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to the Arts, Romanticism 
and Symbolism. We flirt 
with Music - folk, ethereal, 
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cept contributions. «The art-
ist is the creator of beautiful 
things» Oscar Wilde said.
Beauty is  a fuel and imagi-
nation the vehicle. Welcome 
to the trip!

www.paradoxethereal-magazine.com



Lawrence Alma-Tadema, A Coign of Vantage



(06) Editorial - The  Artist  in the Forefront of Creation
 (cover photo by Angela Caro Córdova )

ARS LONGA

(08) Angela Caro Córdova l Peru - Photographer
     l interview
(20) Dasha Riley l Australia -  Photographer l interview
(28) Mary Vareli l Edwardian Postcard l article

ARS AETERNAL 

(36) Kim Cascone l The grain of the auditory field
     l essay
(42) Festival of the Mediterranean - LaRoseNoire  l 
     presentation

RERUM PRIMORDIA

(46) Philippe Blache l The Lake District school of poetry,  
     the pursuit of a natural spirituality l essay 
(54) Percy Bysshe Shelley l A Defence of Poetry 
     l essay (pt 5)
(58) David Tell Jensen l Daughter of The Moon l short 
     story

SPIRITUS MUNDI

(62) Mary Vareli l Italy  l Metaponto - Museum and 
     Archaeological area l Photos

MUSICA

(73) Antiqua Lunae l Alessandro Arturo Cucurnia
l     interview
(81)  In Love with l cd reviews & press releases

TABLE OF CONTENTS



Cradle of peoples 
and cultures

AL LIBITUM

(82) Transcendental films l Films on Philosophical Thought

AD ABSURDO

(83)  ParadoxSea l Jellyfish
(84)  Roberta Sparrow  l Once Upon a Time  l Retro 
      Naivety l photo array

CONTACT www. paradoxethereal-magazine.com 
 info@paradoxethereal-magazine.com

© 2013 Copyright by Mary Vareli 

Paradox Ethereal Magazine – All rights reserved. You are not 
permitted to re-transmit, distribute or commercialise
 the material without obtaining prior written approval. 

 Noncommercial Use Publication 

FESTIVAL OF THE MEDITERRANEAN



    

Until the Renaissance the artist was consid-
ered to be a means, a mediator between 
people and divine creatures either a God, or 
the Muse. Aristotle focuses more on a work 
of art than its creator and Plato’s works are 
full of references on the artist’s lack of con-
sciousness and therefore lack of responsi-
bility. The Middle Ages followed this line of 
thought regarding the artist to be the God’s 
messenger. 

The Renaissance, for the first time in the his-
tory of humanity, placed man in the center 
of the universe , focusing not on the proce-
dure of the creation of a work of art, but in 
the impact  of the creation, the effect it has 
on the recipient. The artist became then a 
kind of teacher, as we can see in the essays 
of Nicolas Boileau, Charles Batteux, Sir Philip 
Sidney and more. 

The first time the artist comes in the fore-
front of creation was the Romantic era. The 
procedure is no longer important, nor is the 
impact or the divine inspiration. The only 
pattern of concern is is that the artist actual-
ly creates a certain work of art. Kant,  in par-
ticular,  believes that fine art is intentionally 
produced, yet remains purposive without 
a purpose and Lukacs comments that the 
natural unity of the metaphysical sphere has 
been broken once and for all, the artist is au-
tonomous. As for the recipient of a work of 
art, subjectivity is celebrated. 

Pleasure, delight, abhorrence, all four and 
even more... feelings that compete one an-
other even in the course of  single day, as 
the spectrum of human feelings is not an 
equation; the mystery of life unfolds while 
the spectrum of human emotions differs. 
According to Kant these feelings are more 
related to the ability of  person to experience 
feelings in a particular, personal way, rather 
than the mere nature of external events or 
objects that could potentially cause a par-
ticular reaction. 

Each person possesses a certain ability to 
sense, to pursue pleasures that would not 
be desirable in case the extent of this abili-
ty was so limited that these pleasures could 
not be something imagined, or awaited 
beforehand. Kant couldn’t help making a 
notable distinction, addressing even the 
simplest of souls and claiming that every-
one can be touched by something charac-
terised as “beautiful”, or “pleasurable”.  The 
sensation of “beautiful” according to him 
is given when the daylight is bright, in de-
cent feelings, in friendship, in tranquility, in 
small things, when reading homeric hymns. 
On the other hand  the sensation of  some-
thing “pleasurable” is felt at night, under the 
moon, while reading Milton, when tension 
prevails, when in love, in tragedy,  in scary 
things, in huge sizes, in paradoxically ethe-
real realities...  What do YOU say?  l

                                                       Mary Vareli       

  The  Artist  
in the Forefront 

of Creation



Arnold Genthe, Lady of  the Sea



Objet-Fantôme
Angela Caro Córdova

“I am an 
artist, 
but a 

ghost 
too...”

 Lima, Peru



Mary Vareli: Can you tell us a few things 
about your background as an illustrator, 
your studies for example and your pro-
fessional background.

Angela Caro Córdova : Rather than con-
sidering myself an illustrator, I think I am 
someone who needs to capture invisibilities 
through images. My relationship with them 
started from a very early age since my fa-
ther is a hyperrealist painter and my mother 
a great storyteller. I grew up in an environ-
ment where both the creative process and 
art were important: a child in an adult world 
where art criticism and aesthetics were part 
of everyday conversation. I think this, as well 
as the importance of play areas, shaped my 
sensitivity to the real and the imaginary.

I am a professional photographer, and I 
have worked on restoration projects for his-
torical photo archives for a while. Moreover, 
I have been teaching photography from the 
perspective of conceptual analysis, creative 
processes and the history of the evolution 
of the image from representation to the lim-
its of post-photography. In addition, I have 
studied digital design and screen printing 

techniques. Yet, beyond my formal educa-
tion, I may say I am an artist, but a ghost too.

Do you remember your first drawing? 
What was it?

I do not remember my first drawing. I have 
kept some early ones, though. I think that 
growing up surrounded by pictures, large 
paintings, projections, and things like 
that made books, rather than visual stim-
uli, a new area to explore. Books created 
more powerful mental images because of 
my own childlike interpretation of them. I 
liked stories, but I especially remember the 
strong impact that trying to read Georges 
Bataille’s "Tears of Eros" had on me. I also 
recall a graphic novel where several hands 
got down the curtains of a theatre and end-
ed up in the audience’s necks to strangle 
them. My passion for the poetic image 
was born from these disturbing experienc-
es, which opened an incompressible yet fas-
cinating world to me.

Would you categorize yourself in any spe-
cial genre?

Yes, in the genre of fiction and the surreal. I 
identify with them because they find their 
momentum in imagination, in dreams, in 
the unknown, in the uncanny, and both pro-
pose the denial of reality as an expansion of 
what is real.

Tell us about your technique, you also use 
mixed media right?

It is true. On the one hand, my technique is 
based on the use of old images. Like Max 
Ernst, I look for illustrations dating from 
the early 1800s to 1920s: pictures, illus-
trations of crimes, anatomy, silhouettes, 
and clothing taken from the Victorian era, 
which I then scan. I search for them in differ-
ent places like flea markets or antique shops 

Angela 
Caro 
Córdova 





in my hometown, travelling, and, of course, 
on the Internet although this is a more rigor-
ous and disciplined process.

Later, I digitally deconstruct these images 
and make another composition following 
an idea that I already have in mind. This is 
the part of the process that I like most: the 
act of destroying a reality to build a new one 
apparently nonexistent until that point. My 
latest work is a little different, though, be-
cause it relies on the use of old photographs 
of children's portraits of the late 1800s. By 
using digital photomontage techniques, 
I reconstruct an illusory photo shoot with 
such a degree of accuracy that makes it look 
like a real image, except for a tiny almost 
imperceptible illustrated detail that I usu-
ally add to each scene. This series is called 
"Théorie des Catastrophes ".

I also do papercuts in which I assemble 
scenes using scalpels. These tend to be 
time-consuming and require a lot of pa-
tience due to the fragility of the material 
and the kind of detail I want to get.
Finally, part of my work is called “Objects of 
Desire”, an intermittent series which has its 
own creative process and time. It is a mix-
ture of my illustration techniques assem-
bled inside cages, small boxes, terraria, and 
all kind objects from the past which that I 
end up using as containers

Are you in favour of post-production?

Reality is out there to be transformed and 
not believed in. I like to think that way. It is all 
about distrusting images and how we see, in 
general. Talking about being for or against 
post-production is not as interesting as 
questioning the fact why someone creates 
images, I believe. I am far more interested 
in this drive to create more vacuous images 
and the possibility of reaching a time when 
an image does not mean absolutely 

anything. We should also wonder whether 
there has ever been any sort of naturalness 
of the image. All in all, every act of represen-
tation involves a degree of fiction, which is 
absolutely necessary to assimilate reality.
But, answering your question, yes, I'm in 
favour because I am into fiction. Post-pro-
duction is part of the process of creating the 
image. You can choose it or not. But as any 
other technique, you should know how to 
use it. There is a poetics even in altering re-
ality.

What inspires you?

Personally, I feel inspiration depends on 
the quality of the stimulus that one expe-
riences. I am inspired by silence and emp-
ty spaces, cold weather, travel and distance 
myself from the city, remembering a dream, 
a chance encounter with an object, the an-
tique and curio cabinets, calligraphy, poetry, 
the miniature mechanisms of music boxes, 
melancholy for childhood, the architecture 
of shadows, music and grand pianos as se-
cret hideouts, old houses where nobody 
wants to live any longer, and the beauty of 
disaster. There are many things, but above 
all, reading and the constant feeling of be-
ing a foreigner of my time and society.



How important is imagination for you?

Very important, indeed. Imagination, as Wal-
ter Benjamin said, is an almost divine faculty 
which captures the intimate and secret rela-
tionships between things. Having it is what 
allows the artist, come and go either side 
of the mirror. It is not an inborn talent but a 
personal language that is grown and must 
be constantly developed. Like anything del-
icate, it requires one’s ability to protect it 
over time, and, above all, believe in it. In my 
case there were some factors that contrib-
uted to forming a personal imagination but 
perhaps the most decisive was my status of 
being an only child, aloneness and/or loneli-
ness during playtime in my childhood in the 
1980s, when terrorist attacks used to plunge 
the city into complete darkness while some-
where not too far the echo of the explosions 
was heard. They were very hard times, but I 

remember them 
with nostal-
gia. Those were 
times of play and 
darkness.

The imagery 
you use re-
minds me of the 
works of Lewis 
Carroll, the es-
sence of Alice 
is everywhere, 
Am I right?

Yes and no. What 
may give you 
such impression 
is the appear-
ance of mirrors, 
infants and an 
altered reali-
ty in my work. 
What I like about 
Carroll’s photo-

graphs is that the little girls pretend to be 
asleep. In Alice, it is the dream itself which 
leads to a crisis of consciousness.
However, I am much more interested in the 
idea of the doppelgänger, the double, the 
secret life of objects if exposed to a certain 
kind of contemplation, and tragedy behind 
beauty and wonder. Either in these rooms 
that I build or those backgrounds as empty 
landscapes, where a poem bursts into, ev-
erything is on the verge of becoming inev-
itable.

Tell us a few things about your favorite 
symbols, mirrors, birds, old dolls and 
clouds are some of them as I can see.

Apart from being beautiful traps, all of them 
are the sinister origin of passions. I must 
confess that in some way I envy birds and 
clouds because both dress the precious    





costume of fragility. I am fascinated by dolls 
since, as I once read, they are born without a 
mother, and also because of the void inside 
their bodies, which at the same time makes 
them small boxes of nostalgia. Finally, it is in 
the looking glass where the specular geog-
raphy of our double is reflected. Rather than 
lying to us, they constantly remind us that 
we are just an illusion. If a mirror falls to the 
ground, it creates a kaleidoscope of reality, 
but if a person breaks, it ceases to exist.

Are you a visual storyteller?

I tell stories – it is true. Every day, I stand up 
in front of my students or in the middle of 
the classroom and begin to narrate stories 
that seem to be fiction but most belong to 
the real world. My classes take place in the 
gloom. I need darkness as my speech is ac-
companied by projected images. So the first 
thing I do when I enter the room is to switch 
off the lights. If it was up to me, I would turn 
the classroom into a large stage.

The same happens when I am working on 
my personal projects. Everything starts at 
night: reading, research, the birth and de-
velopment of ideas, etc. I collect the ma-
terials at daytime, but it is actually at night 
when everything begins to take form. And 
throughout all this manufacturing process, 
I talk to my work. So, one who owns one of 
my pieces, owns part of my secrets.

I think that childhood attracts you a lot, 
do you have your own children?

No, and I do not think I will ever have any. I 
have always had this certainty. It is the ide-
alised childhood and its imperfect recollec-
tion what attracts me. I like to think of it as a 
country from which we have been expelled, 
and to which, throughout our lives, we at-
tempt to return. Perhaps that is because of 
the nostalgia of having left behind that ap

parent madness and desire for helplessness 
that every child has. And, because in adult-
hood, we realise that as children, we had an 
imagery which had not been taken over by 
words. Rather than wanting to have chil-
dren, I wish I could see myself as a child, in 
that miniature body that fades in my mem-
ory.

What do you mean when you say “Life af-
ter all is to be a master of the delicate art 
of camouflage”.

This can only be answered with poetry. "I 
was born in a city where I am myself a for-
eigner. My sense of belonging is reduced 
to a few places. All of them are uninhabit-
ed. This condition reaches exquisite degrees 
of misanthropy. However, I love a few. All of 
them are romantics and dreamers in dan-
ger of extinction. Perhaps that is why I am a 
ghost: a ghost that has no regard for the re-
alism of reality and whose only obsession is 
poetry, wonder, childhood and invisibility."

How is life in Peru for artists?





I guess I am not the one to be asked. Having 
grown up seeing my father's fame has made 
me have a different idea of the world of art 
and artists. As far as I am concerned, it is a 
bit more complex. I have an obsession with 
my works. I do not like to see them in the 
hands of someone I share anything with or 
in any commercial market either. Therefore, 
I stay away from galleries. I prefer them to 
be exhibited them either at cultural centres 
or museums. What is certain is that fiction 
has little place in Peru and the vast majority 
of works concern social and political issues. 
Particularly, I do not identify with these 
themes at all.

Any publications or exhibitions?

In 2005, one of my stories called "Minuet" 
appeared in Intermezzo Tropical magazine. 
In 2012, I self-released a limited edition of 
a little illustrated book called "Diccionario 
Lúdico” (‘Playful Dictionary’) on "Hôtel des 
étincelles" (a small publisher run by myself ). 
In the same year, I was invited to partici-
pate in an illustration project as a tribute to 
avant-garde collage artist Alfonso Buñuel 
for Poisson Soluble N º 8 (a magazine based 
in Spain). And in 2013, some of my works 
were shown in the digital magazine Catalog 
Magazine.
Since 1995, I have sporadically participated 
in a few exhibitions here in my own country. 

I am currently participating in the II Bienni-
al of Photography of Lima with part of my 
newest series called "Théorie des Catastro-
phes" at the Museum of Contemporary Art.
Apart from that, I was also a member of 
Polaroyd*, a minimalist musical project 
alongside Issey Satori. We self-released two 
mini-albums: "Crépuscule" and "Traum".

Favourite authors?

Cesar Moro, Carlos Oquendo de Amat, Jorge 
E. Eielson, Louis Aragón; Paul Eluard, Des-
nos, Bataille, André Breton, A. Cravan, Gher-
asim Luca, Didi-Huberman, Henri Michaux; 
Rilke, Artaud, Sebald, Georges Perec, Bruno 
Schulz, Walter Benjamin, Raymond Rous-
sel, Gerard de Nerval, R. Walser, Unica Zürn, 
Fleur Jaeggy, Natalie Sarraute, Apollinaire; 
are some of them.

Favourite musicians?

Virginia Astley, Arvo Pärt, Max Richter, Ola-
fur Arnalds, Dustin O’Halloran, Basinski, Nils 
Frahm, Goldmund, Deerhunter, Efterklang, 
Chris Watson, Sylvain Chauveau, Savoir 
Adore, Shout Out Louds, Asa-Chang and 
Junray, Muse, Piano Magic, Massive Attack, 
Soap and Skin, Pacific!, etc.

Favourite painters and illustrators?





Van Meytens, Max Ernst, Magritte, Leonora 
Carrington, Remedios Varo, Toyen, Grand-
ville, Ernst Haeckle, Fortuné Méaulle, Joseph 
Cornell, E. Hopper, E. Gorey, Anne Siems; 
and also, filmmakers as Lawrence Jordan, 
Jiří Barta, Olivier Smolders, Christiane Cega-
vske, Peter Greenaway, Tarkovski, Sokurov, 
Svankmajer and Brothers Quay. l

CONTACT

Angela Caro Córdova is Objet-Fantôme

Website
A

www.objet-fantome.blogspot.com
www.facebook.com/objet.fantome

https://myspace.com/polaroydsatori/mu-
sic/songs

email

objet.fantome@gmail.com
 
 



 “I am interested 
in the idea of the 
doppelgänger, the 
double, the secret 
life of objects if 

exposed to a 
certain kind of 
contemplation, 

and tragedy behind 
beauty and 
wonder. “



Self Portrait after 
Rogier van der

 Weyden's 
Portrait of A Lady

  DASHA 
RILEY     

Australia



Mary Vareli: Tell us a few things about 
your background as a photographer. Do 
you remember your first shot?

Dasha Riley: I don’t really remember my first 
shot. What is probably more defining is the 
day I discovered the power of image-mak-
ing, and the healing effect it can have. 

My father was living with us, as my mum 
had passed away a few years back, and he 
was developing dementia. My children were 
very young at that stage, and I was constant-
ly afraid that my dad would drop his pills or 
leave the gas on in the kitchen, or do some-
thing else that was dangerous. I had never 
felt depressed or hopeless in my life, but 
there was no solution to this situation that 
was not heartbreaking. 

One day my father went missing and I had 
no idea where he was for six hours until the 
local real estate agent called me that he had 
found him, confused and lost. That night, 

after bringing the kids to bed, I caught my
self shuffling along the corridor like an old 
woman, and felt a sensation like a grey dry 
wind inside my heart. It scared me deeply, it 
felt like I was dying inside.

The next day, I saw a sign in town saying 
«Art Lessons». I had never drawn or painted 
or taken photographs except holiday snaps, 
but I went inside and signed up. Soon af-
ter starting the lessons, one night, I 
felt compelled to draw what resem-
bled the mask of a ferocious Chinese 
temple guardian. It was miraculous, I 
could feel the grey dry wind leaving my 
heart and life seeping back into me. I 
had created a protector for myself in 
form of an image, and the image had 
healed me. That night, I felt the pow-
er of image making, and I have been 
hooked ever since.



 ‘‘ I am definitely in love with the 
mystery of shadows, the magic 
that happens when we have to 

illuminate what we can’t see with 
our imagination. ‘‘



Your main influences?

In terms of painting, I love the Old Masters 
like Albrecht Dürer, Jan van Eyck, Jusepe de 
Ribera, Diego Velázquez, Rembrandt van 
Rijn, Johannes Vermeer… They are such a 
strong part of our cultural heritage that they 
inform our artistic choices, conscious or not. 
In terms of more recent artists, Gustav Klimt, 
Andrew Wyeth, Antonio López García, and 
Odd Nerdrum. 

I only discovered photography relatively re-
cently, after intensive drawing and painting 
study. A friend suggested a photography 
course, and I went along just for the fun of it, 
thinking that at least I would learn to shoot 
better reference photos for my paintings. I 
had grown up thinking that photography 
was all about recording outside reality, not 
expressing one’s inner world. A course as-
signment brought me across the work of 
Francesca Woodman, and a whole world 
opened. That’s when I started loving pho-
tography as a means of artistic expression, 
and now I focus exclusively on photogra-
phy. Inspirational photographers for me are 
Francesca Woodman, Eikoh Hosoe, Deborah 
Turbeville...there are so many.

Favourite writers? Haruki 
Murakami, Leo 
Tolstoy, Herman Hesse. 

The words “shadow” and 
“secret” appear a lot when 
you write about your art. 
Enlighten us! 

I am definitely in love with 
the mystery of shadows, the 
magic that happens when 
we have to illuminate what 
we can’t see with our imag-
ination. A small ray of light 
becomes so meaningful and 

delightful in a dark place, and the shadows 
around it hold so much promise of beauty 
in our minds, a beauty that might not ex-
ist were we to fully illuminate the scene. I 
like dark backgrounds for my photographs, 
figures emerging from darkness, partly ob-
scured in shadow or under grainy texture.
I think this love of shadows is what might 
have attracted me to live in China for 10 
years – from 1991 to 2001. One of the most 
famous quotes of Lao Zi’s Dao De Jing is 
“The Way that can be told of is not the Eter-
nal Way”. China, along with Japan and Ko-
rea, is a culture of shadows, a culture of the 
unspoken, the in-between, the immaterial. I 
miss it every day.

Your images are never full of people, is 
this somehow related to you as a person?

Yes, I am definitely more of an introvert, and 
that will reflect in my art. I love solitude, it 
brings clarity and a feeling of connection 
with life for me. Then, after a period of sol-
itude, it is wonderful to see good friends 
and be able to share good feelings. When I 
lived in Asia, I always used to travel on my 
own in order to have a more direct experi-
ence of the places and people I was visiting. 





I am so inspired by people like Alexandra 
David-Néel, who, in 1890 (!) travelled on her 
own through India and later through Tibet; 
and lived in a cave in Sikkim for two years. 
People like that have always inspired me. 

You said that you love the following 
quote, can you comment on how this ap-
plies to your art?

A quote by Anton Chekhov “He had two 
lives: one, open, seen and known by all who 
cared to know, full of relative truth and of 
relative falsehood, exactly like the lives of 
his friends and acquaintances; and another 
life running its course in secret. And through 
some strange, perhaps accidental, conjunc-
tion of circumstances, everything that was 
essential, of interest and of value to him, 
everything in which he was sincere and did 
not deceive himself, everything that made 
the kernel of his life, was hidden from other 
people.”

I love this quote, and explains so much about 
why I love to travel, immerse myself in differ-
ent cultures, why I love fine art and music, 
and solitude. All these things can bring us 
closer to the other life, the authentic life, the 
life that brings true independence and hap-
piness. My interest in spirituality and mysti-
cism stems from the same sentiment. I think 
creative activity, such as painting, music, 
writing, and dance are a wonderful tool for 
anyone, whether professional or hobbyist, 
to help us live in accord with our individual 
nature. But of course, everyone has differ-
ent experiences in their life on how to find 
happiness. This is merely my experience, the 
reason why I create art.

What impressed me when I first saw your 
portraits is the intense look the models 
have. It is as if you can see inside the per-
son's soul. What is your relation to spiri-
tuality?

Oh thank 
you Mary, 
that is a nice 
compliment. 
When I was 
younger, I 
wanted to 
find a philos-
ophy I could 
follow, with a 
master who 
could teach 
me. I trav-
elled a lot 
and looked 
into Bud-
dhism. I also spent a year in a traditional 
Yoga Ashram in India, a tough but fantas-
tic experience. While I still have the utmost 
respect for the spiritual paths of yoga and 
Buddhism, I have come to realise that at this 
stage of my life I have to study less theory 
and listen more to the truth that is inside all 
of us. As Herman Hesse says: 
“I have been and still am a seeker, but I have 
ceased to question stars and books; I have 
begun to listen to the teaching my blood 
whispers to me.” 
Creating my art re-attunes me to those 
whispers that have always been inside me 
but were drowned out when growing up.

How important is family for you? 

My family are my favourite people on this 
planet and I love them to bits! Family is 
more important than anything, they are the 
people who really know you and love you. 
My daughter models in a large part of my 
photos. We have a special connection be-
yond her years when it comes to art and es-
pecially collaborating on photos. When she 
is modelling for me it is like she is channel-
ling what I am feeling in my heart. It is very 
special.



You seem to place emphasis on emotions 
and the colors. Right? Your B&W shots 
are also intense. Color of shades of grey? 
What do you prefer?

I am probably more comfortable in black 
and white, it comes easier for me, but colour 
is often necessary to balance myself when I 
get too analytical and cerebral with my art! 
So I love and need both. And yes, emotion 
is the driving force for my images, for me it 
needs to come before technique, concept, 
anything else.

What equipment do you use?

Ha, that’s a funny one. Technically, I don’t 
own a camera, it’s my husband’s, a Canon 
EOS 600D. I took it off him for that photog-
raphy course and never gave it back... Any 
lamp, torch etc. I can find around the house 
for lighting. 

Tell us about your post-production tech-
nique.

I use Photoshop CS 6. I love looking through 
my files and finding the promise of some-
thing special in a shot, and then working on 
the image to really make that magic shine. 
I am still drawing and painting in a way, 
merging the external world with the inter-
nal in Photoshop. It is fantastic, I love it. I am 
working mostly with curves and brushes, 

but lately I have been experimenting with 
textures and blending modes. 

Do you like exhibiting your art?

Yes, I love exhibiting my art. It is one thing 
to show your images online, and the online 
community is a wonderful support and en-
couragement. However, real life exhibitions 
are much different as they provide more in 
depth feedback in form of conversations. 
That kind of feedback is very special. I would 
love to do more group exhibitions, collabo-
rating with other artists. l

HOME PAGES
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Edwardian postcard

Edwardian postcard
a silent revolution in communication

Pictorial messages 
introduced into the 

UK in 1894

by Mary Vareli



Vernacular writing a century ago 
became a rapid multimodal rev-
olution in communication in the 
form of postcards, the so-called 
Edwardian postcards, taken up 
with enthusiasm and reaching up 
to ten deliveries a day. 

Brief written messages amounted to a total 
of 6 billion cards sent in the area, around 
200 per person. The need for exchanging 
messages and the rapidity of exchange re-
sembles contemporary social media wide-
spread phenomenon, especially Twitter, as 
the messages are short and immediate. 

Pictorial messages were introduced into the 
UK in 1894. In the margin of  picture a short 
message was written, giving historians of 
the Edwardian period as well as sociologists 
and linguists ample information on the era. 

In January 1902 the Post Office decided to 
follow the popular need of the literate pop-
ulation and permitted the use of postcards 
that on the one side had only the image and 
on the back side the address and the mes-
sage.  The Post office determined the size 
and shape of postcards. As Barton and Ham-
ilton, 1998, state  ver-
nacular literacy is "es-
sentially not regulated 
by the formal rules and 
procedures of domi-
nant social institutions 
and which (has) origins 
in everyday life".

The postcard phe-
nomenon also receive 
negative criticism, as 
a social phenomenon 
with great impact. The 
Media considered it, 

in a hyperbolic way, a kind of moral degra-
dation. "In ten years Europe will be buried 
beneath picture postcards" wrote Glasgow 
Evening News on October 1903 ( Carline 
1971 p.9 ). The informal style of the mes-
sages was felt to threaten moral standards, 
sometimes considered vulgar as well. Inter-
esting is the case of Melita Macready, a mu-
sic teacher, who was charged with defam-
atory libel as she sent the principal of the 
Guildhall School of music a postcard saying 
" You old rogue, villain and liar. You old cow-
ard. Why don't you fight?" (The Times, may 
20th, 1905, page 16) She was committed for 
trial.  l
-----------------------------------------------------------
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“The sound of the escalator's mo-
tor had become indistinct, although I 
could still feel a faint rhythm transmit-
ted through the steps, which I assumed 
were caused as the links of the chain 
that drew me upward were engaged 
by the sprockets at either end; and the 
sounds of the lobby, too, were blurred 
and assimilated into a universal lobby 
sound, as if each unitary tock of a sec-
retary's heel were a sharp brush-point 
touched to a wash-covered watercolor, 
flaring palely outward.”

Nicholson Baker – Mezzanine

essay by Kim Cascone



A Field of Indeterminate Diffusion

While on tour I had a day off to relax and 
get some errands done. In search of food I 
wandered over to the local shopping cen-
ter to have lunch. After buying a sandwich 
I discovered a large airy atrium space with a 
water fountain and decided to eat my lunch 
there. The sound of the water fountain in 
the large reverberant space created a tran-
quil and hypnotic environment.
At some point my attention was drawn to a 
small flock of birds that had somehow man-
aged to get themselves trapped indoors. 
The birds were frantically flying back and 
forth searching for a way outside through 
the glass skylight of the atrium. As the birds 
became more frenetic the bumping against 
the glass and bird noises began to draw at-
tention from passers-by. People pointed 
and expressed their concern for the birds.

After a short time a woman arrived with a 
large instrument case on wheels. With short 
bursts of sound she unpacked a harp then 
set up a music stand and a small chair. After 
everything was arranged to her liking she 
opened her music book and proceeded to 
play the harp.

I closed my eyes and listened to this chance 
mix of water fountain, skittish birds and lilt-
ing harp melody poking through the waves 
of din made by people talking and walking 
from shop to shop. By tuning my attention 
to the individual sounds within the atrium's 
field my lunchtime break was transformed 
into an impromptu field diffusion.

Nature in Her Manner of Operation

Everyday auditory fields are complex ag-
gregations, pools of sound, local and asyn-
chronous interlocking fields of cyclic pat-
terns; 

loosely intersecting, meshing and mixing 
into a contiguous background. The local 
habits and routines of people fuse into a 
rhythmic din, a tapestry woven from min-
ute activities. Sounds are shaped into a 
seemingly random structure; we hear but 
don't listen to it. Each smaller zone of noise 
forms an aural or auditory field that we cir-
cumscribe with a perceptual horizon. If we 
were able to zoom out and see an acoustic 
map we would see many smaller fields in-
tersecting with one another. There are no 
acoustic walls or boundaries in an open 
space. We store  these structures as acous-
tic mementos or snapshots in time.

Our Gilded Frames

Our society and culture, fueled by commod-
ity fetishism, trains us to continually frame 
the media around us. This frame organizes 
media into packages that conform to our ex-
pectations: this is a pop song package, that 
is a music video package, this is an advertis-
ing package, etc. The package acts as a locus 
in a web of cultural references that helps us 

Tyler Davidson Fountain or Genius of  Water or The 
Lady or The Fountain, in Cincinnati



navigate meaning. We see and hear through 
layers of mediating abstractions, where con-
tent and meaning are leached from culture. 
Through this frame the media directs our 
attention via a sequence of expertly crafted 
images and sounds. We see a specific adver-
tisement during a sit-com on television as 
a result of researched demographic analy-
sis. Pictures on the news are selected to in-
crease market share for a television channel.

This act of directed attention instills a desire 
to make things fit, to conform the world to 
our expectations. When something in the 
parade of sound and images doesn't fit we 
become uncomfortable and filter it out. As 
a result, by rejecting the things that don't 
fit we end up reducing the dimensionali-
ty and complexity of everyday life.

This frame, installed by media, con-
stantly reinforces our need to con-
trol nature and in turn blinds us to 
the “grain” of the world around us.

Grain, Aura and Spectacle

Once we escape the tyranny of directed at-
tention and remove our frame we find our-
selves cast adrift in the meshing and mixing 
of indeterminate sounds forming a flux-field 
of energy, a tapestry of interwoven routines, 
conspiring to ignite the soul or grain of a 

place. Grain is the ineffable and
sometimes inexplicable quality 
that infuses a place; a transcen-
dental atmospheric sum greater 
than its parts.

Grain radiates outward from a place's intan-
gible core its inner mystery casting an aura 
that simultaneously identifies and separates 
one place from another. Grain doesn't com-

municate so much as induce sympathet-
ic vibrations in the listener, completing an 
inductive circuit through which energy is 
transferred. When we allow this energy to 
flow through us we create meaning and are 
able to perceive the grain of an auditory 
field. If  “creating new circuits in art means cre-
ating them in the brain, too  ”  (Gilles Deleuze, 
Negotiations), then when we activate these 
circuits we allow the grain to come forward.

Stealing the Soul

If we are lucky, at some point the grain trans-
ports us via a cross of sensations that deep-
ens us or adds to the quality of our lives. 
Eventually we want to share that transcen-
dental feeling with others. So, we pull out 
a high-quality microphone and a portable 
recorder and record the field. We are careful 
to point the microphones in the right direc-
tion using the best mic configuration while 
keeping the level of the signal from over-
loading the recorder's inputs to ensure an 
accurate documentation of the auditory
field.
Once we have it stored digitally we bring it 
back to our studio and listen to it on profes-
sional speakers. What we hear is a thin and 
flat sounding version of that transcendental 
environment we recorded. Even with tech-
nically sophisticated equipment, what 
we record will always be a mere simulacra 
of that place. By recording a field we steal 
its soul, we lose the grain.

Gilles Deleuze



Return to Soundscapes

'the meta designer creates context, not con-
tent' – Gene Youngblood

The practice of diffusing field recordings 
in the context of a performance space also 
leeches them of their grain. The issue of per-
forming field recordings is not new, and it 
doesn't warrant finding a new solution, for 
some composers have come close. We only 
need look to certain disciples of R. Murray 
Schafer and John Cage to find a couple of in-

teresting solutions to this problem. By dif-
fusing field recordings in nontra-
ditional spaces, such as caves or 
forests, they inject sounds directly 
into the field itself, not by trying 
to recreate it virtually in a conven-
tional performance space.

The examples of Schafer or Cage are some-
what problematic in that neither of them 
truly let sounds be themselves. Schafer 
shaped many of his field recordings in the 
studio with musical structure while Cage 
framed his indeterminacy in a performance 
context. While neither offered perfect solu-
tions, both helped to chip away at the prob-
lem leaving those of us working today to 
pick up the thread and continue honing 
their solutions.

In an auditory field, people are 
free to listen to whatever they 
turn their attention to. Their listen-
ing is non-directed, their attention is free to 
roam, allowing them to take an active part 
in the creation of meaning by resurrecting 
the grain of the field. In this way the listener 
enters a non-linear, non-directed mode of 
reception. By bringing sounds into an un-

bracketed auditory field we can let sounds 
be themselves and better foreground the 
grain.

The Auditory Field is not Music

Like photographers, field recordists record 
the world around them and transform the 
mundane into the sublime by editing and 
processing. This transformation occurs via 
bracketing and foregrounding, turning a 
bland everyday auditory field into some-
thing worthy of our attention. Often times 
during this transformative stage the com-
poser attempts to create grain through ed-
iting and audio effects. In an essay, which 
influenced John Cage, titled “Primitive Men-
tality,” Ananda K. Coomaraswamy writes, 

“the effect of European influence 
has led the artist not to imitate na-
ture in her manner of operation, 
but simply to imitate nature in her 
appearances.”

From Musique Concret to the current prac-
tice of Phonography composers working 
with field recordings organize them into mu-



sical structures, imparting a lurking narra-
tive to them. The composer attempts to 'say 
something,' to transmit meaning through 
a sequence of selected sounds they've re-
corded. Some composers refer to this di-
rected attention as a “cinema for the ears.  

On the other hand, Cage wanted "to let 
sounds be themselves rather than 
vehicles for man-made theories of 
expressions of human sentiments” 
(John Cage, Silence)  and used chance and 
indeterminacy as a way of destructuring his 
compositions.

The Performance Space

The performance space is a social construct 
born from intent and expectation. It can also 
be regarded as a window in time in which 
something occurs. The physical stage mim-
ics the larger social frame as it is a frame it-
self and holds an imaginary 'glass wall' sep-
arating the audience from the performer. In 
order for this exchange to proceed smooth-
ly it is facilitated by rules, conventions and 
scripts.

The space is lit in such a way that the audi-
ence's attention is focused on the performer 
behind the imaginary glass wall. Since the 
performer is featured as the center of atten-
tion, the rank of authority (author) is then 
conferred onto them. Our attention is di-
rected inside this bracketed space, prevent-
ing distractions and filtering out noise from 
the street.

Our experience is that “concert time” passes 
in a linear manner, thus activating a linear 
mode of listening. Using conventional time 
markers, a piece ends, applause ensues, a 
new piece starts, intermission follows, and a 
encore signals yet a little more music before 
the evening comes to a close.

By diffusing field recordings in a perfor-
mance space, the complex and multi-di-
mensional nature of an indeterminate field 
collapses into a stereo plane or better yet 
can be compared to two small portholes or 
peepholes for a voyeur. This linear mode of 
reception has evolved over the years and 
consequently shaped much of the music we 
consume today. But the auditory field is not 
a performance space, a linear bracketing of 
time and space. It is non-linear, indetermi-
nate and by attempting to frame it using 
conventional structures used in musical 
performance its dimensionality is reduced 
and the grain is leeched from it.

Resurrecting the Field

Much of my thinking about grain and 
auditory fields was radically stimulated by a 
book by Tom McCarthy, titled, “Remainder,” in 
which the protagonist goes to great lengths 
and expense to recreate an apartment build-
ing he conjures from memory while staring 
at a crack in a plaster wall during a reverie. 
The building and the activities of its resi-
dents were painstakingly adjusted, its de-
tails perfected, until they created the desired 
effect of inducing a state of reverie, until the 
grain came 
out. In de-
veloping an 
a p p r o a c h 
to diffusing 
field record-
ings outside 
of a 
p e r f o r -
m a n c e 
space I fil-
tered the 
h i s t o r i c a l 
work of 
s o u n d -
scape art-
ists through 



the McCarthy book.  This led to the idea of 
creating a new field in an existing field by 
diffusing sounds already present or by add-
ing new unexpected sounds such as the 
flocking birds. By using an array of speakers 
placed in strategic positions within a field 
one could diffuse sounds and move them in 
space. The idea of diffusing one space inside 
another is a powerful idea worthy of pursuit 
but the problem still exists of how to pre-
vent the bracketing of it as a cultural event 
being orchestrated by sound artists.

One solution would be to borrow from the 
practice of acousmatic diffusion and dimin-
ish the role of the artist by physically locat-
ing them somewhere where they wouldn't 
be visible. Another way to prevent bracket-
ing is to not announce it as an event with a 
location and start time. This way the people 
who visit the space would be in their usual 
non-linear listening mode for that environ-
ment and receive any sounds heard as be-
ing part of the soundscape.

Imagine the atrium space I described earli-
er if there were a speaker system set up and 
just the sounds of the flocking birds and the 
harpist were diffused. The sounds would be 
loud enough to mix with the general back-
ground but since there were no visual ob-
jects creating those sounds they would re-
cede into the background for most people. 
For others it might produce a feeling of os-
trananie or dissociation. But firstly it is im-
portant to try and locate the grain of a space 
or think of some way that it can be brought 
out by working with the natural acoustics, 
introducing foreign sounds, amplifying 
small sounds already in the space but inau-
dible or working with bigger sounds that 
have no visual correlation.

If the growing movement of field recording 
makes its focus the sublimity of the audito-
ry field then work needs to progress on not 

falling into formulaic formats because they 
are standard and easy to interface with. If 
field recording is to escape the ghetto of 
sound souvenir or audio puzzle then break 
the habits which end up relying on technol-
ogy to make it interesting. Auditory fields 
are not music and by trying to present them 
as such we end up depleting them of their 
grain and deadening their soul, leaving little 
of value to share with the listener. l
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inside the 'Modena Summer' events
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FESTIVAL OF THE MEDITERRANEAN
Cradle of peoples and cultures

The Mediterranean reproduces on planet Earth an inimitable 'unicum' due to 
geographical, climatic and historical reasons. A careful analysis of the present 
and the immense cultural and historical heritage accumulated in this laborious 
forge of civilization demonstrates the absolute specificity of the Mediterranean 
'Mare Nostrum'. It was, in the succession of historical eras, the cradle and 
home of many civilizations; from the Minoan to the Phoenician and the Egyp-
tian, from the Etruscan to the Carthaginians, to name just a few; no other 
place in the world appears comparable to it. Between these civilizations, whose 
relations were based on meeting, collaborating and merging but also colliding 
and battling, a place of exceptional importance should be assigned to Ancient 
Greece, from which the cultural, civil and political history of the West started. 
From millennial-time meetings and matches, emerged unitary historical-cultural 
factors on which today we have to think by virtue of their greatness and because 
of the historical and cultural importance that the Mediterranean has exer-
cised all over the world.



Saturday, July 26
Concerts, music, stand from 17.30 till late at night

6.15 pm
Conference by Dr. Stefano Arcella

"Mithra - Phanes: the shining god"
"Roman Mithraism as a new spiritual formation"

Stefano Arcella, competent studious of  noble cults in ancient Rome. He is also a 
scholar of  the law on cultural heritage, having published "The management of  cul-
tural heritage" (Naples, 2000), as well as having written several essays on the relevant 
history of  Roman Mithraism, which is interwoven with that of  the West during the 
imperial period of  the Ancient Rome (II-IV century. AD). In the years 2011-2013 
he published, on various journals and in the Acts of  various meetings, essays on the 
thought of  Pio Filippani Ronconi, on the spirituality of  Zarathustra, on the Philos-
ophy of  Freedom by Rudolf  Steiner, as well as new insights about the mysteries of  
Mithra.

9.30 pm
ANTIQUA LUNAE in concert

Antiqua Lunae is a project conceived by Alessandro Artu-
ro Cucurnia, multi-instrumentalist, songwriter, expert on 
archaic musical traditions and author of  the book "Music 
and Wisdom, ancient musical traditions and spirituality ", 
published by Agora & co in the series" The Mirror of  Dio-
nysos "directed by Angelo Tonelli in 2013. Very important 
for the band is the collaboration with Angelo Tonelli, poet, 
philosopher, one of  the greatest living scholars and trans-
lators of  the Greek classic authors. The writer is the narrator of  Lunae Antiqua and 
a member for all purposes. During the evening, the band in its complete line-up will 
present their latest CD to the public.

from 6 to 11.30 pm
ARTISAN MARKET

Esoteric library, crystal therapy and kinesiology treatments, herbal medicine, natural 
essences, crafts, Eco Art, handmade jewelry, Tarot reading.



During the entire event entertainment by 
the association

FIGLI DEL SOLE (Sons of the Sun)

Figli del Sole (Sons of  the Sun) is a re-enactment group intending  to provide a 'pic-
ture' of  the Greek culture- Especially the late Classical and Hellenistic Athenian - and 
its relation with the peoples who inhabited the Italian peninsula. The group's attention 
is focused mainly on aspects of  civic life and culture of  the Greek people: philosophy, 
theater, art and commerce, through the representation of  tragedies and the re-enact-
ment of  the symposium.
Activities organized by the re-enactment group Figli del Sole:

The Symposium (for adults)
We play as the Greek children (age 5-11 years):

For information and registration at the symposium and workshops:
Figli del Sole tel. 3478001284
Buffet with Greek specialties offered by Greek Restaurant "Da Kostas."

With the partnership of
PARADOX ETHEREAL MAGAZINE

http://paradoxethereal-magazine.com/

For information on the Festival and the concert: http://www.larosenoire.it/
Association LaRoseNoire: info@larosenoire.it tel. +39 

3391196575  c / o  Ducal Gardens (Giardini Ducali) 
Corso Cavour, Modena (Italy)



THE LAKE DISTRICT 
SCHOOL OF POETRY 

OR  THE PURSUIT OF A NATURAL SPIRITUALITY

By Philippe Blache
doctor in socio-cul-
tural anthropology, 
reviewer, musician

“The Lakist writers are a 
group of English poets 
who belong to the histor-
ical romanticist movement 
from the Nineteenth cen-
tury. This lyrical school 
prefigures a sense of spir-
itual renovation after a 
more classicist-formalis-
tic-ornament era and its 
artificial schemas of com-
position.”



Emulated by forms of con-
templative experience which com-
memorate spiritual pleasures about 
the Nature, The Lakist writers are a 
group of English poets who belong 
to the historical romanticist move-
ment from the Nineteenth century. 
This lyrical school prefigures a sense 
of spiritual renovation after a more 
classicist-formalistic-ornament era 
and its artificial schemas of composi-
tion.
It intends to renew with more sponta-
neous forms and a certain function-
al sense of mystical idealism in po-
ems which are largely based upon a 
strong pathos and a significant sense 
of harmony intimately connected to 

the natural world. The form and mel-
ody are turned to religious and per-
sonal ballads elegantly sustained by 
sweetly feelings of freedom which 
appear in typical romantic meta-
phors. The attention is given to a me-
ticulous, intuitive and detailed explo-
ration of the nature, under the sign of 
a brilliant imagination and behind an 
appearance of simplicity. Meditative 
passages meet considerable sensori-
al experiences for a unique and elo-
quent visionary poetical world which 
sometimes contribute to define the 
idea of the mysterious “sublime”. De-
votion to mother nature and allu-
sions to a softly quiet grandeur. 

                           View of Powerscourt Demesne by William Ashford



The Lake District, also known as LakeLand, 
is a mountain region located in the North-
West part of England. This region admits a 
very specific and unique topography that 
profoundly illustrates the most beautifully 
elevated landscapes of England and which 
gathers the three counties of Cumberland, 
Westmorland and Lancaster. 
The solemn and distinctive Greenland beau-
ty of this area naturally inspired poetical 
excursions and stylish aesthetic sceneries 
along the centuries and notably around the 
romantical era and its irresistible attraction 
for the inspiring and breathing sublimity 
of nature. In his compilation book entitled 
“A description of the scenery in the Lake 
District” William Ford provides fruitful de-
scriptions about what makes this Lakeland 
charmingly singular and a real natural sanc-
tuary for poetical wanderings in search of 
supreme beauty and spiritualized side of 
nature. 

The tasteful, admirable unearthly-like and 
wildness proportion of this mountainous 
country is formidably restituted in those 
luminously musical and eminent blessing 
lines: 
There his temple rose ! no fretted aisle, No 
vaulted roof adorned the simple pile, but 
clouds above them, and around the wood – 
Roofless and vast the circled columns stood ! 
such relics still the wandering shepherd sees, 
when ocean rocks the storm-clad Hebrides: 

Where Keswick’s lake expands its glassy 
breast, or Mona’s cliffs conceal the eaglet’s 
nest, or where dim silence holds his spectral 
reign.  O’er Scotia’s heaths and Sarum’s lone-
ly plain. Time span’s them still – to tell how 
short the span assigned to earth’s uncertain 
wanderer –man, How long his works, ike 
summer’s twilight ray, Outlive the sunset of 
his own decay.

The Lake District is wearing all the artistic at-
tributes which brings the observer, the con-
templator and the poet wanderer to ethe-
real things and to the sublime. The Lakism’s 
inspiration is taken from the materialistic 
splendor of the nature from which emanates 
a psychological and a spiritual feeling which 
sometimes turn into a vaguely mystical as-
piration and secret mythological believes. 

Strongly influenced by the nature, person-
alities of the movement are away from the 
conventions of classic lyrical tradition and 
pure description of reality, this in favor of 
an artistic attempt which elevate the ob-
ject and its aesthetic contemplation to spir-
itual concerns generously connected to the 
sense of sublime. Their success comes from 
their aesthetic enthusiasm linked to spiritu-
al imperatives and to the research of sereni-
ty, simplicity and modesty crystallized in the 
mind of human nature. 

Keswick Panorama, 2009 - Wikimedia Commons



The highest achievement and more excit-
ing development in the style of the Lake 
district school of poetry come from two 
marvelously original authors: Wordsworth 
and Coleridge. Both poetical writers sponta-
neously took the same direction regarding 
their passionate view about experiencing 
the nature field spiritually and emotionally 
if not mystically. 

Their words pound and shine inside of the 
reader, frequently attached to an original 
synthesis between the romantical vision 
(centered on the contemplation of subjec-
tivity and intuitive love to the nature land) 
and interpretative experience of concrete 
poetical expression itself (chains of meta-
phors and intrinsic images formulated by 
the spirit). Samuel Taylor Coleridge is the 
pioneering and fundamental author of the 
Lake District school of poetry. His pastoral, 
epic, supernatural and sentimentally intro-
spective chanting hymns we can appreciate 
in “Lyrical ballads” (1798) truly announce the 
British poetical renewal. 

Those lyrical ballads appear to be a collec-
tion of poems written, gathered and com-
piled by Wordsworth and Coleridge around 
a common thematic: solitary reveries and 
fantastic epic stories inspired by the sub-
lime aspect of nature in its dangerous and 
beatific visions. It announces brightly the 
re-discover of human emotions through a 
tremendous simplicity and a personal spir-
ituality. With its clear devotional accent and 
Bard-like declamation style it admits a cer-
tain affinity with the “romantical national-
ism” (Johann Gottlieb Fichte, 1806) of this 
historical period, a taste and aspiration to 
freedom, to a fruitful heritage of cultural tra-
ditions invested by the people. 

This enthusiastic approach has something 
to do with metaphysics, organic complicity 
with the nature and destiny of the national 
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community, this without admitting a truly 
determined political existence. Those epical 
poems, their primeval inclinations for an ex-
alted sense of the nature implicitly refer to 
mythified legendary poetries of Ossian or to 
the monotheist Christian manuscript of the 
Beowulf. The identity-like dimension of an 
ethnical minority linked to epic poems such 
as those Lyrical ballads are well described 
by Herder (1774) when he speaks about 
the dignity of singularities, to the diversity 
of cultures (opposed to a rational abstract 
idea developed by the universal history). Ex-
amining laws of the universe and perpetual 
considerations about the sublimate nature, 
Coleridge metaphorically and mystically 
brought back to interest the idea of Man as 
creature of the divinity, possessing a fasci-
nating and mysterious liberty which enable 
to create a world, forms and appearances.
In his lyrical ballads, Coleridge exposes the 
core vision of his poetical introspection: 
searching the sacral history of God and its 
creature, their presence in the mythical na-
ture. 



 He prayeth best, who loveth best
All things both great and small ;
For the dear God who loveth us,
He made and loveth all.

The Mariner, whose eye is bright,
Whose beard with age is hoar,
Is gone : and now the Wedding-Guest
Turned from the bridegroom's door.

He went like one that hath been stunned,
And is of sense forlorn :
A sadder and a wiser man,
He rose the morrow morn.

(Taken from The rime of the ancient mariner, 
1797-1799)
 
 
The romantical lyricist and moralist Hazlitt 
is the first to offer a theoretical view about 
the profound unity which gathers those po-
ets around a new aesthetical / metaphysical 
conception linked to the contemplation of 
the nature. For him, poetry is perceived as 
a spontaneous movement of the imagina-
tion. In a few words the originality and dis-
tinctiveness of those poets comes from the 
manner they spontaneously conceive this 
“powerful feeling” (Wordsworth) of delecta-
tion and transmutation that enables to op-
erate a poetical transmutation. The nature is 
here to serve as vehicle to reach this state of 
affective contemplation. Coleridge’s breath-
ing spirituality, ethical seriousness and pas-
sionate exaltation linked to the contempla-
tion of nature is brightly advocated in the 
melodious love poem the Aeolian harp:

Over delicious surges sink and rise,
Such a soft floating witchery of sound
As twilight Elfins make, when they at eve
Voyage on gentle gales from Faery-Land,
Where Melodies round honey-dropping 
flowers,

 Tootless and wild, like birds of Paradise.

(Taken from The Aeolian Harp, 1975)

The poem “Hymn Before Sun-rise” suggests 
an intense identification between the cre-
ative subjectivity of the poet and his rep-
resentation of nature inside a state of faith 
and fraternal communion. This fusion-like 
attitude through poetical imagination en-
courages a search for a superior truth, a spir-
itual one, a new form of knowledge where 
the union between the private subjective 
sphere of the poet and the nature is harmo-
niously accomplished:

Rave ceaselessly; but thou, most awful Form! 
Risest from forth thy silent sea of pines,
How silently! Around thee and above
Deep is the air and dark, substantial, black,
An ebon mass! Methinks thou piercest it,
As with a wedge! But when I look again,
 It is thine own calm home, thy crystal shrine, 
Thy habitation from eternity

(Taken from Hymn before Sun-rise, 1802)

Coleridge opened the door to an entire 
world of poetries made of sentimental ex-
altation, reflective scenes in the nature and 
spontaneous emotional enthusiasm. This 
world is shared and spread by his contem-
porary Wordsworth. He also gives to Nature 
and ontological and poetical legitimacy, au-
thentically creative and interrelated to our 
own humanity. Nature is at the basis of new 
a mytho-poetical knowledge, constitutive 
of cultural individualities. 

He recognizes the splendor and the strength 
of Nature as well as the poetical expression 
of spiritual inclinations. Just as Coleridge, 
Wordsworth defends the natural necessi-
ty of a conceptual framework established 
by theological-metaphysical speculations. 
With this collection of poems “Lyrical bal-



lads” the two authors express the need to 
participate to the rise of a new culture, co-
hesively turned to a deeply ethical thought 
where nature is the symbol of well-being 
and creation. Against the neo-classical ra-
tionalism and formalist poetry, the Lake 
district poets, their sense of nostalgia and 
mysticism, their soulful revolt reintroduce 
the strength of pure spontaneity, emotion 
and imagination in the romantical air. They 
distinguish themselves from contemporary 
figures such as Pope, Byron or Shelley who 
inject in the exalted romanticism a dose of 
neo-classicism and a discussion around ra-
tional philosophy. Their poetry is linked to a 
profound stylistic unity, associated to clear 
metaphysical views and surrounded by spir-
itual metaphors. 

The solemn and formidable poetical ex-
pression of Wordsworth reveals the sublime 
disposals of the soul immersed in Nature 
and immortalized by the will of God. Inside 
delicious reveries sensitive to an animated 
nature are revealed spiritual and lively to-
nalities. Turned into a luminous aura, this 
spiritual feeling is magnified in the meta-
phorical process advanced in the poem Tin-
tern Abbey. There the charming nature and 
its feelings communicate to us a sacred pas-
sion where pure beauty meets universality 
in the heart of a new birth. 

When these wild ecstasies shall be matured
Into a sober pleasure; when thy mind
Shall be a mansion for all lovely forms,
Thy memory be as a dwelling-place
For all sweet sounds and harmonies; oh! 
Then,
If solitude, or fear, or pain, or grief ,
Should be thy portion, with what healing 
thoughts
Of tender joy wilt thou remember me,
And these my exhortations! 

(Taken from Tintern Abbey, 1798)

In their respective type of writing and evo-
cations through words, both authors prac-
tice an intensively contemplative look on 
the nature in its purest form and which 
provides an immense feeling of joy, peace-
fulness and self-possession. Within a closer 
regard their poetical-allegorical aspiration 
which takes its strength from the external 
and magnificent beauty of nature seems to 
prefigure what will be the North American 
transcendentalist motivations. 

This implicit affinity can be related to David 
Thoreau’s nature writing, to his auto fictions 
and his substantial expressive message 
about the naturalization of human being 
but also to Ralph Emerson’s virtuous philo-
sophical paintings of nature and its divinely 
organized metaphors. The transcendentalist 
romantical circle cultivates the same sym-
bolical research of unity through the deep 
and complex idealized properties of envi-
ronment, the feeling of communion based 
on the rhythm of nature. 

Coleridge Samuel Taylor



The romantical idea linked to creative 
strength and to the deified existence of the 
sovereign nature is not new but also de-
fended by the Greek cynical antique school 
and the manner its representative thinkers 
perceive wisdom (the society is by itself con-
stantly changing and corrupted, the men-
tal-philosophical position of the wise man 
is to adopt a modest and a simplistic spir-
itual behavior towards the nature which is 
universal and virtuous). However the most 
relevant association and most obvious nat-
ural affinity we can perceive is between the 
Lakist representative figures and their con-
temporaries from the German Weltschmerz 
movement. 

The weltschmerz German poetry is also 
an heterogeneous school of thought but 
whose expressive characteristic is deeply 
rooted in the romantical sensitivity, entire-
ly compatible with the Lakist poets due to 
the reference to aesthetic and moral values 
animated by an inner freedom, the cult of 
nature and its myths, the victory of imagi-
nation, existential meaning and immediate 

subjectivity, most of time oppressed by the 
abstract / discursive reason (philosophical 
position and moral inclination against “les 
Lumières” crucial turn and British empiricism 
/ sensualism). This “romanticized world” as 
depicted by Novalis reunites various sensi-
bilities around a common goal: to dignify 
the nature inside the prism of art, advocat-
ing the great unknown and giving to life a 
mysterious prestige. 

The distinction between the Lakist school of 
poetry and the German Weltschmerz is that 
the second one is colored by a profound 
existential pessimism, with a taste for mel-
ancholy, tormented by the black bile and 
obsessed by the miserable side of the exis-
tence. The nostalgia of infinity, secrecies and 
the sublime of the spirit are raised to escape 
from the rigidity of rules and conventions. 
However, the poetical ambition run by those 
various schools is to participate to a spiritu-
al renewal, a new human consciousness led 
by the idealist philosophy and in a certain 
extent by the mystical spiritualism defend-
ed by Swedenborg or Madame de Staël: an 
enthusiastic revolt of the soul and the heart 
against the rational classicism, a kind of au-
to-sacramental accomplishment in a time of 
profound existential crisis. l
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A Defense of Poetry 

PART 5
by Percy Bysshe Shelley

as Machiavelli says of political institutions, that 
life may be preserved and renewed, if men should 
arise capable of bringing back the drama to its 
principles. And this is true with respect to poet-
ry in its most extended sense: all language, insti-
tution, and form require 
not only to be produced 
but to be sustained: the 
office and character of 
a poet participate in the 
divine nature as regards 
providence, no less than 
as regards creation.  

Civil war, the spoils of 
Asia, and the fatal pre-
dominance first of the 
Macedonian, and then 
of the Roman arms, were 
so many symbols of the 
extinction or suspension 
of the creative faculty in 
Greece. The bucolic writ-
ers, who found patronage 
under the lettered tyrants 
of Sicily and Egypt, were 
the latest representatives 
of its most glorious reign. 
Their poetry is intense-
ly melodious; like the 
odor of the tuberose, it 
overcomes and sickens the spirit with excess of 
sweetness; whilst the poetry of the preceding age 
was as a meadow-gale of June, which mingles the 
fragrance of all the flowers of the field, and adds 
a quickening and harmonizing spirit of its own 
which endows the sense with a power of sustain-
ing its extreme delight. The bucolic and erotic 
delicacy in written poetry is correlative with that 
softness in statuary, music, and the kindred arts, 

and even in manners and institutions, which dis-
tinguished the epoch to which I now refer. Nor 
is it the poetical faculty itself, or any misappli-
cation of it, to which this want of harmony is to 
be imputed. An equal sensibility to the influence 
of the senses and the affections is to be found 

in the writings of Homer 
and Sophocles: the former, 
especially, has clothed sen-
sual and pathetic images 
with irresistible attractions. 
Their superiority over these 
succeeding writers consists 
in the presence of those 
thoughts which belong to 
the inner faculties of our 
nature, not in the absence 
of those which are con-
nected with the external; 
their incomparable perfec-
tion consists in a harmony 
of the union of all. It is not 
what the erotic poets have, 
but what they have not, in 
which their imperfection 
consists. 
It is not inasmuch as they 
were poets, but inasmuch 
as they were not poets, that 
they can be considered with 
any plausibility as connect-
ed with the corruption of 

their age. Had that corruption availed so as to 
extinguish in them the sensibility to pleasure, 
passion, and natural scenery, which is imputed 
to them as an imperfection, the last triumph of 
evil would have been achieved. For the end of 
social corruption is to destroy all sensibility to 
pleasure; and, therefore, it is corruption. It be-
gins at the imagination and the intellect as at the 
core, and distributes itself thence as a paralyzing 



venom, through the affections into the very ap-
petites, until all become a torpid mass in which 
hardly sense survives. At the approach of such 
a period, poetry ever addresses itself to those 
faculties which are the last to be destroyed, and 
its voice is heard, like the footsteps of Astræa, 
departing from the world. Poetry ever commu-
nicates all the pleasure which men are capable 
of receiving: it is ever still the light of life; the 
source of whatever of beautiful or generous or 
true can have place in an evil time. It will readi-
ly be confessed that those among the luxurious 
citizens of Syracuse and Alexandria, who were 
delighted with the poems of Theocritus, were 
less cold, cruel, and sensual than the remnant 
of their tribe. But corruption must utterly have 
destroyed the fabric of human society before 
poetry can ever cease. 

The sacred links of that chain have never been 
entirely disjoined, which descending through 
the minds of many men is attached to those 
great minds, whence as from a magnet the in-
visible effluence is sent forth, which at once 
connects, animates, and sustains the life of all. 
It is the faculty which contains within itself the 
seeds at once of its own and of social renova-
tion. And let us not circumscribe the effects of 
the bucolic and erotic poetry within the lim-
its of the sensibility of those to whom it was 
addressed. They may have perceived the beau-
ty of those immortal compositions, simply as 
fragments and isolated portions: those who 
are more finely organized, or born in a happi-
er age, may recognize them as episodes to that 
great poem, which all poets, like the co-oper-
ating thoughts of one great mind, have built up 
since the beginning of the world.      

  The same revolutions within a narrower 
sphere had place in ancient Rome; but the ac-
tions and forms of its social life never seem to 
have been perfectly saturated with the poeti-
cal element. The Romans appear to have con-
sidered the Greeks as the selectest treasuries 
of the selectest forms of manners and of na-

ture, and to have abstained from creating in 
measured language, sculpture, music, or ar-
chitecture, anything which might bear a par-
ticular relation to their own condition, whilst 
it should bear a general one to the universal 
constitution of the world. But we judge from 
partial evidence, and we judge perhaps par-
tially. Ennius, Varro, Pacuvius, and Accius, 
all great poets, have been lost. Lucretius is in 
the highest, and Vergil in a very high sense, a 
creator. The chosen delicacy of expressions of 
the latter are as a mist of light which conceal 
from us the intense and exceeding truth of his 
conceptions of nature. Livy is instinct with po-
etry. Yet Horace, Catullus, Ovid, and general-
ly the other great writers of the Vergilian age, 
saw man and nature in the mirror of Greece. 
The institutions also, and the religion of Rome, 
were less poetical than those of Greece, as the 
shadow is less vivid than the substance. Hence 
poetry in Rome seemed to follow, rather than 
accompany, the perfection of political and do-
mestic society. The true poetry of Rome lived 
in its institutions; for whatever of beautiful, 
true, and majestic, they contained, could have 
sprung only from the faculty which creates the 
order in which they consist. 

The life of Camillus, the death of Regulus; the 
expectation of the senators, in their godlike 
state, of the victorious Gauls; the refusal of the 
republic to make peace with Hannibal, after the 
battle of Cannæ, were not the consequences of 
a refined calculation of the probable person-
al advantage to result from such a rhythm and 
order in the shows of life, to those who were at 
once the poets and the actors of these immortal 
dramas. The imagination beholding the beauty 
of this order, created it out of itself according 
to its own idea; the consequence was empire, 
and the reward ever-living fame. These things 
are not the less poetry, quia carent vate sacro. 
They are the episodes of that cyclic poem writ-
ten by Time upon the memories of men. The 
Past, like an inspired rhapsodist, fills the the-
atre of everlasting generations with their har-



mony.  At length the ancient system of religion 
and manners had fulfilled the circle of its rev-
olutions. And the world would have fallen into 
utter anarchy and darkness, but that there were 
found poets among the authors of the Chris-
tian and chivalric systems of manners and reli-
gion, who created forms of opinion and action 
never before conceived; which, copied into the 
imaginations of men, became as generals to 
the bewildered armies of their thoughts. It is 
foreign to the present purpose to touch upon 
the evil produced by these systems: except that 
we protest, on the ground of the principles al-
ready established, that no portion of it can be 
attributed to the poetry they contain.     

  It is probable that the poetry of Moses, Job, Da-
vid, Solomon, and Isaiah had produced a great 
effect upon the mind of Jesus and his disciples. 
The scattered fragments preserved to us by the 
biographers of this extraordinary person are 
all instinct with the most vivid poetry. But his 
doctrines seem to have been quickly distorted. 
At a certain period after the prevalence of a 
system of opinions founded upon those pro-
mulgated by him, the three forms into which 
Plato had distributed the faculties of mind un-
derwent a sort of apotheosis, and became the 
object of the worship of the civilized world. 
Here it is to be confessed that “Light seems to 
thicken,” and  “The crow makes wing to the 
rocky wood,

Good things of day begin to droop and drowse,
And night’s black agents to their preys do 
rouse.” But mark how beautiful an order has 
sprung from the dust and blood of this fierce 
chaos! how the world, as from a resurrection, 
balancing itself on the golden wings of Knowl-
edge and of Hope, has reassumed its yet un-

wearied flight into the heaven of time. Listen to 
the music, unheard by outward ears, which is 
as a ceaseless and invisible wind, nourishing its 
everlasting course with strength and swiftness.      
  The poetry in the doctrines of Jesus Christ, and 
the mythology and institutions of the Celtic 
conquerors of the Roman Empire, outlived the 
darkness and the convulsions connected with 
their growth and victory, and blended them-
selves in a new fabric of manners and opinion. 
It is an error to impute the ignorance of the 
dark ages to the Christian doctrines or the pre-
dominance of the Celtic nations. Whatever of 
evil their agencies may have contained sprang 
from the extinction of the poetical principle, 
connected with the progress of despotism and 
superstition. 

Men, from causes too intricate to be here dis-
cussed, had become insensible and selfish: 
their own will had become feeble, and yet they 
were its slaves, and thence the slaves of the will 
of others: lust, fear, avarice, cruelty, and fraud, 
characterized a race amongst whom no one 
was to be found capable of creating in form, 
language, or institution. The moral anomalies 
of such a state of society are not justly to be 
charged upon any class of events immediate-
ly connected with them, and those events are 
most entitled to our approbation which could 
dissolve it most expeditiously. It is unfortunate 
for those who cannot distinguish words from 
thoughts, that many of these anomalies have 
been incorporated into our popular religion.      

It was not until the eleventh century that the 
effects of the poetry of the Christian and chi-
valric systems began to manifest themselves. 
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-
ly in 1840 in Essays, Letters from Abroad, Translations and Fragments (1840) [1839].
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 'Luna' by Sir Edward Burne-Jones

DAUGHTER 
OF THE 

MOON
short story by David Tell Jensen

The moon cast its pale glow over the 
forest of Fenlock illuminating the eyes 
of the creatures that dwelled with-
in. Mist intermingled with the trees 
giving moss just enough moisture to 
creep over every surface in the wood. 
Unsettling noises broke the silence 
of night in the trees, but seldom was 
there anyone around to hear it.  Tales 
of the forest of Fenlock were well known 
to any folk living even remotely near the 
region. Everyone had heard of the disap-
pearances, the anomalies, and terrors that 
seemed to inhabit the trees. It was com-
mon knowledge among all the children 
who lived near never to venture into the 
trees. No one was ever caught in the woods 
after dark or in the woods at all, except for 
this night.  A woman of middle age traipsed 
along the pathway at a brisk pace casting 
quick glances from side to side then around. 
Her breath could be seen in the moonlight. 



This woman had long black hair beneath the 
cowl of a traveling cloak. Her lips were full 
and a harsh red compared with the fair skin of 
her face. Her eyes were a vivid green suffused 
with fear; fear for the snoring bundle wrapped 
tightly in her arms. The woman pulled back 
the cotton flap and looked at the cherubic 
pink face of her daughter. Her tiny little fists 
were tucked under her chin, and only a wisp 
of warm air escaped from her mouth when 
she breathed. Just beneath her lower lip was 
a birthmark, a perfect circle. The woman ran 
her thumb across the child’s chin and smiled 
as she pulled the bundle to her protectively.

When the baby began to stir and fidget the 
woman pulled the cotton flap back over her 
child’s face and continued on her way throw-
ing more glances around the area. Her steps 
quickened as she stepped onto the stone path 
she had been searching for. The path twisted 
and turned, winding ever closer to the cen-
ter of the ancient wood. At last she came to 
a circular clearing, overshadowed by looming 
trees that reached out to grasp the two fugi-
tives, for they were fugitives. She was a moth-
er who could not give up her daughter as she 
was expected, and the baby who was born 
on the second full moon of the year. Always a 
baby was born on every second full moon of 
the new year, a child touched by spirits they 
say. Strange things happened around these 
children, they say, odd occurrences, unnatu-
ral things that shouldn’t be. When they tried 
to take the child away, of course the woman 
couldn’t let it happen. She wouldn’t allow 
it. Didn’t allow it. So she stole away with her 
child into the night followed closely by the 
light of torches and angry shouting.

She stepped up to the stone outcropping in 
the center of the clearing laid her little girl on 
the flat top of the stone, and knelt. She pulled 
her cross out from around her neck and held 
it between her clasped hands as she prayed 
to God. Tears dropped silently as she rocked 
back and forth as she plead. As the shouts 

grew nearer behind her she started to weep, 
little whimpers and gasps escaped her, but 
she only continued to pray. She rested her 
clasped hands next to the little bundle on the 
stone outcropping and leaned close to the 
little girl to whisper, “No voy a dejar que te 
tienen, a mi hija.” From behind her came an-
gry yelling as men entered the clearing hold-
ing weapons of unspeakable horror.

A whistle of wind and a soft thump silenced 
the woman. She gasped and fell in a heap on 
the ground, but as she looked up a bright shin-
ing light had appeared. And she wept on the 
ground at the beautiful sight. She closed her 
eyes, laid her head on the ground, and was no 
more. A pool of blood surrounded the woman 
an arrow protruding from her back. The man 
standing nearest the woman dropped his 
bow and fell to his knees.

The men stood astonished and wide-eyed 
staring at the beam of light before them. The 
light seemed to kneel beside the woman for 
a moment. Then it stood and stepped over 
to the kneeling man and his bow. The light 
leaned close to the man and whispered some-
thing to him in a language unknown to the 
man. The light then began to grow brighter 
and soon even brighter lighting up the entire 
clearing around them. Then it was gone. And 
so were the little girl and her mother. Never 
to be seen again, and never again was a child 
born two moons after the new year.

All the men in the clearing asked the man 
with the bow what 
the light had said 
to him, and he told 
them. “Never again 
will I let you take 
a child of mine. A 
daughter of the 
moon.” l

David Tell Jensen,  
Milford, Nebraska
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Metaponto is located by the Ionian 
Coast on the road linking Potenza and Matera 
with Taranto, Italy. It is a small town of about 
1,000 people in the province of Matera, Basil-
icata. It is composed by the main village and 
Metaponto Lido. A 1 km stretch of beach with 
white powdery sand,  the archaeological site 
and the archaeological museum are the main 
attractions.  
“Then is Metaponto, which is at a distance of 
140 stadia from the port of Heraclea (25,9 km). 
It is said that this city was founded by Greeks, 
native from Pylos, who, under Nestor, returned 
from Troy with their ships. It is believed that they 
were the first to cultivate this land, and for this 
reason they dedicated in the temple of Apollo 
in Delphi their entire crop of wheat, shining like 
gold"
Early history of Metaponto compiled by Stra-
bo (58-25 BC) who followed Antiochus (423 BC) 
and Ephorus (400-330 BC). 

The Achaean origin of the city is demonstrated 
through a local rite, called 'atoning sacrifice,' of-
fered by the inhabitants of Metaponto in hon-
our of old Neleides. The city was razed to the 
ground by the Samnites. Antiochus claimed 
that the site was abandoned and it was lat-
er colonized by some Achaeans, sent there by 
their compatriots of Sybaris." 

However, even if it was  founded at the begin-
ning of the 7th century BC, as Strabo said, it was 
destroyed by the Samnites at the beginning of 
the 6th century BC. Following this destruction, 
the site of Metaponto was deserted and the 
Sybarites, for fear that it would be occupied by 
their enemies from Taranto, founded a new col-
ony - under Leucippus. Next Metaponto allied 
with Alexander the Molossian (370-331 BC) 
against the Samnites, but he was defeated and 
killed in Pandosia in the first half of the 4th cen-
tury BC. 
An important collection of artefacts found near 
the archaeological ruins of Metaponto is held in 
the nearby Archaeological Museum in Pistic-
ci. The museum is divided into themed rooms 
for each historical period: the prehistoric pe-

riod, the Greek colonization and integration 
with the native populations, the Hellenistic 
period and Roman times. The main sections 
describe the life and customs of the earliest 
populations, such as the Enotri and Chones 
during the Middle Bronze Age and the Iron Age,  
the arrival of the Greeks during the 7th century 
BC;, the formation of the colony with the occu-
pation of the territory and the development of 
the city. Prehistoric finds exhibited include jew-
elry and funerary objects found in the necrop-
olis of the area and, in particular ivory objects.

The most important tourist attraction apart 
from the archaeological site of Metaponto, 
where excavations have uncovered the ruins of 
the ancient Greek colony of Metaponto, such 
as the Antiquarium, the theatre, the agora and 
several temples dedicated to Athena, Apollo, 
Hera, Aphrodite and Demeter, along with Ro-
man era monuments of such as the “castrum". 
Most of the Doric style temples at metaponto 
were built in the period between 570 BC and 
530 BC. The temple of Aphrodite stands 
out, having been built in the Ionic style in 470 
BC. 
The so-called “Tavole Palatine” is a late 6th 
century Doric temple dedicated to Hera, built 
on the right bank of the river Bradano in an 
area where were the ruins of a Neolithic village 
have been found.  This site at Metaponto is also 
known as the "School of Pythagoras" [570-495 
BC] in honour of the Greek mathematician who 
spent time here during the last years of his life.

The 15 Doric columns of this ancient temple 
give an idea of both the economic and cultural 
magnificence of Metaponto in the centuries be-
fore Roman times - the temple is 34 meters long 
and 34 meters wide. The name "Tavole Palatine" 
dates back to the Middle Ages. Elsewhere in the 
archaeological site the sacred area with "Tem-
ple C" was probably dedicated to Athena;  the 
Temple B, dedicated to Apollo Lycaios; and the 
temple D dedicated to Artemis.
Between the “agora” and the line of the east 
wall the Roman “Castrum" developed and is 
thought to have been the site of a Roman mili-
tary garrison in the third century BC. l





















ANTIQUA   LUNAE
A MUSICAL GRIMOIRE 

INTERVIEW WITH 

ALESSANDRO ARTURO CUCURNIA

   

      

THE PILGRIM’S ARCHETYPE



Mary Vareli: Alessandro you are a 
multi-instrumentalist, focusing on the 
celtic harp, how did your interest in mu-
sic start? Do you come from a family with 
a rich musical tradition?

Alessandro Arturo Cucurnia: My parents 
worked as DJs at their own independent ra-
dio in the late 70's and my great grandfather 
Arthur was a mandolinist. I grew up listen-
ing to a lot of music and when I was 12 years 
old I started to study classic guitar. As time 
went by I started to play other instruments 
and different kinds of music. Furthermore, I 
studied music at University.

Antiqua Lunae is a project created by you 
in 2008. Tell us about the name of the 
project, what inspired you to name it An-
tiqua Lunae?

Lunae is the place where we live. It was a 
roman city devoted to the goddess Selene 
(Luna), but before it was Etruscan. Etrus-
cans coexisted peacefully with apuo-ligures 
celtic people for many centuries. However, 
there are older traditions that indicate the 

presence of ancestral goddess cults (like an                  

presence of ancestral goddess cults (like an                  
awesome quantity of steel statues discov-
ered) and practices related to reincarnation. 
You can realise this watching the megaliths 
in San Lorenzo Monti, for example, where 
you can see a very particular phenomenon: 
sunset projects light through stones and on 
the soil you can see the shape of a butterfly. 
The Butterfly is a symbol of the soul that 
comes from the Cassiopeia constellation, 
represented in other sites not far from there. 
Our land Lunigiana is a place with many 
beautiful mountains, forests and rivers. 
Apuan alps, near the sea, are famous for the 
marble (Carrara's marble, also used by Mi-
chelangelo) continually explanted for two 
thousand years, causing the destruction of 
big parts of mountains and, in this way, a lot 
of suffering to the their spirits, but only few 
people really care about it and what it really 
means.

In 2012 you released the self-produced 
first EP entitled "Il Regno di Flora" in col-
laboration with Antica Fonografia Il Levri-
ero (IANVA) and played it live with IANVA 
on June 2012. 



When is the album released?

Mercy is one of my best friends and a great 
artist; he has always been a reference point 
for me. He has always followed my transfor-
mations and developments for years, ever 
since I was very young and my band was 
“Crisantemo del Carrione”.
Our full-length album is almost ready, we 
are finalizing a few things. Some labels con-
tacted us but we still haven't found what 
we are looking for, so I think that it will be 
self-produced.

You have also collaborated with Daniele 
Dubbini, an expert in Indian classical mu-
sic, right?

Yes, Daniele is one of the most important 
bansuri player in Italy, he plays indian classi-
cal music, he studied for many years in India, 
and he studied also with Chaurasia, the great 
master. We had many gigs with “Antiqua Lu-
nae duo”, bansuri and celtic harp, playing 
Antiqua Lunae songs, some improvisations 
and celtic ragas! We also share some spiritu-
al activities.

Nicola Caleo, your drummer, with whom 
you started creating your musical identi-
ty, must be a like-minded person, right? 
Does the band also have session mem-
bers?

Nicola is the Antiqua Lunae's co-founder. 
He's an artist, a drummer, a musician, a vid-
eomaker, an illustrator and much more. We 
grew up together but our paths have been 
divided for some years. During this peri-
od he played with some psychedelic rock 
bands. Since 2007 we have met almost ev-
eryday, working together in our recording 
studio and sharing each musical project.
Session-members come from our side-proj-
ects. The line-up has changed during the 
last years but the core is always the same 

(Me, Nicola, Daniele and Simone Sonatori).
In the last month Lavinia Mancini (key-
boards and vocals) and Beppe Brotto joined 
the group. Beppe is another musician expert 
in indian classical music. We met one year 
ago with a strange synchronicity. He wrote 
to me when he was doing a recording ses-
sion for the last album of Gianni Maroccolo 
(Litfiba) & Claudio Rocchi (who is a very im-
portant italian spiritual songwriter of 70's), 
in which he played esraj (a particular indian 
violin I also play, but maybe not as well as 
Beppe), at the same time I was composing a 
song with Claudio (unfortunately it was un-
finished because of his unexpected death).

Tell us more about the narrative voice of 
Antiqua Luna, Angelo Tonelli, and how he 
is related to the Buddhist temple Musang 
Am. Why does this temple play such an 
important role for the band?

The temple's master Tae Hye Sunim is an 
open-minded person, a monk of great wis-
dom and knowledge. In this place we also 
compare the truth unveiled by buddhism 
with other wise traditions and this is very 
stimulant. In this temple I met Daniele Dub-
bini and Angelo Tonelli.

Angelo Tonelli is a great italian 
writer, philosopher, poet, performer, 
theatre director, and one of the most 
influential ancient greek experts. He 
wrote some of the most important books 
about pre socratic philosophers. He orga-
nizes many events about poetry, music and 
wisdom to stimulate the awakening of peo-
ple's mind and the ethical and spiritual re-
newal of the political class. I  used to make 
some “orphic” performances with him to ac-
company his readings with my music. Ange-
lo is present in the official videoclip “L'Arte 
dei Re”.



What musical elements and instruments 
comprise the band?

We try to mix a certain songwriting, 70's folk, 
prog, ethereal, pagan folk, celtic and me-
dieval music, middle east and greek music, 
with a certain flair for new wave heritage.
In our recordings you can find a lot of 
sounds: classic guitars, irish bouzouki, celt-
ic harp, wire strung harp, flutes, bagpipes, 
bansuri, esraj, dilruba, oud, sitar, mandolin, 
cello, bass, drums and percussions, over-
tone singing...

Who created the art of the video clips? 
They have a narrative mood and a well-di-
rected.

Thank you. I think that you mean the official 
videoclip “L'Arte dei Re”. Nicola Caleo (the 
drummer) is the videomaker. I wrote the 
story and I imagined a lot of scenes. We tried 
to give a visual life to the lyrics.
The song is about a troubled spiritual 
path, in which everyone is alone but walks 
the same way of many others wandered 
before 
him. The spiritual pilgrim can feel the suf-
fering of every living being. In a land out 
time and space, he finds elements of dif-
ferent ancient traditions, hidden before he 
passed by another pilgrim (Angelo Tonelli). 

So he started to prac-
tice, trying to harmo-
nize the opposites. 
In this research he's 
guided by the God-
dess, who sends a 
Dryad to help him, an 
invisible green lady. 
The name of this spir-
it of the nature is “Fio-
re d'Oro” and it means 
“Golden Flower”.

We also made a song 
titled “Fiore d'Oro” 

and a very simple video, realized by me 
with alchemical miniature's pictures from 
an historical book about “Red Alchemy”. 
It's a song about “chemical wedding”, and 
also a lovesong for this goddess-woman. 
She guides his devoted lover like a Daimon, 
through many lives and ages, she could be 
a real woman or just a psychic figure (in the 
jungian meaning).
Every true tradition, like Alchemy, Buddhism 
or Orphism leads to liberation, through dif-
ferent ways. This Goddess is the essence of 
Antiqua Lunae. She is the divine feminine. I 
feel her presence every time I walk through 
the trees and everytime I create something.

Did you collaborate with any artists con-
cerning the artwork of the cd?

The artwork of our first ep has been realized 
by Nicola and I modifying a paint made by 
Claudia (she was the female singer and she 
has left the band two years ago). The con-
cept-album's artwork is realized entirely by 
me and Nicola.

Music is conceptual for you, do you also 
believe that every concept has its special
musical expression?

I believe that every concept could have 



many musical expressions. It depends on 
our soul's resonances and the psychic world 
that we want to build around a concept. I 
think that in every sound there are particu-
lar correspondences, as, for instance, in Da-
mone's Ethos doctrine.
A real musician-composer must become 
an artisan. The most important thing is to 
research, to compare and then to create. 
There must be also correspondences be-
tween outer and inner research. This is Al-
chemy, “L'Arte dei Re”, Ars Regia.

You conceptually combine Pre-Socrat-
ic Greek philosophy with Alchemy. How 
close are these two? They are not just 
schools of thoughts but complete ritual 
procedures.

Pre-socratic philosophy comes from oral 
traditions, from the echoes of european sha-
manism and there are many connections 
with eastern wisdom and India. Heraclitus 
and Buddha lived in the same years and 
usually they speak about the same things. 
Alchemy comes from Ancient Egypt, you 
know how this is important for Greek cul-
ture.
Art, life, religion are transformation. The al-
chemist is an operator and man himself is 
the substance, his practices can distill his 
soul.
The alchemical V.I.T.R.I.O.L.U.M could 
mean to visit the unconscious (personal 
and collective), but it also brings 
a plurality of meanings, as in Ele-
usinian or Orphic Mysteries.

Comment a bit the ideas "com-
mon essence", "building a 
bridge" that, as you write, are 
the path you are trying to fol-
low.

I try to select the essential mes-
sages of traditions and to com-

pare each other, I know that there are im-
portant differences of finalities between 
some of them but I only care about the way 
to knowledge, to know na
ture. So my heart is celtic, as the landscapes 
in my mind, my heart is pagan, connected 
to my land. Shamanism is the origin of ev-
ery teaching and practice. Buddhism is a 
clear and complete doctrine, and it's very 
important to learn buddhist meditation 
because there are no writings about these 
practices from ancient greek philosophers. 
You know, oral tradition was more import-
ant, also Plato said this, and, as in egyptian 
culture, it's not for everyone.

I also believe in myth. The decay of shar-
ing myths is the end of our connection with 
spirits and ancestors. Myth is a deep lan-
guage, without it we cannot communicate 
with ourselves and nature.

You combine elements coming from the 
Western and the eastern traditions. Could 
you mention philosophers and spiritual 
ideas that have influenced you?

Impermanence and interdependence are 
important concepts in every true tradition, in 
Shamanism, in Pythagorism and Buddhism, 
in Orphism, in Druidism, in Hermetism and 
in Pre-socratics as well. The pantheistic feel-
ing of unity with everything in the universe 
is like a secret stone, hidden in the depth of 



the heart, the light of compassion shines 
from there, it is a stone that nothing can 
destroy, the only eternal happiness. You just 
have to find it.

You seem to believe that Aesthetics and 
Wisdom are the same, and you transform 
this into music. I admit I am impressed, as 
you prove that Form is the outcome of di-
vine analogies, am I right?

Aesthetics and Essence should always be 
as one, because only man himself can be 
his own masterpiece. This was very import-
ant in the european romantic aesthetics 
which contributed to the emergence of ar-
tistic, philosophical, spiritual movements in 
the late nineteenth century. I really love Eu-
ropean romanticism.
The ostentation of rationality and, at the 
opposite side, catholic dogmatism plugged 
any possibility of spiritual evolution and 
erased people's sensitivity for centuries. In 
Europe the care and the dialogue with na-
ture's spirits survived only in witchcraft, in 
secret oral traditions, in Alchemy and other 
persecuted doctrines. The consequences? 
All our problems come from there. We must 
take back the magic. We must pierce the veil 
of reality because “even sleepers are work-
ers and collaborators on what goes on in the 
universe.”.

You place emphasis on the symbol-
ic meaning of the heroes appearing in 
songs. As you write they have become 
entities. This idea is very attractive and 
innovative, a new form of Grimoires!

You understood perfectly! This is an alchem-
ical way of creating psychic figures. Alche-
mists have done this for centuries like every 
good esoteric novelist. This is also a jungian 
approach of art (Red Book is like a bible to 
me). To carry this in music, in fact, is not so 
usual.

Tell us about your new album and how 
this is related to Romanticism. It seems 
the pilgrim's archetype to be a central 
theme.

It's an initiation voyage out of time 
and space in search of ancient tra-
ditions and liberation from suffer-
ing. There are two archetypal pil-
grims, like Dante and Virgil in the 
Divine Comedy. 
Along this path they meet mae-
nads, shamans, some historical 
characters and strange creatures, 
through sacred forests, among in-
visible living beings, sacred ani-
mals and unicorns, guided by the 
Goddess. They also descend into 
earth's depth to find an emerald 
underground city.



Are there many gigs so far? Which were 
the most significant for you?

Many little gigs and some important con-
certs like the Viper's one and the perfor-
mances at the festival named “Argonauts in 
the Gulf of the Gods” organized by Tonelli. 
The most significant for me was in Cogorno 
(a little village lost in the ligurian mountains), 
where many meaningful coincidences hap-
pened and I found the land of my ancestors.

Which other musicians  do you admire?

Vincenzo Zitello, a great italian harpist and 
a wonderful person, he's my favourite musi-
cian. I admire those who believe that music 
is a spiritual practice and research, not a way 
to show off.

Modern philosophers?

...Goethe, Schopenhauer, René Guenòn, 
Elémire Zolla, Giorgio Colli, Angelo Tonelli...

Writers?

My favourites are William Butler Yeats and 
Gustav Meyrink! I really love them!
I love european esoteric novel literature and 
mythological writings, just like ancient nor-
dic sagas, Edda, Mabinogion and many oth-
ers. I should make a neverending list!
In our songs we mention some books of 
Ernst Junger, Virgil, Meyrink, Edward Bulw-
er-Lytton...

How do you approach the muse? How do 
you channel inspiration?

Nature and the Goddess are the greatest in-
spiration. Inspiration comes from the wind, 
where Nature whispers and the Poet hears. 
Celtic people call it Awen.

Tell us about your collaboration with po-

ets like Angelo Tonelli or Chicca Morone.

In Italy there's a poetry movement, like an 
avant-garde, called “Mitomodernismo” 
(Mythmodernism) I really like it. I collaborat-
ed with them during many events organized 
by Angelo, but he has got his own specifical 
movement: “Ritomodernismo” (Ritualm-
odernism), emphasizing the ritual aspects 
of poetry, art and performances.
Chicca Morone is a poet, writer and mu-
sic-therapist, she plays crystal bowls. We 
played together in some important perfor-
mances in Turin and during my book pre-
sentations. She organizes many spiritual 
events in Turin contributing to the awaken-
ing of consciences.

You also collaborate with In Vino Veri-
tas and also do some street theatre with 
stilt-company Nouvelle Lune, right? Does 
this involve travelling lot?

Yes, I play many gigs with the medieval “bac-
chic” music band In Vino Veritas, we are one 
of the most important medieval folk band 
in Italy at this moment. We played hundreds 
of gigs in a few years, at festivals, on stages 
and streets, in cathedrals, castles, taverns, in 
many italian regions and in other european 
countries, like in Bretagne, Czech Republic, 
Croatia and Germany... Nicola Caleo and 
Simone Sonatori are other In Vino Veritas 
members from Antiqua Lunae!
I collaborate with Nouvelle Lune since 2012, 
they are very professional. We just returned 
from a tour in Qatar. They also collaborated 
with Antiqua Lunae: Alessio Ugolini realized 
the Green Lady's costume for “L'Arte dei Re” 
videoclip. The green lady on the stilts is Lara 
Berettieri, the leader of the company.

You are also a writer, tell us more about 
your book "Music and wisdom - ancient 
musical traditions and spiritualities".



The book has been published by Agorà&co, 
in a collection directed by Angelo Tonelli. 
I wrote it after years of academical studies 
and personal research. It explains the origin 
of music and his role in spiritual evolution of 
cultures. It's closely related to my practical 
activities.
Now I'm writing another book, it's about the 
historical connections between music and 
invisible worlds (spirits of nature, elemen-
tals, genies...). Invisible, but not for every-
one!

You will participate in LaRose Noire med-
iterranean festival this summer, tell us 
more about this.

La Rose Noire is an association that orga-
nizes many musical and spiritual activities 
in Italy, with an extraordinary continuity 
and high quality level. It's a very unusual in-
stance in our country. We are proud to play 
in this Festival, there will be workshops and 
historical re-enactments! It will be a very im-
portant event!  l

CONTACT
https://www.facebook.com/AntiquaLunae
http://www.angelotonelli.com



ANTIQUA LUNAE
IL REGNO DI FLORA
EP
Self-released, 2012

 
Antiqua Lunae is the magical 
project created by Alessandro 
Cucurnia and Nicola Caleo in 
2008. In 2012 the project re-
leased its self produced first 
EP entitled “Il Regno di Flora” 
in collaboration with Angelo 
Tonelli, poet, philosopher and 
famous scholar and transla-
tor of Ancient Greek. Angelo 
Tonelli is the narrative voice 
of Antiqua Lunae and a band 
member. The musical identi-
ty of  “Il Regno di Flora” con-
sists of Pagan folk, Celtic & 
Indian sounds, characteristic 
sounds of Italian traditional 
music, renaissance melodies 
and their special musical id-
iom that is the conceptual 
narrative style of the music 
inspired by Alchemy, Greek 
mystical tradition, mythology 
and travel literature. The year 
of study and research are de-
picted in this EP enriched by 
Mother Goddess ritual feel-
ing and pre-socratic evocative 
ideas. The conceptual-album 
will be released in due course.

TUXEDOMOON 
PINK NARCISSUS
LP - Vinyl + Digital
Crammed, 2014

The first new release in 5 years 
by the legendary US band 
consists of original music 
written and recorded in 2011 
at the instigation of French 
film festival L’Etrange Fes-
tival, as a new score for the 
eponymous, scandalous cult 
film from 1971, directed by 
James Bidgood. Tuxedomoon 
performed this soundtrack 
during a screening of the 
film in Sept 2011 in Paris. 
  
This 53-minute opus ranks 
amongs their best instru-
mental suites ever, and will 
be released in a limited edi-
tion of 1000 copies exclusive-
ly on vinyl and digital! (each 
copy of the LP will contain a 
unique download code). The 
LP is pressed in 180 gram au-
diophile vinyl, and the first 
500 copies will be numbered.

Tuxedomoon will be play-
ing shows in Europe in 
March and September 2014. 

CAPRICE
GIRDENWODAN PART 2
DigiPack  + Booklet 
Prikosnovenie, 2014

A year after the first part, Ca-
price finishes the beautiful fairy 
tale. For this second part, Ca-
price was particularly attached 
to the beauty of their sound 
and orchestrations in order to 
immerse us in a colorful world 
full of mysterious beauties.
The lyrics (in English) from 
Stevenson, Byron, Wilde... 
evokes playfulness, fantasy 
and overflowing imagina-
tion of fairies, and marvel-
ous creatures. Inna, the em-
blematic lead singer guides 
us through this adventure. 

With its Winds, harps and 
strings and an hypnotic piano, 
Caprice takes our hand and 
go with us to the other side 
of the mirror... in the Other 
World . The most beautiful 
album ever done by Caprice 
. It evokes impulsive and liv-
ing fairies as conceived the 
Russian spirit but also mel-
ancholic, enigmatic as shown 
on the beautiful “ Froud 
Style “ cover of Marc Potts.



 CLASSICS TO SEE BEFORE YOU FLY
9 Films on philosophical thought 
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