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Memory as a form of art
The world seems to collapse. People seem
to collapse. Aesthetics seem to collapse. The
surroundings seem to get uglier and uglier
every day, together with all visible and invisible infrastructures of the domineering species. Sadness prevails. Destruction is here.
You might wonder if animals and the plant
world is intact. Can authentic, natural beauty
be touched? Unfortunately, yes. Thoughts of
ugliness, imaginary threatening feelings and
ambitions influence everything. The natural
world collapses. You might wonder, again, if
there is a place where nothing collapses and if
decay can or cannot touch dreams and memories. You decide, then, to dwell in dreams and
recollections, feeling that this must be a safe
place; so you start recalling these moments
that, by definition, were better than what the
world has become. You do this, yes, but only
to realise that your memories betray you as if
taking part in an unholy plan. While recalling
the innocence of your childhood the image of
a beggar outside the department store you buy
little angel dolls appears. When remembering
a cosy night out with friends, the agonising
sadness in a stranger’s eyes, possibly because
the bank took his house, is made visible. Difficult moments cannot be politely covered by
brandy and beautiful music. During indulging
in the remembrance of a lake you once visited,
images of the burnt forest on your way there
emerge. You find yourself wondering who
controls the memories and, feeling guilty, you
realise that sadness, decay and ugliness were
always nearby. The dilemma now is moral. Do
you choose not to pay attention to the authenticity of realism? Do you choose to close your
eyes to what is unpleasant or sad just because
every pleasant moment tends to become a

memory and
you wish to be
the architect?
Isn’t everyone
responsible for the destruction, the decay and
other people’s sadness? Is this collapse a phenomenon of modern times or has it always
been there? Then you remember Rainer Maria Rilke’s Letters to a Young Poet. “If your daily life seems poor, do not blame it; blame yourself, tell yourself that you are not poet enough
to call forth its riches; for to the creator there
is no poverty and no poor indifferent place.”
You agree partly, as a Romanticist you know
your individuality and imagination play an
important role in life, however, decay is there
whether you see it, and then remember it, or
not. There is only one thing you can do. As the
past cannot change, you can only change your
memories, enhance the past with imaginary
memories, replacing ugliness with beautiful
details that prevail. Create an imaginary work
of art made of memories of your choice. As a
work of art is never finished, memory shows
that an experience never ends as well. Time
is precious, you still have time to combine
events, mend feelings, replace ugliness with
beauty and create something new comprised
of dream material. Expand it, bring it to life
by writing about it, painting it. Narrate the
events, forming a mental collage. Influence
others, promise to make your memory real by
materialising it. And, if you do these things,
who knows? Maybe the world will change as
people will do their best to end ugliness and
sadness in order not to compile bad memories. Sometimes, the only thing you can do.
Memory is an art form. . .
Mary Vareli
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The Seamstress of Rohan
period
costume
designers
Interview
Spain

“We design
clothes,
but there is
a lot you
cannot see
from the outside”

Mary Vareli: When
did you decide to
become period costume designers and
how did you two
meet?
Maite: We went
through slightly different paths to get to
a pretty similar point
(that was to create
our own historical
gowns).
Emerita
herself was sewing
since she can remember, that’s why
she actually studied
fashion design. She
has always been into sewing.
I (Maite), on the other hand, studied English
Literature and started sewing at around 20,
without any previous knowledge whatsoever.
It was our love for historical fashion that made
us cross paths. We met through a reenactment
forum, without realising we actually were
from the same town, and decided we could
start a project together since we shared very
similar aesthetic tastes and personal views.
Do you only design clothes?
Mainly, we design clothes, but there is a lot
you cannot see from the outside. Each dress
requires a proper foundation to make the
dress “sit” properly. So we make underwear
(corsets, skirt supports etc.) and also complements such as headdresses and even jewellery
to go with our outfits. There is a whole world
for us to be creative here!
Is it difficult to recreate designs of the past
accurately? How do you prepare for this?
The first thing to bear in mind is that we will

Maite and Emerita
photo by Roberto Llull
never be 100% accurate. No one can, because,
for one thing, we cannot possibly know how
everything was made, materials are not produced the same ways anymore and our bodies
are not the same as someone’s who wore a corset since childhood.
But we can approach things to look as authentic as possible. As said, foundation garments
are key; so are materials (we always tend to go
for the thing that would have been used or the
next most similar fabric). It is also advisable
to do lots of reading and look at hundreds of
paintings to grasp the “feeling” of the period.
Can you recall the most difficult work you
have ever undertaken?
For example, in the past year, Emerita has
made herself the whole range of costumes
for two theatre productions, without any assistance. I am now working on a project on
witches that covers lots of different periods
and it’s going to be quite challenging.

Do you also design for movies?
Any known ones?
Not at the moment, we have preferred working for the stage. Costume designing for films is a monopolised market nowadays. We
worked with an Oscar nominee
for a TV spot recently and it wasn’t
our cup of tea, we prefer having
the full power of decision in artistic matters.
Where do you get your inspiration from?
Many sources for that, different
period films and series, literature,
even a single painting may light up
the sparkle of our imagination.
Do you also model for your designs?
Generally, yes. With the knowledge of our bodies and measurements, we became the perfect
“dummies” to test what we made.
Also, it is difficult to find models
without any visible piercings, tattoos or even
with a natural hair colour nowadays. It is even
difficult to find someone who will accept to
appear
in front of the camera without any eye makeup (eyeliner is not historical, generally). We
may seem picky, but there’s a time and place
for everything. When we do fantasy stuff we
are not so strict. But we like to separate the
two genres.

Photo by Helena Aguilar Mayans
businesses. These are the kind of people worth
looking up to. For more well-known people,
we would like to mention Terry Dresbach,
who has designed the costumes for the two
Outlander seasons aired. She has done an
amazing job at interpreting the 1940s in the
18th century (the show has a time-travelling
plot line).

Any costume designers you admire?

Who are your favourite collaborator photographers?

There are lots of people out there who are really talented. People who started from zero
and now design patterns and have their own

For some years now we have been closely
working with Helena Aguilar Mayans, an
experimental and fine art photographer who

uses analogue cameras. Her approach is kind
of similar to ours, in a world where clothing
and (digital) images are mass produced, fewer
products but in favour of better quality is a bit
of a novelty. She takes her photography slowly
and delights in detail, as we do when sewing.
Also, her aesthetics is Romantic, with and aura
of mystery that works wonders with our designs. I would describe her work as “magical
realism” since she doesn’t use heavy post-processing (the images are barely retouched), and
still, convey a sense of eeriness without any
photoshop. Working with her is a delight.
What do you like reading?
Unsurprisingly, historical novels. We both
enjoy anything that has a well-built historical
setting and a nice plot; strong female characters are also a plus. Emerita also loves comics,
especially Marvel, and I’m more into other
literary stuff such as poetry (especially Victorian) and anything related to feminist theory.
What are you working on presently?
We are taking care of orders and also still
working on the witchcraft project we mentioned before. It is an on-going project depicting witches through the ages to show how the
representation of them has varied throughout
history.

HOME PAGE / CONTACT
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Paula

Marchesini
Photographer
Interview
Argentina

“beauty
childhood
nature
the past
decay
the ancient
the oniric”

Mary Vareli: Paula, do you remember the
first time you shot with a camera?
Paula: The first time you shoot a camera was
about when I was 6, the analog camera of my
dad.
What cameras and lenses do you use?
Use two cameras analog 35 mm, intercalating
lenses of different size.
So, you only work with analog cameras,
right? Why?
Yes, the image that results from the film is
more reliable and therefore beautiful.
How do you experiment? While shooting or
using Photoshop?
In general, I experiment, before, during, and
while shooting, or when the film is black and
white and I use the enlarger. I only use photoshop for size adjustments and such things.
You said you want to start working with
pinhole photography, tell me more about it.
Yes, I have built chambers with wood and tin.
Now I’m testing, with the same cameras, a
technique called solargraphy.
Tell us more about your dark room or other
equipment you use.
The dark room only develops black and white
film, in the case of pinhole photography, I create a contact and then I use the photoshop to
invert the image.
Color or B&W? What do you prefer?
If it is black and white or colour, I think, it
depends on the context and the situation to
photograph.

What inspires you?

Paula Marchesini

I am inspired by beauty in general, childhood,
nature, past time, places destroyed by the passage of time, the ancient, the oniric.
Is photography a way to escape reality?
Yes, I believe that in my case it is not only
a way to stop time but to create beauty and
peace between so much chaos.
Do you agree that your images show a melancholic attitude?
Yes, I accept that my images are melancholic because, in general, they are recreating
something lost and that is reflected in the atmosphere, in the colours, in the aesthetics in
general.
How do you call the way you shot images?
In my case what I do is the composition of
short series of images with some kind of sequence in their form and content.

Is there a message you want to
convey with your photos?
If there is an intrinsic message,
well, it is something really unconscious, when I take the photos I
only do what I feel.
How do life and surroundings
influence your images?
My life, my childhood, my children, and the place where I grew
up in Cordoba, surrounded by nature.
What do you like reading?
I like to read a lot, I am an avid
reader, I usually read novels or
essays, just anything, but, almost
never, contemporary authors; I am
now reading, for the second time,
the diaries of Anaïs Nin.
Any other photographers you
admire or have influenced you?
I really like pictorialism, and all its
representatives, but most of all, Julia Margaret
Cameron and Eugene Atget. Miroslav Tichý,
who was a Czech vagabond photographer
who built his own cameras with things found
in the trash, and Franchesca Woodman.
What kind of music do you like?
I can not say a particular musical genre that I
like because I listen to all kinds of music that
vary according to my state of mind. But right
now I prefer to listen to quiet music.
Do you exhibit your images?
I have been offered to display my images but
I have not agreed, I do not know, maybe be-

cause I sincerely believe that photography is
an essential thing for me, especially the way to
shoot images; photography has always been
a part of my life and not a job, however, later I
want to do it.
Any plans?
What I always wanted, and what is related to
respect, is to gather my most significant images in a book.
HOME PAGES / CONTACT
https://www.facebook.com/PaulaMarchesiniFotografiasParadise/
https://www.facebook.com/PaulaMarchesiniPhotographies/

Beatriz Martin Vidal
writer
&
illustrator
interview
Spain

strange things
fairytales
lullabies
children games

Mary Vareli: When did you realise you had
the need to paint? Was your family environment supportive?
Beatriz: It’s difficult to remember. As a kid, I
was an enthusiastic reader, but I never thought
about becoming a writer. The stories become
images in my head so I drew them. As I grew
older, I just kept drawing. My family has been
extremely supportive even if I’m sure they
would have preferred I had chosen a more
stable profession. They’re very proud now and
they’ve helped me a lot, but parents usually aren’t happy when one of their children chooses
a path as uncertain as art.
Tell us a few things about your studies.
I studied Art in Salamanca for five years and
then I specialised in illustration in Valladolid, my home city, in a two years degree. Salamanca’s University gave me the knowledge I
needed in drawing and painting as well as a
background in Art history. The course in Valladolid allowed me to polish that knowledge
and it made me able to focus on illustration.
You write “I am an illustrator evolving into
an author”. Can you tell us more?
Yes. I’ve been illustrating books for a few
years, novels, tales and some picture books.
While I was illustrating picture books based
on other’s writers’ texts, I discovered the possibilities of this format. I learnt to build stories
with sequences of images as this is something
essential when building a picture book, and
once I discovered the joy of building stories
I decided that it was what I wanted to do. So
I focused on making picture books. Just now
four of them have been published. The first
one was “Secrets” in Australia, by Lothian,
long ago, when I began my career. Some years
passed until I decided I wanted to focus on
this format, so I made “Little Red” published
by Logos in Italy and Thule in Spain. “Bird”

Beatriz Martin Vidal
was the next one, published in Canada by Simply Read Books, And some weeks ago “Enigmas” has been published in Spain. So that’s
what I meant saying “evolving into an author”.
My intention is keeping on it, making picture
books on my own as it’s the more satisfying
thing I’ve done as an artist.
Do you believe that commissioned work
subtracts from an artist’s creativity?
Not always. Sometimes, when you have a publisher who trusts you, you can let the creativity flow. That’s almost as good as illustrating
a text of your own, even better, as sometimes
you work with wonderful stories and classical
authors, and it’s a kind of luxury. But of course,
you’re never as free as when you’re illustrating directly what is in your head. That’s what I
understood illustrating picture books. There’s
nothing comparable to that kind of creativity,
as text and images are created simultaneously
and flow as a whole. So you can be very creative even making commissioned work, but
doing your own books is a very different kind
of mental process.

What kind of media do you use?
Almost everything. Pencils, watercolours,
acrylics, oils. I like to change techniques from
time to time. When I work with one of them I
miss the qualities of others. I like the density
of oils, but when I use them I miss the graphite’s gentleness, and then when I use pencils I
miss the colours and I change to watercolours,
and then I miss something stronger and I go
back to oils and so again and again.
What inspires you?
Sometimes the strangest of things. Old photos,
fairytales, movies, other illustrators, painters,
lullabies, children games. The funny thing is
that it all makes a kind of pool in your head
and inspiration comes from there unexpectedly. I think that when that kind of miracle
happens, when an idea comes to you like a
gift, this is the best feeling in the world.
Tell us a few things about your studies and
the famous “first period”, so common with
many painters / illustrators before they realise their particular idiom.
When I was studying Art my main inspiration
in painting was realist painters, classical and

contemporary, and the human body. When I
studied Illustration I had to change the subject
of my drawings and my style as an illustrator
began to be defined. At first, it diverged a little
from realism. My first illustrations played with
the proportions of bodies and faces. I think
that I was trying to find a way and somehow
I felt It wasn’t right to illustrate the same way
I painted. So I experimented a little but then,
as I began to work, I returned gradually to realism. But this time, it wasn’t the same I had
done in my years in Salamanca, it was not so
close to reality. Even if I was a little shy at first,
gradually my work became more dreamlike.
It keeps a pretty strict figurative base but with
a lot of symbolism. Sometimes it is closer to
surrealism than realism.
Anyway, it’s a work in progress. That’s what my
style looks like just now, but it’s a very organic
process and I’m not sure what it may become
in the future.
Is there a particular School that you admire,
or a “master”, as some painters mention?
Tons of them. It’s very hard to choose. When
I studied Art, I loved the School of London,
particularly Lucian Freud. I’ve always loved
Velázquez. I like most of the PreRaphaelites,
and nineteen-century painting and photogra-

phy. I really love Vienna Secession, Klimt and
Schiele of course but all the other artists too.
There are a lot of illustrators too, from Aubrey
Beardsley to Norman Rockwell or Kay Nielsen. From the contemporary illustrators, if I
have to choose, I think I’ll pick James Jean.
Do you flirt with magic realism? Which
genre better characterises you?
Magic realism feels like an adequate description of what I do. A kind of surrealism. I have
a very figurative style but not exactly that of a
realist.
Which is the more difficult: light and shade
or good design?
For me, the key is a good design. A good description of light and shade is important too,
of course, even more, if your style is very figurative, but good design can stand without depiction of light and shade. On the other side,
design can be built just with light and shade
too which is something I tend to do most of
the time.
Are you optimistic as a person? I think that
this is somehow reflected in your work.
Yes, I think so. You have to be a little optimistic to have this profession. I’m not a sombre
person, I really love my work and even if it
seems kind of dark sometimes, my images
don’t grow from sadness but from fascination
How important is symbolism in your work?
Very important. It’s the thing that separates
my work from realism. I think that my style
began to work when symbolism got mixed
with realism. It was then when I began to really enjoy the concepts. It’s the key to creating
meaning in my images even if sometimes that
meaning is not totally defined.

I bet you like fantasy and mythology.
Of course. I’ve always loved it. More recently
I’ve been enjoying another kind of soft mythology, the fairytales. As mythology, they
come from oral tradition. They are stories
which have been created over the centuries
before they were written and fixed so they reflect the fears and wishes of humanity in all
its rawness. And they teach you, but not what
one could expect. Fairytales teach you that
you have to be clever, you have to be strong,
you have to survive the monster. There is
something absolutely fascinating about them.
What is your style when you paint? Do you
prefer isolation, for example, or do you combine insights with music? Do you work with
models or images?
I usually work with the radio on, listening to
music, or even having videos on, which I don’t
watch. I like some kind of noise when I work
but, to be true, if I’m very concentrated I don’t
even notice if the music stops.
Sometimes I work with models but I am used
to taking photographs of them for reference.
When I need references of objects, landscapes
or dresses I search online, of course. Sometimes I take photos of myself when I need to
understand the position of a hand for example
or a particular gesture.
Do you enjoy exhibitions?
Of course. I usually work in isolation. Well,
that’s the nature of the work, you draw alone.
Exhibiting is a way to share what you’ve done.
A way to contact people. They’re a source
of surprise for me. Sometimes I feel really
touched by someone’s reaction. My work is a
part of me after all, and when someone reacts
strongly to it, it moves me deeply. It’s a way of
sharing what you do and what you are.
Apart from painting what other arts,

or artists, do you admire?

Are you working on any project currently?

Music, dance. There’s something so beautiful
in the bodies and movement…For some reason, dance is very moving for me. I’m a great
admirer of Jiri Kylian. I love literature too of
course, but the list of writers I admire would
be too long. I
love
Leonard
Cohen, right in
the middle of
music and poetry, and I’ve felt
his death deeply.

Yes. I’m finishing a new picture book “Dear
Aunt Agatha”, which will be published next
March and I’m working on the storyboards of
another two picture books. I´m really trying
to focus on my work as an author and I hope I
can have them
all finished in
the next year.

Favourite
thors?

au-

There are so
many authors
I love…For the
purpose of brevity, I’ll restrict it
to picture books
authors and I
would say David
Wiesner, for example, who has
made some of
the funniest and
fascinating picture books I’ve
read. Shaun Tan
too. I think that
the first picture
book I bought
was “The Red
Tree”. I love
some comic authors too. Neil
Gaiman, Alan
Moore, Miller,
David Mack…
They all have influenced me a lot as I grew up.

What advice
would
you
give to young
artists?
Try it. At
least try to
live from it.
It seems difficult, almost
impossible
to live doing what you
love, but it
deserves the
effort. Don’t
let
your
dreams just
be dreamed
forever. Bring
them to reality, just a little every day.
Just a drawing, one more
illustration
for your portfolio. At least
try it. Keep
drawing.
HOME PAGE
http://beatrizmartinvidal.com

LADY CLEMENTINA
HAWARDEN

The First
Fashion
Photographer
British

(1822 - 1865)

LADY CLEMENTINA

HAWARDEN
Clementina Maude, Viscountess Hawarden, née Clementina
Elphinstone Fleeming (1 June
1822 – 19 January 1865), commonly known as Lady Clementina Hawarden, was a noted
portrait photographer of the
Victorian Era, producing over
800 photographs mostly of her
adolescent daughters, Isabella
Grace, Clementina, and Florence Elizabeth.
Clementina was one of five children
of Admiral Charles Elphinstone Fleeming. She turned to photography
in late 1857 or early 1858, whilst living on the estate of her husband’s
family in Ireland. In 1859 she moved
to London and set up a studio in her
house in South Kensington.
Hawarden produced albumen prints from
wet-plate collodion negatives, a method commonly used at the time. Introduced in 1851,
wet-collodion negatives were widely used
since the exposure time was relatively short,
and the tone and focus of the resulting photograph were good.
The Viscountess Hawarden first exhibited in
the annual exhibition of the Photographic
Society of London in January 1863 and was
elected a member of the Society the following
March. Her work was widely acclaimed for its
“artistic excellence”, winning her the medal
for composition at the exhibition. Hawarden
was considered an amateur photographer and
while appreciated for her work, never became
widely known as a photographer.

The Viscountess Hawarden with Donald
Cameron of Lochiel, 1861

Lewis Carroll, also a photographer, was an
admirer of Hawarden’s work.Her work is also
likened to Julia Margaret Cameron.
Carol Mavor writes extensively about the
place of Hawarden’s work in the history of
Victorian photography as well as contemporary interpretations of the work. She states,
“Hawarden’s pictures raise significant issues
of gender, motherhood, and sexuality as they
relate to photography’s inherent attachments
to loss, duplication and replication, illusion,
fetish.”
Hawarden produced over eight hundred photographs from 1857-1864 before her sudden
death.

HENRY HOLIDAY
by Mary Vareli

“concentrated
loveliness”
Painting: The Lute Player.

Henry Holiday was born in London, from an
early age he loved art and showed an aptitude
which resulted in his family deciding to hire
William Cave Thomas as an art teacher. Holiday later attended Leigh’s Art Academy and
in 1855, at the age of 15, was admitted to the
Royal Academy. worked in both oils and watercolours.
Holiday’s friendship with Albert Moore and
Simeon Solomon led to the introduction
to Dante Gabriel Rossetti, Edward BurneJones and William Morris. The influence of
the Pre-Raphaelite Brotherhood played a very
important role in his development as an artist
as well as in his political ideas. Holiday particularly enjoyed the company of Sir Edward
Burne-Jones, and spent a lot of time in his studio, where he met a lot of artists and indulged
in exchanging ideas. Sir Edward Burne-Jones
was a major influence for Holiday, something
apparent in his work.

Henry Holiday (17 June 1839 – 15
April 1927) was an English historical genre and landscape painter,
stained glass designer, illustrator
and sculptor. He was a member
of the Pre-Raphaelite school of
art. Although best known for his
decorative designs for Powells’
stained glass, Holiday was one of
the most versatile of Victorian artists, producing beautiful works of
art over a career of almost seventy years; often choosing classical
subjects for his intricately painted
watercolours.

It was in 1855 that Holiday visited the Lake
District, the area impressed him and never
stopped paying a visit to sketch the beauty of
nature. He wrote, “For concentrated loveliness, I know nothing that can quite compare
with the lakes and mountains of Westmorland, Cumberland and Lancashire.”
It is worth mentioning that the Royal Academy judges were prejudiced against all works
done directly from the motif. Nevertheless, all

Ada Forestier Walker, Henry Holiday
and model

through his career, Holiday sketched and
painted landscape, on occasions and as seen
in the painting Artemis, for instance, using
such subjects as backgrounds to figure subjects.
Holiday wrote in his Reminiscences of my
Life about the painting Artemis, “the painting was strictly a Hampstead picture. The
face was painted from our friend and neighbour, Mrs Gilbert Scott, whose son [Giles
Gilbert Scott] (not then born) is now building Liverpool Cathedral. The staghound was
our own dog, and the wood was painted in
the glade, just outside our garden.”
In 1857 he competed for the Turner gold
medal for landscape painting, the set subject for which that year was simply “An English Landscape”, while in 1858, his first
picture was exhibited at the Royal Academy
and was immediately sold. This was just the
beginning. His work started appearing in
The Academy and several respected galleries ever since.
Wagner was one his major influences, as
proved by the painting “The Rhine Maidens”,
1879, which was taken from Wagner’s opera,
Das Rheingold. Quite imaginative as he was,
he modelled the 3 Rhine maidens in clay and
placed them in a tank of blue-green tinted
water together
with clay “rocks,
so as to visualise
them.
What he never
stopped doing
was
studying
and carrying on
meticulous research in an effort to improve
his work. For instance, in 1867,

From a photograph by Lewis Carroll
he travelled to Florence to make studies and
improve his architectural features, also creating rough clay models of some of the buildings to set the scene. He was inspired by the
originality of the Renaissance artists. Holiday also did some sculpture, in 1861 producing a piece called “Sleep” which attracted favourable critical interest.
In 1861, Holiday accepted the job of stained
glass window designer for Powell’s Glass
Works - after Burne-Jones had left to work
for Morris & Co. During his time there he fulfilled over 300 commissions, mostly for customers in the USA. He left in 1891 to set up
his own glass works in Hampstead, producing
stained glass, mosaics, enamels and sacerdotal
objects.
Holiday’s stained glass work can be found
all over Britain but some of his best is at the
chapel of Worcester College, Oxford (1865),

Westminster Abbey (the Isambard Kingdom
Brunel memorial window, 1868), St. Luke’s
church in Kentish Town and St Mary Magdalene, Paddington (1869).
Holiday worked for architect William Burges for a period, including providing wall and
ceiling paintings for Worcester College, Oxford (1863–64) and furniture paintings - including “Sleeping beauty” for the headboard
in the bedroom of Burges’s home The Tower House itself. The “Sleeping Beauty” bed is
now in the collection of the Cecil Higgins Art
Gallery & Bedford Museum. Holiday has four
oil paintings in British national public collections.
In October 1864, Holiday married Catherine
Raven, a talented embroiderer who worked
for Morris & Co. They had one daughter, Winifred. The couple went to Italy and on their return to England he commissioned architect

Dante meets Beatrice at Ponte Santa Trinità, 1883

Basil Champneys to design a new family
home in Branch Hill, Hampstead, which
was named “Oak Tree House”. In 1907-08,
he commissioned the building of a holiday
home, Betty Fold in his favourite part of the
Lake District. Holiday had been a socialist
throughout his life and, together with his wife
Kate and daughter Winifred, supported the
Suffragette movement. The family were close
acquaintances of Emmeline Pankhurst and
her daughter and had organised local Suffragette meetings in the Lake District.
In January 1874, Holiday was commissioned
by Lewis Carroll to illustrate The Hunting
of the Snark. He remained friends with the
author throughout his life. Rhyme? And reason?, by Lewis Carroll, was also illustrated
with sixty-five illustrations by Arthur B. Frost
and nine by Henry Holiday. Mr. H. Holiday,
in a very interesting article on “The Snark’s

Significance” (Academy,
January 29, 1898), quoted
the inscription which Mr.
Charles Lutwidge Dodgson (the real name of
Lewis Carroll) had written in a vellum-bound,
presentation-copy of the
book: ”Presented to Henry Holiday, most patient
of artists, by Charles L.
Dodgson, most exacting,
but not most ungrateful of
authors, March 29, 1876.”
In 1907, Holiday went to
Egypt, painting a series of
watercolours and illustrations on ancient Egyptian
themes. These were exhibited at “Walker’s Gallery”,
London, in March 1908.
Holiday died on 15 April
1927 in London, two years
after his wife, Kate.
He remains best known for
his ‘Dante and Beatrice’
exhibited at the Grosvenor
Gallery in 1883, and now
in the Walker Art Gallery,
Liverpool.
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THE UNICORN
HERALDIC USAGE &
MEDIAEVAL CONCEPTION

by John Vinycomb
FICTITIOUS AND SYMBOLIC CREATURES IN ART

Armand Point
Lady with a Unicorn c.1898

“Yon lion placed two unicorns
between
That rampant with a silver sword
is seen
Is for the king of Scotland’s
banner known.”
Ariosto (Hoole’s translation)
“The lion and the unicorn fighting for
the crown.”
Old Nursery Rhyme
THE unicorn is represented by heraldic usage as having the head and body
of a horse, with the tail of a lion, and
the limbs and hoofs of a stag; a twisted horn grows out from the centre of
its forehead. It is rarely met with as a
coat-of-arms. As a crest or supporter
it is of more frequent occurrence. A
unicorn’s head is a favourite bearing,
either erased, or couped, at the shoulder, and always represented in profile.
The unicorn
was a famous
device all over
Europe, and
symbolised
the virtue of
the mind and
the strength of
the body. It is
well known as
a supporter of
the Royal Arms of England, a position it has
occupied since the accession of James VI. of
Scotland to the English throne as James I.

Two silver unicorns were the supporters to
the arms of that kingdom. On the legislative
union with England, the red dragon of Wales,
introduced by Henry VII., gave place to the
unicorn as the sinister supporter.
James III. of Scotland had it figured on coins
which were thence called “unicorns.” James V.
first used it with the national arms as supporters. Although the silver unicorn came into
England with James I., Queen Jane Seymour
had already adopted it.
“Unicorn” was the pursuivant of Lord Lyon
King-at-Arms, the Royal Scottish Herald.
As a supporter to the Royal arms it is thus
blazoned: A unicorn argent, armed, unguled,
crined and gorged or, with a royal coronet
(i.e., composed of crosses patée and fleurs-de
-lis), having a chain affixed thereto, and reflexed over his back of the last.
The term “armed” has reference to his horn,
“unguled” to his hoofs, and “crined” to his
flowing mane. “Gorged” implies that the

coronet encircles his “gorge” or throat. The
term “or” (that is, the metal gold or the tincture of it) being only mentioned after the several parts implies that they are all alike to be
gold. “Of the last” means of the last colour
mentioned.
In “The History of Caricature and Grotesque
in Literature and Art,” by Thomas Wright,
M.A., F.S.A. (p. 8), appears a curious illustration from an Egyptian papyrus of the Roman
period, in the British Museum. It represents a
lion and a unicorn playing a game resembling
draughts, perhaps the earliest instance of the
two animals depicted in conjunction. As the
author says: “The lion has evidently gained
the victory and is fingering the money; his
bold air of swaggering superiority as well as
the look of surprise and disappointment of his
vanquished opponent are by no means ill-pictured.”
The animosity which existed between the lion
and unicorn is referred to by Spenser, and is
allegorical of the animosity which once existed between England and Scotland:
“Like as a lyon whose imperiall powre
A proud rebellious unicorne defyes.”
Faerie Queen, ii. 5.
MEDIAEVAL CONCEPTION OF THE
UNICORN
The mediæval conception of the unicorn as
the water-conner of the beasts was doubtless
suggested by that belief of earlier ages which
made the unicorn not merely symbolical of
virtue and purity, but the more immediate
emblem of Christ as the horn of our salvation
(Psalms xcii. 10 and lxxxix. 17, 24), expressly receiving its general fulfilment in him (St.
Luke i. 69).
The horn, as an antidote to all poison, was also
believed to be emblematical of the conquering

or destruction of sin by the Messiah, and as
such it appears in the catacombs at Rome. The
unicorn is the companion of St. Justiana, as
an emblem betokening in the beautiful legend
her pure mind, resisting all the Geraldine-like
dreams sent by magic art to haunt her, till she
converted her tormentor himself.
He is remarkable, say the old writers, for his
great strength, but more for his great and
haughty mind, as he would rather die than be
brought into subjection (Job xxxix. 10–12).
It was believed the only way to capture him
was to leave a beautiful young virgin in the
place where he resorted. When the animal
perceived her, he would come and lie quietly
down beside her, resting his head upon her lap,
and fall asleep, when he would he surprised by
the hunters who lay in wait to destroy him.
The unicorn is one of the most famous of
all the chimerical monsters of antiquity. The
Scriptures make repeated mention of such a
creature, but of its shape we can form little
conception. In Early Christian Art the unicorn symbolised the highest and purest virtue; not only was it one of the noblest bearings
in the heraldry of the Middle Ages, but was
viewed as the immediate emblem of our Blessed Lord. Philippe de Thaun says in his “Besti-

arius”:
“Monocéros est beste
Une corne a en la tête
Cette beste en verité nous signifie Dieu.”
Whence comes the unicorn? It is older than
the days of Job. Among the hieroglyphics of
Ancient Egypt this wonderful creature is depicted. Sometimes the body is that of an ass,
sometimes that of a bull, sometimes that of a
horse with the long twisted frontal horn for
which he is noted. Is the myth derived from
some mysterious single-horned antelope, as
has been said, or is the one-horned rhinoceros
the prototype of the legendary unicorn? As an
emblem it figures on the obelisks of Nimroud
and the catacombs of Rome. We read of this
strange creature in Herodotus, and in Aristotle, who calls it the “wild ass”; Pliny calls it the
“Indian ass,” describing it as like a horse with
a horn fixed in the front of his head. Cæsar
counts it among the fauna of the Hyrcinian
Forest.
The earliest author who describes it is Ctesias
(B.C. 400), who derives it from India. According to an Eastern legend the unicorn is
found in Abyssinia. Lobo also describes it in
his history of that country: there the animals
are undisturbed by man, and live after their
own laws. “Of the many ancient and famous
men,” says a modern writer, “who have written about the unicorn, no two seem to agree
except when they copy from one another.”
“Some writers” (says Guillim, p. 175) “have
made doubt whether there be any such beast
as this or no. But the great esteem of his horn
(in many places to be seen) may take away
that needless scruple.”
THE HORN OF THE UNICORN
“The unicorn whose horn is worth a city.”
Decker, “Gull’s Hornbook.”

Moretto da Brescia
St Justina with the Unicorn c. 1530

The horn of the unicorn was supposed to be
the most powerful antidote against, as it was a
sure test of, poisons.
He was therefore invested by the other beasts
of the forest with the office of “water-conner,”
none daring to taste of fountain or pool until he had stirred the water with his horn, to
discover whether any dragon or serpent had
deposited his venom therein, and render it innocuous.
So complete was the faith in the efficacy of the
wonder-working horn as a test of poisons, that
fabulous store was set upon the possession of
even a portion. In old inventories the “Essai”
of Unicorn’s horn is frequently mentioned.
1391. Un manche d’or d’un essai de licourne
pour attoucher aux viandes de monsigneur le

Dauphin.—”Comptes Royaux.”
1408. Une pièce de licorne à pour faire essai,
à ung bou. d’argent.—Inv. des ducs de Bourgogne.
1536. Une touche de licorne, garni d’or, pour
faire essai.—Inv. de Charles Quint.
An Italian author who visited England in the
reign of Henry VII., speaking of the wealth of
the religious
houses in
this country,
says:
“And I have
been
informed that,
amongst
other things,
many
of
these monasteries
possess unicorns’ horns
of an extraordinary
size.” Hence
such a horn
was worthy
to be placed
among the
royal jewels.
At the head of an inventory taken in the first
year of Queen Elizabeth and preserved in the
Harleian Library (No. 5953) we read “Imprimis, a piece of unicorn’s horn,” which, as
probably the most important object, is named
first. This was no doubt the piece seen by the
German traveller Hentzner, at Windsor: “We
were shown here, among other things, the
horn of a unicorn of about eight spans and a
half in length, valued at about £10,000.” Peacham places “that horne of Windsor, of an
unicorn very likely,” amongst the sights worth
seeing.

“One little cup of unicorn’s horn” was also in
possession of Queen Elizabeth, and was subsequently given by James I. to his Queen.
Alviano, a celebrated general of the Venetian
Republic, when he took Viterbo, and dispersed
the Gatesca faction, whom he called the poison of the city, caused to be embroidered upon
his standard a unicorn at a fountain surrounded by snakes
and toads and
other reptiles,
and stirring up
the water with
his horn before he drinks,
with the motto or legend
“Venene pello”
(I expel poison).
Although the
unicorn has
not been seen
and described
by any modern
writer, its horn
has been occasionally found,
sometimes
Unicorn is Found at the Fountain, preserved in
From the Hunt of the Unicorn
museums, but
tapestry series. c. 1495-1505
alas! the cherished
horn,
whenever it is examined, turns out to be a
narwhal’s tooth. To this, Wood’s “Natural History” makes special reference: “In former days,
an entire tusk of a narwhal was considered to
possess an inestimable value, for it was looked
upon as the weapon of the veritable unicorn reft
from his forehead in despite of his supernatural
strength and intellect. Setting aside the rarity
of the thing, it derived a practical value from
its presumed capability of disarming all poisons
of their terrors, and of changing the deadliest

draught into
a wholesome
beverage.”
This antidotal potency
was thought
to be of vital service to
the unicorn,
whose residence was
in the desert among
all kinds of
loathsome
beasts and
poisonous
reptiles,
whose touch was death and whose look was
contamination. The springs and pools at
which such monsters quenched their thirst
were saturated with poison by their contact,
and would pour a fiery death through the
veins of any animal that partook of them. But
the unicorn, by dropping the tip of his horn
into the pool, neutralised the venom and rendered the deadly waters harmless. This admirable quality of the unicorn’s horn was a great
recommendation in days when the poisoned
chalice crept too frequently upon the festive
board, and a king could receive no worthier
present than a goblet formed from such valuable material.
Even a few shavings of the unicorn’s horn were
purchased at high prices, and the ready sale
for such antidotes led to considerable adulteration—a fact which is piteously recorded by
an old writer, who tells us that “some wicked
persons do make a mingle-mangle thereof, as
I saw among the Venetians, being, as I here
say, compounded with lime and sope, or peradventure with earth or some stone (which
things are apt to make bubbles arise), and
afterwards sell it for the unicorn’s horn.” The

Giorgione (Giorgio Barbarelli da Castelfranco)Lady with unicorn, 1500

same writer, however, supplies an easy test,
whereby the genuine substance may be distinguished from the imposition. “For experience
of the unicorn’s horn to know whether it be
right or not; put silk upon a burning coal, and
upon the silk the aforesaid horn, and if so be
that it be true, the silk will not be a whit consumed.”
Examples.—Argent, a unicorn rampant
(sometimes sejant sable armed and unguled
or), is borne by Harling, Suffolk.
Another of the name bears the unicorn courant in chief with additional charges upon the
shield.
Azure, a unicorn couchant, argent between
twelve cross crosslets, or.—Doon.
Argent a chevron engrailed gules between
three unicorns’ heads, erased azure.—Horne.
Religious emblems were in great favour with
the early printers; some of them for this rea-

son adopted the unicorn as their sign. Thus
John Harrison lived at the Unicorn and Bible
in Paternoster Row, 1603.
Again, the reputed power of the horn caused
the animal to be taken as a supporter for the
Apothecaries’ arms, and as a constant signboard by chemists.
The great value set upon unicorn’s horn caused
the Goldsmiths of London to adopt this animal as their sign.
Source:
http://www.sacred-texts.com/lcr/fsca/index.
htm
Fictitious and Symbolic Creatures in Art
by John Vinycomb, 1909
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THE LA DY AND THE UNICORN

À MON SEUL DÉSIR
ONE OF THE GREATEST WORKS OF ART OF THE MIDDLE AGES IN EUROPE

À MON SEUL DÉSIR
The Lady and the Unicorn
(Musée national du Moyen Âge, Paris)

The Lady and the Unicorn (French:
La Dame à la licorne) is the modern
title given to a series of six tapestries
woven in Flanders from wool and silk,
from designs (“cartoons”) drawn in
Paris around 1500. The set, on display
in the Musée national du Moyen Âge
(former Musée de Cluny) in Paris, is
often considered one of the greatest
works of art of the Middle Ages in Europe.
Five of the tapestries are commonly interpreted as depicting the five senses – taste, hearing, sight, smell, and touch. The sixth displays
the words “À mon seul désir”. The tapestry’s
meaning is obscure, but has been interpreted
as representing love or understanding. Each
of the six tapestries depicts a noble lady with
the unicorn on her left and a lion on her right;
some include a monkey in the scene. The pennants, as well as the armour of the Unicorn
and Lion in the tapestry bear the arms of the
sponsor, Jean Le Viste, a powerful nobleman
in the court of King Charles VII.

Edmond du Sommerard, curator of the Musée de
Cluny, who bought the tapestry

The tapestries were rediscovered in 1841 by
Prosper Mérimée in Boussac castle (owned
at the time by the subprefect of the Creuse)
where they had been suffering damage from
their storage conditions.
In 1844 the novelist George Sand saw them
and brought public attention to the tapestries
in her works at the time (most notably in her
novel Jeanne), in which she correctly dated
them to the end of the fifteenth century, using
the ladies’ costumes for reference.[3] Nevertheless, the artefacts continued to be threatened by damp and mould until 1863, when
they were brought to the Thermes du Cluny
in Paris.

However, a very recent study of the heraldry appears to lend credence to another hypothesis - previously dismissed - that the real
sponsor of the tapestry is Antoine II Le Viste
(1470-1534), a descendant of the younger
branch of the Le Viste family and an import- Careful conservation has restored them nearant figure at the court of Charles VIII, Louis ly to their former glory. They are presently
XII and François I.
on display in the Musée de Cluny (Musée du
Moyen-Âge), Paris.
The tapestries are created in the style of mille- THE TAPESTRIES
fleurs (meaning: “thousand flowers”).

TOUCH

maidservant. Her eyes are on a parakeet on
her upheld left hand. The lion and the unicorn
The lady stands with one hand touching the are both standing on their hind legs reaching
up to pennants that frame the lady on either
side. The monkey is at her feet, eating one of
the sweetmeats.
SMELL

unicorn’s horn, and the other holding up th
pennant. The lion sits to the side and looks on.
TASTE
The lady is taking sweets from a dish held by a
The lady stands, making a wreath of flowers. Her maidservant holds a basket of flowers within her easy reach. Again, the lion and
unicorn frame the lady while holding on to
the pennants. The monkey has stolen a flower
which he is smelling, providing the key to the
allegory.
HEARING (next page)
The lady plays a portative organ on top of a table covered with a Oriental rug. Her maidservant stands to the opposite side and operates
the bellows. The lion and unicorn once again
frame the scene holding up the pennants. Just
as on all the other tapestries, the unicorn is to
the lady’s left and the lion to her right -

À MON SEUL DÉSIR

a common denominator to all the tapestries.
SIGHT

The lady is seated, holding a mirror up in her
right hand. The unicorn kneels on the ground,
with his front legs in the lady’s lap, from which
he gazes at his reflection in the mirror. The
lion on the left holds up a pennant.

This tapestry is wider than the others, and has
a somewhat different style. The lady stands
in front of a tent, across the top of which is
written “À Mon Seul Désir”, an obscure motto,
variously interpretable as “my one/sole desire”,
“according to my desire alone”; “by my will
alone”, “love desires only beauty of soul”, “to
calm passion”. Her maidservant stands to the
right, holding open a chest. The lady is placing
the necklace she wears in the other tapestries
into the chest. To her left is a low bench with
a dog sitting on a decorative pillow. It is the
only tapestry in which she is seen to smile.
The unicorn and the lion stand in their normal spots framing the lady while holding onto
the pennants.
This tapestry has elicited a number of interpretations. One interpretation sees the lady
putting the necklace into the chest as a renunciation of the passions aroused by the other
senses, and as an assertion of her free will.
Another sees the tapestry as representing a
sixth sense of understanding (derived from
the sermons of Jean Gerson of the University of Paris, c. 1420). Various other interpretations see the tapestry as representing love or
virginity. It is also debated whether the lady

in “À Mon Seul Désir” is picking up or setting “Smell,” a falcon, sometimes wearing jesses,
aside the necklace.
is hunting another bird. In the sixth tapestry,
this occurs above and outside of the tent and
In The Lady with the Unicorn tapestry series, may represent hunting as another trait or proit is generally accepted that the first five tap- clivity shared between people and animals.
estries represent the five senses of sight, hearing, taste, smell, and touch. The interpretation The interpretation of people alone valuing
of the sixth tapestry, “À Mon Seul Désir,” re- material objects ties the individual repremains uncertain.
sentations of the six tapestries together and
allows them to flow towards the realization
A new proposal suggests that the French that, while people may live alongside the natwords, “à mon seul désir,” translate to “with ural and mythical worlds (which, in medieval
my unique desire,” meaning that people are times, were likely considered the same), they
the only species that covet material objects remain separate and not completely in either
even as we share the five senses with animals. due to their unique desires.
The tapestries appear to be arranged to show
that while we share the five senses, we are IN POPULAR CULTURE
unique in our want of valuable possessions. In
the scenario depicted in the last tapestry, it is
The tapestries are described in detail by the
unclear whether the lady is taking her neck- narrator of Rainer Maria Rilke’s novel The
lace from the box held by her maid or putting Notebooks of Malte Laurids Brigge.
it away, but that distinction doesn’t matter. The
The Lady and the Unicorn is the title of a
point is that she treasures the golden necklace. 1970 album by the English folk guitarist John
Renbourn, comprising arrangements of early
In the first five tapestries, one or more of the music. It shows the tapestry À Mon Seul Désir
animals are shown utilizing the represented on its cover.
sense along with the women. In “Sight,” the
These tapestries are depicted in the novel
unicorn is gazing at itself in a mirror held by The Lady and the Unicorn by Tracy Chevalier.
the lady. Presumably, all of the animals can
Several of the tapestries can be seen hanging
hear the music being played by the women in on the walls of the Gryffindor Common Room in the
the “Hearing” tapestry. In “Taste,” a monkey Harry Potter series of films.
The six tapestries have inspired the six movements
is eating a sweetmeat as the lady takes a sweet
of Kaija Saariaho’s clarinet concerto D’om le Vrai Sens:
from a bowl held by her maid, and in “Smell,”
the title is an anagram of “A mon seul désir”.
the monkey is sniffing a flower as the lady asThe tapestries are featured heavily in the novel Mosembles a flower wreath. The “Touch” tapestry bile Suit Gundam Unicorn.
One of the tapestries can be found hanging in the
features the lady’s hand touching the unicorn’s
horn. In the final tapestry, only the two wom- Musée Crune in the game Broken Sword: The Shadow
en are engaged in handling the necklace, while of the Templars.
The tapestry Sight is the cover art of Anonymous 4’s
some of the animals seem to watch from afar.
1994 early music album Love’s Illusion: Music from
The blue tent in the last tapestry also serves the Montpellier Codex 13th Century.
to separate the human figures from the natThe tapestries’ orange trees were adapted and redeural world, which includes the unicorn with signed by artist Leon Coward for the mural The Hapits mythical qualities. The tent frames the lady py Garden of Life in the 2016 sci-fi movie 2BR02B: To
handling her necklace with a strip of cloth and Be or Naught to Be. The mural also makes use of the
millefleur style.
her maid and is not present in any of the preInformation source: wikipedia
vious tapestries. In all of the tapestries except

The lighting of the Olympic torch in Olympia
(1938, dir. Leni Riefenstahl).

The torch is an

emblem of enlightenment, life, truth, hope
and the regenerative
power of flame, also
used ceremonially in
the religious rites of
many religions.
Torches (/dadoi/) related to
the ritual position of officers
Daduchos and Daduchousa
were used in the Eleusinian Mysteries. The
ritual position of the officers formed a procession moving in the following manner;
the head of the ritual procedures was the Hierophant together with the High Priestess, the
two spiritual poles, followed by Dadouchos
and Dadouchousa. The Mystagōgōs followed
them, he symbolised the Incessant Substance
(the Cosmogonical Aether). He was followed
by the Great Altar Hierophant of Goddess
Athena accompanied by the Great Altar
priestess of the Goddess.
According to archaeological findings in the
area of Eleusis, the torches were used only
during the night. In the ancient mysteries, the
night symbolised the divine knowledge that
was out of the reach of humans. The day symbolises quite the opposite; that part of knowledge that humans have acquired.
The torches were comprised of five parts, allegedly related to the Pythagorean Natural
Law 5. The Natural Laws are nine and are the
outcome of the indissoluble expression of the
attributes of the two cosmogonical substances. It is an axial symbol, pointing to the axis
that connects the human plane with the divine one.

Archeological Museum of Eleusis

The carriers of the torches moved them upstroke and downstroke. The downstroke
movement of the torches indicates the help
provided by gods to human beings, according
to the Pythagorean Natural Law 7, that of Interaction. As determined by the Law of Interaction more progressed beings must help the
less progressive ones.
The upstroke movement of the torches indicates that human beings reciprocate the help
received by the divine plane, by means of ritual actions and worship, the act of religious
devotion directed toward a deity. The movement of torches follows the anapestic meter
according to which two unstressed syllables
followed by a stressed syllable, a symbolism of
the two cosmogonic substances. More symbolisms are expressed when the torches touch
each other and when they are crossed.
As stated by Orpheus everything was created
by the integration of the 2 cosmogonical substances, “Matter” (Earth) and “Hydor” (Water,
a form of Aether), which are symbols created by him referring to the Divided Substance
(Cosmogonical Earth) and the Incessant Substance (Cosmogonical Aether) respectively.
Everything around us is made of these two

Cosmogonical Substances in all their possible
forms. The hypo-atomic particles of the Divided Substance, also called Orphic Matter,
can create everything, even protons, when under the force of the Incessant Substance , also
called Orphic Hydor. The existence of Cosmic
Hydor took the name “Aether”. Aether has
three attributes / laws 1. Energy 2. Birth and
3. Memory.
The fire in the upper part of the torch indicates, symbolically, that the connective link
between the human and the divine plane is of
fiery nature, in the ritual sense. The torches
were, probably, lit before the beginning of the
rituals; the goal was the fiery initiative stage in
the soul of the initiate to be approached gradually.
The torches were not related to Goddess De-

meter but to Dionysus. This can be
inferred by the ritual celebration of
Dadophoria to honour Dionysus
in the area of Parnassos. During
the celebration, the Maenads,
women expressing their feelings
with passion, were running in forests at night holding torches. High
mountains symbolise a high-level
consciousness. The goats appearing in the high mountains symbolise spiritual beings of a high level.
Consequently, the action of Maenads consuming raw goat meat
symbolises the enrichment of their
spiritual powers coming into contact with spiritual beings of a higher level. The Maenads themselves
symbolise the souls of the initiates.
They are female, as the nature of
the soul is
The Ninnion receptive.
A
very
Tablet
important ritual
object featuring torches and ritual positions, rediscovered in Eleusis (Greece,
Attica) in 1895 is The Ninnion Tablet, dated
to approximately 370 BC. It is a red clay tablet
depicting part of the ancient Greek Eleusinian
Mysteries. It was rediscovered in Eleusis, Attica in 1895. The tablet depicts Iacchus, an epithet of Dionysu, leading a procession of initiates into the Mysteries. Receiving this group
are the deities Demeter and Persephone.
Above the artifact’s main scene are multiple
representations of the moon. The Ninnion
Tablet is the only known original representation of the Mysteries’ initiation rites.
References:
Merriam Webster dictionary
Public speeches by
Spyrodimos Anemogiannis Sinanides
http://penelope.uchicago.edu

The Ninnion
Tablet

LEWIS CARROLL AND THE
HUNTING OF THE SNARK

A study by Edward Wakeling

Cover of first edition, Macmillan
Publishers, 1876

Although best known as the author of Alice’s Adventures in
Wonderland (1865) and Through
the Looking-Glass (1871), Lewis
Carroll – the pen-name of Charles
Lutwidge Dodgson, a mathematical lecturer at Christ Church,
Oxford – was also an avid reader
and writer of poetry. He greatly
enjoyed the poems of Victorian
writers such as Alfred, Lord Tennyson, and Christina Rossetti.
His own poems were varied – some
just humorous nonsense, some
filled with hidden meanings, and
some serious poems about love
and life. Probably his best known
is called “Jabberwocky,” with its
opening line of “’Twas brillig, and
the slithy toves…”, and its many
invented words, some that have
now entered the English language,
such as “chortle” and “galumph”.

In 1876 Lewis Carroll

published by far his longest poem – a fantastical
epic tale recounting the
adventures of a bizarre
troupe of nine tradesmen
and a beaver. Carrollian
scholar, Edward Wakeling, introduces The Hunting of the Snark.

Such nonsense verse is as popular now as it was when first published. His
more serious poetry, it must be admitted, is
generally inferior to his humorous verse and
often over sentimental. Between 1860 and
1863 he contributed a dozen or more poems
to College Rhymes, a pamphlet issued each
term to members of Oxford and Cambridge
universities, and which, for a time, he edited.
In 1869, he compiled a book of poems, many
of which he had already published elsewhere
but now issued in revised form, together with
one main new poem, which gives its title to
the book, Phantasmagoria.
One particular poem stands out from all the
others that Carroll wrote. It has inspired par-

odies, continuations, musical adaptations, and a
wide variety of interpretations. It is an epic nonsense poem written at a
time when Carroll was
struggling with his religious beliefs following the
serious illness of his cousin and godson, Charlie
Wilcox, who eventually
died from tuberculosis.
Although the poem concerns death and danger,
it is filled with humour
and whimsical ideas.
Strangely, it was written
backwards. After a night
nursing his cousin, Carroll went for a long walk
over the hills near Guildford, and a solitary line of
verse came into his head –
“For the Snark was a Boojum, you see!” The rest of
the stanza, the last in the
poem, came to him a few
days later.
Over a period of six
months, the rest of poem
was composed, ending up
as 141 stanzas in 8 sections that Carroll called
“fits.”
The poem concerns a quest by a crew sailing
to catch a mysterious creature called a Snark.
Each member of the crew has an occupation beginning with the letter “B” – Bellman
(the Captain), Baker, Banker, Barrister, Billiard-Marker, Boots, Bonnet-Maker, Broker,
and Butcher, accompanied by a Beaver. Their
maritime map is an absolute blank. They reach
an island, and the hunt for a Snark begins. But

the quest is fraught with danger because although Snarks are not in themselves harmful,
those that are Boojums are ferocious and will
kill.
The question that naturally arises is “does the
poem have a meaning?” Carroll denied that
he meant anything in particular – the poem
was all nonsense – but that did not stop people asking him, and it inspired others to give it
their own meaning. To some extent, the poem
is about the relationships that emerge among
the crew, and the interaction between this
motley bunch of characters. All behave in odd

ways, some have close-shaves, and one completely vanishes – caught by a Boojum.
The poem was entitled The Hunting of the
Snark with the subtitle, An Agony in Eight
Fits. Carroll originally intended it as a set of
verses to be in
cluded in another of his children’s stories, but
it grew too long and became a book in its own
right. He published it on 1 April 1876 – the
date chosen with care. However, many of his
presentation copies to friends are dated 29
March.
Although issued in a pictorial buff coloured
cloth, he had copies bound in red, blue, green,
and white cloth, all with gold decoration, to
give away to his friends and family. The book
was dedicated to one of his friends, Gertrude
Chataway, and a dedicatory acrostic poem
that introduces the book embodies her name
as the first word of each stanza, Gert, Rude,
Chat, Away, and also the first letter of each
line.
Accompanying the poem were illustrations
by Henry Holiday (1839-1927), artist, sculptor, stained-glass designer, and book illustrator. He drew nine illustrations for the book;
a tenth illustration depicting a Snark was rejected by Carroll – he wanted the creature to
remain unimaginable.
The poem owes a debt to “Jabberwocky” –
some of the invented words from these verses reappear in The Hunting of the Snark and
Carroll explains their derivation in his Preface, such as frumious being a portmanteau
word based on “fuming” and “furious.” Some
of the creatures also make a second appearance – the vicious Jubjub bird and the terrifying Bandersnatch.
The poem was very popular – it was reprinted
many times. In Carroll’s lifetime, over 20,000

copies were sold. The poem was incorporated into Carroll’s compendium of humorous
poetry entitled Rhyme? and Reason? (1883).
Since then it has been illustrated by a variety
of artists and translated into many languages,
and the book rarely goes out of print. People
are known to memorise and recite the poem.
Some people form Snark Clubs. There is a
timeless nature about the verses that make it
as relevant today as it did in 1876.
Edward Wakeling is a long-standing member
of the Lewis Carroll Society. He has written
widely on Carroll over the last three decades,
and among his publications is the first unabridged edition of Lewis Carroll’s Diaries in
10 volumes. He has written on Carroll’s photography, letters, mathematics, puzzles and
games, and logic. As a recognised Carrollian
scholar and collector, he is frequently called
upon to contribute to conferences, exhibitions, and television programmes around the
world. His website is www.lewiscarroll-site.
com
“This article / was originally published in The
Public Domain Review http://publicdomainreview.org/2011/02/22/lewis-carroll-and-thehunting-of-the-snark under a Creative Commons Attribution-ShareAlike 3.0. If you wish
to reuse it please see: http://publicdomainreview.org/legal/”

Henry Holiday's illustration of
Hunting of the Snark

BJ NEBLETT
Short Story

The Girl
With The
Stars In
Her Eyes

you?”

“Hello, anybody in there?”
“Oh, I’m sorry, I was just…”
“You were thinking about her, weren’t

“No, not really, I mean, I was just…”
“Bull shit.”
“Please don’t be that way, not tonight.”
“I’m sorry, it’s just that…”
“I know, and I’m sorry. Actually, I was
lost in your eyes… again.”
“Counting stars again?”
“Something like that. You’re such a
beautiful woman. I can spend a lifetime just
gazing into your eyes. I become lost in them;
they are so hauntingly captivating…”
“Just like hers…”
“Yes, yes I guess so. It’s incredible. They
say no two pairs of eyes are the same. But…”
“We never really talked about it, have
we? How long have we been together?”
“Three months… three months tonight, exactly.”
“It’s been a crazy three months. So
much has happened in such a short time;
we’ve grown so close; we have this incredible
connection. It’s strange. I’ve never felt such a
strong instant attraction; so in sync with any
man, not like this. And yet, there’s still a part
of you, a room you won’t let me in.”
“You’re right, of course. It’s my fault.
We’ve been together for three months and…
I’m sorry, but it’s hard. You know that you’re
the first girlfriend I’ve had in my life in over
twenty years.”
“I know.”
“You’re so incredible, so understanding
and patient.”
“I believe that you… that we are worth
the effort. But you have to let me inside, just a
little bit more.”
“I don’t know…”
“What is it? What is it you are afraid
of?”
“I don’t know…”
“Is it the age difference that bothers

you? You know, I’ll never leave you.”
“Funny, that’s what she said, the very
same thing… it was the last thing she ever
said to me.”
“I want to understand. Maybe I can
help.”
“Maybe…”
“Look at me, tell me what you see; what
you think, and feel. Tell me what’s keeping this
invisible wall between us. What is it you see in
there that frightens you? What is it you see in
my eyes?”
“Stars… stars and love… and…”
“And…?”
“A cold, crisp night in December, that’s
what I see. Your eyes, they’re like a clear winter sky, the deepest blue possible; filled with
tiny flecks of silver, each a twinkling star. In
them I see my future, the place I belong on
this earth, right there, lost in your eyes.”
“Just as you saw in her eyes…”
“Yes… so many, many years ago.”
“Tell me, please.”
“It was my freshmen year at college,
Wesleyan University, in Connecticut. It was
also my first time away from home. Winter
came early and fast that year for this southern
boy. By Thanksgiving there was a foot of snow
on the ground. I was walking across the Quad
one afternoon, probably worrying about some
upcoming exam. I’m not even sure I felt the
snowball. But suddenly, there she was.
“Her laughter filled the air. ‘Oh, my
God, I’m so sorry. I didn’t mean to…’
“‘No it’s okay.’ I replied, ‘it was my
fault…’
“She gently brushed the snow from the
back of my neck. ‘I’ll say. You walked right
into the middle of our snowball war.’
“Her smile warmed the December day.
But it was her eyes… I couldn’t help it, I found
myself staring. They were incredible, like
nothing I’d ever seen before, or since, until I
met you. They were an impossibly dark blue,
the darkest blue you can imagine, and yet,
so clear, so strikingly clear, with shimmering

flecks of silver. Like…”
“Like a clear winter night sky…”
“Yes, exactly…”
“Just like mine…”
“Yes, exactly like yours…”
“Go on, please.”
“Not much else to tell. I became lost in
her eyes. I think I fell in love with her right
then and there. Something told me, something in her eyes spoke to me, This is right,
this is her, she’s the one you were meant to be
with, to spend your lives together. I know it’s
crazy but as far as I was concerned, she was
the one. Sometime later she confessed that she
had the same feelings.
“We started dating almost instantly.
By Christmas we were in love, deeply, crazily,
completely and totally in love. Naturally our
friends and families thought we were crazy, it
was too soon, too fast, too much; love needs
time, time to develop and grow.
“One evening we were studying together in my dorm room. We were both Philosophy majors, but didn’t always share similar
views. It made for some interesting discussions
about pre-destination and reincarnation. ‘Do
you believe in Soul Mates?’ she asked.
“The question took me by surprise. ‘I
never really thought much about it before. I
don’t know, maybe, I guess.’
“‘I do… now.’ Her words were sure, to
the point. ‘I believe there is one special, certain person just meant for each of us. I think
that sometimes we never meet that person. Or
if we do, we sometimes don’t recognize them
or something. I suppose not all Soul Mates
find one another, and that’s a shame. But when
they do come together and they understand
that destiny has brought them together, that is
so special. And nothing, nothing, not time or
BJ Neblett is a continuing contributor
to Romance Magazine. He is the author
of Elysian Dreams, a contemporary romantic fantasy about searching your
dreams while seeking your destiny. His
newest work, Ice Cream Camelot, is
about his growing up during the Kennedy administration. BJ hosts two blog

distance or anything can truly ever keep them
apart. That’s the kind of love I believe in…
now, now that I’ve found you.’
“‘I don’t know about Soul Mates. I do
know how I feel,’ I replied, ‘and that you and I
somehow seem destined to be together.’
“She looked at me though those deep,
penetrating, mystical eyes, ‘I will never leave
you, never; no matter what may happen you
must always believe and remember’.”
“That’s so beautiful. She must have
loved you so much. What happened?”
“Sophomore and Junior years flew by.
We were inseparable, sharing a small apartment off campus. We looked forward to our
final year, and graduation, and to starting a
life together. It was a week before her twenty-first birthday. I remember the date as if it
were yesterday, November third, a Tuesday.
She had a late class. When she hadn’t returned
by 10 PM I began to worry and set out to look
for her. An early storm was dumping heavy,
wet snow across most of New England, making visibility nearly impossible. I found her lying on the side of the road. A driver had failed
to see her in the cross walk. They never even
stopped. The last thing she said to me as I held
her in my arms was, ‘Remember, my darling,
I’ll never leave you’.”
“Oh, no, that’s so terrible! I’m so sorry.
That must have been so hard… so… Oh, God!
What… what did you say the date was…?”
“It was the third, November third,
1981.”
“Oh,
my
God,
that’s… that’s my birthday… the day I was born!”
BJ Neblett © 2014
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THE RELIEF OF MITHRAS
THERMES, XANTHI / GREECE

It’s been more than twenty years and a rare luxury, a rare feeling in our constill my emotions are overwhelming me stantly changing, distorted, urbanised
no matter how many times I have been world...
there. Perhaps since secrets always mysArticle and Images by
tify and attract the seeker. Perhaps since
Michael Elafros &
nothing has changed, after so many cenThule Georgiadou
turies. And this, by itself, the solid monTranslated from Greek by Panagiotis Dallas
ument through time, the archetype, is

THE RELIEF
The sun was mercilessly burning upon us. It
was midday and he wanted to demonstrate his
absolute power as an irony against the vanity of human actions. We stopped, we needed
a rest. For a while, we were seeking strength
in the shadows of a narrow path. We could
feel that after one hour οf fruitless efforts, our
strength abandoned us.
We stayed in a slope trying to recover our
strength. Around us everything was covered
with leaves and where was a path carving the
ground like a vein. For some time, we were
seeking the ancient, sacred, rock, whose existence I accidentally discovered in the pages of
an old archaeological guide for the region. We
could not believe our eyes: A Mithraic monument so close to us!
After a few minutes of silence, we followed
the path downhill, like a solemn agreement
between us to abandon our quest, and went
back to the empty road. We had tried to cover all options for which direction to take, all

the small sideways left and right, so the only
thing we encountered was walls of trees. Suddenly, our silence was broken by the cheerful
voices of a group of children coming towards
us. We stopped in front of them. They were
staring towards us and we kept staring at
them, tired as we were. There were three children, around 10 years old with their bicycles.
Their presence somehow managed to awaken
our senses, seeing their energy, the power of
their youth, helping us to tolerate the extreme
heat. Their Greek was not particularly good,
and among some Greek and Pomak words,
we asked if they knew where the monument
we were looking for was. And suddenly the
three of them raised their hands and showed
us a place a bit further up the path, around
which we had been moving for hours, saying
that there is a small fountain there, close to
the monument and that they have been there
many times.
With newly gained hope and momentum, we
went to the place where the children showed
us. We walked up the small path, went through
the dense flora, this time we were certain we
were heading in the right direction. We indeed

found the small fountain,
beautiful like a painting
described in fairy tales,
and on the left stood a tall
rock. Our eyes kept gazing
wildly, and we finally realised we reached the end of
our journey.
I will try to describe the
relief and to outline a few
basic elements of the Mithraic mysteries and cult.
I do keep my reservations
as to the archaeological
and scientific clarity of the
historical findings and the
meanings of the symbols
and symbolisms that I will
mention; it is a courageous
effort to write an article for
something that touches the
boundaries of my faith, philosophy and understanding of the cosmos.
THE MONUMENT
The relief is located at the eastern side of a
huge rock, with a height of 6.80 m, and is at
the third from the western settlements of the
village of Thermes, in Xanthi prefecture, close
to the Greece-Bulgaria borders.
Thermes are one of the Pomak villages, covering the biggest part of the mountainous area of
the prefecture, and they are 42 km north from
Xanthi, the largest city in the prefecture. Due
to the isolation and the unique cultural, social
and geographic characteristics of the area, this
monument remains largely unknown.
This unique anaglyph was constructed during
the Roman period (it is estimated from 2nd
to the beginning of 3rd century A.D), has a
height of 2.03 m and is 3 m above the ground.
It pictures the God Mithras sacrificing a bull.

Its base is 1.04 m wide and pictures various
events from Mithras life. The huge rock and
the fountain next to it are the two fundamental reasons for building the relief in this specific place.
Of course, the monument has suffered various
destructions, initially in ancient times from
various invaders (example are the Costovoci,
2nd century), but even recent ones from treasure and ancient relics hunters.
ANALYSIS
According to an ancient Persian myth, Mithras was ordered by the god of the sky, Ahura
Mazda, to be in a constant fight with the powers of evil, the powers of Ahriman. One of the
most epic adventures of Mithras was his fight
with the large bull, the first living being that
Ahura Mazda created. Many researchers believe that this animal was representing an evil
spirit while others that the bull was a sacred
animal and its death was nothing more than a

These two elements are usually seen in this type of monuments, and I will mention
them since they are essential
for the understanding of the
history of the cult and the
monument itself. In many
depictions, usually, there is
a dog who tries to stop the
snake from tasting the blood
and a scorpion who tries to
take a small part of the bull’s
vital energy and virility by
biting his testicles.
sacrifice. In any case, bull-slaying is a central
part in the Mithraic mysteries and in the initiation process of its followers, so with respect
to the information mentioned, the slaying of
the bull is a common image in many sacred
places of Mithras.
Inside an arc-shaped relief we can see Mithras
sacrificing the cosmic bull; hence his name
as the bull-slayer. The arc can be considered
as a representation of a cave since caves were
where the worshipping and the initiation
usually took place. The cave represents the celestial sphere and the whole universe, a creation of the god. He is wearing a traditional
hat from Phrygia, Persian clothes, chlamys,
and from his belt is hanging the holder for his
sword. His chlamys is weaving on his shoulders, in a way that reminds the paintings and
anaglyphs of the Thracian Rider and Thracian
Hero. Numerous of these Thracian relics can
be found in the whole region.
He holds the bull on the ground with his left
knee, while with his left hand he grabs the
bull’s nostrils and his right hand is stabbing
the animal’s back. Beneath the bull’s body,
there is a snake, waiting to taste the blood of
the sacrifice.
From the Thermes anaglyph, it seems there are
two significant elements completely absent.

What takes place in all this
peculiar and complicated system is, practically, a cosmogony. According to Mithraic
traditions, at the moment of his death, the
cosmic bull undergoes a transformation taking the shape of Moon (Selene), in contrast
with Mithras who symbolises the solar light,
while his cap is the celestial sphere with all the
stars and the planets. The blood that is running from the deep cut at the bulls back, is a
giver of life to nature and for that reason is
some representations, from this cut are growing grapevines and wheat. The body and the
blood of the bull are then becoming the bread
(wheat) and the wine (grapevine) for the people. These extreme opposites are incarnating
the symbolic dualism of the ritual: birth and
death. Bull’s blood, symbolises the transfer of
virility, creativity, strength, from what is dying
to what lives on. This will provide the necessary continuation, the evolution of all things
and the perennial life circle. According to the
myth, from god’s cherished knife cut at the
bull are born all the plants and herbs and Mithras is now in the position of a saviour and a
protector of the folk.
From the seed that fell from the bull’s testicles
are created all living organisms and human
beings. Earth, sky and humans are now in complete harmony. From now on starts the change

of the days, with the
circular pathway of
the sun, the night,
the monthly cycle of
the moon and time,
solstice and equinox
are formed. From
the earth though we
observe the rise of
the chthonic forces
of nature, with the
shape of the serpent
who wants to grab
and destroy the new
life that is forming,
even if this snake itself is a symbol of birth and fertility. With the
snake in this cosmic battle there is a scorpion,
another chthonic symbol but with two different meanings, that tries to stop the spreading
of the holy seed in nature. Against the forces of evil, side by side with Mithras fights his
friend, a wild dog who is battling against the
snake like a real protector. Ahriman, the lord
of the forces of evil and eternal enemy of the
good and benevolent Ahura Mazda, wants to
dominate the new human race. Mithras, on
the other hand, when he sees the first human
couple, is immediately taking his part as the
protector of these extraordinary creatures;
the human beings. The eternal battle between
good and evil has just begun and will last forever.
On the left and the right side of the depicted
sacrifice, we see two torch bearers, comrades
of Mithras who are also wearing a Phrygian
hat. The torch bearing is a ritual of fertility and
reveals the power of birth that is represented
with fire. On the right side is the burner Cautes who keeps the torch and on the left side
the burner Cautopates who holds the torch towards the earth, the ground, possible symbols
of the circle of life (heat) and death (coldness),
the rising and the setting sun. The presence
of both of them extinguishes their individu-

ality and power: life and death are part of the
whole, and one presupposes the other.
Beneath the arc, we can see an unknown face.
Probably it is a picture of Sun or another solar
symbol.
According to mythology, Mithras was born
without a mother or father but descended
from a rock, a rock named as the Petra Genetrix. We can see this image in the Thermes
relief and it is located between the bull and
the burner, where the birth of Mithras from
the rock in a prayer position, having a knife in
one hand and a torch in the other.
In the base of the relief, there is an engraving with seven episodes of the mythological
cycle of life and the great deeds of Mithras all
of them embedded in arcs. In the first scene,
we see Atlas, keeping the whole earth on his
shoulders, in the second, Mithras with an arrow hitting a rock and from there, the water of
eternal life starts pouring (the Fons Perennis).
In the third episode, Mithras is winning the
fight with the bull. In the fourth episode, Mithras is carrying the bull on his shoulders. In
the fifth, Mithras has his hand on the head of
the kneeling Sun-this symbolises the ritual of
the initiated from the priest. The sixth scene
pictures the symposium of Mithras and Sun.
The seventh is the apotheosis. Mithras and the

Sun are on a carriage and horses are driving
them to the sky. In other anaglyphs, this scene
takes place in a cave and is not surrounded by
an arc.
This relief is classified as Danube type and can
be seen in many other places, for example in
Dacia, Mysia and Thrace. Similar monuments
carved in stones can be found in Germany,
Pannonia, Dalmatia, Kosovo and Serbia. Here
we have to say that the representation of the
bull sacrifice was a foreign element in the initial Zoroastrian images of Mithras, but later
on became a part of the cult, thanks to the exchange of other Mediterranean and Western
ideas, both of them helping the spread of the
religion.
Another important element arising from the
discovery of the relief in 1973, was the revision
of the initial idea that was dominant till then,
that south of Philipoupoli there should be no
Mithraic monuments. So, by moving further
south the boundaries of this religion provided with new questions and things to consider

regarding not only the presence of the relief in
this area but also the absence of similar sites
in the nearby region. Mithraic anaglyphs were
always parts of open field ceremonies, but always require the presence of a nearby village
or settlement or a permanent military base,
since, during the Roman Empire, Mithras was
popular in the legions who carried him from
the East to Europe.
However, no settlement has been discovered
in the region, except a very small fortress from
the Roman times, 1 km away. It is located on
a steep and rocky hill in order to control the
whole area and its presence encourages the
opinion that the anaglyph was a place of worship for Roman troops who were defending
the access to Egnatia and the Thracian Sea.
The traces of rich mines, close to the present
village and the possible presence of healing
baths that are everywhere in the region, are
revealing the importance of the place and the
necessity of it being guarded by a permanent
army unit. The spread of the Mithraic cult was
helped by the infrastructure built by Emperor

Trajan and subsequently by Emperors Adrian,
Antonine and Marcus Aurelius.
MITHRAISM CHARACTERISTICS & ORIGIN
So what exactly does Mithras symbolise?
Mithras is the personification of the solar
light and is called Sun god. He is the archangel and protector of Ahura-Mazda (who
if we want to draw similarities with Ancient
Greece, he was similar to Zeus). He is also the
god of Truth and Justice, he punishes liars, he
protects oaths and agreements. He demands
truth, honesty, courage, bravery, loyalty, benevolence, discipline and hard training. Mithras is pure, never sleeps, never gets tired and
the training in his cult is not passive. His life
is a constant struggle and victory demands
action and active participation by the people
who worship him. For all these fighting characteristics, he becomes particularly popular
with the soldiers, he is their archangel in their
fight and leads them to victory. He personifies
the positive forces of nature, the cosmic force
and knowledge and wisdom. In the mind of
his worshipers, he had the role of a mediator
between heaven and earth, between the celestial forces and the human race that suffers on
earth.
Mithraism, like other religions and cults, is
coming from the agricultural life and is giving huge emphasis in the initiation rites.
These rites involved purification acts, washings and blessings and unknown ritual words.
The worshipers were going from one degree
to the other by passing various tests in order
to prove their courage and their endurance.
The degrees that needed to be obtained for acquiring divine knowledge were seven: Corax,
Nympus, Soldier, Lion, Persian, Heliodromus,
Father. The final target was the initiated person to be free from the body chains and reach
the seven celestial spheres.
The beginnings of the Mithraic cult is another

important matter and has been the subject of
intense research by historians.
Mithraic worship first appeared in Persia,
around 600 B.C. There are already references
in Avestas (laws), the Zoroastrian scriptures
where Mithras is the spirit of the heavenly
light worshipped by Ahura-Mazda, the god
of heaven in Sanskrit. Centuries ago another
similar cult can be found in the ancient Hindus and is written in Vedas. The Mithras of
Vedas is also a solar god and is worshipped at
the same place with the celestial Varuna, So,
the common characteristics of this solar god
lead to a common route of an ancient civilisation, now lost. This civilisation that borrowed
so many things to the Indo-Iranians is the
Akkadians of Mesopotamia who flourished in
the region around 2500 B.C.
The Mithraic religion was shaped according
to the ancient Persian cults that were influenced by the nearby Babylon and from other
less known philosophies of Minor Asia. It was
further influenced by the Chaldean astrology
and the Greek mysteries, such as the Orphic
Mysteries. Mithraism was developed through
this mixing and influenced every single nearby people (Armenia, Scythia, Black Sea), but
took its final form after the Macedonians conquered the whole region.
Kings were always seeking Mithras’s help and
favour and were dedicating holy places to
him. It is worth mentioning the temple, built
by Antiochus I Theos of Commagene (98-31

B.C.), on the top of tombs decorated with colossal statues.
This monument can be seen at
the top of the Nemrod Dag, in
Taurus mountains overlooking
the whole of Euphrates valley.
Among these statuses are pictured Greek and Persian gods
alongside Antiochus.
EXPANSION OF MITHRAISM
IN GREECE/ EUROPE

A fundamental role for the
spreading of Mithraism in the
West was played by the Asian
warriors, from the Black Sea till
Tarsos. These soldiers were gaining strength
from this warrior-cult and they challenged
the Roman supremacy in the sea. They indeed
considered themselves a superior nation, a
chosen nation, with the final mission to conquer and spread their invincible god. Having
a strong belief in the protection of their god,
these fearless soldiers and sailors kept raiding and pillaging the Roman Empire and the
name of this barbaric cult started being heard
for the first time in the powerful cities of the
Western world. Soon these cities would be
worshipping the Sun god.
The Persian god was adopted by the Romans
during the time of the Flavian dynasty, in a
similar manner with the secret cults of Osiris
and Isis, foreign religions that had a huge influence on Romans. Emperor Nero was also
initiated in the Mithraic Mysteries and Mithraism became a semi-official religion of the
Roman Army.
An important factor for the acceptance of this
exotic cult on the Roman world was the wellknown, powerful, statue by a sculptor of the
Pergamon school around 2nd century A.D. It
is very similar to the picture of Mithras that
we are discussing now and it decorated all the

holy caves. Even if the Phrygian hat was common in all these representations, while the influences of the classical Greco-Roman art,
inevitably made the barbaric characteristics
less obvious.
Mithraic cults spread throughout Europe
and subsequently it followed the Roman legions around Europe, where his worshippers
built ceremonial places, from Mediterranean
shores to Great Britain, and from the Black
Sea to the Alpes and the flat land of Central
Europe.
In Greece, Mithras is known since the times
of Herodotus and is the only Persian deity
that had a decent number of followers. Still, it
was never a widespread phenomenon and was
kept in small numbers in contrast with other
Eastern and Egyptian gods, for example, Isis,
Serapis, Arpokrates, Oros and Attis. There
were many foreign deities that had gained
popularity and became an integral part of the
society before Mithras. Furthermore, the local
deities of Orfeas and the Great gods of Samothrace were constantly preventing the Mithraic expansion.

MITHRAISM AND
CHRISTIANITY
But the biggest enemy
and opponent of Mithraism was Christianity. During the first
years of its expansion,
Christianity provided a strong resistance
in the Mithraic cult
and was a huge competition for the final
victory over Rome.
So, while Christianity
tried to expand and
gain power it indeed
borrowed and copied
many elements from
this Persian deity.
The 25th of December, the winter solstice, the
rebirth of the sun are the days when Mithras
was born and a very important day for the solar worship. It is the Dies Natalis Solis Invicti
(The birth of the unconquered sun), the triumph of the forces of light against the forces
of evil. The writer Lili Zografou is writing on
the matter:
“Despite all the restrictions, it was clear that
the traditions and the local customs stayed
alive, like Nature and Life. Then the cunning
Fathers found a new trick: They put at the heart
of the deeply embedded and rooted pagan holidays their own celebrations: The presentation of
Mary, which is celebrated on the 21st November
is an example. Before that, 21st November was
when the important celebrations of Pyanepsion
took place. And then are the Christmas, what
was Mithras’s birthday and so on....”
“After recent research studies in the Vatican,
what came to light was a mosaic that seems to
belong to the end of the 3rd century. In this mosaic, Christ is now the Sun, in his carriage. In
effect, it was after this period that was estab-

lished the 25th of December as the Christmas
celebration, the birth of Mithras, the birth of the
sun and the growing of the day, of the daylight”.
“And Mithras is born without other witnesses
except for shepherds. This is why shepherds were
chosen in the Christian myth since Mithras was
the contemporary and dangerous competitor of
our Jewish saviour!”
“A star falling from the sky towards a cave is
leading the magicians, the wise people, in order
to find a newborn son, the saviour king, the reincarnation of Mithras...”
The baptism, the initiation, the holy communion with bread and wine, the candles and the
torches, the strict moral code, the acceptance
of heaven and hell, the coming Apocalypse,
the coming resurrection of the dead are just a
few similarities between Christianity and Mithraism. In the end, as it is always the case in
religions that one took the place of the others,
we again observe the passing of the philosophy of a dying god who is resurrected from
the dead and promises immortality to his followers.

I will now consider the relief again, and see it
through the modern, ugly reality and distorted lens. I would like to be more precise and
say that the relief does not stay unchanged
through time. All the archaeological agencies
of Greece and of course the Ministry of Culture have totally abandoned it.
It is apparent and rather sad that both the
Ministry of Culture and the local administrations care exclusively for the destruction
and disappearance of the cultural treasures
of our nation, in order not to be known for
the coming generations. Besides the absence
of signs (there is only one but is not enough),
and the opening of a decent walking path,
that make the finding of the monument very
difficult, there is no cover that will protect it
neither any other information. And of course,
the copy that can be seen in the Archaeological Museum of Komotini is not enough… Unfortunately, all the operations and research
stopped in 1980 despite holding great promise
for potentially leading to many new findings.
Regardless, Mithras relief stays there till now
and will stay there forever, a sole witness of an
ancient, glorious religion and cosmology, long
since gone. It will be there for centuries beneath the same sky, fighting against time and
decay, against the weather and our negligence
for its protection.
And fights. Always fights. As it is the proper
and suitable thing to do with respect to the
god it represents...
To A. & Ω.
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Nama, Nama Sebesio!

(Mithraic ritual exclamation of unknown meaning)

CONTACT
Michael Elafros / Thule Georgiadou:

www.eclipsis.gr

Panagiotis Dallas: panosdallas@gmail.com

Copy of relief in the Archaeological Museum of
Komotini

A MITHRAEUM IN MARINO, ITALY. Large painted depiction of Mithras killing the
bull, with side panels. A Mithraeum was discovered in 1963 in the village of Marino in
the Alban mountains south of Rome, near the ancient Castrimoenium. It has been dated
on stylistic grounds to 160-170 AD, but Vermaseren dates it rather to the Severian period, to ca. 200 AD. A long narrow corridor, with the entrance at the western end, leads
into the cave, at the eastern end of which is a The Mithraeum has the usual benches on
either side, and an altar in front of the cult relief. Source: http://www.tertullian.org

Julia Stephen

Band
Interview
Italy

“Music opens
the doors of
conscience
making a
voyage inside
ourselves
possible”

you tell us more about the basic line-up, as
it has been formed until today?
Francesca Nicoli and Michele Urbano, bass
player, founded the band together with Alessandra (guitar) and Donato (acoustic guitar).
Soon the line-up changed. Vittorio Vandelli,
a guitarist, joined the band, and three years
later the line-up was completed by Giovanni
Pagliari, keyboards and piano player (met in
London where he was working). Francesca
Zitoli, Ombretta Gazzotti and Lorenzo Busi
took care of the visual and theatrical performances since 1988-89. Lorenzo was part of
the band till 2003. Just before recording our
first tape, “Prophetia”, in 1990, Marco, drummer, joined the band. Then, from the end of
1991 till 1999 the band members were only
thee, Francesca, Vittorio and Giovanni helped
by Livio Bedeschi, the band’s photographer
and tour manager. Livio released several covers and photo sessions for the band’s albums.
Francesco Banchini worked with the band for
a short while from 1999 up to 2002.
Mary Vareli: Ataraxia is a Greek term used
by Pyrrho and Epicurus. What made you
chose this name for the band?
Francesca Nicoli: This word recalls a “vibrating balance”, a sort of inner harmony, a relaxed and clear vision. If we are open and confident, we can reach our balance and be filled
with grace. In this way, we can transmit energy to the others and start a mutual exchange.
At the very beginning, we chase ATARAXIA
as a name to purify all the struggle inside us,
a moniker that was a sort of catharsis, all that
had become a limitation had to be crashed
down in order to go back to our holy source.
Ataraxia was founded by Francesca Nicoli and Michele Urbano in 1985. There have
been many collaborations since then, can

In 2003 Riccardo Spaggiari became an active
and welcome member of Ataraxia. He started
with acoustic percussions and drums, now he
also works with electronics. We have to mention Nicolas Ramain who, in some way, can
be considered to be a “hidden” member of
ATARAXIA having released quite all our layouts and having created, many years ago, one
of the most refined websites around, a perfect
mirror of our musical creation. Since 2003, we
also work with Angelo Zanella who creates
copper and wooden masks to be put on stage
to embody the karma of elemental spirits.
We missed Lorenzo Busi, actor and dancer appearing in live concerts from 1991 to
2003. Will we see him again?
In 2003, Lorenzo started his own activity as
decorator and painter. He made his life choice
opening an atelier, we are very proud of that

even if sometimes we miss him. One year ago,
12 years after we split, he performed with us
again near Rome for a special event.
You have collaborated with several labels
until today, such as Prikosnovénie, Cold
Meat Industry, Equilibrium Music, Ark Records, etc. What do you take into account
when choosing a label?
Reciprocal curiosity and esteem, the chance
to improve, same goals.
As you insightfully write you transform contemplation into music, what is your source
of inspiration?
Imagine the act of inhaling and exhaling, it is
exactly the same for inspiration. We feel like
channels that inhale a peculiar information
and we expire it in the form of music alchemy.
It is just like breathing, inhaling and exhaling
keep us alive, their interchange creates a balance. Our essence is emptying progressively
in order to get in touch and be filled with the
harmony of creation as “what it is above it is
also down here and within us”.

In what ways is your life similar to the things
that inspire you?
Maybe you find it curious, but in order to
answer, we have to approach the theme of
self-healing and what illness means. Inspiration and the way we make use of it are the
medicine. In old times, it was clear that illnesses were often connected to a pain of our
soul, something that was missing, a wrong direction was taken by our life, so our body suggested, in a striking and precise way, that we
had to reconsider our life. In ancient times, in
some cultures, there was a deep and interesting exchange between the healer and the soul
in front of him.
Shamans offered their life to take care of other
people’s spiritual, psychological and physical
needs in order that they could improve and
take finally their lives in their own hands,
become responsible. This is the way we live,
we are in front of inspiration, our healer, and
through music, that’s the medicine, we take
care of us in the wisest way possible. Music
opens the doors of conscience making a voyage inside ourselves possible- after having put
away, at least for a while, the mask of ego – in

order to follow a path of self-conscience and
confidence. Music is a natural healer.
How is melancholy, as you say, linked and
transformed to inspiration and creation?
We prefer the word nostalgia. Nostalgia, in
our consciousness, is connected to the sea and
a primaeval golden age. Maybe you perceived
that a huge amount of our music reminds /
recalls the sound and substance of the water.
We feel that the rhythmical sound of the sea
is made of the same substance of music. We
were not surprised while reading Tolkien‘s
“Silmarillion”, the very first sound heard by
the elves sailing towards the Middle Earth after having left the holy land of their origins
was the sound of the waves and the very first
thing they saw were the stars. We feel the
same nostalgia mixed with pleasure while listening to the sea, it reminds us a Golden Age,
a sacred place where beauty and harmony still
reign unspoilt.
Romanticism is a vital part of your creation.
How do you perceive this chivalrous attitude apparent in your work?
Love, light and strength is our motto. Strength
means to achieve an inner balance that is necessary to endure with dignity, humility and
courage, all difficulties and frustrations. Be
centred guided by a shining and regenerating
force.
What is, in your opinion, the contribution
of the Pre–Raphaelites and the Aesthetic
Movement to music?
There are evident parallelisms between
Pre-Raphaelites art and some contemporary
(and not only) music and art.
The supernatural component and all that is
linked to feminine magic / wild nature are
present in both of them. Pre-Raphaelites and
the Aesthetic movement managed to capture,

feel and represent the beauty and the wisdom
of an imaginary age that distilled the quintessence of life from the fleeting moment, something apparently suspended but actually centred in the “here and now”. Beauty is Life and
Life is Beauty. Beauty is and interior guidance
to order and harmony. All aesthetic Movements know this very well.
Greek and Latin culture also play a vital role
in your work. Is it purely academic, or an inspiration coming when you are visiting the
places you musically explore? You say you
are travelling musicians.
Academy is boring if we do not feel the heart
of things. The need and joy to visit, contemplate and transform into music some specific
geographical or historical place are innate. We
follow our instinct. There are peculiar places
that are able to speak to us, so we go there and
listen to their voice. The Mediterranean countries, where we are from, go even deeper and
inspire us copiously.
What is your relationship with Nature?
We have always lived a deep communion with
nature and wilderness, it helps us to accept
and live in the cycle of birth, growing, maturity, decline, death, rest and re-birth.
We feel the natural elements and elemental

forces as a reign of subtlety and lightness.
In a past interview, you had told me that
your “creativity is amplified and transformed by listeners, it’s a completely shared
experience”. Can you elaborate on this?
Imagine that you are meditating, is it more
powerful to do it alone or connected with others? Imagine that you are playing, is it more
funny and enjoyable to do it as a soloist or
together with other musicians? Imagine that
you are praying, is it more efficacious to do
it alone or with several other people who feel
the same inspiration? Music comes from silence and becomes silence again. Like a concert. And a concert is a ritual where it is possible to open the doors of far-off dimensions,
we can live transcendent experiences as long
as we get rid of our mental burden (thoughts)
+ pathos to get sumptuously the area of sensations and eventually, spirituality.
Every listener chooses his/her own path to
be followed and explored thanks a common
musical line, everyone finds his/her roots,
memories, hidden fears and deep desires and
dreams but we are together and we create a
big and sometimes powerful energetic net.
For this reason, a concert is such an important thing. It enables everybody (both the musician and the listener) to know better his/her
own essence and find the energy and, eventually, keep all of this in everyday life.
You combine modern technology with classical instrumentation. Is this a statement? It
has been observed that classical music, underground, even metal music listeners come
to your concerts.
Folk music means the main use of acoustic
instruments rather than machines or computers and a special taste for traditional airs or
themes but, in our opinion, all of this has to
be transformed into something new. A com-

pletely new chant born from the immutable
heart of time. For this reason, we feel free to
play acoustic instruments together with electronic pads or instrumentation. We always did
it, from the very beginning and we feel that
this enriches our work. Frankly, sometimes it
is quite hard to define what our music is. Since
our first albums, we have rarely been interested in creating single tunes as we have always
enjoyed telling stories like modern minstrels,
trying to filter what mythology, traditions and
legends have handed down to us. Of course,
various listeners come to our concerts and
this is a treasure.
How important are esoteric studies as an influence to your music?
We are mainly interested in the magical power of the word, in the practice of the enchantment. We started from the ancient Greek
“mysteries” and the role of women in ancient
pagan cults. Enchantment means “singing-inside” and it was mainly a female magic practice. Pronouncing a word is a pure act of creation and I’m conscious that this creation is a
revelation, a process of deeper knowledge and
self-knowledge.

The magic word resounds before being pronounced. Knowledge and experience happen
at the same time and all of this is a sacred announcement, a message that doesn’t need rationality to be caught. It is a sort of spiritual
call coming from the depths. Memory and
singing are linked, they enable a deeper different “sight”. Our music is born to speak the
pure and noble language of nature. The ancient rituals celebrated the art of the essence.
They were able to concentrate into mantras,
dances , sequences of sounds and rhythms
the energy who passed trough human beings
and kept them alive. These rituals renewed the
connection between human beings and the
forces they were made of.
How would you paint your music? Brushes,
strikes, colour combinations.
There’s a very special moment of the day, at
sunset, in wich the Mediterranean Sea and the
sky marry and you loosen the coordinates of
everyday life, a magic gate opens and we can
cross it....
Would you like to tell us a few words about
your new work DEEP BLUE FIRMAMENT?
What is the theme you
explore?
In November 2015, we
entered our new recording studio without
any idea, any melody in
mind, completely empty as channels ready
to be filled with grace. Within a period of 9
months, 12 new musical pearls are born driven by a powerful inspiration, free and cleansing as the wind, deep and sensitive as the sea
waters.
A force full of nuances, full of scents made us
draw this album, so intimate, poetic and, at
the same time, majestic. In the darkest nights
of life, obscurity sharpens our subtle sight so

we are able to see more clearly the firmament,
slivers of insight make us lift our eyes up to
the deep blue sky opening our heart and mind
to an interior teaching or revelation. DEEP
BLUE FIRMAMENT is our trip as sailors before the stars, the firmament is our life-map
over a sea of notes. These songs bring magic,
awareness and clarity of vision. This album
has been released by the Greek label Sleaszy
Rider Records in two editions, a limited digi
with a bonus track and a jewel case edition.
From darkness, your light
will be born
Life is the way
As I reap what I have sown
I am human and what happens to other human beings concerns me
Submerged I re-emerge
Through hardships to the stars
Nature heals
Up our hearts
Let the Light shine
Per aspera ad astra
Luceat lux
Any plans?
In 2017, we will release for the first time on
CD two of our demo tapes (dated 1990 and
1992/3) called “Prophetia” and “Arazzi”. The
first one will be out also in a limited A5 edition
including a second CD with older and unre-

leased live stuff. Moreover, we’ll start creating
and recording our next album for Sleaszy Rider Records called “Sincronicity Embraced (out
at the end of 2017 beginning of 2018). Right
now we’re working on a new live performance
featuring the majority of the songs of “Deep
Blue Firmament”. Check our website www.ataraxia.net or our facebook page https://www.
facebook.com/AtaraxiaFB/ to be updated
about our forthcoming live dates.
The world is changing to something more
and more materialistic, how does the band
cope with this?
We feel that life is meant to be a spiritual growing and not only a materialistic experience, all
the domains where spirituality is expressed
can become a source of enlightenment.
We see mankind sacrificing his own soul. Folly that’s embodied by marketing, financial issues, blind power and a bad use of technology
kill the richness of life and dignity. Where this
happens only obscenity spreads. The more I
try to organise and foresee the more I’m defenceless in front of Fortune. Mystery guides
the world, we can’t administrate it. Obscenity
is what doesn’t consider me, doesn’t ask my
opinion, keeps me away from what I deeply
feel so that I loose the personal experience and
the world, in short, the
occasion I have to live. In
this way, TRUE reality is
sacrificed. We have levelled reality till making
it adhere to technology,
market and finance. This
negation of nature (our
nature and the nature of
life on earth) is running
very fast towards a deadpoint. Personally, what
we can do is making music and try to learn to be
coherent. Everybody is
responsible.

What advice would you give to new musicians of the genre you explore?
Music is a political act of making order in
the chaos (on the contrary, you can choose to
work in the opposite direction). In order to
do this, we have to welcome inspiration and
mystery that are something you can’t control.
When I say to myself that I want my life to
be a musical one, it means that I renounce to
control others and things (and this is a political act) as I choose the option of letting things
appear and go. To give up controlling is not a
passive act, it must be cultivated and it engages all our intelligence, sensitivity and will.
Music is the miracle of coming into being and
vanishing. Everybody has to deal with fears
(and death), the act of creation goes over fears
and ego. It is still possible to feel this vertigo if we cultivate our own availability to the
GRACE OF THE EVENT. Nowadays and future musicians and artists, be courageous! Let
the Grace in!
Thank you! You are a major source of inspiration, during good and hard times.

HOME PAGE / CONTACT
http://www.ataraxia.net/
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Mary Vareli: Arduinna was formed in 2008,
tell us more about this.
Christophe De Nockere: Arduinna’s first song
Dusk was made in 2008 but you could say that
Arduinna was already with us when we were
in the womb. Ever since I was
a child my parents took me
many times to the Ardennes. I
fell in love with the forests, rivers, hills, the sacred places, the
folklore and mythology of this
enchanting region. When I
started listening to dark ambient, neofolk, neoclassical and
soundtracks I felt like expressing my love for the Ardennes
in music. I used the influence
of many music projects to
come up with my own musical language.

Who was the founder?
I started alone at first, but after three songs I
was joined by my best friend Tim and from
that moment on Arduinna really got started.
We have known each other for over 20 years,
we both grew up in the 80s
and musically we were quite
influenced by soundtracks,
electronic & experimental
music of the 70s and alternative music of the 80s &
90s. Later on, we became
heavy involved in the Dark
Ambient/Neofolk/Industrial scene. And so Arduinna
was formed in 2008.

audiovisual
project
expressing love
and passion for
the Ardennes

You come from this area, right?
Well, to be honest, unfortunately, I don’t live
in the Ardennes. I live about two hours driving from that area. I still hope to buy a house
there someday and move there with my family. But I still go there as often as I can.

So, Christophe De Nockere
and Tim Dobbelaere are the core members,
are there any session musicians or vocalists?
No, it’s just us. We got in contact with Alessia
from Atrium Animae two years ago. She was
going to contribute her magnificent vocals to
some of our new songs, but shortly after we
got in contact Arduinna was put on hold for
a while. Unfortunately. I guess it would have
been interesting and wonderful to have

Alessia’s wonderful voice in our songs.
Where does the name come from?
Arduinna is a direct reference to the Ardennes.
She is the Celtic goddess of that area. We like
the name and what it stands for. Nature plays
a very important part in our lives. To us the
land is sacred and we are deeply concerned
about preserving what little is left of it in our
country. Landscapes and seasons are almost
like actors/actresses, they are the protagonists
in our videos and music. There is a strong heathen concept in the way we regard nature. We
felt that the name Arduinna covers our music
and videos and in one word pays a tribute to
our beloved area.
You are characterised as a Martial Industrial / Ethereal / Neoclassical band. Do you
agree with the definition? Which genre describes you best?
I have never understood why some people
think of our music as martial and/or industrial. Sure, we use some heavy “battle-esque”
sounding percussion on some of our songs,
but I wouldn’t call it martial because of that.
When I think of martial I think of LJDLP,
Triarii; music projects I don’t feel connected
to. And to me, industrial music is early SPK,
Throbbing Gristle, Whitehouse and so on.
If I have to label our music I’d say we are trying to make soundtracks for unreleased movies. Soundtracks with elements of ambient,
dark ambient, neofolk and neoclassical. But of
course, everyone is free to label our music to
their own liking.
What do you want to express with your music?
We wanted to create an audiovisual project to
express our love and passion for the Ardennes
but also for literature, art, nature, music, folklore, mythology. With the first songs and vid

eos, we mainly focused on our “heimat” and
folklore; which is the area of the Belgian Ardennes with its beautiful forests, rivers, ruins,
lakes and it’s fascinating history. But we didn’t
feel like limiting ourselves strictly to that subject.
Arduinna is an audiovisual project, tell us
more. Who creates the artwork?
I do all the photography. Most of the video
images were filmed by me, early on. Later on
Tim and I both took our cameras with us,
whenever we were travelling together. We edited the videos together.
You also reflect what you wish to express in
your videos.
For our home-made videos we used images
that we filmed on our travels (Ardennes, Paris, Arizona, Wales, England, Ireland, …) and
also borrowed some film fragments from directors that we really admire (like Tarkovsky,
Christensen and Malle). Before Arduinna we
experimented a lot.
Nostalgia and melancholy play an important role in your music. What else inspires
you?

Oh, many many things. Other music projects,
nature, winter, autumn, time, certain movies,
poetry, literature, art in general (paintings,
sculptures, architecture, …), our wives, my
son, snow, trees, falling leaves, brooks, rivers,
lakes, deer, wolves, starry skies, … I could go
on and on. Everywhere I look, see and hear
there are things that are inspiring.
What is the role of folklore in your project?
Folklore plays a very important part. Be it
subconscious. I feel connected to folklore, the
fairy tales, the mythology and legends of the
Ardennes. I like to read about the legends and
sagas of places I visit. When I walk in Wéris I
am fascinated by the tales and folklores about
the menhirs and dolmen of that area. When I
am walking in a snowy winter forest I like to
think about the fairy creatures that dwell in
these areas. I don’t believe in them but I believe in their existence in tales and legends.
Your two albums are slightly different;
“Wéris” sounds more ambient than “Winter
Ruins”. Tell us about this.
Wéris was actually the name we chose for our
debut album. But then we didn’t think the
name was appropriate so we chose the name
“Winter Ruins”. There are some songs on
“Wéris” that didn’t make it on “Winter Ruins”.
I guess we left out some of the ambient tracks.
So “Wéris” was never officially released though

it was reviewed by our dear friend Virginie
who works for Les acteurs de l’ombre.
I need you to brainstorm words that describe the idea behind each album:
“Wéris” / 2011: experimenting, dreaming,
wandering, forest walks, legends and tales,
folklore
“Winter Ruins” / 2013: dreaming further,
leaving the forest, mythology, literature,
soundscaping,
Your label Seventh Crow Records seems to
support your project. Did you face any difficulties with labels who failed to do so before
your collaboration with SCR?
Well, we were first approached by a label from
New York, Broken Limbs recordings. They offered us a cd release and they were very nice.
Really nice people. But then it took a while
and things got on hold. They also had some
problems and I understood that it was a little
difficult for them to continue given the circumstances. So after a while, we kinda got
tired of waiting.
Then we were introduced to Sebastyen D who
runs Seventh Crow Records and he offered us
a cd release and we gratefully accepted. We
like New York but we prefer Paris

You also appear in the compilation Ave
Atque Vale, in 2013.
Any past collaborations or past projects?
I know two Arduinna side projects: Die
Among Strangers & If Sleep And Death Be
Truly One.
Well, those two projects are my solo projects. They were just for fun. I wanted to make
some darkwave/goth music and some neofolk
music. It was great that three of my songs appeared on two compilation albums. But DAS
and ISADBTO are kinda dead now.
Tim is still heavily making music, in totally
different genres, and he is doing a great job!
I am sure you will hear from him in the future.
Together with two friends of his he founded a
new music project called MOat: Moments of
absent time. Electronic, ambient, experimental music.
Other musicians that inspire you?
Well concerning Arduinna there was a huge
influence of early Cold Meat Industry music,
Wardruna, Dead Can Dance, soundtracks,
Eduard Artemiev, early Tangerine Dream,
early Mike Oldfield and of course tons of neofolk and dark ambient. Also classical composers like Mahler, Schubert, Beethoven, Mozart,
Bach, …
Writers and directors that you admire?
Oh many many many people!! Literature: The
great Russian classics, the great French classics, the great German classics, the great British classics. I also like Tolkien (the books, not
the movies) and I adore books on folklore and
mythology. I just love the great tales of our
folklore and mythology: the Edda, the Kalevala, the Celtic canon, fairytales and folktales of
Ireland, Wales, Bretagne, Scotland, Beowulf.
I have a great love for Hermann Hesse, Dostojevski, Chaim Potok, Jean Giono, …

To me, the greatest director ever is and always
will be Andrei Tarkovsky. Unfortunately, he
passed away too soon, but the films he made
are just astonishing. No director comes close.
Ok, Tarr and Zvjagintsev obviously were influenced by the great Andrei but still, they
don’t come close.
A personal favourite film of both of us is Never Cry Wolf (1983) by C. Ballard.
That movie is so beautiful and the soundtrack
is stunning (Mark Isham).
That soundtrack had a huge influence on Arduinna.
What makes it difficult for talented bands to
release new albums?
Hmmm, money I guess. Well to be honest: I
really admire people like Saor for instance. He
releases his own albums, without a label, he
built a fan following and just does the things
he wants to, without a label interfering. I think
nowadays it is much easier to release your music. You can go on Bandcamp, Soundcloud, …
And there are many underground labels
(sometimes small, sometimes big) that are
supporting new music projects.
Just do what you like, don’t compromise and
have fun to make music, I’d say.

What are your plans, should we expect a
new release?
Well, Arduinna is taking a long winter sleep
for the moment. Since 2013 actually. It is
mostly my fault actually. I have a family now
and lately I just have less time to make music.
We still have about a dozen unreleased songs
and demo ready. So maybe someday we’ll do a
comeback. Who knows? I want to say though
that despite us being non-active for all this
time people still write us about Arduina, and
lots people keep telling us how much they like
our songs and videos. I want to say a big thank
you to everyone who supported us and keeps
supporting us! It is much appreciated!
Thank you very much!
Thank YOU for this opportunity! We really
appreciate it!

HOME PAGE / CONTACT
https://www.discogs.com/Arduinna-Winter-Ruins/master/590792
h t t p s : / / w w w. f a c e b o o k . c o m / A r d u i n na-173727462645888/?fref=ts

IN LOVE WITH
ATARAXIA DEEP BLUE
FIRMAMENT SLEASZY
RIDER RECORDS CD
Digipack, 2016

Deep Blue Firmament

is the new album of the prolific Ataraxia, released in September 2016 by the Greek
label Sleaszy Rider Records
in Digipack, Ltd edition with
12 tracks and Jewel case, standard edition, with 11 tracks.
The studio work of the album
started in November 2015
without a clue of the outcome. Within 9 months the
creative vessels of the band
filled with genuine inspiration and gave birth to a poetic
album that narrates a journey from Autumn towards
summer, where the seed of
optimism and beauty is planted, grows, flourishes and is
ready for harvest; signalling
metaphorically an optimistic
allegory of Light following
Darkness, and realistically
the proof that Ataraxia’s musical idiom is so intense that
it can dare be enriched by
new elements and yet emerge
more powerful than ever.

Francesca Nicoli combines
her mesmerising Vocals with
Vittorio Vandelli’s electric
and classical guitars, guitarra
fado, bass guitar; back vocals and Giovanni Pagliari’s
Keyboards,
harmonizing,
back vocals. Riccardo Spaggiari’s snare-drum, frame
drum, daf, darabouka, cymbals, drum-pads and the
cello of Totem Bara. The
outcome is enchanting.

musical twists mesmerises the
listener into a magical rabbit
hole; one of these tracks that
it takes time to fully grasp;
due to their complexity and
narrative mood. Phoebe, with
its orchestral elements, also
points to the Ataraxia musical idiom, escalating into a
ghost-like atmosphere. Rosso Sangue possesses a troubadour flicker and, I daresay,
martial elements. It can touch
the most sensitive of hearts,
Alexandria part I is a me- empowering nostalgia with
lodic, sentimental track strength and force; anothdominated by the violin and er interesting combination.
Francesca’s voice, while Alexandria part 2 is more epic, Ubiquity now, an enigmatic
enhanced by back vocals by track, could possibly signal a
Giovanni Pagliari and narra- new era for Ataraxia’s musical
tive parts in Ataraxia’s poetic innovation, modern, in comstyle. Delphi is characterised parison with the band’s style,
by a nostalgic and indissol- and old, as our most hidden
uble dream-like music box desires; always present and
feeling, while Galatia fea- yet hidden. Vertical is equally
tures two different instanc- daring, juxtaposing electronies of Francesca’s voice, sing- ca elements with operatic voing and recitation, using cals and almost grateful piety.
the ritual tone of her voice.
I am rarely as impressed as I
Greener than Grass, my fa- am now, listening to this vervourite track, is more ethereal satile masterpiece, but, above
and more sentimental, com- all, I feel I am proved right
bining artfully Mediterranean investing my musical hopes
and Celtic cultural elements. in the band, concerning the
May is a melancholic track full future of the genre. Ataraxia
of whispers, playful cinematic is authentic, and this authenaspects and the electric touch ticity is proved by their apof Americana music. Message proachable manner, encourto the Clouds follows with aging presence and creative
vocals flirting with the cello genius. Priceless
.
in the familiar Ataraxia-que
Mary Vareli
style, dramatic and sensitive.
Myrrh is dark and epic, almost ritualistic and full of

IN LOVE WITH
DAEMONIA NYMPHEMACBETH 2016, digital

Macbeth is the original soundtrack
from the theatre production ‘Macbeth, arranged, composed and performed by Daemonia Nymphe;
Spyros Giasafakis and Evi Stergiou. The soundtrack was commissioned by the National Theatre
of Northern Greece and released
on May 27, 2016.
Additional musicians are Victoria
Couper, Evi Sarmi, Orestis Giasafakis, Rey Yusuf, Luka Aubri,
Cristiano Castellitto, Vaggelis Paschalides and Maria Stergiou. The
album was mastered by Nikodemos Triarides, Daemonia Nymphe
and Ian Williams. It was recorded
at slaughterback studio by Ian Williams, London, while additional
recordings took place at Sonic Ark
Studio by Nikodemos Triarides,
Thessaloniki. Spyros Giasafakis
created the cover art.
Daemonia Nymphe prove their
creative genius, performing and
composing music with reproductions of ancient Greek instruments
combined with their unique,
timeless musical idiom. The band
performs worldwide and has collaborated with European and International Labels. The natural,
unrestricted talent of Daemonia
Nymphe is expanding in theatre,
being commissioned to compose
and perform music for a great
number of theatre productions in

the United Kingdom mostly and
in the case of Macbeth with the
National Theatre of Northern in
Greece.
William Shakespeare’s masterpiece, thought to have been first
performed in 1606, is translated by
Dimitris Dimitriadis and is newly
directed to resemble a Gothic fairy
tale by Anastasia Revi, art director
of the prizewinner theatrical team
“Theatre Lab Company”, based in
London.

Macbeth’s Triumph 3:59 introduces the brave Scottish general
named Macbeth; his origin and
personality are presented by the
epic feeling the introductory
act emits. This is probably how
he felt discussing victory with
Banquo. Witches’ Lullaby 5:25
is an enchanting and haunting
lullaby, creepy and comforting
at the same time. Macbeth will
“be King hereafter”.
Never Shall Sun That Morrow
See 5:13 focuses on Lady Macbeth talking to her husband.
Promise and hidden intentions
rule, hidden ambitions flow in
a celebratory manner. The Fallacious Glance starts with whispers and creates a highly dramatic atmosphere full of danger,
plotting and anticipation.
A Dagger of the Mind 6:07 is a
powerful track, decisive and absolute, it resembles the power of
a dagger plagued by the strength
of its own steel. With the hallucination of a bloody dagger, tension is increased, escalating into
the horror of a despicable act.
Suspicion 4:00 is full of depressive elements, a sense of unfairness that characterises the point
of no return and an unfair flee,

as well as suspicion and insecurity. An intelligent track to
pinpoint Macbeth’s disturbed
mind. Macbeth’s Coronation
3:37 is what the title suggests.
The celebratory atmosphere that
accompanies a coronation.
Into the Woods 4:34 is an intimidating track, a convoy of
horrible apparitions. The Dinner 3:49 lessens the tension
with its playful mood only to
prepare the listener for Hecate’s
Wrath 3:18. Hecate is the queen
of witches and reprimands the
witches for dealing with Macbeth without her participation.
The track is immensely theatrical.
Lady Macduff ’s Lament 3:21 is
what the title implies, a lament.
Sad and melancholic, full of
weeping with a sense of dirge,
it is, by all means, a very special composition. The Battle
in Bernham Forest 5:39 is epic,
with plenty of martial elements
to prevail. Anger is what dominates.
Malcolm’s Victory 1:56 signals
the resolution, full of traditional
Scottish elements and a bittersweet tone.
Macbeth soundtrack is a masterpiece. Not only as a qualitative commission, but also as a
chronicle of talent and creative
ingenuity. Daemonia Nymphe
was the right choice to depict
musically the dramatic tone of
the mist in Scotland, of the occult elements together with the
power of nature, of the act of
murder and the sight of shadows and death. The music adds
idieally to the dramatisation
of the damaging physical and
psychological effects of political
ambition.
Mary Vareli

KENNETH ANGER
FILMMAKER, ACTOR,
AUTHOR, OCCULTIST

DREAM SEQUENCE
DANCE
DARK FANTASY
EROTICISM

By Tania Santoui

“Films are close to being dreams
– and in dreams, you don’t have to
analyse what everything means.”
Kenneth Anger, Kenneth Wilbur Anglemyer, born on February 3, 1927, in Santa
Monica, California, is an American underground experimental filmmaker, actor and
author who works exclusively in short films
characterised by surrealism, psychodrama,
eroticism and, above all, the occult. Anger
has been described as “one of America’s first
openly gay filmmakers, and certainly the
first whose work addressed homosexuality
in an undisguised, self-implicating manner”, and his “role in rendering gay culture
visible within American cinema, commercial or otherwise, is impossible to overestimate”(Svede, Mark Allen, 2002). Several recurring themes can be seen within Anger’s
cinematic work, besides homoeroticism, expressed with images of naked men. One of
the central recurring images is the concept
of flames and light; further to this heavy use
is made of music, both classical and pop, to
accompany the visual imagery. Auguste and
Louis Lumière, Georges Méliès, and Maya
Deren have been his major influences, concerning cinematography.
Kenneth was very interested in the works
of the French ceremonial magician Eliphas
Levi, as well as Sir James Frazer’s The Golden Bough. His interest in the occult started
when he read L. Frank Baum’s Oz books as a
child. Anger has always been fascinated by
the English occultist Aleister Crowley, and is
an adherent of Thelema, the religion Crowley
founded.
“If you are a member of the media, you belong to the public. You’ve made that Faustian
bargain with your public. Take me – all of me
– I’m yours.”
Kenneth Anger

EARLY LIFE
His father was of German ancestry, while his
disabled mother of English ancestry. Anger
was raised in a typical middle-class family.
He had two siblings. Anger’s relationship with
his parents and siblings was horrible. Who influenced his versatile personality? It was his
grandmother, Bertha, who first took Kenneth to the cinema, to see a double bill of The
Singing Fool and Thunder Over Mexico and
also encouraged his artistic interests.
His youth was quite controversial; a child actor, making short films at the age of ten, being put on trials on obscenity charges, and
later acquitted, was also a friend of pioneering sexologist Alfred Kinsey, a “father figure”for him, Tennessee Williams, Mick Jagger, Keith Richards, Jimmy Page, Marianne
Faithfull and Anton LaVey.

In his first film in 1937, Ferdinand the Bull, the United States Navy, American Christmas
Kenneth dressed as a matador, while two of and the fourth of July.” The Supreme Court of
his friends from played the bull. His second, California, in the end, reached the verdict that
Who Has Been Rocking My Dreamboat, was the short film was art rather than
made up of footage of children playing during
the summer, accompanied by popular songs
by bands like the Ink Spots. Who Has Been
Rocking My Dreamboat followed in 1941. In
1942 his next short film, Prisoner of Mars,
was heavily influenced by Flash Gordon and
elements taken from the Greek mythological myth of the Minotaur. He had also constructed a small volcano in his back yard. It
is believed that Anger destroyed much of his From Scorpio Rising
previous work in 1967.
In 1944, the Anglemyers moved to Hollywood to live with their grandmother. There,
Kenneth met a fellow filmmaker, Curtis
Harrington, and formed with him Creative
Film Associates (CFA). Harrington is said to
have introduced Anger to the work of Aleister
Crowley. CFA also distributed experimental
films or “underground films” such as those of
Maya Deren, John and James Whitney.
The first film to gain recognition was Fire- Inauguration of the Pleasure Dome
works (1947), before moving to Europe,
where he produced Rabbit’s Moon (released
1970) and Eaux d’Artifice (1953), immensely
inspired by the avant-garde scene.
FAME
At some point in the mid-1940s, Kenneth
moved out of his parents’ home, changed his
name and openly declared his homosexuality,
at a time when homosexual acts were still illegal in the United States. He started studying
cinematography at the University of Southern
California and was keen in consuming cannabis and peyote. The result of this experience was the short film Fireworks, released
in 1948. About this short film, which caused
him an arrest on obscenity charges, he said:
“This flick is all I have to say about being 17,

Kenneth Anger and Sexologist Dr. Alfred Kinsey inside the Abbey Of Thelema (1955)

pornography. Fireworks is about a young man,
Anger himself, who is attacked by sailors who
beat him to death and open his chest to find a
compass inside.

Thelema Abbey, restoring many of the erotic
wall paintings that were found there as well
as performing certain Crowleyan rituals at the
site. Kinsey died in 1956; Anger returned to
Paris, feeling extremely lonely.

In 1950, Anger moved to Paris, France, after
receiving a letter from the French director
Jean Cocteau. Cocteau expressed his admiration for Fireworks, shown in 1949 at Festival du Film Maudit in Biarritz, France, and
asked Anger to make a movie of his ballet The
Young Man and Death.

In desperate need of money, Anger wrote a
book titled Hollywood Babylon in which he
collected together gossip regarding celebrities, some of which he claims he had been
told. This included that Walt Disney was a
drug user, addicted to opiates, reflected in
the character of Goofy, who’s perpetually
stoned on cannabis.

His practice of Thelemic religion gave birth
to Inauguration of the Pleasure Dome, created
in 1954; a 38-minute surrealist work featuring
many Crowleyan and Thelemite themes, with
many of the various characters personifying
various pagan gods such as Isis, Osiris and
Pan. In 1955, Anger and Alfred Kinsey travelled to the Abbey of Thelema in Cefalù, Sicily in order to film a short documentary titled

In 1961, Anger returned to America and began work on Scorpio Rising, incorporating
more controversial visuals into the piece, including Nazi iconography, nudity, and clips
of the life of Jesus Christ taken from Family
Films’ The Living Bible. The film soon became
popular but was banned after he was brought
to court again due to claims that the film was
obscene.

of, showing his resentment for Andy Warhol,
and became good friends with Anton LaVey,
the founder of the Church of Satan. Anger
describes himself as a “pagan” and refuses to
consider himself to be a Satanist.

From Fireworks
His next plan was a grant of $10,000 he received from Ford Foundation, which had
just started a program of giving out grants to
filmmakers in order to create a relevant film.
Anger spent much of the money on living
expenses and making alterations to some of
his earlier films, meaning that by the time he
actually created Kustom Kar Kommandos, it
was only one scene long.
The mid-1960s saw the emergence of the hippie scene, making the mind-altering drugs
that Anger himself had been using for many
years very popular, particularly LSD, which
at the time was still legal in the United States.
By this time, Anger had become well known
throughout the underground scene in the
United States, and several cinemas across the
country screened his better-known films all in
one event.
Anger enjoyed his fame and began to react to publicity in much the same way as his
idol Aleister Crowley had done, for instance
describing himself as “the most monstrous
moviemaker in the underground”, a pun on
the fact that Crowley had been labelled “the
wickedest man in the world” by the British
tabloids in 1920.
In 1980 Anger threw paint over the front door
of a house that Warhol had recently moved out

In 1967, in Village Voice, Anger publicly reinvented himself by placing a full-page advert
declaring “In Memoriam. Kenneth Anger.
Filmmaker 1947–1967”. He soon publicly reappeared, this time to claim that he had burned
all of his early work.
The following year he travelled to London
where he created a new film full of Thelemic
themes, Invocation of My Demon Brother,
which starred Beausoleil, LaVey, Jagger and
Richards, as well as Anger himself, and the
music for which had been composed by Jagger.
In 1986, he sold the video rights to his films,
which finally appeared on VHS, allowing
them to have greater publicity.
He retired from filmmaking in the early 1980s,
publishing the book Hollywood Babylon II
(1982), only to return at the dawn of the 21st
century, producing shorts for various film festivals and events.
Until today, Kenneth Anger is very energet-

ic, enjoying life and devoted to art in all its
forms. Anger has always been an extremely
private individual, although he has given various interviews over the years. David Wingrove, describing him in 2008 as “A joy. Gentle, soft-spoken, immaculately tanned”.
FILMOGRAPHY
1937 Ferdinand the Bull Lost film
1941 man on man 3 7 mins. A silent black-andwhite film in which homosexual activity goes on
in Santa Monica, California, interspersed with
images of nude male and homosexual imagery,
which ends when cum fills their anuses, and they
fall apparently dead.
1941–1942 Tinsel Tree 3 mins. A silent blackand-white film that Anger personally hand tinted with gold-scarlet over the flames. It featured
a Christmas tree being dressed in decorations,
before being shown stripped and bare and set on
fire.
1942 Prisoner of Mars 11 mins. A silent blackand-white film that mixes futuristic science fiction with the ancient Greek myth of the Minotaur. The plot revolves around a character, The
Boy Elect from Earth, played by Anger himself,
who is sent in a rocket to Mars where he finds
himself in a labyrinth filled with the bones of other adolescents sent there in the past.
1943 The Nest 20 mins. A silent black-and-white
film in which a brother (played by Bob Jones) and
sister (Jo Whittaker) are examining mirrors when
a third figure (Dare Harris), causes them to act violently against one another, before a magical rite
takes place in which the sister’s binding spell is
destroyed by the brother.
1944 Demigods (Escape Episode) 35 mins. A silent black-and-white film based upon the ancient
Greek myth of Andromeda, in which a girl (Marilyn Granas) is imprisoned within a seaside crumbling Neo-Gothic church guarded by a religious
fanatic (Nora Watson), till she is saved by a boy
representing Perseus (Bob Jones).
1945 Drastic Demise 5 mins. A silent black-andwhite work filmed by Anger in Hollywood on V-J
Day. Consisting of footage of a celebratory crowd,
it ends with an image of a nuclear mushroom
cloud.

1946 Escape Episode 27 mins. A shortened version of Demigods (Escape Episode), it features
Scriabin’s The Poem of Ecstasy alongside the
sounds of birds, wind and surf.
1947 Fireworks 15 mins. Filmed in black and
white, it is a homoerotic work seen through the
eyes of the protagonist, played by Anger himself.
1949 Puce Moment 6 mins. Filmed in color, starring Yvonne Marquis as a celebrity in her home,
and featuring music by Jonathan Halper, Puce
Moment lasted only one scene and portrays her
examining her dresses and perfume.
1949 The Love That Whirls unknown Influenced
by James Frazer’s anthropological text The Golden Bough, it was set in the Aztec civilisation and
featured a youth who was chosen to be king for a
year before being ritually sacrificed. The film was
subsequently destroyed at the Eastman-Kodac
developing plant, who objected to its theme and
nudity.
1950 Rabbit’s Moon 16 mins (1972)
7 mins (1979) Filmed in 35mm, it is set in a small
wooded glade where a clown stares up at the
moon, in which a rabbit lives.
1951–1952 Les Chants de Maldoror unknown
Based upon the 1868 novel by Isidore Ducasse,
Les Chants de Maldoror, only test shots were produced, in which he employed members of the
Marquis de Cuevas ballet.
1953 Eaux d’Artifice 12 mins. A short, monochromatic film appearing in dark blue, with only
one moment of color – a woman opens a fan that
glows in bright green. The woman appears in a
gown stretching from neck to toe, wearing dark
glasses and a feathered headdress. Water flows
throughout, from fountains, and suggestively
through the mouths and over the faces of statuary. Fluids sensually pulse and flow, reminiscent
of sexual climax. In the end the woman steps from
a door seemingly from the side of a fountain, and
is herself transformed into water. The film is set
to the music of Vivaldi’s Winter Movement from
the Four Seasons.
1953 Le Jeune Homme et la Mort unknown Based
upon the ballet by Jean Cocteau, this silent blackand-white film starred Jean Babilee as a young
man and Nathalie Philipart as Death. It was a
16mm pilot designed to be used to raise funds
to produce a 35mm Technicolor version, but the

funding for this never materialized.
1954 Inauguration of the Pleasure Dome 38 mins.
1955 Thelema Abbey 10 mins. A short, black-andwhite documentary on Aleister Crowley’s Abbey
of Thelema in Sicily, which examined many of the
exotic frescoes, a study in which Anger was assisted by sexologist Alfred Kinsey.
1961 L’Histoire d’O 20 mins. Based upon Pauline Réage’s 1954 novel, L’Histoire d’O, it revolved
around the sadomasochistic sexual activities of a
heterosexual couple. Anger would later relate that
the money provided for the film had been a part
of the ransom paid to the kidnappers of Eric Peugeot, heir to the Peugeot car company fortune.
1963 Scorpio Rising 29 mins.
1965 Kustom Kar Kommandos 3 mins. In color,
set to the tones of “Dream Lover” by The Paris
Sisters, several handsome young men stand admiringly over the chassis of a souped-up hot rod.
A young man slowly works the chamois over the
chrome and paint of the machine. The young man
now smartly dressed in matching pastel blue gets
behind the wheel and begins to work the controls.
Finally, the engine revs and the car rolls away.
1969 Invocation of My Demon Brother 12 mins.
In color, with an electronic score by Rolling Stones
lead singer Mick Jagger. The film features an array of occult symbols and activities, including
a Satanic funeral for a cat. Demon Brother also
includes Anton LaVey as a priest, newsreel footage of the Vietnam War, and clips of The Rolling
Stones’ July 1969 free concert in London’s Hyde
Park, their first public appearance after the death
of Brian Jones and their first performance with
Mick Taylor. Also shown in the concert footage
are Jagger’s then-girlfriend and pop singer Marianne Faithfull and Keith Richards’ wife, actress
Anita Pallenberg. Demon Brother is mostly assembled from footage for Anger’s original version of Lucifer Rising, including scenes of future
Manson Family associate Bobby Beausoleil in the
titular role.
1970–1980 Lucifer Rising 29 mins.
1976 Senators in Bondage Announced, but never
produced
1977 Matelots en Menottes Announced, but never produced
1979 Denunciation of Stan Brakhage 7 mins. Announced, but never produced

2000 Don’t Smoke That Cigarette! 45 mins.
2000 Hollywood Babylon 4 mins. Co-directed
with Nico B.
2002 The Man We Want to Hang 12 mins. Images
of artworks by or related to Aleister Crowley with
music by Anatol Liadov
2004 Anger Sees Red 4 mins. Comprises footage
of a muscled man, who identifies himself only as
“Red”, walking through a park and sunbathing, at
which he is seen by Anger himself, who is also in
the park, before subsequently returning home.
2004 Patriotic Penis
2005 Mouse Heaven 11 mins. A montage of Mickey Mouse memorabilia from the 1920s and 1930s,
accompanied by contemporary jazz music.
2007 Elliott’s Suicide 15 mins.
2007 I’ll Be Watching You 5 mins.
2007 My Surfing Lucifer 4 mins. Color with no
sound; “A Tribute to my Surfing Pal Adolph Bunker Spreckels III” “BUNKY”. A young man with
a white Mercedes, the rolling waves breaking on
the beach, the surfers riding them in. The film
ends with a closeup of the skinned elbow of the
surfer, presumably abraded during a wipeout.
2008 Foreplay 7 mins.
2008 Ich Will! 35 mins.
2008 Uniform Attraction 21 mins.
2010 Missoni 2 mins. 32 secs.
BOOKS
1959 Hollywood Babylon
1961 A History of Eroticism An introduction to
Lo Duca’s book.
1970 Atlantis: The Lost Continent An introduction to Aleister Crowley’s book.
1986 Hollywood Babylon II
2001 Suicide in the Entertainment Industry With
David K. Frasier.
AWARDS
Maya Deren Independent Film and Video Artists
Award (1996)
Spirit of Silver Lake Award (2000)
Golden Gate Persistence of Vision Award (2001)
Independent/Experimental Film and Video
Award (2002)
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Kenneth Anger on set of Lucifer Rising,
London, 1970

once upon a time
by Roberta Sparrow

KODAK NO.1 CIRCULAR
SNAPSHOTS
Popular photography can
properly be said to have started
120 years ago with the introduction of the Kodak camera,
the invention of an American,
George Eastman (1854-1932).
It was a simple, leather-covered wooden box – small and
light enough to be held in the
hands.
Taking a photograph with the
Kodak was very easy, requiring only three simple actions;
turning the key (to wind on
the film); pulling the string (to
set the shutter); and pressing
the button (to take the photograph).
There wasn’t even a viewfinder
– the camera was simply pointed in the direction of the subject to be photographed. The
Kodak produced circular snapshots, two and a half inches in
diameter.
The Kodak was sold already
loaded with enough paper-based roll film to
take one hundred photographs. After the film
had been exposed, the entire camera was returned to the factory for the film to be developed and printed.

The camera, reloaded with fresh film, was
then returned to its owner, together with a set
of prints. To sum up the Kodak system, Eastman devised the brilliantly simple sales slogan: ‘You press the button, we do the rest.’
Image Source: http://publicdomainreview.org

WEIRD BOOKS - STRANGE, EROTIC, SPOOKY, SILLY

By Spyros Papathanasiou

