλάντης Ταμπακάκης- Γιώργος 
Ζαχαρόπουλος: «Η Ιπποτική Τέχνη του 
Ξίφους», εκδόσεις Μπατσιούλας, 2011. It 
is a rephrase of the ARMA fencing school 
symbol, together with the painting of a 
knight. The subject had been more or less 
predefined. The armour is a gothic 15th. 
Century combat armour not fit for joust-
ing. However, I used a jousting “lance of 
war” for aesthetic reasons as well as to 
cover different aspects of European fight-
ing. The shield could be either taken as a 
buckler or a Viking shield (charges are not 
in scale). The sword depictions are tak-
en from historical museum originals. The 
sword in the middle is modelled out of the 
14th cent French longsword of Sceau de 
Jean, eveque du Puy. The one on the left is 
an English flambard rapier 1685-1702 and 
the other is a German “cut and thrust”, 16th 
cent. Again, the crown does not represent 
peerage, but a symbolic connection with 
the ancient fencing tradition. 

A coat of arms might be composed of various 
parts, each one of them with its distinct sym-
bolism and rules of display. This is also commis-
sioned work of the full heraldic achievement of 
the Austria - Hungary Empire. It is composed of 
three shields of arms, each containing a variety 
of marshallings (the use of more that one coat of 
arms in one shield), making this a really compli-
cated piece of heraldic work. It has three crowns, 
two supporters and the insignia of four chivalric 
orders are also displayed. For the compartment 
(the base on which everything stands) I have used 
the original design of the late heraldic-art master, 
H. G. Strohl , as I thought that this would be the 
best way to preserve the “feel” and the distinction 
of this very famous and glorified achievement. I 
admit I had to make some elaborate historic re-
search to be able to portray this in the heraldically 
correct manner.       

Sometimes a more 
primitive (but at the 
same time unique in 
it’s beauty) decoration 
art is to be explored. 
This is a monogram 
“G” designed as a 
“first- letter”, along 
with the runic inter-
pretation of the com-
missioner’s name. The original intention was to 
portray an old Viking style using decorative knot-
work.  Sometimes charges demand a considerable 
amount of detail in a small scale.



A large part of the work of a heraldic artist is the ability to create book illumina-
tions and also to be familiar with the technique of calligraphy. The heraldic art 
masters of the past were able to write in a variety of different styles. On this work 
I have used one of my own making which is based on the classic early renaissance 
gothic style. Although this might not be “correct” in a strict historical sense, I de-
cided to follow my instinct as I thought that the result would be of artistic interest. 
I hope that you will agree with me as I consider this to be a good piece indeed. The 
text is taken out of Sir Thomas Malory’s masterpiece “Le Morte d’ Arthur”, 15th 
century. 



At the beginning I was very reluctant with the idea  to combine different styles of 
different eras within the frame of a single work. Now I am glad that I dared to do 
so. On this one the text is an English translation of the “Gates of Hell” fragment of 
the original masterpiece of Dante’s Inferno. My original intention was to capture 
the feeling of the text, by  means of combining a solemn medieval style in writing 
and illumination, together with a new “dead branches” romantic decoration that 
would remind of the famous Dore’s carving work on the same subject, along with 
an Art- nouveau –ish ending on the right bottom.  l
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DANTE 
GABRIEL 

ROSSETTI
BOHEMIAN SENSUALITY 

AND MEDIEVAL REVIVALISM

 The Pre-Raphaelites
part two

by Mary Vareli



 Dante Gabriel 
Rossetti 

   
Dante Gabriel Rossetti (12 

May 1828 – 9 April 1882) was 
a poet, illustrator, translator 
and a painter, but above all a 
romantic bohemian, having  
founded the Pre-Raphael-

ite Brotherhood in 1848 with 
William Holman Hunt and 

John Everett Millais.  

According to John Ruskin and 
Walter Pater, Rossetti was “the 
most important and original 

artistic force in the second half 
of the nineteenth century in 

Great Britain”. Whistler in his 
famous comment exclaimed 

“He was a king”!

“I cannot compliment them (the Brotherhood) 
on common sense” said Ruskin. First and 
foremost Pre-Raphaelitism stemmed from ro-
mantic tendencies, later to be called the Gothic 
Movement.

Of the three principals of the brotherhood 
Rossetti was the one with the weakest grasp 
of the principles he espoused, as well as the 
first to diverge from the path the Brotherhood 
set.

1. Self-Portrait 1847
2. Dante Gabriel Rossetti, 
Christina Rossetti, William 
Michael Rossetti and their 
mother at  Chelsea, Londres. 
(Photo by Lewis Carroll,  1863)
3.Christina Rossetti, portrait 
by her brother-1866
4. Dante Gabriel Rossetti
5. Christina Rossetti and Fran-
ces Polidori 



The question is how did he end up symboliz-
ing the movement? Was it luck? Was it “play-
ing the hand that was dealt him”? The only 
undisputable fact that was that “Rossetti was 
a romantic rebel who had nothing to lose in 
upsetting the social applecart, as the son of 
an Italian émigré he felt he had no place in 
English society, and thus no stake in it.” (Terri 
Hardin, 1996).

Dante Gabriel Rossetti   was  the son of an 
Neapolitan  scholar, patriot and political ref-
ugee, Gabriele Pasquale Giuseppe Rossetti, 
and a religious English mother, Frances Po-
lidori . Named Gabriel Charles Dante Rosset-
ti he used the name “Dante” first, to honor 
Dante Alighier, but his family called him “Ga-
briel”. The Rossetti family was a family that 
encouraged all expressions of  art, as his 
sister Christina Rossetti was also a poet, his 
brother William Michael Rossetti a critic , and 
his second sister Maria Francesca Rossetti an 
author. Revolution, Romanticism and Re-
ligious Fervor were the three prevailing 
influences under the roof of Rossetti’s 
parents. It is worth mentioning that Ros-
setti’s maternal uncle had been Lord By-
ron’s physician. 
Despite the abundance of talent the fami-

ly suffered from poverty and especially the 
mother, daughter and Dante himself suf-
fered from melancholia. Rossetti started 
drawing at four, writing at five and translat-
ing Dante at seventeen! 

The young Rossetti is described as 
"self-possessed, articulate, passionate 
and charismatic" (Treuherz et al., 2003), 
but also "ardent, poetic and feckless"( Hil-
ton, 1970). Born in England he was brought 
up in an environment of cultural and polit-
ical activity that, according to critics, was 
more influential to his learning than his for-
mal education  at King's College, from 1836 
to 1841, Henry Sass's Drawing Academy 
from 1841 to 1845  and the Antique School 
of the Royal Academy, dropping it  in 1848 
and studying  under Ford Madox Brown; an 
influential figure for Rossetti and ardent sup-
porter, probably the one that  with his ideas 
connected the Brotherhood with social rele-
vance, as to his opinions on Christian social-
ism and idealism. Like Hunt Rossetti was first 
rejected from The Royal Academy, as it was 
said “he lacked the discipline to conquer 
classical forms. 

Rossetti tried to gain William Holman Hunt's 
friendship, following his exhibition of “The 
Eve of St. Agnes” painting. The painting il-
lustrated a poem by the little-known, at that 
time, John Keats, so Rossetti with his own 
poem "The Blessed Damozel" tried to imi-
tate Keats, believing that Hunt might share 

Rossetti and Ruskin

His home at 16 Cheyne Walk



his   artistic and literary ideals, and so the lat-
ter did; in this way they formed the Pre-Ra-
phaelite Brotherhood  which, like Romanti-
cism, was an escapist movement wishing to 
go back to a world prior to the High Renais-
sance of Raphael reforming English Art, ruled 
at that time by family portraits. The Brother-
hood rejected the mechanistic approach, 
first adopted by the Mannerist artists that 
succeeded Raphael and Michelangelo, as 
well as the training regime introduced by Sir 
Joshua Reynolds. They adored the intensity 
of colors and the complex compositions of 
Quattrocento Italian and Flemish art.

The critic John Ruskin wrote:
“Every Pre-Raphaelite landscape back-
ground is painted to the last touch, in 
the open air, from the thing itself. Every 
Pre-Raphaelite figure, however studied 
in expression, is a true portrait of some 
living person.” (Quoted in Marsh, 1996) 
Rossetti remained influenced by the medie-
val art and poetry, placing the modern as-
pect of the Pre-Raphaelite movement sec-
ond in his preferences. In 1850 the   first issue 
of the Brotherhood's magazine, “The Germ”, 
was published, featuring his poem The Bless-
ed Damozel. Rossetti, admiring Poe's "The 
Raven", wrote this poem as a counterpart to 
it. ("The Painterly Image in Poetry" - The Nor-
ton Anthology of English Literature: The Vic-
torian Age. 2009).  It shows the viewpoint of 

the dead woman, who is sad in heaven, sep-
arated from her lover. Although she dreams 
of what it will be like when they are reunited, 
the poem suggests that he is unlikely ever 
to join her in heaven.  Rossetti revised the 
poem twice and republished it in 1856, 1870 
and 1873 also  using the same title for one 
of his best known paintings. The poem also 
inspired Claude Debussy's "La damoiselle 
élue" (1888), a cantata for two soloists, fe-
male choir, and orchestra. "The Blessed Da-
mozel" is perhaps the best known poem by 
Dante Gabriel Rossetti.

The Blessed Damozel

The blessed damozel lean'd out
From the gold bar of Heaven;

Her eyes were deeper than the depth
Of waters still'd at even;

She had three lilies in her hand,
And the stars in her hair were seven.

Her robe, ungirt from clasp to hem,
No wrought flowers did adorn,
But a white rose of Mary's gift,

For service meetly worn;
Her hair that lay along her back

Was yellow like ripe corn.

Desperate Ro-
mantics is a six-
part television 
drama serial 
about the Pre-Ra-
phaelite Brother-
hood, first broad-
cast on BBC Two 
between 21 July 
and 25 August 
2009.Aidan Turn-
er as Dante Gabri-
el Rossetti & Amy 
Manson as Lizzie 
Siddal



Her seem'd she scarce had been a day
One of God's choristers;

The wonder was not yet quite gone
From that still look of hers;

Albeit, to them she left, her day
Had counted as ten years.

(To one, it is ten years of years.
. . . Yet now, and in this place,

Surely she lean'd o'er me--her hair
Fell all about my face ....

Nothing: the autumn-fall of leaves.
The whole year sets apace.)

It was the rampart of God's house
That she was standing on;

By God built over the sheer depth
The which is Space begun;

So high, that looking downward thence
She scarce could see the sun.

It lies in Heaven, across the flood
Of ether, as a bridge.

Beneath, the tides of day and night
With flame and darkness ridge

The void, as low as where this earth
Spins like a fretful midge.

Around her, lovers, newly met
'Mid deathless love's acclaims,

Spoke evermore among themselves
Their heart-remember'd names;

And the souls mounting up to God
Went by her like thin flames.

And still she bow'd herself and stoop'd
Out of the circling charm;

Until her bosom must have made
The bar she lean'd on warm,
And the lilies lay as if asleep

Along her bended arm.

From the fix'd place of Heaven she saw
Time like a pulse shake fierce

Through all the worlds. Her gaze still strove

Within the gulf to pierce
Its path; and now she spoke as when

The stars sang in their spheres.

The sun was gone now; the curl'd moon
Was like a little feather

Fluttering far down the gulf; and now
She spoke through the still weather.
Her voice was like the voice the stars

Had when they sang together.

(Ah sweet! Even now, in that bird's song,
Strove not her accents there,

Fain to be hearken'd? When those bells
Possess'd the mid-day air,

Strove not her steps to reach my side
Down all the echoing stair?)

"I wish that he were come to me,
For he will come," she said.

"Have I not pray'd in Heaven?--on earth,
Lord, Lord, has he not pray'd?

Are not two prayers a perfect strength?
And shall I feel afraid?

"When round his head the aureole clings,
And he is cloth'd in white,

I'll take his hand and go with him
To the deep wells of light;

As unto a stream we will step down,
And bathe there in God's sight.

"We two will stand beside that shrine,
Occult, withheld, untrod,

Whose lamps are stirr'd continually
With prayer sent up to God;

And see our old prayers, granted, melt
Each like a little cloud.

"We two will lie i' the shadow of
That living mystic tree

Within whose secret growth the Dove
Is sometimes felt to be,

While every leaf that His plumes touch
Saith His Name audibly.



"And I myself will teach to him,
I myself, lying so,

The songs I sing here; which his voice
Shall pause in, hush'd and slow,

And find some knowledge at each pause,
Or some new thing to know."

(Alas! We two, we two, thou say'st!
Yea, one wast thou with me

That once of old. But shall God lift
To endless unity

The soul whose likeness with thy soul
Was but its love for thee?)

"We two," she said, "will seek the groves
Where the lady Mary is,

With her five handmaidens, whose names
Are five sweet symphonies,
Cecily, Gertrude, Magdalen,

Margaret and Rosalys.

"Circlewise sit they, with bound locks
And foreheads garlanded;

Into the fine cloth white like flame
Weaving the golden thread,

To fashion the birth-robes for them
Who are just born, being dead.

"He shall fear, haply, and be dumb:
Then will I lay my cheek

To his, and tell about our love,
Not once abash'd or weak:

And the dear Mother will approve
My pride, and let me speak.

"Herself shall bring us, hand in hand,
To Him round whom all souls

Kneel, the clear-rang'd unnumber'd heads
Bow'd with their aureoles:

And angels meeting us shall sing
To their citherns and citoles.

"There will I ask of Christ the Lord
Thus much for him and me:--
Only to live as once on earth

With Love,--only to be,

As then awhile, for ever now
Together, I and he."

She gaz'd and listen'd and then said,
Less sad of speech than mild,--

"All this is when he comes." She ceas'd.
The light thrill'd towards her, fill'd
With angels in strong level flight.
Her eyes pray'd, and she smil'd.

(I saw her smile.) But soon their path
Was vague in distant spheres:

And then she cast her arms along
The golden barriers,

And laid her face between her hands,
And wept. (I heard her tears.) 

As a child Dante Gabriel Rossetti was tu-
tored at home in German and read the Bi-
ble, Shakespeare, Goethe's Faust, The Ara-
bian Nights, Dickens, and the poetry of Sir 
Walter Scott and Lord Byron. After leaving 
school, he indulged mostly  in Poe, Shelley, 
Coleridge, Blake, Keats, Browning, and Ten-
nyson.

For many years Rossetti worked on English 
translations of Italian poetry including  Dan-
te Alighieri's “La Vita Nuova”, which along 
with  Sir Thomas Malory's “Le Morte d'Ar-
thur” inspired his art of the 1850s. He creat-
ed  a method of painting in watercolors, us-
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ing thick pigments mixed with gum to give 
rich effects similar to medieval illuminations 
and developed a novel drawing technique 
in pen-and-ink.  
"The Maids of Elfen-Mere" (1855), was his 
first published illustration for a poem by his 
friend William Allingham, and he contribut-
ed two illustrations to Edward Moxon's 1857 
edition of Alfred, Lord Tennyson's Poems 
and illustrations for works by his sister Chris-
tina Rossetti.

Talking of the first and second era of Ro-
mantic Poets of England, oddly, certain 
poets of the era seem somewhat left out, 
either fitting in both categories or none, 
such as Dante Gabriel Rossetti, William 
Morris,  William Blake, Robert Brown-
ing, Elizabeth Barrett-Browning, Robert 
Burns and A.C. Swinburne. Admittedly, 
insecurity and self-reproach manifested 
themselves in all but his earliest poems. 
In 1850 Rossetti met Elizabeth Eleanor Sid-
dal, “Lizzie,” then seventeen years old, a mod-
el of great importance for the Brotherhood, 
she was both his muse and his pupil, an 
amazing painter herself. They got married in 
1860 and spend their common, passionate 
life in poverty, eccentricity and excess.

Rossetti’s first paintings were in oil, display-

ing the realist qualities of the movement. 
This is best shown in painting such as “Girl-
hood of Mary Virgin” (1849) and “Ecce Ancilla 
Domini” (1850). 
“He was painting in oils with watercolor 
brushes, as thinly as in watercolor, on can-
vas which he had primed with white till 
the surface was a smooth as cardboard, 
and every tint remained transparent. I 
saw at once that he was not an orthodox 
boy, but acting purely from the aesthetic 
motive. The mixture of genius and dilet-
tantism of both men shut me up for the 
moment, and whetted my curiosity.”  Wil-
liam Bell   (Marsh (1996)

His second major painting though, “Ecce An-
cilla Domini” was stung by criticism, when 
exhibited in 1850, and the "increasingly hys-
terical critical reaction that greeted Pre-Ra-
phaelitism" (Treuherz et al 2003) that year. 
So he turned to watercolors, which could 
be sold privately. Although his work subse-
quently won support from John Ruskin, Ros-
setti only rarely exhibited thereafter. Charles 
Dickens despised the Brotherhood as the 
most vituperative critic of them wrote, for 
instance, for Millais’ “Christ in the House of 
his Parents”: “Commonplace and Irrelevant”. 
The Pre-Raphaelite Brothers comforted each 
other with companionship, healthy criticism, 
and encouragement early in their careers 
and defended each other against initial pub-
lic hostility. 

The Beloved

Astarte Syriaca The Salutation of Beatrice



Mariana, Sir John Everett Millais

Sibylla Palmifera



Around 1860, Rossetti abandoned the dense 
medieval compositions of the 1850s and  
returned to oil painting. It was then that  
powerful close-up images of women in flat 
pictorial spaces emerged  characterized by 
dense color. These paintings became a ma-
jor influence on the development of the 
European Symbolist movement. The depic-
tion of women became stylized, his favorite 
models were  Fanny Cornforth, exhibiting 
physical eroticism, Jane Burden, depicted as 
an ethereal goddess, and his wife Elizabeth 
Siddal. It is preferable not to focus on trian-
gle between Rossetti, Jane Burden, and Mor-
ris, as it was complex and sometimes des-
perate for all three of them, Dante seemed 
obsessed with her. 

In his paintings he idealized wom-
en who were withdrawn, invalid, 
and/or melancholic.
“These new works were based not on me-
dievalism, but on the Italian High Renais-
sance artists of Venice, Titian and Veronese.” 
(Treuherz et al 2003)

In 1861, Rossetti contributed designs for 
stained glass and other decorative objects, 
becoming  a founding partner in the deco-
rative arts firm, Morris, Marshall, Faulkner & 
Co. with Morris, Burne-Jones, Ford Madox 
Brown, Philip Webb, Charles Faulkner and 
Peter Paul Marshall.
It was then that his life suddenly changed 
leading to his own death, his - repeatedly 

cheated by him-  wife Elizabeth Siddal died 
of an overdose of laudanum in 1862, shortly 
after giving birth to a stillborn child. Rosset-
ti started becoming increasingly depressed, 
having buried his unpublished poems with 
her at Highgate Cemetery, and later having 
them dug up. He then idealized her image 
as Dante's Beatrice in a number of paint-
ings, such as Beata Beatrix. Nevertheless, 
the 1850s and ‘60s saw Rossetti’s reputation 
grow rapidly, marked by the unfortunate 
tragedy.

After the unfortunate event Rossetti leased 
Tudor House at 16, Cheyne Walk, in Chelsea 
and spent  20 years there surrounded by ex-
travagant pieces of furniture and a parade 
of exotic birds and animals, fascinated with 
wombats. In September 1869 he acquired 
the first of two pet wombats, which he 
named "Top”, bringing  to the dinner table 
and allowed to sleep in the large centerpiece 
during meals. Later he purchased “a llama 
and a toucan which he dressed in a cowboy 
hat and was trained to ride the llama round 
the dining table for his amusement.”  (Na-
tional Library of Australia)
Rossetti painted many voluptuous imag-
es of Fanny Cornforth, described delicately 
by William Allington as Rossetti's "house-
keeper",  in her own establishment nearby 
in Chelsea between 1863 and 1865, and in 
1865 he discovered auburn-haired Alexa 
Wilding, a dressmaker and would-be actress 
who was engaged to model for him on a   

A Vision of Fiammetta Alexa Wilding 

Golden Head by 
Golden Head, 
illustration for 
Christina Rosset-
ti's Goblin Market 
and Other Poems 
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full-time basis and sat for “The Blessed Da-
mozel” and other paintings. Comparatively 
little is known about her due to the lack of 
any romantic connection with Rossetti. In 
1870 he published the poems he retrieved 
from his wife's grave in the volume Poems 
by D. G. Rossetti. 

The savage reaction of critics to Rossetti's 
first collection of poetry contributed to a 
mental breakdown in June 1872 and "spent 
his days in a haze of chloral and whisky" 
(Todd , 2001). The next summer he created 
a soulful series of dream-like portraits.  In 
1874, Morris reorganized his decorative arts 
firm, cutting Rossetti out of the business.  
Rossetti abruptly left Kelmscott in July 1874 
and never returned. Towards the end of his 
life, he sank into a morbid state, darkened by 
his drug addiction to chloral hydrate and in-
creasing mental instability. He spent his last 
years as a recluse at Cheyne Walk.
On Easter Sunday, 1882, he died at the coun-
try house of a friend. He went there in an 
attempt to recover his health, destroyed by 
chloral as his wife's had been destroyed by 
laudanum; he died of  a disease of the kid-
neys. He is buried at Birchington-on-Sea, 
Kent, England. At his death he left behind 
the almost completed “Joan of Arc” and “Sal-
utation of Beatrice.” 

His grave is visited by admirers even today. 
Rossetti’s work influenced the European 

Symbolists and was a major precursor of the 
Aesthetic movement. He was also the main 
inspiration for a second generation of artists 
and writers influenced by the movement, 
most notably William Morris and Edward 
Burne-Jones. With difficulty someone would 
imagine later nineteenth-century Victorian 
poetry and art without Rossetti's influence. 

No other poet of this century described 
more profoundly the Victorian anxieties, 
the metaphysical uncertainty, the sexual 
anxiety, the absence of love, the Victori-
an ambivalence, the loss of faith  and  the 
fear of time. l

A Little While

A little while a little love 
The hour yet bears for thee and me 
Who have not drawn the veil to see 

If still our heaven be lit above. 
Thou merely, at the day’s last sigh, 
Hast felt thy soul prolong the tone; 

And I have heard the night-wind cry 
And deemed its speech mine own. 

A little while a little love 
The scattering autumn hoards for us 

Whose bower is not yet ruinous 
Nor quite unleaved our songless grove. 

Only across the shaken boughs 
We hear the flood-tides seek the sea, 

And deep in both our hearts they rouse 
One wail for thee and me. 

A little while a little love 
May yet be ours who have not said 
The word it makes our eyes afraid 
To know that each is thinking of. 

Not yet the end: be our lips dumb 
In smiles a little season yet: 

I’ll tell thee, when the end is come, 
How we may best forget. 

Dante Gabriel Rossetti

Portrait of Dante Gabriel Rossetti 
c. 1871, by George Frederic Watts

La Belle Dame sans 
Merci (1848)







Glitch  as  Divination
by Kim Cascone“...divine by airy impresions, 

by the blowing of the winds, 
by rainbows, by circles round 
aboutthe moon 
and stars, by 
mists and 
clouds, and by 
imagination 
in clouds and 
visions in the 
air.”
           Henry Cornelius Agrippa .1                    

     To the modern mind, a 
glitch is an unwanted arti-
fact, a momentary interrup-
tion of expected behavior 
produced by a faulty system. 
In an instant it changes the 
user’s relationship with that 
system. A glitch instills suspi-
cion, indicating the system is 
unreliable, corrupted, not to 
be trusted.
 

Basilisk: Aurora Consurgens [early 16th c.]



This is the view most commonly held today 
by the mental-rational mind, a consciousness 
formed by living in a mechanistic technolog-
ical society. We have been trained via a form 
of shock treatment to panic when things go 
wrong. After learning the quirks of a system 
we come to react to these intrusive events by 
recalling a bulletlist of troubleshooting tips, 
throwing them at the problem in hopes that 
one will fix it. 
Early in the history of digital media, when 
the science of error correction was in its in-
fancy, artists discovered that glitches could 
oftentimes produce wondrous artifacts. And 
that, much like the technique of the “Cut-up,” 
formed new juxtapositions that seemingly 
came from nowhere. As if invoked or sum-
moned with a toss of dice.

But chance is a harsh mistress who only makes 
an appearance when she feels like it - so rath-
er than wait for glitches to occur, content 
creators painstakingly collected and forged 
imitation glitches – making them available 
as presets, plug-ins, and clips in media librar-
ies. Faux glitches could now be made to oc-
cur at any time merely by pressing a button.  
As a result of its ease of reproduction, glitch 
proliferated as a fashionable signifier of tech-
nological dysfunction, invoking a dystopian 
future where machine control has gone awry. 
It has the added benefit of casting the user as 
a technical sophisticate, a cyber-artist work-
ing at the outer limits of technology.

Through its overuse in everything from per-
fume commercials on television to trendy 
electronica remixes glitch has been de-
toothed, neutered, rendered ineffective as 
an effect. Glitch has become a genre tag in 
iTunes. Conversely, some artists use glitch 
not as an artifact but as a medium for conjur-
ing or divining. Knowing that a glitch para-
sitically uses a system as a conduit for the de-
livery of unexpected wisdom, they use glitch 

as a device for divination.

Errormancer

“When you cut into the present the future 
leaks out.”2 - William S. Burroughs

To the medieval mind a divination device 
acted as a medium through which prophe-
sies, omens and blessings arrived, it did not 
produce these messages on its own. Divina-
tion was a way to see into a realm beyond the 
natural world, one that was hidden to most 
people and considered alive and intelligent. 
The medieval mind didn’t view the universe 
as operating by mechanical forces, but by a 
subtle triangulation of “metals, nebulae and 
stars.”3

The shiny surface of a jet shewstone, the dim 
flicker of lamp flame in a darkened room, 
the fogged interior of a crystal sphere – these 
devices acted like a receiver, carrying bits of 
wisdom from an a-temporal, non-spatial, 
non-manifest reality: the supernal realm or 
mundus imaginalis.4
In the hands of the right artist, a glitch can 
form a brief rupture in the space-time con-
tinuum, shuffling the psychic space of the ob-
server, allowing the artist to establish a direct 
link with the supernal realm. This link serves 
as a powerful tool for any artist allowing for 
the creation of new permutations,   



combinations, residues and palimpsests.

Rotted Coordinates

‘Today it is the territory whose shreds slowly 
rot across the extent of the map. ‘
- Jean Baudrillard  .5

A glitch can do more than act as a divination 
device, momentarily opening a portal to the 
supernal realm – glitches can be accumulat-
ed as data points, serving as coordinates on 
a map. Glitches can serve as accidental data 
points, malformed keywords, broken tags, 
encrypted hieroglyphics. Each successive 
glitch helps to further define the previous one 
by steadily sharpening a blurred focus.

A cluster of glitches can form an outline, de-
fine an area, trace a route through unchart-
ed space. This space is an n-dimensional 
‘potential space’ and glitches can be used to 
navigate this space, seeking unexpected pat-
terns, chance juxtapositions, and unveiling 
subliminal content. It is all too easy while 
working with new media tools to fill multi-
ple hard drives with sound files, digital audio 
workstation sessions, photos and video from 
digital cameras, Photoshop experiments, Il-
lustrator drawings, etc. Folders inside folders 
of versions, revisions, studies and discarded 
experiments.
Because it is just data we can model this con-
tent as a physical terrain or space. Navigating 
this space with glitches can help one discover 
an essence, a grain hidden in the data – much 
like a divining rod is used to seek out pockets 
of water underground. Working with glitches 
can forge a path through this terrain, outline 
an approach, formulate an oblique strategy.
Rather than use a canned two dimension-
al idea of what a glitch looks or sounds like, 
artists should use tools6 that allow them to 
invoke glitches by opening the process of 
discovery to probability – without intent. In 

other words, these tools behave like Cage’s 
I-Ching or Eno’s Oblique Strategy rather than 
a deterministic, repeatable effect as crafted by 
content creators.

When using these tools to navigate possibil-
ity space it is important to remember that 
the artist is only working on the mechanistic 
or physical level.In order for any artwork to 
operate at full potency it has to be developed 
on three levels: the mental, the unconscious 
and the physical. The use of any one of these 
without the others renders the artwork in-
complete and unable to make use of the full 
power available to the artist. Used together 
they can act as a powerful creative conduit or 
conjurer of symbols. l

Kim Cascone 
is a composer, 
sound artist, 
touring 
musician, lec-
turer and writ-
er. He lives in 
the San Fran-
cisco Bay Area 
with his wife 
Kathleen and 
son Cage

---------------------------------------------------------
1 Agrippa, Henry Cornelius. The Philosophy of Nat-
ural Magic. Calgary: Theophania Publishing.2011.
2 “Breakthrough in the Grey Room”, William S. Bur-
roughs, Sub Rosa, SUB 33005-8, CD.
3 Rilke, Rainer Maria. Duino Elegies. New York: 
W.W.Norton & Co.
4 The supernal realm is defined as an intermediate 
realm between our conscious waking state and the 
hidden world of nature. It acts like a transcendental 
layer forming a continuum between our inner with 
the outer world.
5 Baudrillard, Jean. Simulacra and Simulation. Ann 
Arbor: University of Michigan Press, 1994.
6 Programing environments such as Max/MSP and 
Pd or Flash based web applications can scan for apar-
ticular format of files on a hard drive (i.e. wavs or 
jpegs for example) and subject them to chance pro-
cedures.
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Papadopoulos 

studied Medicine and teaches  Pharma-
cology as well as History and Philoso-
phy in the University of Athens, Greece. 
He has translated Paracelsus’ The Doc-
tors' Labyrinth (1538) in Greek ("Ο 
λαβύρινθος των πλανημένων γιατρών", 
εκδόσεις Παπαζήση), and has been writ-
ing articles, mostly in German  journals 
for many years. Focusing on Medicine, 
Science and Philosophy he attempts 
to approach the depths of these sec-
tors and to enlighten others concern-
ing the avoidance of the so called New 
– Age traps.  He has made a selection 
of excerpts from the book The Sword of 
Gnosis: Metaphysics, Cosmology, Tradi-
tion, Symbolism, Jacob Needleman, The 
Penguin Metaphysical Library,   1988 in-
cluding essays of a quality that surpass-
es any later such collection.

AVOIDING THE NEW-AGE TRAPS

I can well believe that there are more invisi-
ble than visible natures in the universe. But 

who shall describe their family? Who set forth 
the orders, kinships, respective stations, and 

functions of each? What do they do? Where is 
their habitation? The human mind has always 
sought after, but never attained, knowledge of 
these things. Meanwhile it is desirable, I grant, 

to contemplate in thought, as if in a picture, 
an image of a greater and better world; lest 

the mind, accustoming itself to the minutiae of 
daily life, should become too narrow, and lapse 

into mean thoughts. But at the same time we 
must be vigilant for truth, and set a limit, lest 
we fail to distinguish certain from uncertain, 

day from night.
[Written by T. Burnet in Latin, translated into 
English and prefixed to T.S. Coleridge’s poem 

“The Rime of the Ancient Mariner”.]

In order to be able to “situate” the soul in 
relation to other cosmic realities or realms, 
one must refer to the cosmological scheme 
where the degrees of existence are repre-
sented under the form of circles or concen-
tric spheres. This scheme, which amplifies the 
geocentric conception of the visible universe, 
identifies the corporeal world symbolically 
with our terrestrial surroundings; around this 
region there extends the sphere or spheres of 
the subtle or psychic world, enclosed in their 
turn by the sphere of the world of pure spirit. 
This representation is naturally limited by its 
own spatial character, yet at the same time it 
well expresses the relation existing between 
these various states. Each of these spheres, 

FOR 
AGAINST 



considered in itself, is presented as a com-
plete and perfectly homogeneous whole, 
whereas from the “viewpoint” of the sphere 
immediately superior to it, is but a content 
thereof. Thus the corporeal world, envisaged 
at its own level, knows not the subtle world, 
just as the latter knows not the supraformal 
world, precisely because it only includes 
that which has a form. Furthermore, each 
of these worlds is known and dominated by 
that which exceeds and enfolds it. It is from 
the immutable and formless background of 
the spirit that the subtle realities become 
detached as forms, and it is the soul that 
through its sensory faculties knows the cor-
poreal.
[Titus Burckhardt, in: Jacob Needleman 
(ed.), The Sword of Gnosis, 159]

In effect, if we are able to observe that 
the psychic or “subjective” – that is to say, 
dominated by a certain egocentric bias 
imposing on it certain limits or a partic-
ular “color” – this is because there is to be 
found in us something that is not subject to 
the same limits or tendencies, but exceeds 
and dominates them in principle. That some-
thing is the intellect, and this it is that nor-
mally provides us with the criteria whereby 
the fluctuating and uncertain world of the 
psyche can alone be illuminated; though 
the evidence for this speaks for itself, it re-
mains totally outside modern scientific and 
philosophical thinking.
It is important above all not to confuse in-
tellect and reason; the latter is indeed the 
mental reflection of the transcendent intel-
lect, but in practice it is only what one makes 
of it, by which is meant that its functioning is 
limited, in the case of the modern sciences, 
by the empirical method itself; at the level of 
the latter, reason is not so much a source of 
truth as a principle of coherence. For mod-
ern psychology it is even less than that, for if 
scientific rationalism lends a relatively stable 
framework to one's observation of the phys-

ical world, it reveals itself as entirely insuffi-
cient when it comes to describing the world 
of the soul; hardly can psychic movements 
at the surface, namely those whose causes 
and aims are situated on the plane of cur-
rent experience, be transformed into ratio-
nal terms. All the chaos of inferior, and most-
ly unconscious, psychic possibilities escapes 
rationality, and this is even more true of 
whatever stands above the rational; which 
means that the greater part of the psychic 
world, on the one hand, and the metaphys-
ical realm, on the other, will appear “irratio-
nal” according to this measure of thought: 
hence a certain tendency, inherent in mod-
ern psychology, to relativize reason itself, 
which is a self-contradictory tendency, since 
psychology could not dispense with ratio-
nal methods. Psychology finds itself facing a 
domain that overflows in all directions the 
horizon of a science built on empiricism and 
the Cartesian standpoint.      
[Titus Burckhardt, in: Jacob Needleman 
(ed.), The Sword of Gnosis, 154-155]

The mathematical selection of reality 
does not only eliminate the “secondary” 
qualities of perception, it removes also 
what the Greek philosophers and the 
Scholastics called form – that is to say, the 
qualitative “seal” imprinted on matter by 
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the unique essence of a being or a thing. 
For modern science, the essential form 
does not exist: “Some rare Aristotelians”, 
writes a theoretician of modern science [Jo-
sef Geiser], “still perhaps think they can at-
tain intuitively, through some illumination 
by the active intellect, the essential ideas of 
the things of nature; but this is nothing but 
a lovely dream. […] The essences of things 
cannot be contemplated, they must be dis-
covered by experience, by means of a labo-
rious work of investigation.” To this a Ploti-
nus, an Avicenna, or a Saint Albert the Great 
would answer that there is nothing more ev-
ident in nature than the essences of things, 
since these manifest themselves in the very 
“forms”. Only, they cannot be discovered by 
a “laborious work of investigation” nor mea-
sured quantitatively; but the intuition that 
grasps them leans directly upon sensory 
perception and upon imagination inasmuch 
as the latter synthetizes the impressions re-
ceived from outside.
[Titus Burckhardt, in: Jacob Needleman 
(ed.), The Sword of Gnosis, 129]

In fact, a knowledge that is “objective” 
and therefore independent of particular 
“subjectivities” definitely presupposes 
immutable criteria, and these could not 
exist, if there were not in the individual 
subject itself an impartial background, 
a witness transcending the individual – 

that is to say precisely, the intellect. After 
all, knowledge of the world presupposes 
the underlying unity of the knowing sub-
ject, so that one might say of a voluntarily 
agnostic science what Meister Eckhart said 
of the atheists: “ The more they blaspheme 
God, the more they praise him”. The more 
science affirms an exclusively “objective” 
order of things, the more it manifests the 
underlying unity of the spirit; it does this 
indirectly and unconsciously and in spite 
of itself – that is to say, contrary to its own 
thesis – but when all's said and done, it pro-
claims in its own way that which it intends 
to deny. In the perspective of scientism the 
total human subject who is at the same time 
sensibility, reason, and intellect is replaced 
in an illusory way by mathematical thought 
alone. According to a distinguished scientist 
of our century [James Jeans], all true prog-
ress of natural science resides in the fact 
that it disengages itself more and more from 
subjectivity and that it brings out more and 
more clearly what exists independently of 
human conceiving, without troubling itself 
about the fact that the result has only a dis-
tant likeness to that which the original per-
ception took for real. According to this dec-
laration, which is considered authoritative, 
the subjectivity from which one is trying to 
break loose is not reducible to the intrusion 
of sensorial accidents and emotional impul-
sions into the order of objective knowledge. 
It is the entire “human conception of things”, 
that is to say, both the direct perception by 
the senses and its spontaneous assimilation 
by the imagination, that is in question; only 
mathematical thought is considered to be 
objective or true. The latter allows in fact a 
maximum of generalization while remaining 
linked to number, so that it can be verified 
on the quantitative plane. It does not, how-
ever, include the whole of reality as commu-
nicated to us through our senses; it effects 
a selection of that reality, and the scientific 
prejudice we have just been speaking of 
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treats as unreal all that this selection leaves 
out. Thus it is that those sensible qualities 
called “secondary”, such as colors, odors, 
savors, and sensations of hot and cold, are 
considered to be subjective impressions im-
plying no objective quality, or possessing no 
other reality that that which belongs to their 
indirect physical causes, as for example, in 
the case of colors, to the various frequencies 
of the luminous waves. “Once it is admitted 
that in principle the sensible qualities can-
not as such be considered to be qualities of 
the things themselves, physics offers us an 
entirely sure and homogeneous system, one 
which answers all questions as to what real-
ly underlies those colors, sounds, tempera-
tures, etc,” (B. Bavink, Hauptfragen der heu-
tigen Naturphilosophie, Berlin 1928) What 
is this homogeneity but the result of a cer-
tain reduction of the qualitative aspects of 
nature to quantitative modalities? Modern 
science therefore asks us to sacrifice a good 
part of that which makes for us the reality of 
the world, and offers us in exchange mathe-
matical schema of which the only advantage 
is to help us to manipulate matter on its own 
plane, which is that of quantity.
[Titus Burckhardt, in: Jacob Needleman 
(ed.), The Sword of Gnosis, 127-129]

By definition psychology can only be con-
cerned with human states, and further, 
what it stands for today is only a very lim-
ited part of the potentialities of the indi-
vidual, who includes far more than spe-
cialists in this science are able to imagine. 
The human individual is, at one and the 
same time, much more and much less than is 
ordinarily supposed in the West. He is great-
er by reason of his possibilities of indefinite 
extension beyond the corporeal modality, in 
short, of all that refers to what we have been 
studying, but he is also much less, since, far 
from constituting a complete and sufficient 
being in himself, he is only an exterior mani-
festation, a fleeting appearance clothing the 

true being, which in no way affects the es-
sence of the latter in its immutability.
[René Guenon, in: Jacob Needleman, The 
Sword of Gnosis, 52-53]

If it be essential to distinguish between 
the realm of religion or traditional wis-
dom and that of experimental science, it 
is also essential to distinguish between 
the intellect, which is intuitive, and rea-
son, which is discursive; reason is a lim-
ited faculty, whereas intellect opens out 
upon the Universal and the Divine. For 
metaphysical wisdom, reason only possess-
es a dialectical, not an illuminative, useful-
ness; reason is not capable of grasping in 
a concrete way that which lies beyond the 
world of forms, though reason is able to 
reach further than imagination. All ratiocina-
tion condemns itself to ignorance from the 
moment it claims to deal with the roots of 
our existence and of our spirit. 
We all know that the need to account for 
things in terms of causality, as felt by mod-
ern man, is apt to remain unsatisfied in the 
face of the ancient mythologies, but the fact 
is that attempts to explain the mythologi-
cal order with the aid of reasonings that are 
necessarily arbitrary and vitiated by all sorts 
of prejudices are bound to fail in any case. 
Symbolisms reveal their true meaning only 
in the light of the contemplative intellect, 
which is analogically represented in man by 
the heart and not by the brain. Pure intel-
lect – or intuition and suprarational intelli-
gence – can flower only in the framework of 
a traditional orthodoxy, 
by reason of the comple-
mentary and therefore 
necessary relationship 
between intellection and 
revelation.
[Frithjof Schuon, in: Ja-
cob Needleman (ed.), 
The Sword of Gnosis, 
37-38] l



A Defense of Poetry 

PART 2

by Percy Bysshe Shelley

Poets, or those who imagine and express this 
indestructible order, are not only the authors of 
language and of music, of the dance, and archi-
tecture, and statuary, and painting: they are the 
institutors of laws, and the 
founders of civil society, 
and the inventors of the 
arts of life, and the teach-
ers, who draw into a cer-
tain propinquity with the 
beautiful and the true that 
partial apprehension of 
the agencies of the invisi-
ble world which is called 
religion. Hence all original 
religions are allegorical, or 
susceptible of allegory, and, 
like Janus, have a double 
face of false and true. 

Poets, according to the cir-
cumstances of the age and 
nation in which they ap-
peared, were called, in the 
earlier epochs of the world, 
legislators, or prophets: a 
poet essentially compris-
es and unites both these 
characters. For he not only 
beholds intensely the pres-
ent as it is, and discovers those laws according to 
which present things ought to be ordered, but he 
beholds the future in the present, and his thoughts 
are the germs of the flower and the fruit of latest 
time. Not that I assert poets to be prophets in the 
gross sense of the word, or that they can foretell 
the form as surely as they foreknow the spirit of 
events: such is the pretence of superstition, which 
would make poetry an attribute of prophecy, 

rather than prophecy an attribute of poetry. A 
poet participates in the eternal, the infinite, and 
the one; as far as relates to his conceptions, time 
and place and number are not. The grammati-
cal forms which express the moods of time, and 
the difference of persons, and the distinction of 
place, are convertible with respect to the highest 

poetry without injuring it 
as poetry; and the choruses 
of Æschylus, and the book 
of Job, and Dante’s Paradise 
would afford, more than 
any other writings, exam-
ples of this fact, if the lim-
its of this essay did not for-
bid citation. The creations 
of sculpture, painting, and 
music are illustrations still 
more decisive.

 Language, color, form, 
and religious and civil hab-
its of action, are all the in-
struments and materials of 
poetry; they may be called 
poetry by that figure of 
speech which considers the 
effect as a synonym of the 
cause. But poetry in a more 
restricted sense expresses 
those arrangements of lan-
guage, and especially met-
rical language, which are 

created by that imperial faculty, whose throne is 
curtained within the invisible nature of man. And 
this springs from the nature itself of language, 
which is a more direct representation of the ac-
tions and passions of our internal being, and is 
susceptible of more various and delicate combi-
nations, than color, form, or motion, and is more 
plastic and obedient to the control of that faculty 
of which it is the creation. 



For language is arbitrarily produced by the 
imagination, and has relation to thoughts 
alone; but all other materials, instruments, 
and conditions of art have relations among 
each other, which limit and interpose between 
conception and expression. The former is as 
a mirror which reflects, the latter as a cloud 
which enfeebles, the light of which both are 
mediums of communication. Hence the fame 
of sculptors, painters, and musicians, al-
though the intrinsic powers of the great mas-
ters of these arts may yield in no degree to 
that of those who have employed language as 
the hieroglyphic of their thoughts, has never 
equalled that of poets in the restricted sense 
of the term; as two performers of equal skill 
will produce unequal effects from a guitar and 
a harp. 

The fame of legislators and founders of reli-
gions, so long as their institutions last, alone 
seems to exceed that of poets in the restricted 
sense; but it can scarcely be a question, wheth-
er, if we deduct the celebrity which their flat-
tery of the gross opinions of the vulgar usually 
conciliates, together with that which belonged 
to them in their higher character of poets, any 
excess will remain. 

We have thus circumscribed the word poetry 
within the limits of that art which is the most 
familiar and the most perfect expression of the 
faculty itself. It is necessary, however, to make 
the circle still narrower, and to determine the 
distinction between measured and unmea-
sured language; for the popular division into 
prose and verse is inadmissible in accurate 
philosophy. 6 Sounds as well as thoughts have 
relation both between each other and towards 
that which they represent, and a perception of 
the order of those relations has always been 
found connected with a perception of the or-
der of the relations of thoughts. 

Hence the language of poets has ever affected 
a certain uniform and harmonious recurrence 

of sound, without which it were not poetry, 
and which is scarcely less indispensable to 
the communication of its influence, than the 
words themselves, without reference to that 
peculiar order. Hence the vanity of transla-
tion; it were as wise to cast a violet into a cru-
cible that you might discover the formal prin-
ciple of its color and odor, as seek to transfuse 
from one language into another the creations 
of a poet. The plant must spring again from its 
seed, or it will bear no flower—and this is the 
burden of the curse of Babel. 

 An observation of the regular mode of the re-
currence of harmony in the language of poet-
ical minds, together with its relation to music, 
produced metre, or a certain system of tra-
ditional forms of harmony and language. Yet 
it is by no means essential that a poet should 
accommodate his language to this traditional 
form, so that the harmony, which is its spirit, 
be observed. The practice is indeed convenient 
and popular, and to be preferred, especially in 
such composition as includes much action: 
but every great poet must inevitably innovate 
upon the example of his predecessors in the 
exact structure of his peculiar versification. 
The distinction between poets and prose writ-
ers is a vulgar error. The distinction between 
philosophers and poets has been anticipated. 
Plato was essentially a poet—the truth and 
splendor of his imagery, and the melody of his 
language, are the most intense that it is pos-
sible to conceive. He rejected the measure of 
the epic, dramatic, and lyrical forms, because 
he sought to kindle a harmony in thoughts 
divested of shape and action, and he forebore 
to invent any regular plan of rhythm which 
would include, under determinate forms, the 
varied pauses of his style.  
TO BE CONTINUED l
--------------------------------------------------
A Defence of Poetry is an essay by the English poet 
Percy Bysshe Shelley, written in 1821 and first pub-
lished posthumously in 1840 in Essays, Letters from 
Abroad, Translations and Fragments (1840) [1839].



On the Sublime
by Friedrich Schiller  

part two

The sublime object may be considered in two 
lights. We either represent it to our compre-
hension, and we try in vain to make an image 
or idea of it, or we refer it to our vital force, and 
we consider it as a power before which ours is 
nothing. But though in both cases we experi-
ence in connection with this object the 
painful feeling of our limits, 
yet we do not seek to avoid 
it; on the contrary we are at-
tracted to it by an irresistible 
force. Could this be the case 
if the limits of our imagina-
tion were at the same time 
those of our comprehen-
sion? Should we be willingly 
called back to the feeling of 
the omnipotence of the forc-
es of nature if we had not in 
us something that cannot be 
a prey of these forces. We are 
pleased with the spectacle of the 
sensuous infinite, because we are able to at-
tain by thought what the senses can no longer 
embrace and what the understanding cannot 
grasp. 

The sight of a terrible object transports us 
with enthusiasm, because we are capable of 
willing what the instincts reject with horror, 
and of rejecting what they desire. We willing-
ly allow our imagination to find something in 
the world of phenomena that passes beyond 
it; because, after all, it is only one sensuous 
force that triumphs over another sensuous 
force, but nature, notwithstanding all her in-
finity, cannot attain to the absolute grandeur 
which is in ourselves. We submit willingly to 
physical necessity both our well-being and 

our existence. This is because the very power 
reminds us that there are in us principles that 
escape its empire. Man is in the hands of na-
ture, but the will of man is in his own hands.
Nature herself has actually used a sensuous 
means to teach us that we are something more 
than mere sensuous natures. She has even 
known how to make use of our sensations to 
put us on the track of this discovery—that we 
are by no means subject as slaves to the vi-
olence of the sensations. And this is quite a 
different effect from that which can be pro-
duced by the beautiful; I mean the beautiful 

of the real world, for the sublime itself 
is surpassed by the ideal. In the 

presence of beauty, reason 
and sense are in harmony, 
and it is only on account of 
this harmony that the beau-
tiful has attraction for us. 
Consequently, beauty alone 
could never teach us that our 
destination is to act as pure 
intelligences, and that we are 
capable of showing ourselves 
such. In the presence of the 
sublime, on the contrary, rea-
son and the sensuous are not 

in harmony, and it is precisely this 
contradiction between the two which makes 
the charm of the sublime—its irresistible ac-
tion on our minds. Here the physical man and 
the moral man separate in the most marked 
manner; for it is exactly in the presence of ob-
jects that make us feel at once how limited the 
former is that the other makes the experience 
of its force. The very thing that lowers one 
to the earth is precisely that which raises the 
other to the infinite.

Let us imagine a man endowed with all the 
virtues of which the union constitutes a fine 
character. Let us suppose a man who finds 
his delight in practising justice, beneficence, 
moderation, constancy, and good faith. All the 
duties whose accomplishment is prescribed to 



him by circumstances are only a play to him, 
and I admit that fortune favors him in such 
wise that none of the actions which his good 
heart may demand of him will be hard to him. 
Who would not be charmed with such a de-
lightful harmony between the instincts of na-
ture and the prescriptions of reason? and who 
could help admiring such a man? Neverthe-
less, though he may inspire us with affection, 
are we quite sure that he is really virtuous? 
Or in general that he has anything that corre-
sponds to the idea of virtue? If this man had 
only in view to obtain agreeable sensations, 
unless he were mad he could not act in any 
other possible way; and he would have to be 
his own enemy to wish to be vicious. Perhaps 
the principle of his actions is pure, but this is a 
question to be discussed between himself and 
his conscience. 

For our part, we see nothing of it; we do not 
see him do anything more than a simply clev-
er man would do who had no other god than 
pleasure. Thus all his virtue is a phenomenon 
that is explained by reasons derived from the 
sensuous order, and we are by no means driv-
en to seek for reasons beyond the world of 
sense.
Let us suppose that this same man falls sud-
denly under misfortune. He is deprived of his 
possessions; his reputation is destroyed; he is 
chained to his bed by sickness and suffering; 
he is robbed by death of all those he loves; he 
is forsaken in his distress by all in whom he 
had trusted. Let us under these circumstanc-
es again seek him, and demand the practice 
of the same virtues under trial as he formerly 
had practised during the period of his pros-
perity. If he is found to be absolutely the same 
as before, if his poverty has not deteriorated 
his benevolence, or ingratitude his kindly of-
fices of good-will, or bodily suffering his equa-
nimity, or adversity his joy in the happiness of 
others; if his change of fortune is perceptible 
in externals, but not in his habits, in the mat-

ter, but not in the form of his conduct; then, 
doubtless, his virtue could not be explained 
by any reason drawn from the physical order; 
the idea of nature—which always necessarily 
supposes that actual phenomena rest upon 
some anterior phenomenon, as effects upon 
cause—this idea no longer suffices to enable 
us to comprehend this man; because there is 
nothing more contradictory than to admit that 
effect can remain the same when the cause has 
changed to its contrary. We must then give up 
all natural explanation or thought of finding 
the reason of his acts in his condition; we must 
of necessity go beyond the physical order, and 
seek the principle of his conduct in quite an-
other world, to which the reason can indeed 
raise itself with its ideas, but which the under-
standing cannot grasp by its conceptions. It 
is this revelation of the absolute moral power 
which is subjected to no condition of nature, 
it is this which gives to the melancholy feeling 
that seizes our heart at the sight of such a man 
that peculiar, inexpressible charm, which no 
delight of the senses, however refined, could 
arouse in us to the same extent as the sublime.

Thus the sublime opens to us a road to over-
step the limits of the world of sense, in which 
the feeling of the beautiful would forever im-
prison us. It is not little by little (for between 
absolute dependence and absolute liberty 
there is no possible transition), it is sudden-
ly and by a shock that the sublime wrenches 
our spiritual and independent nature away 
from the net which feeling has spun round us, 
and which enchains the soul the more tight-
ly because of its subtle texture. Whatever may 
be the extent to which feeling has gained a 
mastery over men by the latent influence of 
a softening taste, when even it should have 
succeeded in penetrating into the most se-
cret recesses of moral jurisdiction under the 
deceptive envelope of spiritual beauty, and 
there poisoning the holiness of principle at 
its source—one single sublime emotion often 



suffices to break all this tissue of imposture, 
at one blow to give freedom to the fettered 
elasticity of spiritual nature, to reveal its true 
destination, and to oblige it to conceive, for 
one instant at least, the feeling of its liberty. 
Beauty, under the shape of the divine Calypso, 
bewitched the virtuous son of Ulysses, and the 
power of her charms held him long a prison-
er in her island. For long he believed he was 
obeying an immortal divinity, whilst he was 
only the slave of sense; but suddenly an im-
pression of the sublime in the form of Mentor 
seizes him; he remembers that he is called to 
a higher destiny—he throws himself into the 
waves, and is free.

The sublime, like the beautiful, is spread pro-
fusely throughout nature, and the faculty to 
feel both one and the other has been given 
to all men; but the germ does not develop 
equally; it is necessary that art should lend its 
aid. The aim of nature supposes already that 
we ought spontaneously to advance towards 
the beautiful, although we still avoid the sub-
lime: for the beautiful is like the nurse of our 
childhood, and it is for her to refine our soul 
in withdrawing it from the rude state of na-
ture. But though she is our first affection, and 
our faculty of feeling is first developed for her, 
nature has so provided, nevertheless, that this 
faculty ripens slowly and awaits its full devel-
opment until the understanding and the heart 
are formed. 

If taste attains its full maturity before truth and 
morality have been established in our heart by 
a better road than that which taste would take, 
the sensuous world would remain the limit of 
our aspirations. We should not know, either 
in our ideas or in our feelings, how to pass be-
yond the world of sense, and all that imagina-
tion failed to represent would be without real-
ity to us. But happily it enters into the plan of 
nature, that taste, although it first comes into 
bloom, is the last to ripen of all the faculties of 
the mind. During this interval, man has time 

to store up in his mind a provision of ideas, 
a treasure of principles in his heart, and then 
to develop especially, in drawing from reason, 
his feeling for the great and the sublime.

As long as man was only the slave of physical 
necessity, while he had found no issue to es-
cape from the narrow circle of his appetites, 
and while he as yet felt none of that superi-
or liberty which connects him with the an-
gels, nature, so far as she is incomprehensible, 
could not fail to impress him with the insuf-
ficiency of his imagination, and again, as far 
as she is a destructive force, to recall his phys-
ical powerlessness. He is forced then to pass 
timidly towards one, and to turn away with 
affright from the other. But scarcely has free 
contemplation assured him against the blind 
oppression of the forces of nature—scarce-
ly has he recognized amidst the tide of phe-
nomena something permanent in his own be-
ing—than at once the coarse agglomeration of 
nature that surrounds him begins to speak in 
another language to his heart, and the relative 
grandeur which is without becomes for him a 
mirror in which he contemplates the absolute 
greatness which is within himself. 

He approaches without fear, and with a thrill 
of pleasure, those pictures which terrified his 
imagination, and intentionally makes an ap-
peal to the whole strength of that faculty by 
which we represent the infinite perceived by 
the senses, in order if she fails in this attempt, 
to feel all the more vividly how much these 
ideas are superior to all that the highest sen-
suous faculty can give. The sight of a distant 
infinity—of heights beyond vision, this vast 
ocean which is at his feet, that other ocean 
still more vast which stretches above his head, 
transport and ravish his mind beyond the 
narrow circle of the real, beyond this narrow 
and oppressive prison of physical life. 

TO BE CONTINUED l



Parris Fotias
Born and raised in Sydney, Australia – I have 
lived in the Harbour City all of my life. A sec-
ond generation Greek, I first began writing 
poetry and prose at university but my muse 
left me soon after.  It was not until some thir-
teen years later that I felt the need to start 
writing again.
Many label my ink as 'dark' in nature yet I 
have always viewed it simply as 'life'.  Apart 
from observational, my ink explores the intri-
cacies and complexities of relationships; with 
family, friends, lovers and with ones’ self.

HAVE YOU EVER BEEN IN LOVE?

Have you ever been in love?
Not lust.

Born from the same emotion,
Both four characters

Yet one preaches
While the other teaches.

Have you ever been in love?
Your every step marching to a blur.

The line between
Reality and fantasy

Burnt
Beyond opposition.

Have you ever been in love?
That your desire

Transcends obsession.
With blatant disregard

It abandons the very object
Of your soul.

Have you ever been in love?
Your body screaming out in pain

For no apparent reason
Except perhaps
To remind you

When to exhale.

Have you ever been in love?
As a gentle lyric

Yields a solitary tear
Unleashing a torrent of emotions

Filled with
Beauty and bedlam.

Have you ever been in love?
That you would travel

To the ends of the earth
For nothing
But a simple

No. 



HADES SONG

Porcelain smiles
Crystal tears

The everlasting impression
Of muted fears.

Righteous thoughts
Brilliant lies

The constant echoes
Of thunderous cries.

Shadowed moments
Translucent dreams

The habitual dependence
Of tortured screams.

Assaulted desires
Fractured pleas

My submissive reflections
On blistered knees.

 

 
GARDENING 101

I keep talking to a fence.
 

It towers over me
Casting an ominous shadow

Across my world.
 

I keep talking
But receive

No reply
Or response.

 
Yet once upon a time

I had access to the garden
That was hidden
On the other side

And knew which flowers
Were in bloom.

 
I still remain

As I always have

Available for discourse,
For stimulating dialogue

Which would give me
Some insight

As to what seeds
You have sewn.

But my green thumb
Has slowly turned to black

In the never-ending darkness
That you project.

 
Some days I find a hole

A crack,
An opening if you will

And catch a ray of hope
Shining through.

Any reply
Or glimpse

Is enthusiastically greeted,
Welcomed more

Than you will ever know
But for the most part
There is only silence

And I am left
To make my own assump-

tions,
To dream my own dreams.

 
I have never claimed 

I was an easy neighbour
And I may have leaned 

against your barrier
Once too often,

Setting against your wall
One too many instruments

That threatened
The sanctity of your yard
And for that I am sorry.

 
Yet the fact remains

That this monstrous structure
Is now my constant compan-

ion
Which looms menacingly

Over me
No matter what time of day.

 
And I keep talking to a fence.

INVISIBLE BEAUTY

Allow me to fade away
Without a whisper

Along the summer breeze.

Let me disappear
Amongst the shadows

As the dusk salutes the moon.

For what purpose
Lays behind

The wise willow
Of my soul,

Should it choose
To cause havoc

Before taking refuge
For eternity?

It would bring
No sweet serenity,

No everlasting rapture;
No euphoric memories

Washed to shore
In a sea of vibrant colours.

So allow me to fade away
Inside the darkness

As I become one
With my will.
An odd smile
Upon my lips

For my farewell
Is the thought

Of you
Bathed
At last

In true happiness.l

     



She
A short  story by  Daria Szucs
 Romania

We are who people think we are. We are 
defined by the way we do our hair, by the 
unique way our eyes sparkle every time we 
laugh, by the simple way we shrug every 
time we do not know an answer, or we just 
don't care. People see us the way we want 
them to. They judge every move we make 
and put a tag on us. To this tag there will 
come others and they too will define us. And 
this is who we are. Every breath of every day 
says something about us.

And there is the other us. The one hidden 
from our conscience. The one who scares 
us. The one who creates the images of the 

monsters under the bed in order to prevent 
us from finding out who he or she is. It has 
no gender, but if you get to know it, it might 
be a boy or a girl. We catch glimpses of it 
every day but we deliberately choose to ig-
nore them. A twitch in the bed sheets in the 
morning, a dream totally unrelated to our 
feelings, or a glimpse of someone else star-
ing trough your own eyes in the mirror. We 
see them, the signs, we wonder briefly, but 
we ignore them. It is the only way to prevent 
schizophrenia. It is the only way to not ac-
knowledge our deepest desires.

So we keep being what people think we are. 
Normal ones, like them. With no other side, 
no other personality waiting to merge with 
the illusion of normal and distort it to it's lim-
its. Every day we walk to school or work and 
smile. We are the nicest of people, the kind-
est, the ones with initiatives. We do not al-
low our self to show or even feel frustration. 
We are afraid that it will want to come out 
and play. It can show us the side of the world 
we've never seen before. It will want to show 
us what we truly want. And that scares us, so 
we keep the charge as good as we can.

The only time we meet it is at night, when 
we are alone, and we feel alone. I talk with it 
every night now. Mine is a girl. She tells me 
she would like a tattoo of 2 dragon wings on 
her shoulders. I am tempted to let her come 
out just for this. I do not have enough cour-
age to get this tattoo, but she has. She is the 
brave one. The one who will tell the world 
to go to hell if she doesn't have her way. I 
admire her for this. We stay up late and talk. 
I tell her where it hurts and she does not tell 
me the right thing to do. She tells me what 
I want to do. And that makes me feel scared 
and good at the same time. It's a weird feel-
ing but you should try it. It's addictive.

So I wait for the day she comes out to play. 
For real. l

mary vareli



BERLIN
Photos by Mary Vareli 

“Tell me, muse, of  the storyteller who has been thrust to the edge of  the world, both 
an infant and an ancient, and through him reveal everyman. With time, those who 

listened to me became my readers. They no longer sit in a circle, bur rather sit apart. 
And one doesn't know anything about the other. I'm an old man with a broken voice, 
but the tale still rises from the depths, and the mouth, slightly opened, repeats it as 

clearly, as powerfully. A liturgy for which no one needs to be initiated to the meaning 
of  words and sentences.”                         

 Der Himmel über Berlin / Wings of  Desire, Wim Wenders













The Underliving” 
is  a  world,  close to our 
own, of things that never 
lived, nor will live, a world 
that feels alive; a world of 
mystery that influences the 
living through ideas,  hopes 
and dreams that cast a 
shadow, or a light; with 
creatures playing with us 
and even shape our deci-
sions. A world of creatures 
old that talk through the si-
lence, through the voice of 
the wind, taking shape in 
the shadows, or in the mist, 
leaving an imprint of pres-
ence in empty spaces. It’s 
all rather subjective and a 
bit eerie, but also gathered 
by means of the story of 
an enlightened child that is 
guided and protected by 
them. interview with the  

spirit singer, writer 
and ethereal
performer

LOUISA 
LOHN KROL
romantic pop-ethereal faerie music

Pop-ethereal faerie singer, 
writer, performer, story-
teller, but above all, ethere-
al creature Louisa John Krol 
managed to captivate the 
imagination of many fans 
all over the world with her 
eerie, distinctive  voice, her 
perceptive  ideas, imagina-
tive performances and shar-
ing manner  but mostly  with 
her warm heart. She is epit-
ome  of the idea that imag-
ination is not daydreaming 
but knowledge of  philoso-
phy, the occult and the myth-
ological realm, which has 
applications in the tangi-
ble world through the sub-
lime pursuit of human val-
ues.  She proves what Oscar 
Wilde said, “the artist IS the 
creator of beautiful things.”



Mary Vareli: Louisa you have been charac-
terized as a “pioneer of ethereal music”. Do 
you agree with this characterization?

Among the pioneers, not the only one. Inte-
grating folk with ambient, dream-pop, ba-
roque and medieval styles, while interweaving 
poetry and philosophy from various centuries, 
contributed to fresh perspectives; particularly 
on Faery themes. Mary, I regard you as a pio-
neer of ethereal arts in your poetry, photogra-
phy and spiritual ideas. Maybe you agree that 
artists, like scientists, ride on the shoulders of 
giants; as such, our innovations may also be 
revivals.

What are your influences?

Distinguishing one influence from another - 
musical, literary, visual, etc - can be difficult, 
considering how they intermingle. A poem 
might stir a melody as we are reading. A scene 
in a novel, film or painting, might inspire a 
mood or tone. 

There’s a difference between imitation and ad-
miration. It is possible to respect an artist yet 
move in the opposite direction. 

When interviewers first asked this question of 
me, I was quick to name my favourite bands 
or collaborators, without reflecting how deep-
ly each one had affected my own expression. 
For example, my favourite Greek musicians 
are Daemonia Nymphe and Giorgos Chris-

tianakis. (I met the former in 2001 while re-
cording with them in France, with our mutual 
label; and met the latter in 2003, Thessalon-
iki, though we’d been listening to his album 
Templo years before.) Nevertheless, I had not 
heard of these great artists until around 30 
years of age, by which time I’d been recording 
original compositions for 2 decades.

I like the rebellious politics of some punk, rap 
or hip-hop; the romantic melancholy of mod, 
darkwave or post-punk; the live energy of pa-
gan folk-rockers Spiral Dance; or the virtuos-
ity of world music and jazz; but that doesn’t 
mean I can invoke them. Some elements sink 
in, surreptitiously. It’s solipsistic when musi-
cians listen only to their own tribe, or claim to 
have no influences at all. It’s possible to pick 
up a sympathetic temperament, a sense of 
aesthetic freedom, from disparate artistic cur-
rents. In earlier interviews I’ve listed mentors, 
from obvious idols like Kate Bush, to lesser 
known sirens like Keltia, or collaborators / 
producers. Two contemporary inspirations 
in recent years have been Priscilla Hernandez 
and Kelly Miller-Lopez, weavers of bewitch-
ing sound and imagery.

Literary influences are quoted liberally 
throughout my lyrics, liner notes or web pag-
es. I love magic realism (e.g. Calvino, Borg-
es), poetry (e.g. Dickinson, Cavafy, Milton); 
plays (especially by Shakespeare), tales by Id-
ries Shah and of course, fantasy & fairytales. 
Currently I’m reading Shahnameh, (The Per-
sian Book of Kings) by Ferdowsi, and enjoyed 
re-reading 17th century French novel The 
Princess De Cleves by Madame De Lafayette. 
A book that inspired me recently was Sanato-
rium under the Sign of the Hourglass by Bru-
no Shultz, which is highly surrealist.

Philosophically or spiritually, ancient mythol-
ogy - especially Greek - forged a kind of alche-
my in my psyche with Aboriginal Dreaming 
and the Druidism of my ancestry.

2010 Witches Ball



Visually: since childhood I’ve been influenced 
by depictions of Faerie creatures by Rackham 
and Froud. Visitors to your website here, Par-
adox Ethereal, can form a clear impression 
of such visual art, including Victorian fairy 
painting / Pre-Raphaelite / Aesthetic & Ro-
mantic movements, as well as Elizabethan / 
Renaissance art - Botticelli’s Primavera is still 
my favourite painting; I loved visiting it in Fi-
renze.

I want you to brainstorm words concerning 
each one of your solo CDs:

Argo (Evolving Discs, Australia, 1996) - exile; 
golden fleece; quest; voyaging; healing; initi-
ate; defiance; leaping; divine fool.

Alexandria (1st edition: Australia, 1998; 2nd 
edition: Hyperium, Germany, 1999; 3rd edi-
tion - 10th year anniversary collector’s ed 
- Forest of the Fae, USA, 2008) - musing; re-
membering poets; fortitude; courage; dignity; 
grace.

Ariel (1st ed: Australia, 1999; Prikosnovenie, 
France, 2000) - energetic; whimsical roaming; 
wonder; sweet; free.

Alabaster (Prikosnovenie, France, 2002) - un-
derworld; grieving; embrace; ghostly allure; 
parallel lives; conflict; glow, glimmer, marble.

Apple Pentacle (Prikosnovenie, France, 2005) 
- greenwood; growing; puck robin; rebirth; 
vines; trysts; reincarnation; rambling; hum-
ming.

Djinn (Prikosnovenie, France, 2008) - fairy 
cats / feline faery; spells; conjuring; silky fur; 
deepening love; dreaming; hermetic; caprice 
versus homeliness; alchemy; devotion.

Tell us about your forthcoming new Book-
CD. 

I’ve cancelled my book-cd deal with our la-
bel, to gain more time and creative control. 
Elderbrook is the name of the accompanying 
chronicles: a series of fantasy books that grew 
from a fairytale in my teens, over 30 years ago. 
Many of my songs since then carry characters 
from that realm. Now we are visiting them 
with more definition; with narrative, setting, 
dialogue, description, plot, illustration, etc... 
all still in completion.

What instruments prevail?

Alongside combinations of flute, harp, man-
dolin, guitar, dulcimer, piano, viola and clari-
net, there is a string quartet; also hurdy-gurdy 
with bouzouki. The most prominent new-
comer to my brew is the kora, a triple-bellied 
stringed instrument from Africa.

elderbrook
Is the mandolin your favourite instrument?

No. I also love the kora, lute, dulcimer, harp, 
bells and chimes. For my own pleasure, the 
choice is voice. Singing is what comes most 
naturally to me, thus I tend to gravitate to vo-

Louisa John-Krol by Olaf 
Parusel, 2012.

http://www.elderbrook.com.au
http://www.louisajohnkrol.com



cals - of no particular century or nation. 
However if choosing an instrument to listen to 
while writing, it would be harpsichord, clavi-
chord or spinet. I find their delicate pluck-
ing both tranquil and refreshing; they carry 
sweetness, movement and grace.

If you compare this with your previous re-
leases, are there any major differences?

No. It belongs to the same realm that all the 
others inhabit, with interconnecting paths. 
We revisit some characters and locations from 
earlier recordings.

Prikosnovenie prevails in your label choic-
es. Do you plan to keep the collaboration 
with the fairy label?

We might release another album in future, if 
our aesthetics meet again. It’s been 15 years of 
fruitful association, so deliberations are with a 
tone of affection and respect.

Do you consider Americans or Europeans 
more receptive to - or perceptive of - your 
favourite genre of music than the Austra-
lians?

In the past, it seemed the answer to this ques-
tion was “Yes”. However, Australia does have 
a following for esoteric or ethereal music. 
Our problem is a comparatively low popula-
tion, spread over vast distances, with a poor 
transport system. It’s harder here to gather a 
substantial crowd. We don’t have the density 

or proximity of European cities. For a young, 
extroverted narcissist, Australia can be unsat-
isfying. But for a settled recluse who prefers 
family life, cats, books and gardening, it is 
possible to discern receptivity in small doses 
without craving more. There are many gen-
tle, dreamy, solitary people here, with whom 
I can enjoy a chat over tea, but they wouldn’t 
pour through the doors of a venue in a throng. 
These are people who might only attend one 
show a year, but they listen to music at home 
while they’re writing, reading, gaming, paint-
ing or making crafts.

Have you ever considered moving to Europe 
with your husband? Would you like to?

At one time I did. Yet in Australia is my mar-
riage with Mark, who is currently unwell; two 
cats; two sisters; several nieces and nephews 
(one recovering from cancer); and a widowed 
mother. Even without such personal ties, I 
would miss the multiculturalism of Australia. 
Notwithstanding a minority of racists here, 
we do have a vibrant Asian component. By 
contrast, the rise of Neo-Nazism in Europe is 
disturbing.

Many artists prefer to create their own label. 
Has this ever crossed your mind, taking into 
consideration you are a prolific musician?

Yes. Faun is a fine example. I released my own 
music prior to label-signings. However, I’m 
not very business-like. Consistent promoting 
and touring would be a struggle.

What is your opinion of the steps and posi-
tion of the ethereal genre of music?

It’s a genre that’s produced a high number of 
enduringly fine albums, from a vast array of 
nations, drawing upon instrumentation, lyr-
ics or iconography from many centuries. On 
the downside, it’s also produced a fair degree 
of narcissism and neurosis. 

 with Liz Van Dort



You have participated as a guest in other 
musicians’ works, such as Priscilla Her-
nandez, Daemonia Nymphe, Stoa, Stella 
Maris, Francesco Banchini, Ikon and many 
more, also in compilations, samplers, or 
soundtracks. What is the secret behind all 
these, apart from a multi-talented musician; 
I can tell that you also function as a meeting 
point for other musicians and a person who 
likes to share. Do you agree?

Thank you. Actually, we’d have to reach be-
yond our scene to find this secret. Blues mu-
sicians (unlike many neo-romantics) are not 
elitist. They’re all about kindness. A big disap-
pointment for me was discovering how few of 
my idols recommend contemporaries, unless 
their references are culturally remote or dead. 

To your list of talented mentors above, please 
add Oophoi (Gianluigi Gasparetti), an Italian 
ambient alchemist of sound, who died this 
April. It’s sad that my husband / co-songwrit-
er Mark never met Gigi, as their sweet, warm, 
open energy is comparable. There are also oth-
er co-songwriters / co-performers, as credited 
on our albums and website.

Do you believe in Fairies? Have you ever had 
any contact?

Yes, but not necessarily in a physical, biolog-
ical sense, though perhaps science in the fu-
ture might discern them. My belief pertains to 
different dimensions; parallel universes, or al-
ternate realities at the forefront of new devel-
opments in physics, so who knows? It is pos-
sible that imaginative concepts will not seem 
crazy in future. And yes, I’ve been fortunate 
to experience contact with the Fey ones, but 
it might not be diplomatic to discuss in detail, 
as they tend to be secretive; It’s wiser to hint at 
them rather than point directly. That is where 
artistic expression comes into play: to be sub-
tle, opaque, discreet, leaving situations open
to interpretation.

 

What does Louisa do when she is not com-
posing music?

Reading, writing, gardening, painting, story-
telling, watching movies / plays / documenta-
ries  / series with Mark, Djinn and Dulcinea, 
or listening to other people’s music.

Make a wish!

Wishing for more compassion between hu-
mans; more safety for other endangered spe-
cies, such as tigers; and more respect for soli-
tude and eccentricity.

Thank you for your questions, Mary. l  

Oliver of Faun with Louisa 



CORDE  OBLIQUE
"Per Le Strade Ripe-
tute",  on the same 
roads, again...  Corde 
Oblique's new al-
bum was conceived 
as a journey in some 
of the most signif-
icant art places of 
the region Campan-
ia, in southern Italy.  
They are the places 
I visited hundreds of 
time, in many differ-
ent moments, dif-
ferent hours of the 
day, with different 
light, feelings, peo-
ple..." 
    Riccardo  Prencipe

Photo  by Paolo Liggeri, Baiae,  Campania, Italy



Mary Vareli: You were formed in 2000 in 
Italy,  Napoli, Campania. Can you tell us 
a few things about the selection of the 
name Corde Oblique and the idea of the 
band?

Riccardo  Prencipe:  The name Corde 
Oblique means "oblique strings", the name 
comes from the classical strings disposition 
of the guitar as you play it. The band start-
ed as an idea of a solo project, where I could 
collaborate with all the musicians I liked, es-
pecially since I love many kind of different 
voices.

Do you mostly work with session musi-
cians? Do you ever plan to enhance the 
solo project with other members?

This is a solo project only in the sense that 
I'm the author of the most of the songs, but 
obviously there's a strict and good feeling 
of other participating musicians. In the live 
performances we act as a normal band. I'm 
the mastermind, and they can realize my 

ideas as well as  I have personally imagined 
and explained  the outcome, often adding 
their personal taste of course.

The topics of your albums range from po-
etry to the feeling of Naples, art and my-
thology,? There is also a feeling of mysti-
cism and mystery.  

It depends on the meaning that we give to 
the words "Mysticism" and "Mystery". I don't 
prefer to use this kind of words, I prefer the 
adjectives "emotional", "creative",  or the 
phrase "without compromises". 

The feeling of theatrical performance is 
frequently observed in your video clips. 
What is your personal relationship with 
theater?

I love modern theater, but also in Naples we 
have a strong tradition in that sense, since 
1700. I think that the more you add to your 
knowledge, the more you give in what you 
write and in your performances. I spend 



more time with Movies (I love David Lynch) 
and reading, but I would also like to partici-
pate more in such shows.

You composed soundtracks for TV RAI, es-
pecially the impressive Farnese Collection 
work for the Archaeological Museum of 
Naples. Doesn’t the world of soundtrack 
enchant you and haven’t you thought of 
devoting more time to soundtracks?

Well, the RAI used our songs sometimes, I 
didn't composed them  directly for them. 
But I'd really like to write some instrumental 
song on request; it would be a new and nice 
experience.

I have attended a live of yours in Naples; 
you were very energetic and lively on 
stage, is this how you feel when you per-
form generally?

Yes, the importance is transmitting what 
you are on stage, not what you would like 
to be. Sometimes I see some shows full of 
attention in every single detail, but they of-
ten look artificial, and not so spontaneous. 
When you make good music you must start 
thinking the substance before you think of  
the surface.

You have mostly performed in Italy, 
France and the Netherlands; do you plan 
to expand your live shows?

We also performed twice at Wave Gotik Tr-
effen, in Leipzig, I really love performing in 
Europe, especially Germany, and hope they 
will invite us there again.

From 2000 that you started you create an 
album every one or two years. What is the 
main source of your inspiration?

Fine Arts, books, traveling. Those are my 
resources. It's a never-ending source of in-

spiration, and I hope I will be able to do my 
best, sometimes I am afraid  to grow up in 
the sense that many artists, as they grow, 
lose their first inspiration, and that's my big-
gest fear, I hope it won't happen!

How did you feel performing with bands 
like Bauhaus Opeth, Coph Nia, Moonspell, 
Ataraxia, Persephone, Spiritual Front, 
QNTAL, Kirlian Camera, Of the Wand and 
the moon etc.?

It was a big pleasure, you always have some-
thing to learn from professional musicians, 
even if you play a different kind of music. 
"The importance is to be professional and 
give the best on stage, the contest doesn't 
matter",  as Michael Popp told me before a 
concert in the Netherlands, I was opening 
their concert with my old band (Lupercalia), 
I was 23 then, and these people were very 
nice with us.

In your albums there are a lot of guests like 
Spiritual Front, Argine, Ashram,Pinknru-
by, Hexperos, Mediavolo, Dwelling and 
more, was this the outcome of friendship?

Sure! Of course I didn't have the way to know 
all of them in a deep way, but they were re-
ally fine people. Moreover I love collaborat-
ing with musicians I love  listening to music, 
that's the first thing, the rest are words. I met 
Pinknruby and Mediavolo during a really 
nice festival (La nuit dees Fees 2007) we did 
a nice campus, collaborating with each oth-



er in France, and then we started to collabo-
rate for single songs.

You have collaborated with labels such 
as Ark, WSD, and Prikosnovenie, three 
albums with the fairy label. Your fifth al-
bum is self-released, can you comment 
on your choices?

My new, personal label is "The stones of Na-
ples Records". I decided to create a personal 
label, since I think that in this historical mo-
ment, a  label has a little sense for the artists. 
Since the internet killed the music market 
we must use the web in the opposite sense. 
Salvio Vassallo (Green Little house Studios 
Naples) is the sound technician of our new 
Work "Per le strade ripetute", he's a very pro-
fessional guy, and gave a sound full of air to 
the album.
 

Tell us a few things about your new al-
bum, "Per Le Strade Ripetute". What is the 
prevailing theme?

A translation in English could be "On the 
same roads, again". I don't know if this can 
transmit the sense perfectly. The album was 
conceived as a journey in some of the most 
significant art places of the region Campa-
nia, in southern Italy. We are proud of the 
beauty of our region and we tried to provide 
evidence of the best places we have, and - 
above all- those places that I was really able 
to talk about. They are the places I visited 
hundreds of time, in many different mo-

ments, different hours of the day, with dif-
ferent light, feelings, people etc... That's the 
way that can make the difference.

Who else participates in the album?

Here's the complete list of the musicians: 
Riccardo Prencipe (classical guitar, acoustic 
guitar, ebow; backing vocals on track 3), Edo 
Notarloberti (violin; cello on track 11), Um-
berto Lepore (bass, double bass), Alessio 
Sica (drums), Floriana Cangiano (voice on 
tracks 1, 5, 10), Caterina Pontrandolfo (voice 
on tracks 2, 6), Annalisa Madonna (voice on 
track 3). Lisa Starnini (voice on track 7), Fran-
cesco Manna (percussions on tracks 6, 10), 
Manuela Albano (cello on track 3), Salvio 
Vassallo (drums on tracks 6, 10). I'm really 
proud about their work, they added a lot of 
quality to my songs.
 
“Two songs have been recorded in the 
Tempio di Mercurio which is in the arche-
ological area of Baiae, near Naples. No 
artificial echo added.” Impressive, tell us 
more about the selection of the area and 
the sound.

Well, it's a place that I join since I was very 
very young. My father used to take me there. 
As I was very young,  I have no memory of 
the first time I have been there, it is like de-
scribing the time  you met your mother for 
the first time, it's impossible. Since this al-
bum was conceived I started talking about 
something I was really familiar with, and that
Riccardo withSalvio Vassallo 
(Green Little house Studios 
Naples)



place is in Campania, I thought it was a nice 
idea also to try to create something there. 
We recorded three songs of solo guitar, two 
are in the album, one has been omitted.  My 
guitar never sounded in this way, I'm really 
proud of the work that Corrado Taglialatela 
did in this place. You also can hear the births, 
and the rest of the environment, I love that 
kind of natural reverb.

All Pictures of the new album are by Paolo 
Liggeri, quite an expressive photogra-
pher, tell us about your collaboration 
with him.

Paolo is a friend of mine since we were really 
young, we also used to play metal cover to-
gether as we were really young :) (20 years 
ago). Now Paolo is a very professional and 
talented artist, he has had many exhibitions 
in Italy and abroad and I really have so much 
trust in his production that  he is deeply in-
volved into our work, giving us many nice 
suggestions as well. We are always open to 
listening to what our loyal  listeners have to 

say, in this way we are still here after 5 al-
bums.

Any future plans for live shows to pro-
mote the album?

Yes, we have a couple of shows in Italy: 2 - 11- 
13 Parma, and 28 - 11 - 13 Rome. We hope to 
be able to play in Europe and abroad soon, 
we always had good feedback in that sense.

Tell us more about Riccardo Prencipe, 
how do you spend your time when you 
are not performing or composing?

I love many desperate things: my first pas-
sion/work beside music is Art History, so I 
spend many times in Museums, both when-
ever I travel abroad and even when I stay 
here. I also wrote several articles on some 
specialized magazine here in Italy. Moreover 
I love the argentine Tango, so at evenings I 
love going to some Milonga, when I have 
time. Tango is a great dance, since you im-
provise the dance, and you must be very 
sensitive and musical to transmit your idea 
to your partner without talking. I also love 
good Poetry, especially Thomas Transtro-
emer. And finally I also like some trash, com-
ical things. It's a way to relax my mind and 
to start again. I don't like middle solutions, 
for instance, I love the very good cinema of 
Lars Von Trier, David Lynch, or the very stu-
pid POP movies to relax my mind :)

Favorite musicians?

Pink Floyd, especially "Animals", "Wish you 
Were here". Genesis "The lamb lies down 
on Broadway" is one the best album ever. 
Prokoviev.

Favorite authors, painters or artists?

Too many: Simone Martini has always been 
my favorite. In that medieval painter we can 



feel much more romanticism than in many 
Pre-Raphaelite painters, that many people 
love, but paint fake Middle Ages. The ba-
roque Neapolitan painters: especially Micco 
Spadaro, Salvator Rosa, Battistello Carac-
ciolo In this album we also wrote a song 
about  Scipione Compagno, a very fascinat-
ing painter that I imagined dreaming of  be-
coming  a seagull and flying, since he often 
paints Neapolitan Landscapes. l  

Discography 
2013  Corde Oblique -"Per Le Strade Ripetute"

( The stones of Naples Records – Italy ) 

2011 Corde Oblique - "A hail of bitter almonds"
(Prikosnovenie/Audioglobe - France)

(Shadowplay records – Russia)
(Suono Rec/Progressivamente - Italia)

2009 Corde Oblique - "The stones of Naples"
(Prikosnovenie/Audioglobe - France)

2007 Corde Oblique - "Volontà d'arte"
(Prikosnovenie/Audioglobe - France

2005 Corde Oblique - "Respiri"
(ARK records/Masterpiece - Italy)

2004 Lupercalia - "Florilegium"
(Equilibrium Music/Audioglobe - Portugal)

2000 Lupercalia - "Soehrimnir"
(World Serpent Distribution - England)

(Reissue: ARK records/Masterpiece - 2009)

Home Page & Official Links

http://www.cordeoblique.com
http://www.youtube.com/user/cordeoblique

https://www.facebook.com/cordeoblique
http://www.lastfm.com/music/Corde+Oblique

Temple of 
Echo, since 
the 17th 
c e n t u r y , 
mistakenly 
called the 
Temple of 
M e r c u r y 
housing a 
pool. The 
dome is  
about 21.5 
m (71 ft) in 
diameter. 

P h o t o s 
by Paolo 
Liggeri

Baiae,  ancient city of Campania, Italy, located on 
the west coast of the Gulf of Puteoli (Pozzuoli) and ly-
ing 10 miles (16 km) west of Naples. According to tra-
dition, Baiae was named after Baios, the helmsman of 
Ulysses. Many magnificent villas were built in Baiae, 
including those of Julius Caesar and Nero.  For more: 
Encyclopedia “Britannica.com”



iNsCissorS
VincentAndelmoth

"Music is like 
a piece of 

clay to which 
you can give 
any shape and 

form you 
wish, but 

above all you 
must respect 

the essence of 
music and its 
purpose oth-
erwise you'll 
end up with 

empty hands."



Mary Vareli: iNsCissorS was formed in 1999. 
What is the driving force  behind the cre-
ation of the project?

Vincent Andelmoth: Greetings! First of all 
let me thank you very much for hosting me 
in your magazine as well as for your interest 
and support. Therefore I would also like to 
wish you the best of luck with this and may 
you receive a very warm welcome!
So, yes, iNsCissorS was formed in 1999 out 
of my love for music and my need to express 
myself through it. Actually it came to life 
without even noticing it. In the beginning I 
was just composing music at home and oth-
er than a couple of friends no other had ever 
listened to it, then somebody pushed me 
to try my luck and send a demo to labels in 
case of a possible release, before that I had 
never thought of sharing my music 
with a wider audience. Another important 
part of the driving force of this project is the 
need to escape the everyday routine.

Does the name iNsCissorS depict any con-
notations you wish to convey?

Actually not really, other than the fact I am 
attracted to medical terms and subjects and 
my tendencies to play and mess around with 
words and meanings. iNsCissorS derives 
from two words, "scissors" as it is of course 
obvious and "incisors" which are the front 
teeth of most of the mammals that are used 
to cut, the word derives from the latin word 
incidere which means "to cut". So at least in 
my own mind "scissors" and "incisors" are 
connected and even merged in some lurid 
images. 

Vincent Andelmoth is a nickname, what is 
the real name of iNsCissorS creator and what 
is the story behind the nickname? 

Yes, it is indeed a nickname. As for my real 
name I would prefer not to reveal it. I chose 
to use this “name” from the very beginning 
since I wanted not to involve my real one in 



all these. My music is a completely different 
world than the one I live in. As I mentioned 
before music is one of my main escape 
routes from everyday life so, wherever I get 
to escape this routine I prefer not to carry 
my  “human” name along. Moreover my real 
name is linked to a saint who used to be an 
emperor who slaughtered his whole family 
but his mother, in order to ensure his place 
on the throne and finally after retrieving a so-
called holy relic. Well his sins were absolved 
and pronounced a saint by the church. I con-
sider this something against my ethics and 
since I am able not to carry that name with 
me in my music I prefer to leave it behind. 

  

Musical genres such as experimental, dark 
ambient, ritual, industrial structures or 
neo-classical passages all comprise your 
unique style, what is the magic ingredient 
that makes all these combine creating the 
atmosphere the project emits?

Characterizing the style of my music as 
unique really honors me and I really want to 
thank you for your words! The truth is that 
most of the times there is no plan when 

starting to work on a song and the elements 
that will be combined to complete it are fol-
lowing my current mood and inspiration, 
thus they evolve during the procedure of 
creating the song. My opinion is that music 
is like a piece of clay to which you can give 
any shape and form you wish, but above all 
you must respect the essence of music and 
its purpose otherwise you’ll end up with 
empty hands. So, the atmosphere of iNs-
CissorS springs from what dwells inside my 
mind and my intuitions.

You use the term “Cinematic Ambient” and 
truly there is a cinematographic atmosphere 
in your work. Are you in any other way relat-
ed to the art of cinema apart from compos-
ing soundtracks?

I am glad to hear that, one of my main aims 
regarding iNsCissorS is reached and the 
mood can be passed on to the listeners! 
The cinematographic atmosphere was from 
the very beginning something I wanted to 
achieve and to embody in my music. Up to 
now I have been composing music for the 
short films of John Santerineross, who is one 
of my most favorite artists! Other than that 
I wish one day I will get the chance to com-
pose music for a movie.

Your impressive "Destin" album is music for 
a short film by John Santerineross (No An-
gels Productions, Beast Of Prey, 2012). You 
also participate in  "Gears", "Moon", "Words", 
"Ma-Ku" and "Church".  How this collabora-
tion started?

“Destin” received a very warm welcome 
and this is something really encouraging 
because for me “Destin” was a really an  im-
portant step and a big project! The specific 
release is not exactly a full length album but 
mainly a compilation of the original short 
film’s score and five more aspects of it  from 
musicians/artists I admire and also have 



been influenced by some of them. I never 
thought I would have the honor to compose 
music for the work of one of my most favor-
ite artists. John’s work always amazed and 
inspired me and one day I decided to take 
the liberty and write to him just to express 
my admiration to his art and later on I asked 
if he would be interested in listening to my 
music. His answer was positive and I sent him 
over the CDs, his feedback was more than 
encouraging and some months after that he 
came up with a proposal of me composing 
the original score for “Destin”. This was chal-
lenging and I had to justify his trust in me 
with providing him something equal to the 
short film’s quality so when I finally complet-
ed the music for “Destin” and John was really 
satisfied with it I felt relieved and really hon-
ored that I met John’s expectations! This was 
the beginning of a great collaboration and 
of our friendship. Actually we both believe 
that there is a kind of strong chemistry con-
cerning our collaboration and this also adds 
to building a strong friendship even if for the 
time being this exists over the internet due 
to the long distance between the Athens of 
Georgia where John lives and the Athens of 
Hellas. 

You also design you own artwork, tell us 
about tour influences, I can trace one,  
Philippe Fichot (of Die Form), am I right?

Honestly I haven’t thought of Philippe Fichot 
as an influence but his work is definite-
ly something I find really interesting both 
musically and visually. Maybe I have indeed 
been influenced and I just did not notice it.
John Santerineross, Joel Peter Witkin, Hol-
ger Karas have been among my influences 
for sure as well as painters/artists such as Al-
brecht Dürer, Hieronymus Bosch, C.D.Fried-
rich and Jon Bauer. Their works might have 
nothing to do with my visual creations but 
they have definitely influenced me with 
their works and aesthetics.   

Who is Jason Andelmoth? 
Jason Andelmoth is my brother and a part of 
iNsCissorS since “Destin”.

Tell us more about your band members, ses-
sion musicians and non - session ones. 

iNsCissorS never had session members actu-
ally. All the people I have collaborated with 
were regarded and treated as equal mem-
bers of the project for what we worked on 
together. I always respect the people I am 
working with and I always give them the ab-
solute freedom to work on their parts as they 
wish, I only provide them with my thoughts 
and ideas for just to have them in mind in 
case they prove inspiring or useful, but oth-
er than that it is really important for me that 
they feel free to follow their inspiration.
Up to now I have collaborated with Angel 
W.Black on “Destin”, “Regina Tacita [Regium 
In Umbra] and “Hecate’s Garden & Mnemo-
syne’s Lake”, Kostas Ioannidis who played 
the flute and clarinet on the “Outro” of “Or-
bis Terrarum Requiem” and Evor Ameisie 
of NG (Northgate) on “The Carrion Sympo-
sium” which is on “Sub Athenian Structures 
ALive” and will be also included in the up-



coming iNsCissorS album and of course with 
Aimaproject.
There will be more collaborations in the 
upcoming album such as Michiel Spápe 
(H.E.R.R.) and  Maciej “Dragos” (Bisclaveret).

Sub Athenian Structures ALive by iNsCissorS 
& Aimaproject was released on 20/04/2013 
from "Show Me Your Wounds Prod. Tell 
us more about this collaboration with 
Aimaproject. 

“Sub Athenian Structures ALive” is a release 
to honor the birth and beginning of a very 
strong friendship and a really promising and 
creative collaboration. Less than a year be-
fore this release our friendship and collabo-
ration started to build and getting stronger 
and stronger as we both share the same pas-
sion and affection for music. Also this release 
is something like a teaser of the upcoming 
iNsCissorS album in which Aimaproject has 
a great role with her vocals.

You flirt with Latin and esoteric, alchemical 
elements. Tell us more about this. I feel it is 
something more than a collaboration with 
Aimaproject and its hermetic tendencies, as 
the element prevailed in previous releases.

Latin and esoteric, alchemical elements 
were always something of interest as well 
as many other subjects that attract me, es-
pecially the Latin culture, the language and 
the numeric system. Up to now these have 
been elements that helped me build the at-
mospheres, aesthetics and images I wanted 

to provide to the specific works. Aimaproj-
ect is obviously more into it as you have no-
ticed. Regarding iNsCissorS up to now these 
elements and influences have served their 
purposes and though I could include more 
of them in my next works as you may have 
noticed some other elements started to take 
place instead of them (for Example in “Mne-
mosyne & The Structure Of Time”). Each kind 
of elements or influences shaping the iNs-
CissorS aesthetics are used in order to get 
the closest I can to the way I perceive the im-
age and sound of the specific concept I wish 
to present.      

Do you enjoy live performances?  What are 
the characteristics of the ideal live perfor-
mance?

Of course I do! Each performance is a unique 
experience. I believe that the main and most 
important factor for a performance is the 
mood you are in. The rest come next but the 
place where the performance takes place is 
also important and the audience of course! 
I have been lucky enough to perform with 
iNsCissorS at some very inspiring and beau-
tiful places such as the “Modrzejewskiej he-
atre” in Legniça, the Gyár Club in Budapest 
which was located among the ruins of facto-
ries in the middle of an old deserted indus-
trial area. 

The more one discovers your versatility the 
more difficult it is to discover Vincent. One 
at a time then. You participate with vocals 
in Hydra Division V – Legion, 2010, and Bare 
Infinity – Always Forever, 2009. Enlighten us!

From some point of view this difficulty you 
mention flatters me I’d say! But things are 
pretty simple after all. Regarding Hydra Di-
vision V I am indeed doing the vocals as well 
as composing, arranging and performing all 
music and instruments. Hydra Division V is 
a side project of mine that started to take 



shape sometime in 2006. As for Bare Infin-
ity I was a member of the band from 2006 
to 2009 on the keyboards and doing some 
additional vocals and also contributing in 
some parts of the music. I decided to leave 
the band in 2009 since the vision it started 
off with was long gone and far from enjoy-
ing doing music!

Any future plans?
At the moment the next iNsCissorS album is 
complete and what is left is to be mastered, 
then comes the artwork part which is real-
ly important and an inseparable piece of 
the whole concept. Other than that we are 
working on two upcoming concepts with 
Aimaproject and also on a ritual/ethnic ori-
ented side project from which you can have 
a preview in John Santerineross’ latest video 
work “Sitala”. Furthermore the second Hydra 
Division V album has started to take a prim-
itive shape and also a new band is getting 
together, so I’d say that there’s much to be 
done and to be expected in the future.

Could you make a general statement on 
the general genre? What is the future of the 
genre in your opinion?

Experimental or crossover music is some-
thing really tricky to deal with, the line be-
tween something good and something bor-

ing or cliché or just indifferent is really thin. 
Just because it is experimental this doesn’t 
mean that everything sounds ok or that any 
kind of crap can be considered art or so, just 
because it is presented in a way to appear 
so. The final result of the sonic output comes 
after paying great attention to your sound 
and sources used.
I do not really know what the future will 
bring, things are radically changing, espe-
cially during the last few years regarding 
music and the music industry. I will only say 
that I hope and wish for the physical releas-
es of albums in any format not to come to 
an end and cease to exist because of piracy, 
illegal downloading and the mp3 phenome-
non in general. 

Thank you! Stay creative!

 I thank you too for your wishes and once 
again for your time, support and interest 
and I wish you all the best for the future and 
your new beginning!  l

With Respect, 
Vincent

HOME PAGE

http://inscissors.bandcamp.com

facebook
https://www.facebook.com/pages/

INsCissorS/133724700019846?-
fref=ts

myspace 
www.myspace.com/inscissors)



discography

Sub Athenian Structures ALive
by iNsCissorS & Aimaproject

Release date 20/04/2013 from “Show Me 
Your Wounds Prod

The Architect Of Dead Structures
by iNsCissorS

Released on 05/03/2013 from “Dead Mas-
ter’s Beat” 

Destin - Music For A Film By John Santeri-
neross

by iNsCissorS
Released on 30/04/2012 from “No Angels 

Prod.” & “Beast Of Prey”



IN LOVE WITH
CORDE OBLIQUE 
Per Le Strade Ripetute
 self-released    2013

The long-awaited, sophis-
ticated album of Corde 
Oblique “Per Le Strade Rip-
etute” is released worldwide 
on November 8th, 2013.  A 
dense,  versatile album haunt-
ed by memories of Southern 
Italy, Campania; nostalgia, 
melancholy and spirituali-
ty,  enriched by a  lingering 
theatrical atmosphere and 
by  the power  and quality of 
musicians such as  Edo No-
tarloberti (violin; cello on 
track 11), Umberto Lepore 
(bass, double bass), Alessio 
Sica (drums), Floriana Cang-
iano (voice on tracks 1, 5, 10), 
Caterina Pontrandolfo (voice 
on tracks 2, 6), Annalisa Ma-
donna (voice on track 3), Lisa 
Starnini (voice on track 7), 
Francesco Manna (percus-
sions on tracks 6, 10), Man-
uela Albano (cello on track 
3), Salvio Vassallo (drums on 
tracks 6, 10) and  Evi Stergiou 
- Spyros Giasafakis (Daemo-
nia Nymphe) in vocals  and  
recitation / cymbals respec-

tively. Riccardo Prencipe en-
chants the listener with  his 
- self-released -  conceptu-
al music one more time and 
participates with classical 
and acoustic guitar, ebow 
and backing vocals on track 
3. It is worth mentioning that 
two of the songs were record-
ed in “Tempio di Mercurio” 
in the archeological area of 
Baiae, near Naples, making 
creative use of the echo,  the 
birds and the natural envi-
ronment. The artwork of the 
cd is created by the photog-
rapher Paolo Liggeri, adding 
a distinctive visual tone to 
the synesthetic result of the 
Corde Oblique phenomenon. 
Strictly recommended!n.

ALIZBAR & ANN’SANNAT
Welcome into the morning
Prikosnovenie 2013

Alizbar strikes again , after 
his wonderful fairy harp al-
bum, with his band Ann’san-
nat (a track already fea-
tures on prikosnovenie’s last 
book “berceuses des fées”). 
Ann’sannat mixes guitar, 
female voice, harp, violin, 
flute and bodhran. The celt-
ic quintet opens the doors 
of an imaginary enchanted 

world. Between Irish, Scot-
tish ballads and creations 
inspired by the fairy world, 
Ann’sannat’s music beats at 
the rythm of Gaelic earth. 
In Love with Magical, 
soft, graceful and ele-
gant, this music brings 
a real wish of happiness.
Album  Design : Boris Indrikov 

ANNA CALVI 
One Breath
Domino 2013

Calvi announced on 5 August, 
that her second album ti-
tled One Breath was to be 
released on 7 October 2013 
on Domino Records. Her 
announcement was accom-
panied by a trailer filmed by 
Emma Nathan. The record 
was produced by John Con-
gleton and recorded in Black-
box Studios, France as well as 
Elmwood Recording Studios, 
Texas. When speaking about 
the record, Calvi said “One 
Breath is the moment before 
you’ve got to open yourself 
up, and it’s about how terri-
fying that is. It’s scary and it’s 
thrilling. It’s also full of hope, 
because whatever has to hap-
pen hasn’t happened yet.”



ALEJANDRO    J O D O R O W S K Y

by Sekte

Part II

    In 1970 he creates the un-
compromising western “El Topo”, or 
“The Mole”, in which he had the lead-
ing role. It is a surrealistic trip in an 
amazing production, telling the story 
of a “pistolero” thief. His son Brontis 
Jodorowsky also stars in the film. In 
the film the viewer comes into con-
tact with some violent events, Ale-
jandro Jodorowsky also takes part in 

a resurrection role in which he then 
lives terribly disfigured.   
The story begins with his grandfather 
escaping from Russia via France, be-
cause the Cossacks killed the Jews. So 
he arrives in Chile speaking only Rus-
sian and  knowing only one word in 
Spanish, this was the word “ Wednes-
day “. He is a shoemaker  manufac-
turing shoes  individually for each 
leg ,  when he is asked when he wants 
them  to pay him , he is used to say-

"..There’s one cracked bottle with no label 
on

She nods and gestures limply with her 
broken smile

Do you fear death she says to me
And shows me seven stars

Tibet93/Douglas P. 

 « I l lu m i n ati on 
does not exist, 
we are all illu-
minated we just 
don’t realize it, 
The great mys-
tery is to be alive, 
here and now.”



ing “ Wednesday “ . Each person, he 
narrates  in  the novel “cuando teresa 
se enojo con dios” ( when Teresa was 
angry with God ), is unique, and no 
man has two identical  legs. In an  un-
suspecting moment  he asks: “Do you 
want  everyone to be equal ? “ “Go to 
the cemetery “! This is the way he un-
derstands the uniqueness of the indi-
vidual, and the relationship of therapy 
and art, disliking at the same time  art 
-related awards , applause and what-
ever touches only the surface !

El Topo
After forced compromises in the last 
two films , “Tusk” in 1980 and “The 
Thief of Rainbow” in 1990 , which  ac-
tually he repudiated  after almost two 
decades, he said  “I am not mad, I am 
trying to heal my soul “. With the last 
surreal autobiographical feature film 
, called “ La Danza de la realidad “( 
the dance of reality) , he reflects his 
outlook  of reality , using fictional 

and mythological elements. “ A fall, 
the beginning of  my dance ,” he said ! 
The film premier took place in France, 
once again, with the participation of 
almost his whole family. His first son 
(Brontis Jodorowsky) impersonat-
ed the father  of the director (Jaime 
Jodorowsky).
Looking back in time, we can focus 
on the year 1973 and a film with gro-
tesque scenario , full of religious and  
sacrilegious imagery , a masterpiece 
far ahead of its time, the “La Montana 
Sagrada”, known to most as “The holy 
Mountain”, (it was  reissued as “The 
Sacred Mountain”), which he did not 
only directed but also participated as 
an actor,   composed  the soundtrack 
plus curated the costumes and the 
setting . The visual psychedelic ef-
fects follow the metaphysical aspect 
of the novel “Mount Analogue”  of the 
French “Rene Daumal”. A thief, the 
likeness of whom with Christ inspires 
some people  to use the particular im-
age for the crosses they sell, is friends 
with a dwarf with  no legs and hands. 
Then he encounters a driver who 
leads him to seven powerful business-
men representing the seven planets.  
Religious training follows, as well as 
spiritual rebirth and then a search on 



“Holy Mountain”, a mountain which 
is holly concerning the secret of im-
mortality.

Fando-Y-Lis
The following year, in 1974, after pur-
chasing the rights for the epic science 
fiction film “Dune” of  Frank Herbert  
by Jean-Paul Gibon, a novel which 
was to be directed by Jodorowsky, he 
selected a cast featuring Orson Welles 
, Salvador Dali, Brontis Jodorowsky, 
Chris Foss, Jean Geraud (Moebius), 
HR Giger, as well as engaging  Pink 
Floyd, Magma, etc. to compose the 
soundtrack . We are absolutely sure 
that it would be an epic masterpiece if 
it had managed to be created  after all, 
but unfortunately  a large amount of 
money was spent before the beginning 
of filming and the shooting  touched 
the length of 14 hours , so the pro-
duction collapsed and the rights were 
sold to Dimo de Laurentis, who hired 

Ridley Scott,  initially, maintaining 
a part of the previous work made by 
Jodorowsky but abandoning the idea 
seven months later. In 1979 along 
with HRGiger and Dan O’Bannon 
who cooperated  the movie “Alien” 
was created, obviously influenced by 
the ideas emerging from  the adapta-
tion of “Dune” Jodorowsky’s creation. 
De Laurentis eventually hired David 
Lynch to  direct the film.
However, Jodorowsky himself uses 
many of his ideas from the plan he 
had for the movie “Dune” and created 
, along with Jean Giraud (Moebius), 
the comic “Incal”, probably one of the 
best ever created . The main character 
of the comic is “John Difool” and is 
associated with the  tarot  card called 
“The Fool” , as the character’s name 
reveals . In addition comics such  as 
, “Metabarones” “Technopriests” as 
well as a Role Playing Game derived 
from the original idea of “Dune”. 

El Topo & the son Brontis Jodorowsky



The whole idea of the production 
of “Dune”  was the inspiration 
for  a documentary by Frank Pav-
ichnamed called  “Jodorowsky’s 
Dune”  and released on the 18th 
May, 2013, in France , as the story of 
the legendary cult film. He says “For 
me Dune does not belong to Her-
bert as Don Quixote does not belong 
to Cervantes, nor Oedipus to Aeschy-
lus.
Perhaps his most famous film  was 
“Santa Sangre” 1989 , starring Axel 
Jodorowsky ( as Fenix) and Adan 
Jodorowsky ( as young Fenix) - the 
sons of the director - including the 
cast and other family members. The 
film is inspired by the true story of a 
serial killer named “Goio Gardenas” 
who murders women and then bur-
ies them in the garden. Jodorowsky 
interviewed Gardenas and visited his 
garden. Sometimes he identifies his 
own childhood with the life of  Gar-
denas and thinks that maybe during 
his whole life he was a “psychological” 
killer who has been killing women in 
his subconscious .

 “ One day a deaf man came to find 
me ,” he says, “ I do not know how old 
 

Santa Sangre  -Axel Jodorowsky (son of 
Alejandro

he was,  he said “I am a descendant of 
the family which prints Camoin  Tar
ot for two centuries , and I want your 
help to restore the tarot of Marseille “ 
the  “ Marseille’s Tarot “.”
«We recreated  it as it was in 1400” he 
continues. He restored the colors, the 
symbols and everything. Everything 
symbolizes something. It is an ency-
clopedia of symbols, which come to-
gether to make one image, a Mandala.  
From the card “The Fool” (The Mad-
man) who symbolizes complete free-
dom, we go through the arcane of ex-
perience until we reach the card “The 
World” for ultimate union. “ A cellular 
organism is alive when it is connected 
to its environment .” Since this proj-
ect of the reconstruction of the Tar-
ot, he started dealing with a healing 
work called “Psychomagic” and  “Psy-
chogenealogy”. The treatment these 



two offer is based on the belief that 
the performance of certain acts can 
pass from generation to generation, 
as well as the study of the personality 
of the patient and their family tree to 
identify the sources of disease. “We’re 
a family tree,” he says. «Progressively, 
looking for the cause of human prob-
lems I noticed that within us reside at 
least 15 people; aunts , grandparents , 
parents and others .” “I am a thinking 
family”, «an impersonal karma that 
is passed from parents to children.” 
«Even if one cuts these links one does 
not cease to carry them! »
“Exploring the family tree means en-
gaging in a fierce battle with night-
mares and monsters, sadomasochism 
everywhere, narcissism everywhere, 
self-hatred everywhere, so that 
monsters can give you the treasure” 
Jodorowsky understands that the 
treatment of a single person is only 
something that helps a single person 
too, on the contrary, the treatment 
of a member of society can cure the 
whole society itself. 
After his latest film “The Thief of 
Rainbow” he wanted to create a sequel 
to “El Topo”, having the name “Abel 
Cain”, it would be «Sons of El Topo”.  
He even said, failing to find investors, 

«I am a poor poet trying to make ar-
tistic, individual pictures. I am not a 
multinational “.
However, later, with David Lynch as 
a co-producer  and a cast including 
Nick Nolte, Udo Kier, Marilyn Man-
son ( as a 300 year old priest ) he says 
that he intends to shoot the movie 
“King Shot”, a metaphysical gangster 
movie which reached a dead end , as 
he revealed, not finding the capital to 
do so. Nevertheless, after this cancel-
lation it seems he -  and all of us who 
eagerly await the sequel to “El Topo” - 
finally got lucky, since investors found 
for “Abel Cain” (former “The Sons 
of El Topo”), starring his son Axel 
Jodorowsky. The shooting will be-
gin immediately after the movie, “La 
Danza de la realidad”.
His spiritual quest began when he 
came in contact with the Japanese 
teacher Ejo Takata, who introduced 
him to the practice of meditation, 
the Buddhist Zen and the wisdom of 
Koans. Then he encouraged him to 
learn more about his feminine side 
and became friends with the English 
surrealist Leonora Carrington who 
had recently moved to Mexico.  There 
he started his path of spiritual les-
sons next to wise women who were 



masters of their crafts, and under the 
guidance of his teacher in discovering 
his animus - anima (his masculine - 
feminine nature) he found himself 
next to Dona Magdalena, Reyna D 
‘Assia, the daughter of the renowned 
spiritual teacher GIGurdjief,  also 
Maria Sabina,  priestess of the sacred 
mushrooms, Pachita the therapist and 
others.
Until the current period, among other 
things, he has published dozens 
of novels and philosophical treatises 
along with many articles and inter-
views, most in the Spanish and the 
French language, although many are 
unknown to the English speaking 

public.
He believes he will live up to 120 years 
old and he urges all of us, who are in-
terested in developing our spirit to 
start with showing respect to our ani-
malistic nature!
of novels and philosophical treatises 
along with many articles and inter-
views, most in the Spanish and the 
French language, although many are 
unknown to the English speaking 
public.
He believes he will live up to 120 years 
old and he urges all of us, who are in-
terested in developing our spirit to 
start with showing respect to our ani-
malistic nature!

He believes he will live up to 120 years 
old and he urges all of us, who are in-
terested in developing our spirit to 
start with showing respect to our ani-
malistic nature! l malistic natu

The first seven are red as blood
The second seven not so red

The third seven like whitish smoke
And all the world seemed to be 

in darkness
And all the world seemed to be 

in brightness

Tibet93/Douglas P.

Holy Mountain

Santa Sangre -Axel 
Jodorowsky (son of Alejan-
dro)

Holy Mountain
Holy Mountain



 CLASSICS TO SEE BEFORE YOU FLY
9 time travel  films



“Blueberry”
is a 2004 French film directed by Jan 
Kounen. It is an adaptation of the Fran-
co-Belgian comic book series Blueber-
ry, illustrated by Jean Giraud (better 
known as Moebius) and scripted by 
Jean-Michel Charlier.

“L’expérience 
secrète” 

“If one day 
you decide to
know yourself 

you'll have to choose
the warrior's path 

You'll reach
the darkness of your 

spirit
Then, if you overcome

your fears
you will know who you 

are.”



The Numerous 
Benefits of Time 
Management 
Skills
By Ann Marie

It's normal to hear time management discussed 
in business circles; yet, it is a topic that can be 
of great benefit to everybody. Time is a chal-
lenge for all of us, whether we're business peo-
ple, workers, students or stay at home moms 
or dads. There seems to be less time in today's 
world, and that's why it's a lot more important to 
learn how to properly manage our time. In this 
article, we are going to be discussing a few key 
reasons why time management is so important. 

A big benefit of time management is just how 
that it boosts your productivity. It is something 
that almost everybody hopes to be able to do. 
Seldom do you hear of individuals who feel 
that they've got adequate time to do the things 
they need and wish to do. In lots of instances, 
the problem is not not enough time but rather 
the fact that you do not have an efficient way of 
managing your time. Time management shows 
you how to set priorities, and to focus on how 
much time you're wasting every day. The idea 
is not really to put yourself under more pres-
sure to try and do more, but to utilize your time 
more wisely so you appear to have more of it. 

One positive advantage of time management is 
decreased levels of stress. Not having enough 
time is one of the main reasons we experience 
stress. Think about how tense you feel if you are 
worrying about being late for a scheduled visit 
or if you're stuck in traffic. These issues relate to 
time, and if you have this type of situation often 

you could probably benefit from some training 
in time management. Learning how to control 
schedule so that overwhelmed us and become 
an issue indicates that you are supervising 
your time efficiently. We often believe that the 
solution to our problems is doing things fast-
er, but it could be even better and more relax-
ing if we learn how to manage our time better. 

Time management doesn't just includes boost-
ing your productivity and efficiency; you also 
want to feel more pleasure and a better quality 
of life. Time is an important component of life 
and so we feel better about our lives when we 
have the ability to control our time. Converse-
ly, feeling that we're running out of time can 
create an overall feeling that we aren't good 
in some part of life. Those who are genuinely 
successful are aware that time management is 
a crucial skill they have to get good at. It could 
be the one determining factor that lets you 
live in the moment and appreciate your life in-
stead of feeling that time is a merciless boss. 

Time management is very significant in our 
present times, even more so than in previous 
decades. Existing technology allows us to do 
things faster than before and yet we feel forced 
to continually increase the pace. As an example, 
we continue to have difficulty keeping track of 
the large number of available information even 
with computers and other gadgets that are ex-
tremely powerful. Time management is the com-
ponent that can give us a sense of control over 
time so we can quit rushing and loosen up.l
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Relaxation
Relaxation stands quite generally for 
a release of tension, a return to equi-
librium.
 
In the sciences, the term is used in the 
following ways:
Relaxation (physics), and more in par-
ticular:
Relaxation (NMR), processes by which 
nuclear magnetization returns to the 
equilibrium distribution
Dielectric relaxation, the delay in the 
dielectric constant of a material
Structural relaxation, responsible for 
the glass transition
Vibrational energy relaxation, the pro-
cess by which molecules in high ener-
gy quantum states return to the Max 
well-Boltzmann distribution.

In mathematics: Relaxation technique

a technique for transforming hard 
constraints into easier ones
Relaxation method, for numerical-
ly solving elliptic partial differential 
equations

In computer science:
Relaxation, the act of substituting al-
ternative program code during link-
ing

In Physiology, Hypnosis, Meditation, 
Recreation:
Relaxation technique, an activity that 
helps a person to relax
Relaxed in Flow (psychology), a state 
of arousal, flow, over-learned self-con-
trol and relaxation
Relaxation (psychology), the emo-
tional state of low tension

From Wikipedia  http://en.wikipedia.org/
wiki/Relaxation

also
look up

“Tension” 

Francis 
Ford 

Coppola 
on set of 

Apocalypse 
Now



ADDICTED TO... By Spyros Papathanasiou

Aleister Crowley H.P. Lovecraft Sean Young

Hugo Ball Jorge Luis Borges

Betty Page Philip K. Dick Diamanda Galas

Leonard Cohen
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Two-day-old zebrafish larvae 
as seen through a scanning 
electron microscope.

Jürgen Berger / Mahendra Sonawan The zebrafish, or zebra danio (Danio Rerio), is 
a tropical fresh-water fish not only popular in 
aquariums around the world, but in research tanks 



by Roberta  
Sparrow






