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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-
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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!
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“La Vida, Tristán e Isolda”, by Rogelio Egusquiza, 1910
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Admittedly, if one studies the history of Art, 
the realization that in the past 100 years 
many genuine schools of occultism express 
and present themselves by means of paint-
ings or sculptures is inevitable. It comes 
natural to think that the artist, always in 
search of the eternal archetype, is in a way 
an esoterist, but when the esoterist is not 
an artist, or even a person that has some 
familiarization with the aesthetics or art, 
then serious questions are raised as to 
the real motives behind one’s actions. All 
these are actually metaphors based on my 
thesis that in a world that more and more 
spiritual groups pop up a criterion to choose 
one, or even become familiar with it is the 
aesthetic cultivation expressed by every sin-
gle action of the group or its members, as 
pure aesthetics and the expression of Beau-
ty, even in the words uttered, is a character-
istic and an indication of the higher planes. 

Many examples come to mind but I will only 
mention Pataphysics for now, a theory that 
studies what an artist can find beyond the 
realm of metaphysics, introduced  by French 
writer Alfred Jarry (1873–1907), claiming 
that as “the science of imaginary solutions, 
which symbolically attributes the properties 
of objects, described by their virtuality, to 
their lineaments”.

The pataphysicians wished to explore the 
unconscious, I personally call this “internal 
tourism”, believing that they will come back 
with a new kind of energy and imagery that 
can be applied to a work of art. Marvelous 

right? The 
q u e s t i o n 
posed here 
is “what is 
brought back?”, yet this has been explored 
in  a previous editorial note. 

In the fields of philosophy and aesthetics 
the poet and cultural critic Matthew Ar-
nold adapted and applied the word philis-
tine to describe a person who despises art 
and beauty, having materialistic views and 
being  indifferent towards cultural and aes-
thetic values.  It would be very simplified to 
stop here though, as my point is not direct-
ed towards people who declare that Art has 
no place in the world, but towards the ones 
that believe they have an aesthetic criteri-
on, but their actions / preferences prove the 
opposite, placing emphasis on the point I 
mentioned in the beginning, which is: How 
someone who claims to be spiritual has not 
yet come in contact with the ethereal beau-
ty of the higher realms, with the harmony 
in words and shapes, with the need to com-
bine and not destroy? How can a person like 
that just use the precious word “esoterism” 
only to gain power and at the same time 
fight in the arena of politics and the money 
machines? 

Art and spiritualism are closely connect-
ed. More and more artists seek for Divine 
inspiration in order to stand the hard life 
imposed and to find inspiration among 
the ugliness of everyday life. They must 
be careful though, as nothing is what is 
named. Aesthetics is a proof check that can 
save them from a lot of trouble. The aesthet-

The Latent 
Philistine 



ic impulse seems to be a universal longing. 
The philosopher Ernst Cassirer designated 
the human race as homo symbolicus, as hu-
man beings are inherently symbol-making 
creatures. Art and symbol-making are an-
cient practices going back to the beginning 
of human consciousness. Either by observ-
ing the aesthetics of a person or group or by 
examining the symbols the artists can feel 
inside if his/her needs are met. The Greek 
for ‘the beautiful’ is to kalon, a root related 

to the verb kalein - ‘to call.’  Beauty calls, 
and our heart reverberates with delight. 
“When we experience beauty, there is a 
sense of homecoming; we find ourselves 
in the place we have longed to be” says 
Christine Valters Paintner. “Spiritual and 
aesthetic experiences are intimately 
linked. Both reveal the unutterable, the 
invisible, the transcendent.”  l

                                                       Mary Vareli       
 
Johann Wolfgang von Goethe described the 
philistine personality. “…the Philistine not 
only ignores all conditions of life which are 
not his own, but also demands that the rest 
of mankind should fashion its mode of exis-
tence after his own.”
The philosopher Friedrich Nietzsche identi-
fied the philistine as a person who, for a lack 
of true unity, could only define style in the 
negative.

Goethe in the Roman Campagna, 1786, by J.H.W. Tischbein

The poet and cultur-
al critic 

Matthew Arnold 
adapted and applied 

the word 
Philistine to 

denote 
anti-intellectualism.



Bianca  Duimel

‘’  I love 
to make 
everything
 beautiful ’’  

New Zeland



Mary Vareli: I want to start from the very 
beginning, what is your source of inspira-
tion?

Bianca Duimel: Thanks for asking, grow-
ing up in Europe I was surrounded by old 
buildings and churches, I was fascinated 
as a child even and fantasized about living 
there, making up stories in my head . I think 
at the time (1970’s) there were TV shows 
that romantically told stories about Marie 
Antoinette and many tragic love stories set 
in the 1600’s and 1700’s. Beautiful costumes, 
gorgeous women and handsome men. I ‘m 
sure I was very influenced by these. Also vis-
iting several museums and seeing beautiful 
paintings of that era, absolutely influenced 
what I create today.

Do you remember your first shot? When 
did you decide to follow a career in pho-
tography?

I always worked in the industry, firstly in a 
large photographic laboratory, and was al-
ways so impressed with the images coming 
out of the “professional department “I learnt 
as much as I could about cameras at a lat-
er job and started photographing people, 
after I had done makeup and hair for them 
.I was very keen on special effects photog-

raphy, double exposures, night time shots, 
painting with light, loved using infrared film 
and more. All using film and manual camer-
as of course .I also love to paint and draw; I 
feel photography is an extension of that.

How would you describe your style and 
technique?

I feel my style is very elegant and feminine; 
I love to make everything beautiful, I’m sure 
my models appreciate this. My techniques 
are very simple, I try as much as I can to 
shoot everything in camera, and then in 
post processing add my own recipe to cre-
ate a painterly image, always trying to make 
things look beautiful.

Bianca Duimel

*NZIPP Classic 
Portrait Photog-
rapher of the year  
2013* 

Fellow of the New 
Zealand Institute 
of Professional 
Photography

Accredited and 
Qualified Member of the New Zealand Institute 
of Professional Photography  



Do you have your own studio?

I have had a studio for over 25 years now, 
in a busy Mall for 6 years and the remainder 
at home, the bottom half of my home has 2 
studios a make-up room, dressing room and 
a consultation /sales area .

Favorite equipment?

Once upon a time I owned many different 
cameras new and very old, lenses , accesso-
ries they were my babies , I was burgled and 
lost the lot , very sad and it changed my view 
of ownership of material things, my camera 
is just a tool to produce what is inside my 
head, I am not emotionally attached and it 
could be any SLR camera .
I now use a Canon 5DII , a 50mmF1.4 an 
85F1.8 mm and a lens baby 3G. For certain 
jobs I will hire the gear, and that way I don’t 
get attached either.

Tell us about Iris Awards , held by the New 
Zealand Institute of Professional photog-
raphy , you won the 2013 Classic Portrait 
Photographer award, right? 

The New Zealand Institute of Professional 
Photography (NZIPP) is the only qualifying 
body for professional photographers in New 
Zealand, and currently has over 350 mem-
bers across NZ covering the disciplines of 
Wedding, Portrait and Commercial Photog-
raphy. Through a demanding Qualification 
process, they enable members to gain pro-
fessional recognition in the form of Quali-
fied Professional status. This, in addition to 
the stringent membership criteria and Code 
of Ethics ensures that members are profes-
sional in both their creative and business 
practices. 
Comprising professional photographers 
from all over New Zealand who support, 
challenge, and encourage each other, the 
Institute strives to maintain and promote 

the highest professional standards in the 
industry through education, fellowship and 
support 

I have been a member of the NZIPP for many 
years and only attended the conferences; I 
won a few awards years ago, but never real-
ly took things seriously. Then I really started 
using photo shop in a different way than I 
had before, by creating artworks that peo-
ple were taking notice of , and I have been 
creating them ever since. Gaining some no-
toriety within the organization, it is nice to 
have your peers recognize you for your hard 
work.

How are things in New Zealand concern-
ing the photographic scene, as to venues, 
exhibitions, founding etc.? 

Venue wise, we are the luckiest photogra-
phers , our scenery is obscenely beautiful, 
and we have so many places dedicated to 
wedding photography etc. I have not ex-
hibited as it is quite expensive and there is 
always a waiting list and maybe have not 
had the confidence to do so in the past, but 
I might try next year if I have created some 
more works.

You have created amazing shots with 
your kids, do they enjoy it?





My kids absolutely love modeling, as my 
approach with them is to role play and just 
have fun, I think costumes and a good story 
really helps them to visualize what we are 
doing. They have some stunning images of 
themselves to treasure later on.

Tell us a few things about the use of color; 
your images have a secret recipe. 

I always go for a classic style, maybe a paint-
ing I saw or an old photograph, or printed 
textures on linen for example will inspire 
me, wallpaper, mainly I try to imagine colors 
that were used in 1700 or around that peri-
od . 

Do you like post production? Preferable 
software?

I put my images for the first edit through 
light room , simply to look at the density and 
make them into useable files , from there I 
select the images I think I can work with and 
use photo shop CS6, I joined Adobe cloud , 
so I am always up to date , but I don’t really 
buy presets or bits and pieces off the inter-
net , I like to make everything myself there-
fore I have a large library of odd things like 
clouds , textures , bird wings , animals , trees 
etc. .

Your style of settings is either classical, 
or modern, you seem to balance between 
the two extremes. Which appeals to you 

more? 

I am a classic girl, but do like a lot of pho-
tographic styles from through the last 100 
years, and capturing today is always import-
ant as well .

You also give photography seminars. 
What would you advice new photogra-
phers?

I had a great teacher Trevor Winkworth. who 
taught me to see the light, and I always look 
for the light , practice and respect people 
when you photograph them and be pa-
tient. Don’t just look at other photographers 
work, look at all other medias for inspiration 
anything can inspire you , but most of all be 
you .

Practice, a good eye for photography, or 
chance? Which of the three is the secret 
to great shot?

 I think a mix of all of those. Connection with 
your model is the most important thing, 
show them respect, a good eye certainly 
helps, with some people tis comes naturally, 
be observant .there are photographers that 
are great at capturing that fleeting moment, 
and did this before digital, you don’t have 
to shoot 2000 images to get that shot , just 
watch and observe .
Well that’s my theory anyway.





Have you experimented with video art 
as well? Your narrative tones tell me you 
have.

I’m super interested in video, and have come 
very close a few times , the editing time is 
stopping me from taking action, but it will 
happen , when I’m ready …

Favorite photographers? 

I love a lot of fashion and architectural, fine 
art and nature photographers, there are too 
many to mention the list would be very long 
as they range from 1920 and up, of course 
Annie Leibovitz, Anne Geddes, powerful 
women photographers.

Favorite authors? 

MMM , I mainly view the world via images, I 
did read a lot when I was younger but not an 
avid reader now, I will pick a book because 
the cover interests me, it tells me about 
historical events, it could be classic roman-
tic novel about an actual royal or rebel, or 
maybe it has been recommended I read the 
book, to do me some good, lol. 
Movies are definitely more interesting to 
me, also as it takes less time to view a movie 
than read a book.

Make a wish!! 

That would have to be on a global scale, 
world peace and stop the destruction of our 
precious earth. l

CONTACT

FB     https://www.facebook.com/pages/bian-
ca-duimel-photography/338388599585   
FB     http://www.thenakedrobot.com/
Blog  http://biancaduimelphotography.word-
press.com/

Web   www.biancaduimelphotography.com 







Angélina 
Nové

“It was strange that night 
my friend when I saw it. 
Pale. 
She had eaten her mouth, 
she had lost her eyes. 
It scared me that night 
my soul. Deprived of all 
his senses, unable to be. 
Inconstant, she wants to 
live and kill. 

She hides in the dark-
ness of my eyelids. 
She waits for me there 
motionless and trapped 
in my sleep fled.”

BOHEMIAN SENSUALITY, DIVERSITY AND UNCONVENTIONAL AESTHETICISM 

France



"In my images, 
women appear to be 
free without being 
interfered by social 
rules. In the same 
way I hope that 
my work can find 
a strong emotional 
resonance to wom-
en in their whole 
diversity. Maybe I 
would also like to 
awake a few aspects 
of their personal-
ity which remain 
asleep. In my pho-
tographs you can 
meet deities (such 
as sylphs, sirens…), 
queens of past time. 
The strange and 
the paranormal also 
have a place, and 
have always fasci-
nated me... I like 
the worlds where 
childhood meets 
the strange and the 
macabre."

Mary Vareli: You started taking pictures at the age of 16. 
Do you remember your first shot?

Angélina Nové:  I’ve always loved photography since my 
childhood and it was like a dream to make this a profession-
al occupation. Naturally I furthered my studies in this field 
from the age of sixteen. However I was not very studious 
and I was bored by tutorial classes. Consequently I aban-
doned courses rather rapidly.  At that time, I had an old an-
alog camera (a fujica branded photo camera). In my mind 
and project I was already strongly fascinated by women but 
I did not know how to photograph them. They appeared 
to be infinitely mysterious, I was not sufficiently trained to 
understand the way to photograph such a specific subject. 
Therefore, I just tried to immortalize their silhouettes at the 
distance, from the back. At the end I photographed what I 
knew from them, that is to say almost nothing.   

What do you like most about photography?

I like ephemeral situations immersed in an atmosphere of 
immortality. One gesture, one look supposed to live in a 
brief fragile instant and which become fixed for eternity. 





At a very sensitive age you lost a person 
you love, did this contact with death and 
the travel of the soul played any role in 
your style as a photographer? 

I don’t know if I can be entirely clear on the 
subject. It is true that I started to photo-
graph my “double souls”, after the death of 
my brother. At this very moment I remem-
bered what my mother told me in the past. 
She told me that when my brother was very 
young, he asked her a little brother. My 
mother became pregnant but the pregnan-
cy could not be complete and the baby was 
stillborn. Time after this event my brother 
came to my mother and told her that be-
cause it did not work he wanted to have a 
little sister. He was kind of a spoiled child; 
she finally got a young sister, me. I’ve re-
membered this episode until her death, and 
I thought to myself: because it did not work 
for my brother, I would also like a sister. 

From this  moment I started auto-portrait 
series where I gave like to this second per-
son. My friend ? my sister ? My double soul ! 
Away from the bereavement of this person, 
she will pass away the day I will close the 
eyes, forever. In sort of way this is a kind of 
“thumb her nose” to death which takes the 
loved ones  away from us . 

Your photos tell a story, what is this story 
about?

My photographs speak about women, al-
ways about their mysteries, their needs, 
their doubts which often have to face con-
ventions and rules. I’ve created this universe 
where the soul becomes a sister, a friend. In 
my world, they can meet one another for 
real and can reveal anything, the one to the 
other. From the sweetest to the most bitter. 

You only take photos of women, why?

Firstly I would like to say because they are 
beautiful, I think. I’m easily fascinated by 
women in general, my friends as well as acci-
dental meetings. I find them very charming, 
in a smile, a look, a laugh, a gesture. I stay 
enthralled by this little treat without being 
able to fully understand it. But the first thing 
that comes to mind when reading this ques-
tion is if I were a man, I would surely have 
photographed men. Because I believe I try 
to understand myself through my images, 
through the others. 

Your work shows you  are against social 
etiquettes, right?

In general, yes. I can’t really find myself in so-
cial etiquettes or in pre-formatted catego-
ries one is constrained to follow. Those come 
from a reductionist vision which separate 
individuals.   In my work, I wonder about the 
place of women, which does not really exist 
by itself (the ones we call women without a 
name: the daughter of….;  the wife of….; the 
mother of….) 
It is difficult to construct oneself and to ex-
ist due to the omnipresence of paradoxi-
cal injunctions (you have to be this, we are 

Angélina 
Nové

portrait of 
the artist 



not this, we want to be that).  In my imag-
es, women appear to be free without being 
interfered by social rules. In the same way I 
hope that my work can find a strong emo-
tional resonance to women in their whole 
diversity. Maybe I would also like to awake 
a few aspects of their personality which re-
main asleep. 

What equipment do you use?

When I had my children I thought to stop ar-
tistic photographs (I used to release family 
photos with a compact camera), my equip-
ment was gathering dust during several 
years and I finally sold it. Then children grew 
up and went to school. It created a “void” 
then I rapidly felt the necessity to start back. 
I firstly bought a digital camera because it is 
easy to use  and due to the fact that I did not 
have any laboratory to develop the photo-
graphs. Economically it was less expansive 
to store them on the computer rather than 
to print, and at the end I did not know how 
everything would last. 
The camera was a very low price one from 
the brand Canon and which was largely suf-
ficient for my style of photography. Then 
because it lasted more than I thought, I pro-
gressively acquired new equipment. So I 
have a Minolta SRT 303, a 6x6 Royflex and a 
chamber Gilles Faller 18x24 and then an en-
larger Durst.  

Do you like post-production?

If  by post-production you mean post-treat-
ment I often add light upon the images I 
capture in the obscurity, that is all. I don’t 
use photoshop, my double souls stay as 
they are. I’m more a special effect specialist 
in front of the camera lens but this does not 
mean that I disapprove the approach. A few 
digital art creations are really beautiful and 
filled of emotions. 

What else inspires you?





What else inspires you?

In particular my readings, I worked a long 
time in intimacy with “The Divine Comedy” 
by Dante which has totally haunted me. I 
made a whole serie about “l’aurore en fuite” 
by Marceline Desbordes Valmore. Also ev-
erything can rise from a material, feathers, 
veils, laces, flowers that can be found in 
several series. I like the magical universes 
which come from my childhood stories. In 
my photographs you can meet deities (such 
as sylphs, sirens…), queens of past time. 
The strange and the paranormal also have a 
place, and have always fascinated me.

Favorite photographers?

I really do like the pictorialist movement, 
I’ve been introduced to it quite recently. 
I was told about it when I started to show 
my photographs, a few persons found a 
resemblance with my work. I discovered 
many photographers whose I ignored the 
existence and whose I love the work now, 
such as Robert Demachy, Julia Margaret 
Cameron, Constant Puyo.  In a rather differ-
ent genre, I like the work of Sally Mann and 
Francesca Woodman. The dreamlike world 
of Ellen Rogers fascinates me as well.

Favorite artists, directors and authors?

I’m reading a lot of poetries, I’m sensitive to 
emotionally charged words. As I previously 
said Marceline Debordes Valmore shaped 
my youth but also the suffering and the 
smothered writing of Alejandra Pizarnik. I 
also read Dulce María Loynaz , Blanca Vare-
la and Susana Thénon. So here are my ref-
erences regarding poetry and literature. For 
the pleasure of the eyes they are many: frida 
kahlo; Louis Travis; Mark Ryden;  Laurie Lip-
ton; Martin Diaz and the colorful worlds of 
Miss Van and Amandine Urruty…I like the 
worlds where childhood meets the strange 

and the macabre. I’m less passionate by cin-
ema and it is rare that a film attracts me from 
start to the end. 

Favorite music?

I’m fond of rock, from garage rock to psyche-
delic rock, I can mention the Sonics. I like the 
charged voice of Tom Waits and the texts of 
Gainsbourg and Léo Ferré. 

How do you feel when you are exhibiting 
your work?

It is always a difficult challenge. When it 
does not communicate to people it is rather 
violent to not have feelings where we give 
part of our being. We have the impression 
to have invested a lot of things in it, the fact 
that the person does not see it is rather hurt-
ful. However when the public is captivated 
and when it fuses with this emotion, it is 
really pleasant to see. The good feedbacks 
about my work allow me to be more confi-
dent, to have a better regard about what I’m 
doing.  l

CONTACT FB Angélina Nové 





Anna Ajtner

‘’ Come away, O 
human child!
To the waters 
and the wild
With a faery, 
hand in hand...

William Butler Yeats

Poland



Mary Vareli: When did you decide to be-
come an artist?

Anna Ajtner: The decision was made with 
n the selection of art as a subject in high 
school. Then the Art school opened the 
door to a whole world of art. As it had al-
ready started then it was continued. Studies 
and artistic development allowed me to say 
I’m on the right way.

You have impressive studies in the fields 
of painting, photography and video. 
Which of the three attracts you most?

I love painting but photography is for me al-
ways the starting point. Often the 
starting point even for painting and video. 
Photography is my spine. That's why I 
concentrate on it much more.

What inspires you?

My main inspiration is my daughter. She is 
the driving force of my life.  Also everything 
that surrounds us. Nature.  Everyday life. Sit-
uations of everyday life.

B & W or color photography? What at-
tracts you most?

Definitely 
B & W!

What 
equipment 
do you use?

Nikon D700

Do you also 
teach art?

Sometimes.

                    self portrait



You have won some impressive awards 
like Panasonic, Fine Life, National Geo-
graphic, San Disc. How do you feel when 
your work is recognized?

I am pleased and happy that my work is no-
ticeable and at a good level. I am satisfied.

Tell us about your collaboration with 
Vogue.

Vogue only accepts some of my photo-
graphs and sometimes selects them under 
the title “Best of”. Of course, this is an honor-
able Mention for me.

I notice you like shooting women figures 
and children, right?

Yes, more particularly my daughter.

Favorite photographers?

Sally Mann, Irving Penn

Favorite directors and authors?

Polish authors, and the director Roman Po-
lanski

Do you like exhibiting your work? Any 
solo exhibitions?

I like group exhibitions and confront my 
work with others. I had a few exhibitions. An 
excuse to meet friends :) l

HOME PAGES / CONTACT 

https://www.facebook.com/anna.ajtner
http://www.flickr.com/photos/ajtner/

 http://annaajtne1.wix.com/photography1

Email anna.ajtner@facebook.com







Anne Brigman
US 1869–1950

masters of photograhy



Anne Brigman 
(1869–1950) was an American photographer , 
one of the original members of the Photo-Se-
cession movement in America, famous for 
her portraits of  nude women in primordial, 
dramatic naturalistic contexts and elaborately 
staged poses. She  would extensively touch up 
the negatives with paints, pencil, or superim-
position, deliberately producing counter-cul-
tural images, suggesting bohemianism, female 
liberation  and a challenge posed to  the estab-
lishment’s cultural norms and defied conven-
tion,  embracing  instead pagan antiquity. She 
is distinguished by “the raw emotional intensi-
ty  and barbaric strength of her photos”. (Emi-
ly J. Hamilton (1907-07-14). “Lens Studies of a 
Photo-Secessionist”) 

According to Imogen Cunningham, Brigman 
stopped following her husband’s voyages, he 
was a captain, and at the same time, after 1900, 
she became active in the growing bohemian 
community of the San Francisco Bay area. Be-
ing  close to many prominent personalities of 
the period like Jack London and Charles Kee-
ler she began taking pictures in 190,1 manag-
ing  to gain a reputation as a master of pictorial 
photography. In 1902 captivated by “Camera 
Work”, a quarterly photographic journal pub-
lished by Alfred Stieglitz from 1903 to 1917, 
she wrote a letter to  Stieglitz praising him. He 
in turn became  captivated by her work and 
following  his high standards listed her as an 
official member of  the Photo-Secession. This 
came as an indicator of her talent, taking into 
account the fact  that she was distant from the 
other members of New York, gaining her a 
reputation.  

Unfortunately for lovers of pure pictorial style 
her work evolved to a straight photography  
approach, producing admittedly fascinat-
ing abstractions of  close-up photos of sandy 
beaches and vegetation in black-and-white. 

One year before her death , in 1949, she  pub-
lished a book  of poems and photographs 
called “Songs of a Pagan”. l





Ferdinand Lured by Ariel (1852)
John Everett Millais



The Knight Errant (1870)

 The Pre-Raphaelites
part three

by Mary Vareli

JOHN EVERETT MILLAIS



 John Everett 
Millais 

   
Sir John Everett Millais  was 

born on 8 June 1829 in South-
ampton, England. He was an 
English painter and illustra-
tor and one of the founders of 

the 
Pre-Raphaelite Brotherhood. 

Unlike Rossetti and his bohemian na-
ture John Everett  Millais proved in the 
long run to be a staid Englishman, early 
on, having gained the confidence of the 
wealthy middle class that despite his ties 
to the Brotherhood believed that he was 
their kind of painter. 

Comparing Millais’ life with that of the 
other two founders of the brotherhood 
we can say, for sure, that it was much easi-
er. He was reckoned a prodigy having pa-
rental support from an early age to pur-
sue painting as a career.  He was the first 
to diverge from the path the Brotherhood 
set.

Blue Plaque,  
C r o m w e l l 
Place, Kens-
ington



Ophelia and (Elizabeth Siddal - sitter), circa 1851

Isabella, 1849



In 1841 Holman Hunt heard of Millais. “ My 
sister told me that some friends of hers at Hol-
loway had a young nephew who was a perfect 
wonder in his power of drawing; he was only 
about twelve, was a student at the Royal Acad-
emy and four years ago he had won at the So-
ciety of Arts. His name was Millais. The boy 
came to his uncle’s house and made drawings 
which all agreed were marvelous. What sur-
prised me more than anything else was that 
the boy’s family was delighted at the prospect 
of his becoming an artist.”

Millais, as a wealthy gentleman from an old 
Jersey family, was sent to Sass's Art School, 
and won a silver medal at the Society of Arts 
at the age of nine. In 1840 he was admitted to 
the Royal Academy Schools as their youngest 
student ever, winning a silver medal in 1843 
and a gold medal in 1847 for his painting. The 
Tribe of Benjamin Seizing the Daughters of 
Shiloh. He first exhibited at the Royal Acad-
emy in 1846, with Pizarro Seizing the Inca of 
Peru (Victoria and Albert Museum, London). 
At the Royal Academy he became friendly 
with fellow student William Holman Hunt, 
and contributed with Hunt and Dante Gabriel 
Rossetti to the Cyclographic Society. The three 
men founded the Pre-Raphaelite brotherhood 
in 1848. 

His first Pre-Raphaelite painting was Isabel-
la, exhibited at the Royal Academy in 1849, 
though his entry for the following year, Christ 
in the House of His Parents ('The Carpenter's 
Shop') ), received 

Christ in the House of His Parents (1850)

unfavorable reviews, mainly due to its realistic 
portrayal of a working class Holy Family la-
bouring in a messy carpentry workshop. Mil-
lais was made an Associate of the Royal Acad-
emy in 1853, and a full member in 1863. In 
1885 he was created a baronet and in 1896 was 
elected President of the Royal Academy. 

His famous work Autumn Leaves (1855-6) was 
painted when he moved to Perth with his wife 
Effie Chalmers, whom he married in 1855. 
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Pizarro Seizing the Inca of Peru (1846)



His wife Effie was formerly married to the 
critic John Ruskin, who supported Millais, es-
pecially at the beginning of his career. Millais 
and Effie eventually had eight children. 

“He moved back to London in 1861, where 
he achieved popular success as a painter of 
child subjects such as Bubbles (1886, A. & F. 
Pears Ltd.), which became famous as an ad-
vertisement for Pears soap. Also popular were 
his paintings of beautiful young women, such 
as Stella (1868, Manchester City Art Gallery). 
He built up a practice as a portraitist from the 
early 1870s, his sitters including Thomas Car-
lyle (1877), Lillie Langtry (1878), Gladstone 
(1879 and 1885), Disraeli (1881) and Tenny-
son (1881).” Tate archive. 

After Millais marriage he began to paint in a 
broader style, described by Ruskin as "a ca-
tastrophe", taking into account Ruskin’s sup-
port to the Brotherhood this could be a harsh 
understatement. This change of style was at-
tributed to the painter’s need to support his 
growing family. At that time William Morris 

was quite unsympathetic to him and rushed to 
accuse him of “selling out to achieve popular-
ity and wealth”. Millais himself declared that 
he wanted to paint with more boldness feel-
ing more confident as an artist. . In his arti-
cle "Thoughts on our art of Today" (1888) he 
recommended Velázquez and Rembrandt as 
models for artists to follow. 

Supporters of Millais argued that his style 
had to do with his connections with  Whistler 
and Albert Moore, something that is proved 
by paintings such as The Eve of St. Agnes and 
The Somnambulist . “Other paintings of the 
late 1850s and 1860s can be interpreted as an-
ticipating aspects of the Aesthetic Movement. 
Many deploy broad blocks of harmoniously 
arranged colour and are symbolic rather than 
narratival.” ("'John Everett Millais 1829–1896,'' 
Tate Gallery, London")
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The Ruling Passion (1885)

Sir Isumbras at the Ford, 1857



Millais's reverence for Old Masters such as 
Joshua Reynolds and Velázquez was more pre-
cisely depicted in his later works, from 1870’s, 
most of them related to history, clearly depict-
ing his talent, especially  The Two Princes Ed-
ward and Richard in the Tower (1878) depict-
ing the Princes in the Tower, The Northwest 
Passage (1874) and the Boyhood of Raleigh 
(1871). Apart from his paintings connected to 
Britain's history, Millais achieved popularity 
painting portraits of children, his last project 
(1896) was to be a painting entitled The Last 
Trek.

In 1870 Millais painted almost only full land-
scape pictures, and over the next twenty years 
painted a number of scenes of Perthshire, 
evoking a mood of melancholy and sense of 

transience that recalls his cycle-of-nature 
paintings of the later 1850s, especially Au-
tumn Leaves. 
Between 1855 and 1864 Millais made illustra-
tions for numerous publications, including the 
Moxon edition of Tennyson’s poems (1857), 
the magazine Once a Week (1859 onwards) 
and several novels by Trollope. “Millais was 
elected as an associate member of the Royal 
Academy of Arts in 1853, and was soon elect-
ed as a full member of the Academy, in which 
he was a prominent and active participant. He 
was created a Baronet, of Palace Gate, in the 
parish of St Mary Abbot, Kensington, in the 
county of Middlesex, and of Saint Ouen, in the 
Island of Jersey, in 1885,[6] the first artist to be 
honoured with a Hereditary Title.” (The Lon-
don Gazette).
After the death of Lord Leighton in 1896, Mil-
lais was elected President of the Roy
al Academy, but he died later in the same year 
from throat cancer. He was buried in St Paul’s 
Cathedral on 13 August 1896. l

The Return of the Dove to the Ark, 1851

The Blind Girl (1856)



The Eve of Saint Agnes (1863)

The Tribe of Benjamin Seizing the Daughters of Shiloh (1847)



Chill October, 1870

John Ruskin (1853–54) A Huguenot on St Bartholomew's Day (1852



Organs 

of Subtle Perception

The ears are useless 

when the mind is deaf

By Kim Cascone

O Gold Hathor 
by MysticalMike



1

In order to listen with new 
ears one must first learn to 
develop organs of subtle
perception.
2
The expectation of narrative is the organiz-
ing idea.
3
Post-digital doesn't mean surrounding 
yourself with more gadgets, it means letting
technology recede into the background 
while letting imagination take center stage.
4
There are two ways to study butterflies:
An "onlooker consciousness" goes out into 
a field with a net, catches a butterfly, brings
it into the lab, chloroforms it, pins it to mu-
seum board, records its taxonomic
classification and hangs it on the wall. It is no 
longer a butterfly, it becomes a"specimen."
In contrast, a person with "participatory con-
sciousness" sits in a meadow for an entire
afternoon and partiacipates in nature by 
watching, drawing them and scribbling
butterfly inspired poetry into a journal.

I prefer the latter approach.
5
The ears are useless when the mind is deaf.

6
A technologically oriented imagination is an 
incomplete toolkit.
7
A Dark Station is merely a mirror: what the 
listener experiences is their unconscious,
not external stimulus packaged as consum-
able culture.
8
Sound art: a practice that focuses on neither 
sound or art but uses academic writing to
advance the spectacle known as the culture 
industry.
9

Knowledge is a salute, gnosis 
is an embrace.
10
Post-digital begs the act of conjuring, not 
mechanical assembly.
11
All smoke and no fire makes for soulless 
content.
12

Using one's intuition induc-
es the perception of quality, 
while being solely reliant on
rational thought induces the 
perception of quantity.
13
The real voyage of discovery consists not in 
seeking new soundscapes, but in having
new ears.
14

Imagine your conscious-
ness as a sphere moored in a 
stream that arrives from the
future and disappears into 
the past.



15
Mathematics is the bridge between the 
physical and the metaphysical.
16
Soul is an “imperceptible smoke” that is nei-
ther matter nor spirit.
17
The way out is by going inward; the way for-
ward is by going backwards.
18
Sound is not art, light is not art...the frame-
work that we use to parse the patterns cre-
ated by each transforms sound and light 
into art.
19
In the effort to recast symbols as our own 
we empty them of any significance.
20
The problem with acoustic ecology is that it 
hears the world via onlooker
consciousness, not a participatory one.
21
No spectacle, no narrative, no message, no 
author...simply a mirror.
22
Your one-touch future awaits you.
23

Failure is merely a lack of in-
tersection between intent 
and expectation.
24
Spiritual beliefs are just different applica-
tions that all run on the same operating
system.
25
Those who create with their hands are 
laborers, those who create with their hands 
andheads are craftspeople and those who 

create with hands, heads and heart are art-
ists.
26
Artists careers have been reduced to single 
works – sort of like how novels have been
reduced to emojis or tweets.
27
In the future the artist will induce a parallel 
time though her works, not a linear time.
28
I've reduced my work to: no message, no 
spectacle, no manipulation of attention, no
sound art - just a darkened room, sound and 
your imagination.
29
Beliefs are just tools, they don't have to be 
true - they just need to work.
30
Think of your attention as currency: consid-
er carefully where and on what you want
to spend it.
31
Microphones should be used as sonic dows-
ing rods, not transducers.
32
Open systems tend towards evolution; 
closed systems tend towards entropy.
33
The wound is the place where the sound en-
ters you.
34
Suspended time creates its own ghosts and 
phantoms.
35
Cultural forms do not emerge from the cre-
ative use of new technologies, they emerge
from the imagination of the artist. l
Kim Cascone is a composer, sound artist, 
touring  musi-
cian, lecturer 
and writer. He 
lives in the San 
Francisco Bay 
Area with his 
wife Kathleen 
and son Cage.
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Gertrude Käsebier (1852–1934)



 A sincere, international network of people who are in tune and 
desire to keep on the things that  are essential in life: culture, ed-
ucation, music, art, true knowledge, wisdom, dreams; these are 

the seeds for each, worthy of material realization.

“A fallen angel bleeding, curbed of himself but carrying a Black 
Rose; symbol of transformation. Finally the truth is inside your-

self and in the few seconds that separate life from each death and 
from the major final death.”

Interview with Elisabeth Mantovani 

logo design by Simona



Mary Vareli: Elisabeth before I start the 
questions about LaRoseNoire I want to 
learn a few things about you. You balance 
between art and mysticism. Tell us more.  
 
Elisabeth Mantovani : Mysticism is a sort 
of Art and you can say also the contrary. I 
try to live my life with quality and I try to 
make my life itself Art. Yes that's might seem 
very similar to a quote of Oscar Wild but it's 
completely different. I'm not an hedonist, 
or better for me formal beauty is no signif-
icant in itself, it must be the reflection of 
something spiritual and interior, in that I'm 
maybe a bit of a mystic, but to tell you the 
truth in this affirmation there's not a total 
refusal of material world: simply I view the 
material and the spiritual at the same time. 
It was like this since I was a child, I used to 
go to the essence of things, to make links 
between them, and to see world in a unity.
 
I have vivid imagination and this helps 
me to think in an analogical way, to 
go directly to the point, to unite ma-
terial and spiritual points of views. 
I confess one thing that at my age I can-
not change any more: I'm a perfectionist 
and this is a quality of my personality that 
also makes me sometime a bit like a mystic. 

I can say that my satisfaction comes in 
glances and also my feeling of complete-
ness comes in some special moments of life 
but it's never steady, it's transcendent.

You have studied at the Acade-
my of Fine Arts of Bologna, who 
are your favorite painters, the ones 
who have mostly influenced you? 
 
All the painters that have to do sincere-
ly with symbols that understand the si-
lent language of images, which it's to say 
not just symbolist painters in particular. 
There's a silent brotherhood also 
among artists and you have not to affil-
iate to a movement in particular to be 
part of it: it's a question of true spirit. 
I feel in tune with a lot of artists. When I 
was at the Academy of Arts I was surely in-
spired by the holy blindness of Monet; he 
transformed a physical illness into a qual-
ity with which he was able to transcend 
the form and go further. This is beauty. 
I also liked very much mystical painters like 
Blake and I found myself a lot in his per-
sonality especially when I was younger. 
I cannot say to have been influenced 
by them directly, well I'm not a mas-
ter like them but every painter I was in 
tune with influenced of course my style. 
I love to paint “en plein air” and in this fea-
ture English and German Romanticism 
taught me a lot. 

W. Blake Illustration to Dante's Divine Comedy, 1795



The life and the art of Constable still move 
me so much, I can still feel sometimes the 
enthusiasm and the fierce urge to grab life 
of Turner, I can understand and share the 
melancholy and the worthy reject of the 
German Friedrich. In the last years I was 
impressed by Italian painters of Renais-
sance, the mystic Cosmè Tura above all, 
who lived not so far from the places where I 
grew up and also the Italian painters of land-
scapes of the late nineteenth century. Final-
ly I can say that Nature and God are my 
firsts and greatest sources of inspiration. 
 
How would you characterize your 
own personal style in painting?  
 
I would not like to characterize my style but 
if I have to spend some concept or image 
for it I would say that it is a sort of romantic 
naturalism imbued with oneiric visions 
that resonate from the psyche and find a 
reflection through analogy in everything 
surrounding. 

In your art there is a color prefer-
ence in bright colors, also used by 
western schools of Mysticism. Am I 
right? Tell us about the importance 
of color in your personal symbolism.  
 
To me color is everything when I paint.  
Painting cannot be without color because 
it will be signs and drawings, but not paint-
ing. Colors have also their own symbols 
like great masters all over the centuries has 
shown us. If we think about, for instance, 
the analogies in Rimbaud's “Vowels”: 
A black, E white, I red, U green, O blue: vow-
els, I will say one day your latent births(..) 

Or to “Spiritual in Art” by the great Was-
sily Kandinsky. Both examples show us 
a link (of a dreamy nature in the first case, 
of a metaphysical one in the second) be-
tween sounds and colors, colors and signs.. 

Our moods and our subtle energy also re-
sound like colors: just try to pay attention 
to people different reactions if you wear 
red instead of blue, also notice how you 
feel at the end of the day. Around a color 
you can build a mandala.

How did your interest in the Hermetic 
Tradition start?

I can say that Hermeticism has found me 
and not the contrary. It started very early in 
my life and I think that there's not a precise 
date in which to place this encounter. Sure-
ly my attitude to think through images has 
helped a lot. I've been in touch with this si-
lent language the whole time.

In 2001 you founded the cultural associ-
ation LaRoseNoire, what was the internal 
drive for this?

 
 
The association has born spontaneously. I 
started to organize in my region the events I 

Landscape in Oaxaca with flying eagle watercolor and 
China on cotton paper  cm 65x40 by  Elisabeth 
Mantovani 2014



would like to attend, to listen and to live. In-
stead of complaining and keeping on saying 
that there's been nothing interesting in the 
surroundings I tried to realize my dreams. 
I gather some of friends and a core group 
was formed. During these years of activities 
people have come and go from this orig-
inal group and the association has   been 
moulded on the contribution of every-
one, a lot of work has been done, starting 
from our dreams as all the best projects do. 

One could say that we started from nothing 
and from a material point of view it was like 
this. Throughout the years we saw people 
with much material resources who were not 
able to keep on their activities and this must 
teach a lot to every one of us and especial-
ly in this period in which everyone believes 
that only with money you can succeed. 
During these thirteen years of activi-
ties the organization and me, person-
ally, have undergone much bulling by 
some people or organizations that have 
a more solid economic foundation or 
were more in touch with local authori-
ties, but we have finally resisted to all, 
avoiding compromising badly and try-
ing to keep the sincerity our dreams.
That's the real secret to any success: to 
unite your most sincere dreams with the 
ones of other persons, with a pure heart. 
 
Tell me, what      kind     of     activities     
does       LaRoseNoire  usually  have? 
 
We experienced our activities in many fields: 

theater, music, painting, artistic and cultur-
al tours, and education. There are also small 
schools of Tarots and Astrology among our 
activities. During the lessons we also learn 
about history of art, astronomy, western my-
thology and we take a look to sacred texts of 
various traditions, eastern and western and 
compare them.  Our main aim remains the 
spreading, or rather the rediscovery, of the 
ancient language of symbols which enable 
man to connect every thing to another, to 
find the whole picture, to be satisfied and in 
peace. 

So, members are also associates, right? 
 
Yes of course and every one of them can give 
his contribution to the activities. This is the 
practical aim of LaRoseNoire which is in ef-
fect a cultural and no profit organization 
based on solidarity and common intent. 
The membership card is annual so that peo-
ple are not forced to stay if they don't want 
to remain and this also gives the organiza-
tion the opportunity to renew itself very 
quickly. The card costs just € 7 and also peo-
ple who live outside Italy may ask for it and 
sustain the organization with their artistic 
proposals.

During these thirteen years, the events of 
LaRoseNoire have been attended by people 
from all over the world and this was another 
dream that we have materialized and that 
still lives in the heart of the organization. 
Members are about 150-200 every year, 



a lot of them are Italian but there's also a 
10/15 % of members from other coun-
tries, a percentage that the association in-
tends to increase. LaRoseNoire intends to 
keep faith to the aim to create a sincere 
network of people who are in tune 
and desire to keep on the things 
that for them are essential in life: 
culture, education, music, art, true 
knowledge, wisdom, dreams; these 
are the seeds for each, worthy of 
material realization. 
To sum up the membership card gives any-
one the opportunity to make proposals and 
to help directly in the cultural and artistic 
activities also by means of articles, or pro-
posals, or organization of concerts; that's 
why also people from abroad can be mem-
bers and contribute.

Why did you chose this name? What 
is the story behind the inspiration?   
 
Of course. I chose the name with a friend, 
Simona, that was part of the core group 
of the organization and who also de-
signed the amazing logo de LaRoseNoire. 
Personally I was in a period of ending and 
I was in that mood of emptiness that pre-
cedes a new period. I was thinking of the 
power of letting go of things, relationships, 
transitory human situations, in favor of a 
new flow of life and that maybe this has to 
do with the secret of longevity searched 
by alchemists all over the centuries. 

Then I remembered that just in the town 
where I live, Modena, there is one of the 
most beautiful Romanesque cathedrals all 
over the world in which the first sculptur-
al witness of Arthurian cycle is depicted. A 
wonderful archway showing the bravest 
knights of King Arthur in the act of freeing 
the queen Wilogee, symbol of life and love, 
captured by Murdok, the black knight, alle-

gory of death. 
The order of the knight searching for the 
Grail is LaRoseNoire, the black Rose, and I 
thought that it would fit perfectly for the or-
ganization, referring at the same time to the 
energy that feeds our activities and to the 
place where the organization was located. 

Simona then drew a logo that depicts 
a fallen angel bleeding ,curbed of him-
self but carrying a Black Rose; symbol of 
transformation. The logo also fit perfectly 
with the significance of hermetic research: 
finally the truth is inside yourself and in 
the few seconds that separate life from 
each death and from the major final death. 

The knights of LaRoseNoire are 
also an invitation for each indi-
vidual to take the responsibility of 
his own life. They are free, errant 
knights not bound to any earthly 
power, always striving to overcome 
human limits in an eternal trans-
mutation from human to divine. 

Finally we can quote a hermetic 
saying: Materialize what is sub-
tle, spiritualize what is thick. What 
is cause of fall and death for pure 
spiritual beings, is cause of rebirth 
and transfiguration for mere mor-
tals. 

Tell us more about the esoteric section of 
LaRoseNoire.  
 
There's not a separate section for esoteric 
matters. Esoteric is integrate in conferences, 
courses, art exhibitions, cultural tours, not 
in all but in many of them. As in 



Greece also in Italy there's a splendid her-
metic culture that runs throughout the 
centuries of our history and can be shown 
through monuments and artworks and 
feed the cultural approach to every subject. 
Great experts of hermetic, esoteric tradi-
tions such as the famous all over the world 
painter and researcher Luigi Scapini, the 
alchemist Giorgio Sangiorgio, collabo-
rate with LaRoseNoire and they can give, of 
course, a more worthy contribution to eso-
teric matters in our group. I also integrate 
esoteric in the teaching of Astrology and 
in the school of Tarots that LaRoseNoire 
carry on since the beginning.

Is artistic expression reinforced by 
and connected with the exploration 
of the several parts of human psyche? 
 
Yes in some way we can say that Art also 
does the work of transforming darkness into 
light, to bring continuously part of the sub-
conscious on the surface. 

I notice a preference in western es-
oterism and the Kabbalah, Egyp-
tian, Roman and Greek studies. 
 
Yes that's our tradition, our roots. Every tradi-
tion finally can bring to a unique knowledge 
but to approach this one knowledge is sure-
ly more natural and easy, if you start from 
your own tradition. This is imprinted in your 
genetic code and you only have to awake it: 
the road of the awakening of our tradition 
must lead to the understanding of the other 
ones and finally to the understanding of the 
one knowledge that underlines all. 

Do you share the opinion that in the 
21st century the interest of people 
in esoterism has risen? If yes, why? 
 
A world, our world, has come to an end. 
There's no need to see skyscrapers crum-

bling down to understand it. The memories 
of the past world only remain like seeds, 
they are symbols for those who can under-
stand their meaning. People nowadays 
are desperate because they have lost 
contact with their roots and origins. The 
tracks that could be reached by our material 
senses are concealed and every one of us is 
called forth to grasp the significance of his 
existence with a greater effort and skill, to 
stay centered, to understand and to believe 
when outside there's nothing that can help 
to understand or to believe. That's why the 
ancient hermetic tradition could become 
paramount: go down into yourself to find 
the truth who will lead you throughout life, 
the seed that would make your heart bloom. 
Symbols could make everybody see in 
the dark, could turn the blind into the 
seer, silence into revelation. Of course I'm 
not speaking of blindness as a physical ill-
ness nor of silence as a state of nature. It is 
the lack of answers and the annihilation of 
the soul. 

Tell us about an event or confer-
ence that was imprinted in your 
mind, for your special reasons. 
 

There are many, we have so far organized 
more than 350 concerts and hundreds 
of conferences, cultural tours, festivals. 
Thinking about all these activities not 
only one but three are special for me. 



Decennale Spiritual Front LaRoseNoire  event  photos

Francesca Nicoli,  Francesco Banchini, Louisa John Krol and more magical personalities.



The first one is the concert of Louisa John 
Krol in 2003 at the castle of Arceto: I met 
an extraordinary person and a friend. I lis-
tened to a beautiful session that was fea-
turing also another musician with whom I 
feel very much in tune: Francesco Banchini 
The second is the performing of “Croisades” 
by Francesco Banchini himself with his band 
in 2007 at the castle of Vignola near Modena, 
wonderful evening with a lot of people and 
friends , the atmosphere was enchanted. 
The third one is a concert we did with the vio-
lin master Fernando Zampieri and a pianist 
from Korea whose name I don't remember.  
It was supposed to take place outside in a 
garden but during the cultural tour that pre-
ceded the concert a violent storm caught us 
and the audience in the garden grove. Our 
technicians and staff arranged quickly the 
concert in the greenhouse but a lot of peo-
ple run away because of the fear of the thun-
ders and lightning. The ten persons that re-
mained assisted to a great and courageous 
exhibition. To these three I add the cultural 
tours I led with LaRoseNoire in Ferrara, one 
of my favorite towns in Italy.

What kind of bands does LaRoseNoire 
prefer and promote?

Folk music, ethnic, ambient, classical, me-
dieval...all the genres that constitute a real 
alternative research to the flattening. Ev-
ery kind of music, well done and done with 
sincerity of heart. We can say that maybe 
our taste is a bit far from Jazz, techno mu-
sic, dance music... but not absolutely, it de-
pends. Surely we work well with the genres 
quoted above. 

Any future plans of LaRoseNoire? 
 
To find the right imagination, to continue to 
make our dreams true. 

You are also a tour guide in the area 

Emilia Romagna. How do you com-
bine all these activities, what is 
your secret source of inspiration? 
 
As I started professionally to work as a  tour 
guide I came across a desper-
ate situation in my country. 
And with this answer I come 
to very concrete and sad facts. 
I live in a country that along with Greece, 
is one of the most beautiful ones for peo-
ple who love culture and art and this 
immense wealth that has made us rich, 
humanly and prosperous in the past , 
that which would be our future wealth, 
is now overlooked and undervalued. 
This is a concept that I would not only write 
down but also to scream out with all my forces! 
Italy is devastated by a crippling bureau-
cracy that holds monuments closed and 
makes inaccessible wonderful works of art. 

(William Turner The Blue Rigi Lake of Lucerne - Sun-
rise 1842 )
The government does not consider culture to 
be  a priority, but simply a kind of education! 
Not only are the resources that we possess 
not meant to promote culture but those who 
work in cultural institutions often act on the 
basis of favoritism and personal interests 
and are not really interested in what they 
could do for enriching our cultural heritage. 
I thought that working in a cultural field I 
would find people who real-
ly understand the meaning of be-
ing cultured, but not all are like this. 



Being acculturated is not only to quote 
names or dates or to have several universi-
ty diploma, education it's important but it 
must also be done with a state of mind that 
helps to use profitably the notions, it helps 
to be mature and not superficial. To give sig-
nificance in what is learned and studied and 
to put this meaning in practice in practical 
and more beneficial issues.

How is the crisis Old Europe faces related 
to culture?
 
It is said now that one realizes the crisis if one 
looks at young people but for me it is not like 
this. The crisis that mankind is facing is easy 
to understand if we look at the old ones. 
Old people should be the reference 
point of the society but now they are not.  
What models or reference points may 
have young people if the old don't give 
up accepting their age, growing wisdom 
and providing values and experience? 
Even within the culture field you see people 
of 70-75 years or even 80 being arrogant 
and lacking in wisdom, in competition with 
workers who are 30 -40 years old, when they 
would be able to retire and live their lives 
more naturally and providing to those who 
are still active that wisdom which is proba-
bly totally lost .
 
You see also some old people over-
ly concerned about their physi-
cal appearance : how is it possible ? 
How can future generations have points 
of reference if there is no wis-
dom in older people ? 
By studying astrology and looking at these 
seniors who are greedy , arrogant, and yet 
eager, comes to my mind that they could 
represent the less desirable aspects of 
the archetype of Saturn , the archetype 
that, at the time of Ovid , provided a mod-
el for that golden age in which reigned 
wisdom with abundance but now is over.  

People nowadays have to change their 
way of thinking quickly not to be like zom-
bies moved passively and without con-
science by the instinct to preserve their 
personal power and to accrue their money. 
We have to work to build a life that is really 
beautiful and this means significant.

What's the secret to keeping on doing all 
these?  

At this moment I think that also rage when 
transformed into dynamic energy helps a lot :) 
But finally there's a short dialogue between 
William Blake and his wife in which I could 
resume “my secret” (long as it will work): 
"What do we do then, Kate?"  
"We kneel and pray, Mr. Blake." 

Finally I have to thank my friend Mary Vareli 
for being so in tune and in touch with me 
for all these years even if we live in different 
countries, this is more of worth than all the 
words I wrote in this interview.

Thank you too Elizabeth, in hard times 
your example was shining before our 
eyes, giving us courage not to give up. l

CONTACT
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Elihu Vedder, The Sphinx of the Seashore,1879-1880
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Intellectual Iconoclasm 
and Creative Imagination
The Subjective Nature of Vibrational Thought 

CREATIVE IMAGINATION PT3

“The distorted images, shown 
to us by means of the mind are 
images of the phenomena, not 
realities. They are nothing but 
shadows of shadows. If we were 
able to know our ideas about the 
world in exact form, not through 
vibrations, even seemingly, we 
could achieve a slight transcen-

dental experience. The big secret 
is that the vibrations of the mind 
can stop when withdrawn from 
consciousness through medita-
tion or other practices that sepa-
rate the conscious mind from the 
simplest form of realizing altered 
states, namely the transcenden-
tal consciousness.” By Mary Vareli

Plato's Allegory of the Cave by Jan Saenredam, according to  Cornelis van Haarlem, 1604, Albertina, Vienna



"Mind is the great Slayer of 
the Real ", translated Helena P. Blav-
atsky, co-founder of the Theosophical Soci-
ety in 1875 from the "Book of Golden Rules." 
The original Golden Rules are engraved on 
rectangular plates, copies are on discs. Both 
are kept in the Temples of Tibet. The writing 
is often in the Tibetan language, but also 
in Senzar, the language of the priests. Their 
subject is Conscious Life. 
"There is no more declarative title for the 
Mind than this: The Creator of Illusion", 
says Annie Besant, moving on the same 
basis. The mind handles information like a 
man who is wearing gloves. Of course it can 
handle the job, but loses the greatest part 
of the sensation. Thought is the result of a 
previous thought, which is constantly being 
amended.  

All of the foregoing results, perceived as 
a function of the mind, are constantly in 
a state of everlasting motion, giving us 
a series of changing images. Depending 
on the vibration and speed, which varies 
from person to person, this form is what 
we call "thinking." In other words the re-

sult is not autonomous, but depends on 
what already existed as vibration, with-
out the thought being itself an auton-
omous vibration. The transcendence of 
consciousness is associated in this way 
with autonomous vibrations not related 
to the ones that a person creates.  

A very typical example of simulation of how 
the human mind experiences the reality is 
that of looking at things through colored 
glasses. If you see a green object through 
red glass it will look black. This is because 
the vibrations that give us a sense of red are 
hidden by those who give us the sense of 
green, so the eye is fooled.
Even when we look at things with the naked 
eye, people see them slightly differently, 
as the very eye of every man modifies the 
received vibration. "When the retina notic-
es something, neurons transmit impulses 
to the brain through a series of interactive 
electrochemical impulses. In about a tenth 
of a second the message reaches the visual 
cortex which begins to interpret. Therefore, 
we do not see with the eyes but with the 
brain. "

Is, therefore, what we see real, as long as 
the brain and what it perceives have this 
subjective connotation? Another proof of 
the insufficiency in the brain as a means of 
perception is as follows: "Part of the retina, 
where the optic nerve enters the brain, has 
neither rods nor cones and therefore does 
not see the light. It is called "blind spot"; 
right in the center of the retina there is a 
small crater, called fovea. It is full of high 
consistency cones, which we use to focus 
accurately, meaning when we want to focus 
on an object with bright light. In low light, 
however, the cones of the fovea are almost 
useless, so we must look askance at the ob-
ject to see it clearly, "notes Diane Ackerman. 
So, again,  is even what we can actually see 
real or unreal?

Edward Burne Jones The Perseus Series
-The Doom Fulfilled



"Creativity" is the activity that generates 
something qualitatively new, something 
which previously never existed. Each 
new day is the result of yesterday. Every 
event, invention, artistic work, techno-
logical construction, medical discovery, 
every law and generally every human ac-
tion first came through the first stage of 
the visualization. We can mold the future 
with optimistic images of today.

The sciences of psychology and philoso-
phy have dealt extensively with the issue 
of creative imagination. The psychologists 
of a popular model, such as that of Wallace, 
study the psychological mechanism through 
which the act of creativity emerges. Wallace 
supported the formalities of the work of the 
mathematician Poincare. In philosophy - 
from ancient times  through Plato and the 
Academy project until  modern times with 
Friedrich Schelling and the  Romantics of 
Jena - the view that creativity is the high-
est form of human activity has dominated, 
as man in this way  communicates with the 
absolute .

Plato identified the intervention of the 
imagination as a superior, creative ca-
pacity of the soul;  the tool in order things 
to stop being shades of Ideas  but to ap-
proach the net ideas , as everything in 
this world is nothing but a shade of  Ideas 
. Imagination, according to Plato, creates 
"ghosts" (structures made of ether), em-
bedded in elements of reality. In the dia-
logue "Phoebus", via Socrates, Plato writes 
that man keeps in mind the opinions of oth-
ers through vision or some other sensation.  
"Socrates: When a man receives from sight 
or some other senses the opinions and ut-
terances of the moment and afterwards be-
holds in his own mind the images of those 
opinions and utterances."  (" Phoebus", 39b).

Aristotle distinguishes Imagination from 

feeling and intellect, while admitting 
that without imagination there is no con-
ception. "And because imaginations remain 
in the organs of sense and resemble sen-
sations, animals in their actions are largely 
guided by them, some (i.e. the brutes) be-
cause of the non-existence in them of mind, 
others (i.e. men) because of the temporary 
eclipse in them of mind by feeling or disease 
or sleep. (On The Soul, Book III, 429a)" 

"Perception of the special objects of sense 
is never in error or admits the least possible 
amount of falsehood.  That of the concom-
itance of the objects concomitant with the 
sensible qualities comes next: in this case 
certainly we may be deceived; for while 
the perception that there is white before us 
cannot be false, the perception that what 
is white is this or that may be false.  Third 
comes the perception of the universal attri-
butes which accompany the concomitant 
objects to which the special sensibles at-
tach (I mean e.g. of movement and magni-
tude); it is in respect of these that the great-
est amount of sense-illusion is possible."(On 
The Soul, Book III, 428b) (Also see" On the 
Soul ", C ', 427b). 

The Neo- Platonic and Stoic philosophers 
perceive imagination as something that 
can be derived equally both from the hu-
man psyche and the external environment. 
The Epicureans, in turn, define the mental 
image as material substance of thought, so 

Shepherd's Dream, John Henry Fuseli, 1793



they define as "imaginary" what comes from 
outside.
Is, however, what we call "creative imag-
ination" just an outlet attempt, whatever 
this brings about, or can it also create a 
reality? Many writers of the fantasy genre, 
prisoners, heroes, and ordinary people with 
problems could be mentioned here with 
the aim of illustrating the power of creative 
imagination. Edward H. Morrell, for example 
, author of " Twenty- Fifth Man" ("The 25th 
Man: The Strange Story of Ed. Morrell", 1924), 
while being  tortured in a prison in Arizona , 
imagined that  a mental gateway opened in 
front of him and he was released; this imagi-
nary event  gave him  power to not die from 
hardships . Odette, a heroine of the French 
Resistance, while captivated in isolation she 
imagined sewing clothes for her daughters; 
this saved her from madness.  And so many 
others.

The distorted images, shown to us by 
means of the mind are images of the phe-
nomena, not realities. They are nothing 
but shadows of shadows. If we were able 
to know our ideas about the world in exact 
form, not through vibrations, even seem-
ingly, we could achieve a slight transcen-
dental experience. The big secret is that 
the vibrations of the mind can stop when 
withdrawn from consciousness through 
meditation or other practices that sepa-
rate the conscious mind from the simplest 
form of realizing altered states, namely 
the transcendental consciousness. Only 
then the human perception of the out-
side world would be more realistic, as the 
vibrations would be identified with the 
vibrations that correspond to the image 
that the person observes but still would 
not interfere in this via vibrations, i.e. 
thoughts, accumulated one over the oth-
er during life. We will then have a true pic-
ture of what is called "form", meaning the 
image of objects perceived. A wonderful 

allegory is given by Plato in the allegory of 
The Cave, the Republic.

Unfortunately, people can know only their 
impressions about things, not the things 
themselves. The pure and superior thoughts 
consist of faster vibrations that can affect 
the subtle levels of mental material.
The coarsest levels remain unaffected. So 
how can creative imagination help to im-
prove the common, tangible reality that we 
experience, since, despite received informa-
tion, clearly there is a reality that we all expe-
rience? Are subtle thoughts and spiritual 
cultivation enough? Or we need some-
thing else to understand the commonly 
accepted reality and also to intervene in 
this?

The answer to these questions is related to 
the nature of the vibrations that interact. 
More specifically , the vibrations produced 
by people with clear thinking and culture, 
people , characterized by virtues, influence 
humans characterized by coarser levels of 
mental material, due to the speed of vibra-
tion, as molecules of the coarse substance  
are discharged and therefore occupied by 
molecules of  finer substance, explains Annie 
Besant in her book  "The Power of Thought" 
.l TO BE CONTINUED

Helena Petrovna Blavatsky



Work of art and its critic 
Overview of an original 

thought upon the 
romantical and 

philosophical 
idealism

BY PHILIPPE BLACHE 
DOCTOR IN SOCIO-CULTURAL 

ANTHROPOLOGY, 
MUSICIAN AND REVIEWER

“The possibility for an artistic renewal in front of the 
contemporary subversive nihilism can find its way 
thanks to the romantical attitude in its mystical, 

lyrical or realistic forms.” 

Caspar David Friedrich-  Der Mönch am Meer 1809 - 1810



The notion 
of “work of art” and its corollary of 
creation seem so misleading and so little in 
affinity with the horror of the now prevail-
ing conceptions handled by the “free-mar-
ket totalitarianism” that we have to follow 
better paths to consider it in its very pecu-
liar substance. Referring to the essen-
tial  regions of  the psyche and sen-
sit ive l i fe,  these notions converge 
on the aesthetic and philosophical 
level.  Some bright and vigorous spirits of 
the German philosophical traditions offer us 
particularly striking lines of interpretation 
on what determinates and enhances an aes-
thetic production to the level of an accom-
plished work of art (appreciated as a free, 
durable and great expression of life and its 
“inner experiences”). 

Considerations and proposals for a critical 
interpretation of art creation took part of 
its origin in the dialectical movement and 
thoughts defended by the European tran-
scendental philosophy. Human being is 
double: pictured as a spiritual autonomous 
egotic entity (the transcendental reason-
able “self”), then empirical or attached to 
the corporeality of the nature world and its 
laws. Due to its spiritual autonomy and “re-

flexive intention”, Man is able to meditate 
and to return to his very own being. In its 
interpretation and criticism of the art, the 
philosophical idealism is closely embedded 
in the poetical romanticism: the self-aware-
ness and consciousness of an artwork taken 
in its individuality does not exist, except in 
history. The freedom and the autonomy as 
the conditions on the only real “realization” 
take their substance from the relationship 
to history, origins, nature and its divine in-
spiration (poetical view of the romantical 
“totality”). 

Schlegel’s critical apprehension on the 
poetical work of Lessing underlines at first 
instance the energetic (energeia) of the ar-
tistic production. Those energetics or mag-
netism stimulate several fragments (filings) 
arranged objectively in coherent series 
(magnetic subject) according to the inten-
tionality of the author. This articulation or 
combination is what we call “the charac-
terization of the tendency of the work”. The 
interpretative process of the art critic tries 
to think about the work in its totality (only 
possible divination) by taking into consid-
eration the solidarity of fragments, the way 
they appear in their “original shape”. 

For the romantical thinkers the creative 
strength enters the symbolical universe of 
the culture of high transcendence exem-
plified in this Faustian world described by 
Spengler (about music and plastic arts). 
Music ,as art in general, becomes a means of 
realization and representation of the depth 
of the human soul, in all its tragedy, its con-
tradictions and uncertainties. By remaining 
a creator and not a worker (alienated to the 
industry of art, to the reign of money), the 
artist is the bard of an existential twilight 
soaking in a blurry and atmospheric light. 
He sublimates the real nature by deliver-
ing his atmospheric secrets, he transfigures 
the relationships between the past, present 
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and the future. Today the artistic sphere is 
the materialistic one, brutal and agonizing 
of cosmopolitan mega cities. The technical 
necessity is submitted to the development 
of an entertainment art with its foolish or-
naments (empty figures of excitement), to 
a state of mind and uncouth manners. This 
necessity admits no more links with the at-
mospheric tonalities, the transfiguration of 
distant spaces or with the understanding of 
the hidden world, of destiny submitted to 
the immanency of the universe.

The drifts and the postmodern illu-
sions, their cannibalism and disgust 
for spiritual unity, for the indivisible 
form of beauty seem to subvert the 
simplicity and the aesthetic purity 
defended by the romantical style as 
well as the reflective symbolicism (fa-
bles, proverbial forms, metamorpho-
ses…). 

Today art largely stopped being an answer 
to the deepest needs of the spirit and to 
raise the thought towards a spiritual ideal 
which contemplates the absolute.  Deprived 
of its spiritual and absolute idea in beauty, 
art declines and becomes «  obscure  » or 
«  affected  », «  mannered» and «  artificial  » 
to re-use words from Tolstoy, excluding all 
traces of sincerity and spontaneity. The pos-
sibility for an artistic renewal in front of the 
contemporary subversive nihilism can find 
its way thanks to the romantical attitude 
in its mystical, lyrical or realistic forms. Be-
ing uprooted from its spiritual base, from its 
transcendence and its universal vocation, 
art becomes sophisticated, exclusive, selfish 
and perverted, breaking out its first attempt 
brightly illustrated by Jean Marie Guyau 
when talking about a « synergic strength » 
and the social character at the heart of an 
harmonious realization between sensibili-

ties. Great art is like Great nature described 
by the romantics, it places aesthetical emo-
tion upon an impersonal and universal plan 
(this is the objective followed in Goethe’s es-
says on aesthetism).

To complete this brief overview about the 
romantical idealism and the aesthetic ex-
perience / pleasure through art, it is neces-
sary to point out another crucial intellectual 
issue approached by classical authors. This 
issue relates various discussions around 
the theory of the “sublime” and the passage 
from neoclassicism to romanticism. 

The neo-hellenist style and the great an-
tique traditions defended by Winckelmann 
in its erudite encyclopedic work about aes-
thetism through the ancient ages and its 
restoration on cultural and artistic behav-
iors demonstrates an obvious interest for 
the “classical sublime” linked to the “purity 
of the form”. From this neoclassical tradi-
tion angle, the sublime is seen as a quality 
of excellence in beauty, a state of grandeur 
and exquisiteness, a mysterious relationship 
between the divine and the human. The ro-
manticism and its idea of the sublime de-
fended by Burke or Schiller will start from 
this neoclassical conception, but in order to 
reach a more critical and metaphysical level 
than the glorious aesthetical one represent-
ed by the neoclassicism. In a few words the 
sense of the sublime is intertwined with the 
transcendental estate which arises in very 
rare circumstances (when natural beauty 
meets genuine poetry to transform our per-
ception of the world). 

The romantical conception of the 
sublime is linked to a certain pathos, 
affection of the soul theoricized by 
Kantian principles. Schiller draws his 
own conception based on this her-
itage and finally come to stress the 



existence of a pathetic sublime per-
ceived inside a religious contempla-
tion. 

The role of art is to approach the appear-
ance of things and to give us the feeling of 
the sublime. The main difference which ap-
pears between the experience of the beau-
ty and the experience of the sublime is that 
the second one is an unusual combination 
between a vertiginous perception closed to 
anxiety, a certain paroxysm and an irresist-
ible call of freedom, the contemplation of 
beauty is more the expression of pure free-
dom lived by delicate souls. 
In order to illustrate the purpose of art in its 
symbolical conception and as an impulsion 
to new idealistic-religious matters secret-
ly unified to life itself, here is a meaningful 
quotation taken from a new humanism de-
fended by Josephin Peladan: 

‘’ Artist, you are a priest: Art is the grand mys-
tery, and when your effort results in a mas-
terpiece, a ray of divinity descends as if upon 
an altar. Artist, you are a king: art is the true 
empire. Artist, you are a mage: Art is the grand 
miracle, it only proves our immortality. ‘’

In peripheries, to consider and estimate the 
specific character of art under the aesthet-
ical angle discussed in intellectual circles 
inspired by romanticist visions, we can also 
give a look on writings by Hippolyte Taine. 
The convictions of this fundamental author 
in the “history of ideas” have already been 
vaguely approached by Tolstoï in his own 
book about art and its function. Despite of 
being a positivist and seduced by the rudest 
aspect of the scientific-experimental meth-
od, Taine’s philosophy of art deserves a real 
interest to have a documented view about 
the crucial romantical period and its per-
spective on Art topic, about the socio-his-
torical context where art is produced then 

comparing renaissance’s values, sentiments 
to Romanticism’s and public opinion. 
Let us conclude, therefore, than in every 
simple of complex state, the social medium, 
that is to say, the general state of mind and 
manners, determines the species of works 
of art in suffering only those which are in 
harmony with it, and in suppressing other 
species, through a series of obstacles inter-
posed, and a series of attacks renewed, at 
every step of their development. 
At last, the conception of beauty and aes-
thetic pleasures typified by the romantical 
sources give a major importance to a com-
bination of feelings, movements, forms… 
the highest expression of emotion which is 
as the basis of the “art for art”. This concep-
tion centered on “emotion” and “personali-
ty” represents the idealistic-subjective side 
of romanticism defended by someone such 
as Caspar David Friedrich-  Der Mönch am 
Meer 1809 - 1810 Caspar David Friedrich-  
Der Mönch am Meer 1809 - 1810 in his 
book about art and its supreme objective. 

This perception remains slightly opposed to 
the mystical form of romanticism defended 
by Tolstoï himself when talking about the 
spiritual role of the artist and the renew-
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al experience / reception of art invested in 
a human community.  Nevertheless in his 
writings Baumgarten represents the highest 
idealistic degree of romanticism at its meta-
physical age. It seems legitimate to con-
clude this short article by a fragment taken 
from this author along his elaboration and 
contemplation for a sensual theory of aes-
thetics:

‘’ The beauty of sensible cognition and the 
fineness of aesthetic objects themselves pres-
ent composite perfections, which are univer-
sal… For this reason one allows exceedingly 
many exceptions, which are not counted as 
errors, even if they are encountered in experi-
ence, provided only that they do not disturb 
the greatest possible harmony of phenomena, 
and therefore if they are as minimal and un-
noticeable as possible… And the exceptions, 
which we have indicated [above], present no 
unfineness, if for example a less important rule 
of beauty must yield to a more important, a 
less fruitful one to a more fruitful one, a near-
er one to a further one, to which it is subordi-
nated. Therefore if one is concerned with es-
tablishing the rules of beauty in thinking, one 
must be careful to consider at the same time 
the weight of these rules. ‘’ l
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A Defense of Poetry 

PART 4 by Percy Bysshe Shelley

Poetry strengthens the faculty which is the organ 
of the moral nature of man, in the same manner 
as exercise strengthens a limb. A poet therefore 
would do ill to embody his own conceptions of 
right and wrong, which are usually those of his 
place and time, in his po-
etical creations, which 
participate in neither. By 
this assumption of the in-
ferior office of interpret-
ing the effect, in which 
perhaps after all he might 
acquit himself but imper-
fectly, he would resign a 
glory in a participation 
in the cause. There was 
little danger that Homer, 
or any of the eternal po-
ets, should have so far 
misunderstood them-
selves as to have abdi-
cated this throne of their 
widest dominion. Those 
in whom the poetical 
faculty, though great, is 
less intense, as Euripid-
es, Lucan, Tasso, Spenser, 
have frequently affected a 
moral aim, and the effect 
of their poetry is dimin-
ished in exact proportion 
to the degree in which they compel us to advert 
to this purpose.      
  Homer and the cyclic poets were followed at a 
certain interval by the dramatic and lyrical poets 
of Athens, who flourished contemporaneously 
with all that is most perfect in the kindred ex-
pressions of the poetical faculty; architecture, 
painting, music, the dance, sculpture, philoso-

phy, and, we may add, the forms of civil life. For 
although the scheme of Athenian society was de-
formed by many imperfections which the poetry 
existing in chivalry and Christianity has erased 
from the habits and institutions of modern Eu-
rope; yet never at any other period has so much 

energy, beauty, and virtue 
been developed; never was 
blind strength and stub-
born form so disciplined 
and rendered subject to the 
will of man, or that will less 
repugnant to the dictates of 
the beautiful and the true, 
as during the century which 
preceded the death of Soc-
rates. Of no other epoch in 
the history of our species 
have we records and frag-
ments stamped so visibly 
with the image of the divin-
ity in man. But it is poetry 
alone, in form, in action, 
or in language, which has 
rendered this epoch mem-
orable above all others, and 
the store-house of exam-
ples to everlasting time. For 
written poetry existed at 
that epoch simultaneously 
with the other arts, and it is 
an idle inquiry to demand 

which gave and which received the light, which 
all, as from a common focus, have scattered 
over the darkest periods of succeeding time. We 
know no more of cause and effect than a con-
stant conjunction of events: poetry is ever found 
to coexist with whatever other arts contribute to 
the happiness and perfection of man. I appeal to 
what has already been established to distinguish 



between the cause and the effect.      
  It was at the period here adverted to that the 
drama had its birth; and however a succeeding 
writer may have equalled or surpassed those 
few great specimens of the Athenian drama 
which have been preserved to us, it is indisput-
able that the art itself never was understood or 
practised according to the true philosophy of 
it, as at Athens. For the Athenians employed 
language, action, music, painting, the dance, 
and religious institutions, to produce a com-
mon effect in the representation of the highest 
idealism of passion and of power; each division 
in the art was made perfect in its kind of artists 
of the most consummate skill, and was disci-
plined into a beautiful proportion and unity 
one towards the other. 

On the modern stage a few only of the ele-
ments capable of expressing the image of the 
poet’s conception are employed at once. We 
have tragedy without music and dancing; and 
music and dancing without the highest imper-
sonations of which they are the fit accompani-
ment, and both without religion and solemnity. 
Religious institution has indeed been usually 
banished from the stage. Our system of divest-
ing the actor’s face of a mask, on which the 
many expressions appropriated to his dramatic 
character might be moulded into one perma-
nent and unchanging expression, is favorable 
only to a partial and inharmonious effect; it is 
fit for nothing but a monologue, where all the 
attention may be directed to some great master 
of ideal mimicry. 
The modern practice of blending comedy with 
tragedy, though liable to great abuse in point 
of practice, is undoubtedly an extension of the 
dramatic circle; but the comedy should be as 
in “King Lear,” universal, ideal, and sublime. 
It is perhaps the intervention of this principle 
which determines the balance in favor of “King 
Lear” against the “Oedipus Tyrannus” or the 
“Agamemnon,” or, if you will, the trilogies with 
which they are connected; unless the intense 
power of the choral poetry, especially that of 

the latter, should be considered as restoring 
the equilibrium. “King Lear,” if it can sustain 
this comparison, may be judged to be the most 
perfect specimen of the dramatic art existing 
in the world; in spite of the narrow conditions 
to which the poet was subjected by the igno-
rance of the philosophy of the drama which 
has prevailed in modern Europe. Calderon, in 
his religious autos, has attempted to fulfil some 
of the high conditions of dramatic represen-
tation neglected by Shakespeare; such as the 
establishing a relation between the drama and 
religion, and the accommodating them to mu-
sic and dancing; but he omits the observation 
of conditions still more important, and more is 
lost than gained by the substitution of the rig-
idly defined and ever-repeated idealisms of a 
distorted superstition for the living imperson-
ations of the truth of human passion.      

  But I digress. The connection of scenic exhi-
bitions with the improvement or corruption of 
the manners of men has been universally rec-
ognized; in other words, the presence or ab-
sence of poetry in its most perfect and univer-
sal form has been found to be connected with 
good and evil in conduct or habit. The corrup-
tion which has been imputed to the drama as 
an effect, begins, when the poetry employed in 
its constitution ends: I appeal to the history of 
manners whether the periods of the growth of 
the one and the decline of the other have not 
corresponded with an exactness equal to any 
example of moral cause and effect.   
  The drama at Athens, or wheresoever else it 
may have approached to its perfection, ever 
coexisted with the moral and intellectual great-
ness of the age. The tragedies of the Athenian 
poets are as mirrors in which the spectator 
beholds himself, under a thin disguise of cir-
cumstance, stripped of all but that ideal perfec-
tion and energy which everyone feels to be the 
internal type of all that he loves, admires, and 
would become. The imagination is enlarged by 
a sympathy with pains and passions so mighty, 
that they distend in their conception the ca-



pacity of that by which they are conceived; the 
good affections are strengthened by pity, in-
dignation, terror, and sorrow; and an exalted 
calm is prolonged from the satiety of this high 
exercise of them into the tumult of familiar life: 
even crime is disarmed of half its horror and all 
its contagion by being represented as the fatal 
consequence of the unfathomable agencies of 
nature; error is thus divested of its wilfulness; 
men can no longer cherish it as the creation 
of their choice. In a drama of the highest or-
der there is little food for censure or hatred; it 
teaches rather self-knowledge and self-respect. 
Neither the eye nor the mind can see itself, un-
less reflected upon that which it resembles. 

The drama, so long as it continues to express 
poetry, is as a prismatic and many-sided mir-
ror, which collects the brightest rays of human 
nature and divides and reproduces them from 
the simplicity of these elementary forms, and 
touches them with majesty and beauty, and 
multiplies all that it reflects, and endows it 
with the power of propagating its like wher-
ever it may fall.   But in periods of the decay 
of social life, the drama sympathizes with that 
decay. Tragedy becomes a cold imitation of the 
form of the great masterpieces of antiquity, di-
vested of all harmonious accompaniment of 
the kindred arts; and often the very form mis-
understood, or a weak attempt to teach certain 
doctrines, which the writer considers as mor-
al truths; and which are usually no more than 
specious flatteries of some gross vice or weak-
ness, with which the author, in common with 
his auditors, are infected. 
Hence what has been called the classical and 
domestic drama. Addison’s “Cato” is a speci-
men of the one; and would it were not super-
fluous to cite examples of the other! To such 
purposes poetry cannot be made subservient. 
Poetry is a sword of lightning, ever unsheathed, 

which consumes the scabbard that would con-
tain it. And thus we observe that all dramatic 
writings of this nature are unimaginative in a 
singular degree; they affect sentiment and pas-
sion, which, divested of imagination, are other 
names for caprice and appetite. The period in 
our own history of the grossest degradation of 
the drama is the reign of Charles II, when all 
forms in which poetry had been accustomed 
to be expressed became hymns to the triumph 
of kingly power over liberty and virtue. Mil-
ton stood alone illuminating an age unworthy 
of him. At such periods the calculating princi-
ple pervades all the forms of dramatic exhibi-
tion, and poetry ceases to be expressed upon 
them. Comedy loses its ideal universality: wit 
succeeds to humor; we laugh from self-com-
placency and triumph, instead of pleasure; 
malignity, sarcasm, and contempt succeed to 
sympathetic merriment; we hardly laugh, but 
we smile. 
Obscenity, which is ever blasphemy against the 
divine beauty in life, becomes, from the very 
veil which it assumes, more active if less dis-
gusting: it is a monster for which the corrup-
tion of society forever brings forth new food, 
which it devours in secret. The drama being 
that form under which a greater number of 
modes of expression of poetry are susceptible 
of being combined than any other, the connec-
tion of poetry and social good is more observ-
able in the drama than in whatever other form. 

And it is indisputable that the highest perfec-
tion of human society has ever corresponded 
with the highest dramatic excellence; and that 
the corruption or the extinction of the drama 
in a nation where it has once flourished is a 
mark of a corruption of manners, and an ex-
tinction of the energies which sustain the soul 
of social life. l

TO BE CONTINUED 
--------------------------------------------------
A Defence of Poetry is an essay by the English poet Percy Bysshe Shelley, written in 1821 and first published posthumous-



“THE WINDOW”
“BEFORE THE SUNRISE”

short stories 
and images

 by  Ellada Kralli



A dream so distant dragged 
her out of her peaceful sleep. The road was 
still flooded in moonlight as she stared out 
the window. Tree shadows were falling on 
the bare walls of her room. The chandelier 
resembled a living bird with wings slowly 
being burned whenever a car was passing 
by and shadows created formed of differ-
ent shapes around it. She raised her hand to 
touch it and all of a sudden it disappeared. 
She rubbed her eyes thinking that the vision 
was her imagination. Nothing changed. She 
got up to turn the lights on but darkness 
gave no token. Assuming a power failure 
she timidly looked out the window to check 
whether the neighbors had lights on and ev-
eryone had indeed. It was outrageous. Ter-
ror flooded into her and breathing deeply, 
she managed to calm a bit after a while. She 
headed for the bed keeping in mind that 
she only had to walk on a straight line. She 
sat on the bed somewhat more calm now. 
She reached out for the night table just next 
to her. She recalled there was a small torch 

there for such situ-
ations. She turned 
it on but its light 
was not enough 
to illuminate any-
thing around. Fear 
returned immedi-
ately and her heart 
was beating as fast 
as if ready to stop 
any moment.

“Why  I can see 
nothing? It’s insane. 
It must be a joke, 
that’s it.”

How much she craved to hold on to that 
idea… but things were not like that. She 
screamed out loudly if anyone was in 
the room receiving no reply. She kept on 
screaming, in vain. Not even the walls were 
visible in that darkness. She got up resting 
her hand on the wall. She turned the torch’s 
beam to the same direction.

“This cannot be happening, it’s impossible. 
How can I touch the wall yet it does not ex-
ist?”

The window was still visible as she could see 
it. With slow steps she moved towards that 
way, soaked in sweat by fear. With an impul-
sive movement she turned the torch to the 
window again. Still no result.

“What am I going to do? Is this all a joke? 
Help! Can anybody hear me?”

She decided to turn off the light and let her 
eyes guide her in the darkness. The win-
dow appeared again under the moonlight 
and the shadows were visible again on the 
chandelier. She walked towards  the win-
dow and opened it, in need of some fresh 
air. She felt her lungs shrinking, pressed 

T H E   
W I N D O W 



down by a heavy weight. She believed, this 
way, she could breath again as before this 
experience.
 
-“Eventually the light is not the answer to 
everything my dear.”

- “Who’s there?”

- “Calm down…” She lowered the torch hav-
ing threatening raised it. There was a shad-
ow lurking nearby. 

- “Why can’t I see your face?”

- “Anyone can see and believe whatever he 
wants or believes he will see or believe.”

- “I see you are in a mood for mysteries.”

- “You could say I am a philosopher but I 
don’t know how true this could be.”

- “So, what do you want from me.”

- “Nothing at all. It’s you who don’t remem-
ber.”

- “What do you mean?”

The shadow smiled bitterly and came close 
to her. She felt a touch as cold as death. She 
instantly turned the torch to the shadow.

- “This isn’t true… No you cannot be…”

- “…Be you?”

- “What’s happening? I cannot breath…”

“Calm down and enjoy death.”

Her breathing was going weaker and weak-
er and the space out her window smaller 
and smaller. Could this be nothing but a 
joke after all?

She was laying down, dead, next to the park 
out of her window. It was night… The torch 
went off and the scattered leaves were dyed 
by her blood. The sunlight deleted all trac-
es…   l

Before the sunrise
He was standing alone on a road, as the 
night was covering the city, in search for 
the signs that would guide him to his fu-
ture paths. Mist was rising beyond the void. 
He could see everything vanishing in the 
black and white dream of a stuffy atmo-
sphere. He believed he was a stranger in an 
already known world, fearing that the sky’s 
tears would have drawn him. Lost for years 
in a past of wounded hearts and visions for 
a better morrow, he had been struggling in 
vain with no result. The city was fast asleep 
and only the smoke rising above the chim-
neys could embellish his soul.



He walked towards an old train station that 
was not in service anymore. Only his lone-
liness could be heard, whistling a song as 
she emerged to greet him with a smile. She 
touched his face and then she vanished be-
yond the rusty rails. Memories were the only 
piece of her left to remember. Her smile and 
the anticipation of her arrival flooded him 
so joyfully that every single time he realized 
how much she loved him. It was a rainy winter 
morning when the gleam of her eyes settled 
down, when her body was found on the rails.

She was staring at the sky with such absorbed 
eyes, waiting for the blue color to dive like a 
bird and consume her. Just a breath brought 
her closer to the hurting reality, struggling 
with her dark thoughts. She wanted to walk, 
to forget the grieving of the past years. The 
bridge was so deserted, so desolate that she 
cried for the loss. He could never have seen 
her but his eyes were also just like a heaven 
for her that she chosen to stay out of his vi-
sion not to hurt him with her presence. She 
was scared of the dark but it was the only way 
to see him wandering like a shadow through 
the bloody memories of her mind. The Sun 
would rise soon and she was afraid of loosing 
him forever. She run to the nearby train rails 
giving the down, this way, a warm embrace 
to be lost for love.

A world so different yet so unchanged. Rec-
ollections like weaved images on a spider’s 
web, lurking for years to wrap the next victim 
and offer a new sacrifice in the mind’s sim-
plicity. One moment, she chose to change ev-
erything with only companion the night who, 
dressed in white, awaits to lead humanity to 
different places. l

HOME PAGE  / CONTACT

https://www.facebook.com/elladaluna.elven
https://www.facebook.com/pages/Para-
dox-Reality/315998488457830
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The imperial castle "Honecken", first men-
tioned in 1212, was constructed for the 
protection of the imperial lands and the 
imperial palace. It was the seat of the dy-
nasty of the estate officials of Hoheneck-
en whose members rose to high office. 

In 1481 one quarter of the castle was 
sold to the Electorate of the Palatinate. 
In 1525, during the Peasants' War, it was 
ravaged by peasants. Around 1560 the 
castle was expanded. 



Following disputes between the Hohe-
necken family and the Electorate, it was 
partially destroyed in 1668 and com-
pletely blown up by French troops in 
1689 during the Palatine War of  Succes-
sion. 

The ruins are one of the most impressive 
testimonies of Hohenstaufen architec-
ture. l
For more: http://de.wikipedia.org/wiki/
Burg_Hohenecken



abstractive   noise
Of the Adder's Bite

EXPERIMENTAL / ELECTRONIC / ACOUSTIC 

INTERVIEW WITH  Panagiotis 
             Pagonis

a male is trapped in a 
gigantic machine world 

that is revealed as a 
woman...



Mary vareli: Tell us about your first steps 
in music and how the idea of the project 
Abstractive Noise was formed since 2006 
that you started your musical career.
 
Panagiotis Pagonis: I am involved with 
bands as a guitarist and bassist since 2006 
but I launched Abstractive Noise during 
2007. Back then it was a project that would 
be focusing mainly in complicated electron-
ic (“idm”) ambient and a bit noise-y/industri-
al music but in time the idea matured (and is 
still maturing) so now and for the time being 
it will serve as an alias for most of my work.

If you were asked to name the genre of 
the music you perform what would that 
be? 

 I wouldn’t, really. The reason is that I don’t 
intent to focus on one particular style or 
genre of music. What I can say though is 
that with Abstractive Noise I’m trying to cre-
ate crossovers between different styles of 
music and sound or composition/produc-
tion techniques (including sound design). 
 I really want to avoid creating 3,4 different 

projects separating my work into genres, I 
think it’s more complicated that way than 
having a name or nickname which charac-
terizes me and keep releasing music under 
that. I'm  more likely to start releasing music 
with my birth name rather than a new nick-
name/project in the future, but you never 
know. 

You mention the word aesthetically when 
you describe your sound. How do you de-
fine aesthetics combined with music?

I refer mostly to the “quality “ of the overall 
result, not to the clarity of the sound in tech-
nical terms, production or the mix, but how 
these contradictory elements, electronic 
and acoustic sounds (in the “of the adder’s 
bite” case orchestral parts) could co-exist 
without exaggerating or overloading the 
production with unnecessary ideas. The way 
I see it is more about the balance between 
the two elements. For example imagine the 
acoustic snare on the track Outcast being 
replaced by a more noisy/ electronic snare 
sound,  the balance there would be lost, but 
now that the electronic sound is focusing 



mainly on a few kicks and hi-pitched sounds, 
it’s ok I think. 

What is your source of inspiration?

Everything can be inspiring. Everything 
depends on  timing, mood, the way of 
life and thinking (and sometimes the 
amount of coffee consumed). For this al-
bum my main source of "inspiration" was 
a number of personal experiences that 
had to be expressed with music in order 
to permanently end them, in my mind.  
In general though I find myself inspirit-
ed by sounds or sound textures from films 
or motion design, complicated rhyth-
mic patterns, probably I might extract 
“ideas” from other composers’ / produc-
ers’ work, learn from them, “play” with 
this knowledge and use it my own way. 
 “Learning” itself could also be very inspiring. 
For example as you learn how to create new 
sounds, ideas might be born, the same goes 
while you are making a new track, it might 
take a completely different direction from 
the initial idea in the process. 

Honestly, what impressed me most 
was the story behind the release. May-
be the film or a book could follow the… 
soundtrack! Tell us more about this un-
usual idea.

The concept is mainly allegorical to this per-
sonal story I’m talking about, I really don’t 
want to get into any details, but it can also 
be interpreted in other ways, for example 
this gigantic machine-world could be the 
inevitability of the political system we live in 
or the countless “clichés” we are forced to en-
dure since our birth, and the trapped protag-
onist is everyone who seeks ways of leaving 
behind or change all these, and usually fails.  
I don’t really think that this exact concept 
could ever be in a film but if it was I guess it 
would be similar to “Eden Log” by Franck 

Vestiel in a totally different setting and with 
a more surreal approach. 

Apart from the narrative mood the album 
shares a ritual, philosophical and medita-
tive feeling. Is this just my idea?

I’m defiantly not the one to judge that.  I can 
barely hear this album anymore, I’ve been 
working days on each track both in produc-
tion and mixing so I ‘m looking at it quite 
differently now. Initially, apart from the 
personal side of the album, I wanted to cre-
ate some kind of a “mystery” that could be 
leading into philosophical “questions” too, 
mainly triggered by my personal interest in 
the work of existentialists philosophers like 
Kierkegaard, Nietzsche and Stirner. I can-
not tell if this can be achieved eventually, I 
guess it depends on how serious the listen-
er will take the concept behind the music. 
It might worth mentioning that the whole 
idea as well as the title got inspired by Ni-
etzsche’s “thus spoke Zarathustra”, the title is 
the English translation of chapter 19 (“the bite 
of the adder”) from the first part of the book. 

What made you stop your personal label 
“Impulsive Art” in 2011? The label re-
leased some interring projects like Igorr 
(Fr), Atmogat (De), Pleq (Pl) and IP Neva.



First of all allow me to clarify the dates, I know 
they are a bit confusing but everything hap-
pened so fast back then. The label stopped 
being active at the end of 2011 though the 
official announcement made during the first 
weeks of 2013. There were many reasons for 
this decision, the first and the most import-
ant is that  it was taking much of my time so 
I couldn’t focus on my main priority, which is 
music and sound design. Second, economi-
cally it was getting more like a burden than 
a relief. Since the whole label was funded 
by me and the  income I had by the sales of 
the releases. These were the most important 
factors amongst many others.

Your first album is self-released, after its 
release you decided to launch your per-
sonal “invisible” label. Enlighten us with 
more information on your concept. 

Abstractive Records was launched with 
the release of “of the Adder’s Bite” not after.  
I call it "invisible" label mainly because it will 
not be hosted on any website apart from 
my official webpage which will be online 
soon. I made this separation as I want to 
keep things as clear a possible. Since Impul-
sive art is no more (or currently) not active I 
thought that it would be confusing to keep 

releasing my personal work directly from an 
officially defunct label. Therefore, and since I 
plan to keep managing myself on particular 
levels, I launched Abstractive-records which 
will be used mainly as a platform for releas-
ing selected future works of mine. 

Are you in search for vocals for future re-
leases?  

Yes I am, I want to feature some vocals on 
certain tracks from my – currently in produc-
tion - 2nd album and maybe in future works. 
I'm in contact with  two, really talented, fe-
male vocalist that might help me with that. 
Nothing is arranged yet. More will be known 
in the following weeks.

Before your personal projects you col-
laborated with other bands and projects. 
Tell us more. 

I've been playing with quite a few bands 
in the past mainly guitar and bass and oc-
casionally live electronics ranging from 
(technical) hardcode to experimental black/
death metal (especially during my uni-
versity years), nothings worth mention-
ing though apart from a couple of dem-
os which were never released properly.  
And I’m still helping when even I can 
and is necessary various projects /
bands of friends with the production, 
mixing and additional guitar-work.  
I’m also making music/sound for (sonic art 
mainly) installations and motion design 
since 2013 and currently looking for ways to 
expand my connections on that field (mo-
tion-design / films / theatre / multimedia in 
general).

The artwork of your first album “of the 
Adder’s bite” moves synesthetically with 
the music. How did you meet Anja Milen? 

Through the Internet. I was searching on 
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the web for  weeks an available artwork 
that would suit my idea or anything close 
enough when this beautiful picture, by Anja 
Millen caught my eye. 

Who is Panagiotis Pagonis when he is not 
composing? Are you an optimist or a pes-
simist, generally?

Now that’s a difficult question, I’m afraid 
that I’m not the most optimistic person on 
earth but there are sparks of optimism trig-
gered by good company occasionally. When 
I’m not composing I watch films read books 
listen to music, what most people do, but 
generally I prefer outdoor activities, hik-
ing, running, etc so I spent lots of my free 
time “moving”. The good thing is that I’m al-
most always caring with me field-recording 
equipment so I could capture any interest-
ing sound I come across.

Tastes in art and literature?  
 
The work of Beksinski is on my top list 
amongst many others.  I really like fictional 
writings like Philip K. Dick’s “A scanner Dark-
ly” or Kafka’s “Castle”.  
 But probably my all-time-favorite novel so 
far is the original “Dune” by Frank Herbert, 
one of the best science fiction works ever 
written in my opinion. 

Most influential bands? 

Impossible to say, I listen to really lots of 
bands/composers from modern-classical, 
free-jazz, complicated electronic (“idm”), 
glitch, breakcore, dnb , sound art  to black/
death metal, “post” rock, hardcore and more, 
so I believe that everything I’m listening to is 
influential in it’s own way. 
 This week for example I’ve been listening 
and influenced a lot by: Mobthrow’s new al-
bum, “Steeltongued” by Hecq, the new al

bum of Russian Circles, Godflesh’s “Songs of 
Love and Hate” and the soundtrack of Elysi-
um. I really don’t know what I will be listen-
ing tomorrow or the day after.
All-time influences for me though is the 
work of Arnold Schoenberg and John Cage, 
not that much in the style of music as much 
in the way of thinking. 

Any plans for gigs?

For this album no,  I would need the as-
sistance of at least a quartet to make this 
happen, maybe for  my upcoming album 
which is more electronic I will try and 
start performing again in larger scale.  
We will see.

Are you preparing any new release?

Yes, I’m working on my second record 
these days, which has gone through lots 
of changes recently and is really differ-
ent, very electronic, little to no orchestral 
parts. I’m also working on numerous, cur-
rently unorganized music ideas, more will 
be told soon through the "social media" I 
use. I hope that my future work won’t dis-
appoint anyone, especially the people who 
have been supporting my music so far.  

Thank you!

Thanks a lot for this interview and thanks to 
all who will read this. l

CONTACT  LINKS :
 

www.abstractivenoise.com 
www.soundcloud.com/abstractive-noise 

www.abstractivenoise.bandcamp.com
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What happens when 
Diamanda Gallas

meets
Cesaria Evora?

“I would say if you have a good idea and it is the first 
thing that pops into your head, write it down and 
let it take you wherever it’s going to take you. Fol-
low it and don’t try and censor it. At the first sign of 
happiness or joy of your creation, give thanks and 
continue. Do not bother with what people may 
think of you or your work. If this is the only thing 
you know how to do, do it well and keep on with 
it because you will be very unhappy doing some-
thing you were not meant to do.”



“Sometimes she’ll break into a vo-
cal dance of fire and if you’re not too 
careful you might get burned”
by Robert Nott-Santa Fe New Mexican.

Mary Vareli:  Can you recall the first time 
you came into contact with music? 

My mother was breast feeding me in the 
kitchen. I heard music coming out of the ra-
dio. It could have been music or just radio 
ambience, chatter, meaning just sound. I 
couldn’t tell you what was being played. We 
were alone together and this was the sound 
other than the sounds my mother and I
were making.

You are of Chiricahua Apache and Mex-
ican heritage and learned traditional 
Ranchera canción from her grandmother. 
Am I right?

Tell us more about this.  Then you pro-
ceeded with studies in music, what kind 
of studies and what instruments do you 
play? 

Yes, you could say I’m a mix. My mother was 
Mexican and Afro-Mexican. My father was 
Spanish and Chiricahua. I say Spanish be-
cause yes, my father’s family has a record-
ed history of our ancestors from Spain and 
they still to this day house a carved saint 
brought back from Madrid. However, being 
Spanish also means that Spanish is a mix as 
well. They were not soldiers but religious 
people. They built the town church and St. 
Joseph, the centuries old saint was housed 
in this church. In the 1950’s my family was 
excommunicated from the church they had 
built. Through this family history, stories, 
records we found our Chiricahua ancestors 
as well. My maternal grandmother was a 
singer. She also played guitar and sang as 
a child playing the mercados in Coahuila, 
Mexico with her father and brothers. During 
the summer, she would come to stay with 

singer, composer, 
musician, performer, 

painter, sculptor, 
photographer but 

above all a bewitching 
cosmopolitan 

bohemian with a full-
time warm smile and a 
story worth sharing!
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us. I learned traditional Rancheras and Cor-
ridos from her during these times. A horrible 
accident severed one of my fingers when I 
was in the first grade. My mother found a 
teacher who could help me to continue 
with guitar lessons. Although it was initial-
ly painful to take guitar lessons, I found a 
way to compensate and keep playing. My 
first public performance was when I was 7 
at the inauguration of the town ball park. 
It was a windy day and I was wearing a lav-
ender dress that my aunt had made for me 
specifically for this performance. During the 
song my dress went up above my waist but 
I kept playing and singing. Afterwards, my 
aunt congratulated me then said “You are a 
true professional and you just kept singing” 
Of course I didn’t know what the word pro-
fessional meant or what she meant by this 
but now I do. Yes the show must absolutely 
go on! I studied voice in school singing in 
various choral groups and I continued when 
I went to college. I play guitar, Tres Cuba-
no and I am learning to play the Charango. 
I studied piano for a short period. I quit 
when I found out that Aretha Franklin was 
self taught. I told my teacher that because 
Aretha was self taught I wanted to be self 
taught too! For relaxation, Iplay Jazz improv 
on the piano or so I think it’s Jazz improv. To 
adiscerning ear, I’m may just be noodling! 

What elements do you combine in your 
music? It is restrictive to talk about a 
genre as you constantly add new exper-
imental elements, right?

Latin music is very diverse so I learn the 
styles if I can from the people who grew 
up with this music. For instance, I have had 
some very good teachers who are Cuban 
and who have taught me the Cuban Son 
style. I do my research, I learn as much as I 
can. Music is very much like learning a new 
language for me especially if I’m playing a 
style I have never played but

am drawn to it. If I were to talk about the 
genre or a style of music that I currently per-
form I would call it Latin World, music from 
all the Spanish speaking countries of the 
world. Just this morning I wrote a song that 
had a very pop feel to it like the pop feel of 
the UK 80’s. That sort of stylized Spandau 
Ballet, Prefab Sprout kind of sound! Also, 
I’ve returned to experimental music in the 
last year. Not planning on a CD release any-
time soon….mostly for my own enjoyment. 
In the end, I somehow make sense of it all 
by combining the elements or influences 
and singing in Spanish. I have a few songs 
I do sing in English but not many. As a sing-
er learning new repertoire sometimes re-
quires learning a new language as well. 
For instance when singing a Bossa Nova or 
a song in Greek. Music and language are 
great together as a learning tool. I can listen 
to something in Greek,try to learn the song 
phonetically, bring out the dictionary or use 
google translate, then ask what is this singer 
singing about? The “singing about” of course 
adds another element to the interpretation 
of the song Many years ago I met Dushka 
Howarth ( Gurdjeef’s daughter) in NY. She 
came to one of my performances. She was a 
singer for many years traveling the world on 
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cruise ships and she recorded and produced 
a few records. One of them is the classic re-
cording titled Greek Party: Recorded Live 
at the Athena East Vol.3, featuring The Hel-
lenes-AllStar Greek Musicians and Singers. 
She gave me the advice that I should learn 
songs in other languages especially when 
visiting another country.

Tell us more about your releases and 
choice of labels. 

I have five self produced recordings three of 
which can be found on my Bandcamp site. 
I have another release coming out this year 
which is collaborative in nature with gui-
tarist Stephan Duros. Another recording is 
a collaboration with Steve Peters when we 
were Dueto le Momo and I’ve appeared on 
other peoples recordings or projects. I do 
have a music catalogue and I’m published 
by BMI. One of my songs Bodega de Amor 
was recorded this year by composer singer 
Nicola Genovese of Italy.

Your life is full of people, art and travels. I 
do not know what to ask first!  I guess you 
hate static circumstances. 

Generally speaking, often times inspiration 
comes from people, art and travels. It is al-
ways good to get away if you have the ways 
and means to do so. I work very hard and 
I will admit that I’m a better human being 
when I can learn about another culture,the 
history,the people. Art on the other hand is 
personal as I’m also a painter so it depends. 
In a lot of ways, I am a lonely painter, I live in 
a box of paints like the song goes. It’s not al-
ways places or people that bring on a song 
or a picture. Certainly, all these experiences 
enrich one’s life as they are the most com-
mon kind of experiences one can have. Love 
and hate of course inspire me equally.

You translated the libretto for Ashley's 

opera Now Eleanor’s Idea, right? Tell us 
about the collaboration with Robert Ash-
ley’s opera company.

My friend Steve told me one day there was 
a famous composer out of New York coming 
to New Mexico to work on an opera about 
the Lowrider car culture in New Mexico. He 
was looking for someone to work with to be 
his translator/ mediator between cultures. 
Funny, in retrospect at the time I was writing 
a piece about Malinche, the biggest medi-
tator the New World has ever known. I was 
Ashley’s Malinche if you will. I translated his 
libretto into Spanglish which is a combina-
tion of English and Spanish. Many scholars 
do not recognize it as a legitimate language. 
However, it is and is widely spoken in the 
Southwestern parts of the USA and other 
parts where Spanish and English are spo-
ken. After becoming a translator, I became 
the casting director and found the singers 
who would sing the chorus parts in his op-
era Now Eleanor’s Idea. Then one day I got 
the call from Bob ( Robert). He said his tenor 
was not going to be able to tour with the 
company and he would like to offer me the 
role and would I consider? I said YES! I sang
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 trouser roles. They were vocal parts written 
for a man. I had to memorize three Ashley 
operas in 3 months. Improvement, Foreign 
Experiences and Now Eleanor’s Idea. Every-
day I ate and slept text to be memorized. He 
suggested I read the art of memory by Fran-
cis Yates which I did and it helped somewhat. 
I also plastered my walls with large very 
large pieces of butcher paper and wrote in 
large letters memorizing the text everyday 
and every night. I toured for a month in Ja-
pan, then we went to Strasbourg, Berlin and 
a performance at BAM and in Santa Fe, New 
Mexico.

You collaborated with writer Melody 
Sumner Carnahan, visual artist Harmo-
ny Hammond, and filmmaker Catherine 
Gund. Impressive, tell us more!

Melody Sumner Carnahan is a published 
author and just wonderful to have worked 
with her. Big fan of her abstract fiction writ-
ings! She was also involved in the produc-
tion of the opera by Robert Ashley -Now El-
eanor’s Idea. It helped too that she was my 
next door neighbor. We collaborated on a 
couple of pieces where she wrote the text 
and I wrote the music. Harmony Hammond 

is a major artist in the art world, specifically 
in the world of Feminist and Lesbian art. She 
also travels extensively lecturing on Queer 
Art theory. Her groundbreaking book Lesbi-
an Art in America is a must read! I contrib-
uted as a research assistant on this book. 
In addition, I had asked Harmony to voice 
some text I had written for a performance 
piece that was in collaboration with Morgan 
Thomas about the bombing of Hiroshima. I 
had written the soundscape for this. I met 
Catherine Gund in Santa Fe during a Site 
Santa Fe exhibition. I appeared in one of her 
videos. It was funny because I played the 
role of interviewer, interviewing artists at a 
museum show called Object Lessons. Lat-
er she used one of my songs for her video 
and she is a supporter of my work. She’s an 
Emmy Award-nominated producer, director, 
writer and organizer based in New York.

Your  song “Para Llegar a ti” was aired on 
the first Latin Grammy Awards on CBS 
Television. Do awards encourage artists 
to move on?

It’s always nice to be recognized by your 
peers or the world for the work that you 
do. The story of my song being on the Latin 
Grammys is a true but funny one. If I may use 
up you time here, I did not know my song 
had made it to the Latin Grammy awards 
until I had received a check in the mail. I was 
getting ready to load up my car and make 
the long 18 hour drive to San Francisco. 
Before I left, I checked my mailbox one last 
time and waiting for me was a check from 
CBS Television. It was a royalty check for use 
of my song on the Latin Grammys! Through 
my publisher it had gotten into the hands 
of the TV studio engineer. He used my mu-
sic going in and out of a commercial during 
the broadcast. So this is how I made it to the 
Latin Grammys!!!! I think awards encourage 
artists to move on. I also think awards can 
make one rest on their laurels or some be-
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come lazy. I’ve seen this happen with No-
bel Prize laureates. No new work has been 
produced since who knows when and it is 
only enough that they have a name and the 
award that assures them this privilege or 
stature for years to come.

In February 2011, you were  honored by 
the New Mexico Committee of the Na-
tional Museum of Women Artists. Do you 
consider yourself an artist fighting for 
women rights?

I consider myself a person who points out 
injustice where ever I see it. I’m a painter, 
musician and singer. An artist? hmm good 
question. I think people will define if I’m an 
artist or not. I fight for human rights and 
more so if it affects my immediate family or 
loved ones. I don’t just write love songs but 
the subject does preoccupy my mind. I’m a 
lover. My second recording featured a song 
which I wrote and performed in Ciudad 
Juarez Mexico about the Femicide and wave 
of killings which began in the 1990s leaving 
hundreds of women dead. Many women 
disappeared and were murdered. Justice 
has not been served. This still goes on and 
it’s been over a decade! The song is called 
Las Mujeres de Juarez.

In May of 2011, you were  invited to sing a 
couple of songs by Greek singer and com-
poser Domna Koundouri at Almaz in Ath-
ens. Impressions?

Best time ever! I met Domna Koundouri on 
Myspace many many years ago. Gosh,re-
member Myspace? I became a fan of Dom-
na’s music. I had traveled to Greece in 2007. 
I met someone on a dating site and the next 
thing I know I’m flying to Athens every oth-
er year! I immersed myself in Greek culture, 
Greek history, food, language, art, music, 
you name it. I guess you could say I became 
a Greco-phile. I was in love!

I contacted Domna and let her know that 
I was visiting Athens and if she were open 
would she meet me for coffee or a drink 
somewhere. She agreed and told me she 
would be at Almaz on a Sunday night. On 
Saturday while walking the city with friends 
I asked that we make a stop at Almaz to have 
a drink. My friend told the server that we 
would return on Sunday to see Domna, then 
the server said, “You can see her now, she’s 
here” Domna joined us and we had some 
good laughs. She asked if I wanted to do a 
couple of songs on stage on Sunday night 
before she went on. I said Yes!!! Her band is 
very good and very professional. I gave them 
a couple of my music charts. She let me play 
her guitar and I felt the audience was very 
appreciative! Maria the owner of Almaz said 
too it was a good crowd. Of course I was 
nervous as I wasn’t singing in Greek! but 
through music I found a way to communi-
cate. When Domna comes onstage she real-
ly takes control of the space and keeps the 
attention of her audience. She is also a great 
songwriter!

I know you are low profile but can you 
cite the rest of the awards you received 
and their importance to you as an artist? 

Most recently, I was awarded Best Latin Mu-
sical production in the State of New Mexi-
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co Music Industry awards for a song I wrote 
about my mother who passed away 3 years 
ago. I share this with my colleague Stephen 
Duros who plays on it. I have also received a 
couple of awards on a National scale like the 
National Endowment for the Arts award and 
one from the National Museum of Women 
Artists. They are important in the way that it 
validates my work on a bigger scale and by 
being judged by my peers or other arts and 
music professionals. It is part of having a ca-
reer in music and being a music professional 
I suppose but I don’t necessarily go out and 
seek these awards. With the exception of 
the New Mexico Music award, yes I submit-
ted this for review not so much for me but 
for my mother. She would have been proud! 
Locally, I have been recognized as well.

Solo or with a band? What do you prefer? 
Tell us about your quartet.

I prefer solo because the band does not 
sleep with me. I am alone with my guitar 
when I’m writing. Solo too, my voice is the 
boss and it informs my guitar playing. The 
quartet I play with is a lot of fun because it 
takes me away from the exclusive relation-
ship I have with my voice and guitar. Also, 
the music is different in the sense that with 
the quartet it is music for dancing. We are 
playing for dancers.

I was impressed to read “Sometimes 
she’ll break into a vocal dance of fire and 
if you’re not too careful you might get 
burned” by Robert Nott-Santa Fe New 
Mexican. Tell us about your behavior on 
stage. I am curious!

Once I broke a wine glass at the bar which 
was quite a distance from me with my vocal 
frequency! Is this what you mean? By myself 
I’m low key focusing on the presentation, 
my voice and my playing. I like to blanket
my audience in a safe intimate space they 
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can share with me. With a group, I’m allowed 
to add more drama in my performance as I 
have the musicians to back me on this and 
they love it! In the old days I use to smoke 
cigars, drink a lot more and well just simply 
act out! and I regret that I alienated some 
good people along the way who played mu-
sic with me.

You used to sing in a punk band,  well,
dying to learn more!

In the late 70’s I sang in an all woman punk 
band and I played bass. The first band was 
named Quadrasexuals then Madonna Mod-
erna in the 80’s. It was great fun! I still have 
the first cassette recordings of our work to-
gether. I shaved my head and often threw 
out the “F” bombs wherever I could!

How are you related to Frank Zappa’s 
drummer Jimmy Carl Black.

Jimmy married my cousin Loretta. They had 
3 sons and two daughters. I played music 
with my cousins Darrell, Gary and Geronimo 
in high school and we have collaborated on 
a few things since then. The brothers appear 
on my second album Volando.

Any influential collaborations worth re-
membering?

Recent collaboration with Nicola Genovese 
of Florence Italy who recorded one of my 
songs. I guest sing on his album Malvestito. I 
have also collaborated with composer Steve 
Peters. There are a few projects on the back 
burner like for instance something with pi-
anist Melanie Monsour who played on my 
last 3 recordings and with another pianist 
from Athens Lena Basileiou. I am really open 
now to start collaborating with other artists 
and musicians while I still have the time.

You are also a painter, and sculpture;  

   sculptures and photo a shot by Nacha



favorite style?

I call it magic realism.

Your  painting Con Todo Mi Corazon won 
the Best Imagination award 2012 at the 
Es Mejor Saber exhibit at the Museo Cul-
tural. What is the secret of your celebrat-
ed  versatility?

Diversity

Who is Nacha Mendez when she is a not 
a musician, painter, sculpture and per-
former?

LOL! first thing that comes to mind... She’s 
a brick house, she’s mighty mighty letting it 
all hang out.

Favorite authors, musicians and Artists?

Please don’t judge me harshly, but I really 
do like to read instruction manuals. Also, 
for pleasure I enjoy reading about astrolo-
gy, esoterica, the hermetic traditions, and 
metaphysics. I have somewhat of a selective 
mind and I don’t often read for relaxation. I 
have to be inspired to pick up a book and 
if it’s going to be a book it is going to be 
on the subject I wish to know more about. 
I dive into it passionately. Like for instance 
when I was a Greco-phile. I love the work 
of Frida Kahlo! No one like her the world! I 
like early Flemish painting like Jan Van Eyck 
comes to mind and some of the painters 
from that era who influenced Spanish art. I 
live in one of the biggest art capitals in the 
nation Santa Fe, New Mexico. Every year we 
have these huge art markets like Indian and 
Spanish Market. Some very good art comes 
out of here! and we have a lot of galleries 
too. I like music. No one favorite right now. 
If you were to ask who influenced me ear-
ly on then I would say my grandmother,the 
Beatles, Meredith Monk, Anthony Braxton, 

Frank Zappa, Eurythmics, Aretha Franklin….
so many to mention here.

How important is heritage? Are you a 
person visualizing the future or a person 
preserving tradition?

If I leave my hometown of Santa Fe, New 
Mexico I will no longer be seen as a person 
preserving tradition in song. It would be in-
teresting to me to experience how I could be 
received and perceived in another country. 
It is wish of mine as one of the top ten things 
to do before I die. It is good to know and re-
member your roots but also it is a good idea 
to grow beyond who you are.

Your work is deeply characterized by a 
mysterious spiritual aura. Am I right?  
What is the deepest source of your spiri-
tual inspiration?

Sometimes it is a lot of pain that is spiritual-
ly inspiring. My music as a source of healing 
my own personal pain. Sometimes it’s tonal-
ity and that very scientific way music can be 
that appeals to the animal or human ear. It 
may be it’s not me singing but someone else 
singing through me. I have often thought 
this. I have also thought it was Greece at one 
time. There will always be a special place in 
my heart for what I have experienced there. 
Before I met my lover in Athens, I was hav-
ing visions of performingspiritual music in 
Greece with very large choirs! Not in dreams 
but in meditative visions! These visions were 
recurring throughout my life. I thought that 
the first time I visited, a part of my soul had 
been left there and through this one person 
I met, I was getting closer to being reunited 
with my souls journey and reclaiming what I 
left there in a past life. Perhaps it is my souls 
longing to be reconnected somehow. This is 
the mystery! Mourning and a longing to be 
reconnected. Still wondering about the spir-
itual choir. I guess I will have to spend more 



time in Greece to find out. Good question. 
I’m thinking it’s very multi layered and con-
sequently perceived as mysterious.

How do you ground yourself, how do you 
relax?

 Sex and food are important…absolutely!

People who know you report you are al-
ways there for friends, especially people 
of the arts. Would you share some advice 
concerning channeling inspiration and 
remaining strong in a weak world?

I would say if you have a good idea and it 
is the first thing that pops into your head, 
write it down and let it take you wherever 
it’s going to take you. Follow it and don’t 
try and censor it. At the first sign of happi-
ness or joy of your creation, give thanks and 
continue. Do not bother with what people 
may think of you or your work. If this is the 
only thing you know how to do, do it well 
and keep on with it because you will be very 
unhappy doing something you were not 
meant to do.l
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ABSTRACTIVE   NOISE
OF THE ADDER’S BITE
CD - Digipack + Digital
Abstractive Records, 2013

 
“of the Adder’s Bite” is the de-
but album of Abstractive Noise 
an addictive masterpiece of 
acoustic, cinematic and elec-
tronic elements, aesthetically 
combined round a thematic 
core, possessing a high nar-
rative quality and balancing 
artistically between neo clas-
sical and post rock ideas  as 
well as “idm” and ambient.
Panagiotis Pagonis, mu-
sic-maker and sound designer 
from Greece with this debut 
album manages to capture the 
listener in an evocative atmo-
sphere of  acoustic drumming 
and strings, fusing cellos, tri-
angles, classical strings, dis-
torted percussion dark gloomy 
synths, drones melancholic 
piano and whirring clock cog 
samples. Highly recommend-
ed for lovers of In The Nurs-
ery and Subheim, the album 
is a versatile existential state-
ment  outstanding and genius 
in its realization from all as-
pects. Can  someone survive 
a gigantic machine-world?

ZBIGNIEW PREISNER 
DIARIES OF HOPE
CD/Digital /Vinyl
Mystic Production, 2013

Diaries of Hope is inspired by 
the diaries and poems of Pol-
ish children who were victims 
of the Holocaust. Preisner’s 
major new five-movement 
work features Lisa Gerrard 
in the principal vocal role 
and treble Archie Buchanan 
in settings of two chamber 
songs, with the Warsaw Phil-
harmonic Chamber Orches-
tra and Crouch End Festival 
Chorus. This is the first time 
that Lisa Gerrard has collabo-
rated with Preisner. She is best 
known for her collaboration 
with Brendan Perry in Dead 
Can Dance and for her vocals 
on several major film scores.
The world premiere of Diaries 
of Hope was held  at the White 
Stork Synagogue in Wroclaw, 
Poland, on 8th October 2013. 
Zbigniew Preisner conducts 
the Wroclaw Philharmon-
ic Orchestra and Choir, with 
featured vocalist Lisa Gerrard.
Lisa Gerrard will also join on 
Thursday 8 May 2014 at the 
Istanbul Congress Center.

ERIK WOLLO
TIMELINES
CD in 4 panel DigiPak 
Projekt, 2014

Timelines is the 18th album 
from veteran Norwegian am-
bient/electronic artist Erik 
Wψllo. It’s a warm, epic and 
shimmering cycle of memo-
rable electronic music. Noted 
for his many Echoes Radio 
Albums of the Month and 
placement on Best of the Year 
lists at Amazon, Zone Mu-
sic Reporter and Schallwelle 
Press (Germany), Timelines 
continues in that tradition 
with nine engaging pieces ex-
ploring distinct melodic pi-
ano themes and intense and 
haunting electric guitar.
Layers of acoustic guitar loops 
and pulsation-patterns cre-
ate the foundation on which 
Wøllo’s distinct melodic piano 
themes are played. The pieces 
bring emotional synth lines 
and powerful deep basses to-
gether with delicate percussion 
arrangements. As a natural and 
important counterpoint to the 
expressive piano themes, Wøl-
lo’s electric guitar ebow solos 
are both intense and haunting.
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Cola
Cola is a carbonated beverage that 
originally contained caffeine from 
the kola nut and cocaine from coca 
leaves, and was flavored with vanilla 
and other ingredients. Most colas now 
use other flavoring (and caffeinating) 
ingredients with a similar taste and 
no longer contain cocaine. It became 
popular worldwide after pharmacist 
John Pemberton invented Coca-Cola 
in 1886. 
His non-alcoholic recipe was inspired 
by the Coca wine of pharmacist An-
gelo Mariani, created in 1863; it still 
contained cocaine. Coca-Cola is a 
major international brand. It usually 
contains caramel color, caffeine and 
sweeteners such as sugar or high fruc-
tose corn syrup.

The word cola may have been intro-
duced into mainstream culture by the 
major producer Coca-Cola as it saw its 
trademark slipping into common use, 
like other genericized trademarks. It 
has tried to maintain the exclusive 
right to sell products using the “Co-
ca-Cola” name and its diminutive form 
“Coke”, by suggesting the alternative 
of “cola 

drink” as a ge-
neric name for 
similar types of 
carbonated soft 
drinks. 

The word cola as 
part of the Co-
ca-Cola trade-
mark may have 
originated from 
the kola nuts that 
were originally 

used as the source of caffeine. 

Despite the name, the primary mod-
ern flavoring ingredients in a cola 
drink are sugar, citrus oils (from orang-
es, limes, or lemon fruit peel), cinna-
mon, vanilla, and an acidic flavorant.

Manufacturers of cola drinks add 
trace ingredients to create distinc-
tively different tastes for each brand. 
Trace flavorings may include nutmeg 
and a wide variety of ingredients, but 
the base flavorings that most people 
identify with a cola taste remain vanil-
la and cinnamon. Acidity is often pro-
vided by phosphoric acid, sometimes 
accompanied by citric or other isolat-
ed acids. Coca-Cola’s recipe and sev-
eral others [which?] are maintained as 
corporate trade secrets.

A variety of different sweeteners may 
be added to cola, often partly de-
pendent on local agricultural policy. 
High-fructose corn syrup is predomi-
nantly used in the United States and 
Canada due to the lower cost of gov-
ernment-subsidized corn. l

From Wikipedia  http://en.wikipedia.org/
wiki/Cola
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Edward Steichen, The Flatiron 1905

“When you come out of the storm, you won’t be the same 
person who walked in. That’s what this storm’s all about.” - 

Haruki Murakami, Kafka on the Shore
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