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I do a variety of things that keep me in a place of 
openness and flow – staying connected with my 
laughter, staying soft, staying with my breath.

So the way I stay centered in New York:
 
I visit the parks. Two of my favorite parks are Riverside 
Park and Central Park.
 
I also go dancing a lot, especially dancing with shoes 
off, which allows me to open up, be free, and move 
beyond my local body sense of self into an open 
energetic spatial field. So practicing, opening, and 
communing and interacting with a field that is much 
larger than a location called New York City.
 
So also meditation.
 
Meditation for me means dropping, in a transcendental 
way, into conscious present time and being there, and 
just staying there not doing anything. Not thinking 
anything. Not processing any thought flow. Staying 
out of the processing of linear thought flow, staying 
out of the act of processing a local personal history 
identity, and being empty.
 
Meditation is staying empty, staying out of local time, 
space, and mind. 

That’s how I stay centered in New York. Centered 
means being in my center. The center for me is not 
my body. The center for me is source, the self that 
holds me as an eternal being.

Laraaji



So my center is spirit.
 
Some of us refer to this as spirit or as God or as 
creative intelligence or as soul or as origin or as 
source, but when I am in it I no longer need to have 
a name for it. I use a name to help guide me out of 
my distractions and then when I am in emptiness I 
don’t even have a name for it. It’s just being present 
as awareness. 

Meditation, meditative practices, walking in the parks, 
dancing. If I can do this at least two and a half hours 
every day it keeps me centered not only in New York 
but in the country and on the planet. 
 
There is a wonderful practice called Five Rhythms 
dancing. Five Rhythms, which is a meditation oriented 
dance class, happens Tuesdays, Fridays and Sundays 
in New York City for as low as 20 dollars for two 
hours with wonderful facilitators and music that is 
meditation oriented.
 
I also am in collaboration with an ashram, spiritual 
centers in New York, yoga centers, like Jivamukti, 
Integral Yoga Institute and also upstate New York 
Ananda Ashram. There I get to touch into yoga. Yoga 
practice is one wonderful way to bring the awareness 
out of discentering, out of discombobulation, out of 
confusion and allow it to rest in a still center.

Laraaji’s celestial music performances and seriously playful laughter workshops can be found at: laraaji.blogspot.com
Collage (p. 1) and interview by Rachel Day: rachelbethday.com
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The Wish Book

8

Artist and animator Courtney Bird Ziegler’s project The Wish 
Book is a series of videos and written and drawn interviews about 
what people wish for. In 2011 she launched a Kickstarter to bring 
the project to India, then took off to create a one-hour long 
fi lm documenting her travels, as well as leaving a paper trail of 
drawings and written wishes with people throughout the country 
over the course of seven months. After her time in India she 
continued the project in China, and most recently in orphanages 
and co-operative living communities in Central America.  

9 

Perfect Wave: So you just came back from Mexico and 
before that you were in Guatemala. Can you tell me what 
you were doing there? 

Bird: I went to Guatemala in the beginning to work with 
this chocolate shaman, who basically uses chocolate as a 
medicine for heart opening, and processing. But as soon 
as I got there, he was leaving, so I got to do an interview 
with him the night before he left. And then I lived at 
this lake for three weeks, which is this really beautiful 
community of people from all over. And that’s when I 
decided to launch my second project, a second series of 
this Wish Book project, which is basically a project of 
collecting wishes from different people through means of 
video interview and written documentation. It’s kind of 
a platform for art therapy and also helping people voice 
what it is they want to realize in their lives, or what they 
want to realize in the world. And so in Guatemala I was 
interviewing people that were traveling through, I was 
interviewing some of the local people. I went to some 
of the local schools and did a public workshop with kids 
where they do portraits of each other and then draw 
out their wishes of each other, like they would interview 
each other on their wishes and then they would draw out 
their wishes around the portrait. So, yeah, it was really 
beautiful, spending time in this alternative community in 
another part of the world, documenting it, and creating 
short [fi lms] about it, and collecting these journals fi lled 
with wishes. 

PW: How did you fi rst come up with the idea of doing 
The Wish Book?

B: It was actually here in New York, because I found a 
book called My Own Book Of Wishes, and it was for a child 
and it was at Strand [Books], I found it in their dollar 
bin. And it had all these pages that were meant for kids 
to interview themselves, I guess. And it would say, “I 
wish there was a day for…” “I would like this because…” 
“Please draw this wish…” “I wish I had one…” “I would 
like this because…” “Please draw this wish…” It was fi ll-
in-the-blank. I went over to my friend Rez’s house right 
after I bought it, and I just was like, “I have this book, 
I want to interview you in it.” And so I asked him, “I 
wish I had two…” And he said, “Birds of a feather.” And 
I said, “I would like this because…” And he said, “Then 
we could fl y together.” He drew these two birds and all 
of these feathers, and it was so cool. And then I was like 
woah, this is awesome. His roommate was there, and I 
interviewed her.  She’s a musician, Cammisa [Buerhaus]. 
And she said, “I wish I had one…soul.” “I would like this 
because…I have too many.” 

And she painted it so crazily, with all these colors, and I 
was like wow, this is amazing. And I just kept interviewing 
people. 

I remember I interviewed Amy [Jenkins], “I wish I could 
forget the time…I peed or pooped my pants.” “I would like 
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this because…” And she said, “But, actually, I don’t wish 
I could forget that, because the worst times are always 
the best times.” And she drew this hilarious picture. The 
more interviews I would get the funnier they would be. 

PW: How do you feel that your other artwork, your 
animations and other visual work tie in with your work 
with The Wish Book? 

B: I really started incorporating that. With my animations, 
I feel my animations really explore a world of more 
emotional levels, and I would say the unseen. One guy said 
to me, “Making the invisible visible.” And making things 
that we talk about or are intangible, these feelings, making 
them come to life through animation. And animation is 
really a means of therapy for me as well, a way for me 
to express things inside of me that I need to get out. So 
through creating I’ve just been able to fi nd…you know, 
someone will talk about using their heart instead of their 
mind, or someone will talk about traveling, or something, 
and something will come up, and I’ll think of an image 
I’ve created, or an image I want to create, and I’m able 
to use part of the interview, the video part when they’re 
speaking, and then mix it with the animation, so you’re 
still hearing what they’re saying but you’re experiencing 
it in a different way. Yeah. I love mixing media. I think life 
is material, everything is material, and life is really just as 
surreal as art is, but making this strange meditative video 
that allows you to explore other realms and the realms of 
the creative is really what I’m interested in doing.

PW: What were some reactions you found working with 
kids when you were in the places that you visited?

B: It really depended. In India, for example, it was really 
different than in Guatemala or Mexico. At the same time 
they’re all the same. Everybody’s wishes are different 
and they’re also universal. I remember a kid in China, 
who had wished for a panda, and there was also a kid at 
the orphanage in Guatemala who also wanted a panda, 
and they both wanted pandas because they’re cute and 
friendly. But in India, it’s also an age group too, the middle 
schoolers, they all just want girlfriends and boyfriends. 
And they want two girlfriends, and they want to go to a 
beach so they can talk to a girlfriend, and they want to 
go to a rock dance and fi nd a girlfriend [laughs]. And this 
one class I went to stuck with me, it was a little bit less… 
it was wishes, but it was more they were talking about 
what they wanted to be when they grow up. And all these 
kids were four and fi ve. And they were all saying different 
things. Some of them said Spider-Man, some of them said 
policeman, fi refi ghter, but most of them were just saying 
Krishna, or God. Like, “I want to be God when I grow 
up.” And it was just like, really awesome to see that a) 

that was their desire and b) that they weren’t being told 
that they couldn’t be God. Just the fact that that was in 
their mind, that when you get older you can be God, you 
can be God-like. 

PW: What does that mean to them? 

B: I don’t know! I guess I would really have to, I think, 
honestly know more about what Krishna means to them. 
But I feel like what I have seen of what Krishna means to 
other humans, I’d like to think it’s this God-like fi gure that 
embodies love, and abundance, and creation, and magic. 
And you know, I’m not exactly sure what they teach them 
about Krishna, but it’s interesting, what we think about 
in our society, that kids are being taught more about 
whatever… I think out here we have more Jesus, and 
that’s the idea of God. But it’s more like if we had a group 
of kids in a class saying that they want to be Jesus, what 
would that mean, what do we teach them about Jesus. 
Rather than being like, you have to fi nd Jesus to fi nd 
your salvation it would be, more like, okay, he’s someone 
who teaches unconditional love, and forgiveness. And 
it’s like, more if we want to be when we grow up, we 
want to embody these characteristics of these people. I 
mean, India as well, the people are just so giving, and so 
loving, no matter who you are. So, you know, if these are 
qualities of Krishna, people are embodying it for sure. 
[Laughs] Which is really beautiful. 

PW: You were saying some of the wishes you found were 
really selfl ess?

B: Yeah. I remember one kid saying that he wished there 
was a place for his family to live happily. Like heaven. 
And he drew this beautiful, big table. A lot of the kids 
in Mexico I was working with, they just wanted to be 
happy at their home. Actually one of the kids wished that 
her mommy didn’t have to work, which is like the main 
woman who runs one of the houses at the orphanage, 
because they work so hard there. And when I’m there 
I get a little overwhelmed because if I stop to use the 
computer, check Facebook, I feel guilty, because they 
have no time to do that kind of thing. I’m like what am I 
doing here. It’s really incredible. And yeah, I don’t know, 
a lot of their wishes are centered around animals. Kids 
are so connected to the animal realm. They want a day 
for dolphins, and they want a place for elephants, and 
really sweet things that are really simple. What they want 
to learn. When they want to learn things it’s like, they 
want to learn how to swim, and how to read, and write, 
to play. A lot of it’s about playing. And that’s why some 
of the interviews I got from adults are the same as the 
kids, you know. I think adults want to play more, and 
incorporate that into their lives, and less work. A lot of 
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adults, the same as the kids too who are younger and 
wanting love, I think ultimately everyone just wants love, 
and wants a home, and wants a community. 

PW: And maybe they wouldn’t verbalize it in a certain 
way, and The Wish Book helps them to?

B: Yeah. I’ve had a few people e-mail me or message 
me telling me that their wish came true. And it’s always 
just super cool to hear that. It always makes me melt. 
Almost every wish I’ve ever made has really come to 
fruition. Learning a lot from other people, too. Some of 
the happiest people I’ve found are the ones that aren’t 
wishing. The ones who are really just content with what 
they have. There’s a lot of things I documented that just 
echo in my head, even one this morning from this old 
grandma, she was saying, it was a letter from her husband, 
“Life could not be any better, yet I know at the end of it 
all, my desires cannot be converted into expectations, 
nor my expectations into reality. I must face it all.” Just 
continually embracing our present, and facing all of it. 
I think ultimately we have the realm of the creative, to 
continue to create the world around us, and realize our 
wishes, but then we have the realm of the appreciative. 
And being. And learning how to just exist between being 
and doing, and fi nding a bridge. 

PW: What does that mean to you? The difference 
between them? 

B: I guess it’s the difference between action and inaction. 
There’s a quote in Das Energi [by Paul Williams]: “Make 
things happen, let things happen.” The Tao talks a lot 
about inaction. I’m still fi guring it out. Because a lot of 
times I feel like I have to do, you know. That’s why I 
do so much creative work, I think. But resting is also 
just so important. And not missing what’s around you, 
what’s in front of you, to try and get to a future goal, 
but rather stepping back, and seeing, “Wow, I have all of 
these amazing things.” You know. Right here, with me, 
right now. And taking time. It’s like, if you were painting 
a painting, a) enjoying the process, and b) maybe enjoying 
it, or eating something delicious, but not directly going 
into, “Okay, what’s next?” But leaving the spaces. And 
I think it can be hard in our culture. Because we’re very 
fast paced, we’re very much doing. That’s another thing, 
there’s evolution, which is forced, but then there’s just 
really natural evolution too. I can see where on the 
spiritual emotional level there’s a lot of times that I 
want to force an evolution out of something. But it’s like 
planting seeds, and then screaming at the seeds, “Grow! 
Grow! Grow!” Looking at it every day. I remember the 
last time I was in New York, I was gone for two weeks, 
then came back and I looked out my window and my jaw 

dropped, because this tree that had been barren for so 
long had all these fl owers and all these leaves on it. The 
moment I went away and stopped looking at it and had 
no visual for it, all this growth had occurred. And you are 
actually growing from everything you are experiencing. 
We sometimes give ourselves similar experiences 
because we didn’t get everything we needed to out of the 
experience at the time. 

PW: Mmm.

B: And I think just not beating yourself up about things, 
is so important. If you have a curiosity, or an excitement, 
or anything, and you wanna follow it, and it doesn’t turn 
out the way you think it’s gonna be, you know, it’s like 
going camping. And you get all these bug bites. But it was 
so awesome. And you have some itches, and they need 
to heal, and they’ll get past, but you don’t regret the trip 
because you got bitten, or because you stubbed your toe, 
or because the water was freezing cold, or something like 
that. 

PW: Yeah, that’s all part of the package. Overall, that’s 
the experience. 

B: For sure. And that’s something I’ve really had to learn 
with letting go in traveling, because there’s so much 
beauty and magic, but there’s also so much challenge 
and confusion. We want to make it right, if something 
bad happens, or that we’ve done something wrong, or 
we’ve followed the wrong path. But no, it’s just that we’re 
just human. And it’s part of being given gifts, you get the 
gifts, you unwrap them and you love them, but we can’t 
be continually…I think for me too, continually thinking 
we must be in this state of bliss. I think just being in a 
state of tranquility is probably more attainable, or hoping 
that’s more attainable. And letting things happen, letting 
the storms come, and observing them. And letting our 
feelings come up too, but not judging those, either. 

PW: What do you feel in your travels…what have you 
witnessed in terms of how people are living that you 
would call living in tranquility? And when do you truly 
feel that way yourself? 

B: I guess it’s simplicity, a lot of the times. Gosh, I’d say 
people who live really humbly, live really happily, a lot of 
the time. You know. People who live with people they 
love, and family. And doing something they love, but also 
service. The family I just stayed with, they were always 
doing things. And they made these chocolates. But then 
they could just sell them to all their friends. And having 
that exchange. Doing something you love, creating it, 
and then having someone buying it, so there’s that give 
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and receive. But then also getting to see them enjoy it. 
You know. For me, it feels like, when I’m working with 
people on an artistic level, or doing The Wish Book, or 
doing an interview, I see them learn something about 
themselves, or I see them voice something, and that’s 
when I feel really excited. Or if I’m working with children 
and they’re just laying in my lap, and playing with my hair, 
and they’re just so high and blissed out, and just giving 
me so much love, not asking for anything in return. Not 
asking me to have their babies [laughs]. Just this really 
innocent love. And I’m like, I could die and just be so 
happy right now. I know this moment’s gonna pass, but 
I really want to hold onto it forever because I feel so at 
peace right now. You know? But for me it’s kind of this 
reconciliation sometimes of feeling like I’m in this flow of 
doing what I love, but also I’m still trying to find my place 
in my community. I feel like my communities are kind of 
everywhere. But, it’s like, I know that I feel best when 
I’m in an environment where I’m contributing in some 
way. Where I just get to share with people. I really really 
love that. That’s when I feel most enlightened, and alive, 
and being able to use my gifts, and share them. I think a 
lot about that documentary “Happy,” have you seen that 
one?

PW: [Shakes head no]

B: It’s beautiful, it’s just all these interviews about what 
makes people happy, around the world. And it mostly 
comes down to community, and friendship, and family. 
And I think, I forget which, Denmark or somewhere? 
Was supposed to be one of the happiest, because they 
have so many shared homes. Where three families live 
together on a big plot of land. And I think the happiest I 
was on this past travel was probably, even though I loved 
the orphanage, and the community, was my few days 

in Chiapas. Because every day everyone was working 
together on stuff, everybody ate their meals together…
just, really sharing. 

PW: It sounds really integrated. 

B: Really integrated. And there was really no judgements 
either, it felt like, you are who you are, and you’re in 
nature too, which is awesome. It’s interesting though, 
because there’s part of me as well that has this technology 
side, that needs to do the animation stuff, and that also 
wants to share that online, and it’s finding the balance 
between the two. 

PW: So you need to take the time out of this more 
integrated community to work alone to put it out into 
the world. 

B: Yeah. And that’s what was happening a lot in my travels. 
Just being really in the moment, enjoying, and then I would 
have to be like, “Ok, I need to go take my space for a few 
days.” And it was really painful, to separate from people 
that I was falling in love with on a soul level, but getting 
anxious because I know I’m not being in integrity with 
myself. Which for me is a) my own deadlines of sharing 
what I’ve created with people who’ve helped me fund this 
project, and b) also all the material I’m getting, using it to 
make a picture. For people to experience. And the times 
I would take out for myself to finish it, and then get to 
share it, were the times that I was feeling really 
grounded. Balancing. 

PW: And that’s your way of processing?

B: Totally. Experiencing and creating.



14 Former porter and cook Apo Ali surrounded by the Karakoram mountains. 15 

In these photographs Anna Huix depicts workers and their families in an extremely remote 
region of the Karakoram mountains in Pakistani Kashmir, an area that mainly receives attention 
concerning the current religious conflict between the Shias and the Sunnis. Even in Huix’s short 
stay, she narrowly missed being on a bus that was stopped by people dressed in police uniforms 
who ordered the passengers off the bus and murdered all the Shias. This kind of terrifying event 
is not uncommon in the region. However, Huix was given the impression from many people she 
met that they were in fact impartial in this religious conflict. She also encountered a number of 
outspoken women who were unmarried and did not wear head coverings — and people who 
made a joke out of telling Western tourists that they were Taliban, just to see them jump. 

Among the characters she photographed were people who worked as gemstone miners and 
dealers or porters who traveled with tourists hiking the Baltoro trek. Save for three months 
out of the year, the area is entirely covered with snow and people living there are unable to 
work. Because of this, they must be highly resourceful in order to ensure their survival through 
the winter. They don’t need much money, because they don’t need to spend much. In the 
summer months they are able to mine. Huix explained how teams of men work together to 
mine gemstones: one person puts in money for the dynamite, one person puts money in for the 
hammer and other equipment that they use, which isn’t a lot, and the rest of them work. Any 
money they make is split equally. “They hunt when they can, mine when they can, build bridges 
when they can, carry bags for the tourists when they can. They are not specialized. They are 
specialized in doing whatever they can do to survive.”

 
When Huix went to Pakistan, she noted how the people she photographed looked very natural, 
because they are not used to being photographed. The bright colors also fall in line with her other 
work. This combination results in the portraits having a sense of being unreal, touched by the 
glaze of Huix’s artistic direction, while showing us a lifestyle that is both very real, and very much 
out of the eyesight of the rest of the world. 

Anna Huix:

Selections from Balti Portraits and Gemstone Hunters from the Karakoram

annahuix.com



16 Porter Hassan Yan, posing outside his house. 17 High altitude porter Yassin posing under his umbrella after a 15-day trip to Baltoro glacier.



18 Gemstone dealer Hagi Abbas in his house. 19 Miner Gulam Nabi and his family in their house.



20 Gemstone dealer Hadji Mahadim showing quartz in his house. 21 Gemstone miners Yusuf and Zaman Dupta, who work in the same handual (miner group) in their house.
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Miner Mohammad Ashraf posing 
with his eight sons in his house. 
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Speaking Plants with Alexandra Duvekot

Alexandra Duvekot: So I just 
performed with the Plant Orchestra 
at STEIM Studio for Electro-
Instrumental Music [in Amsterdam], 
and now all my ill plants are at home. 
I picked them up, everywhere, from 
people who had ill plants. And now 
it’s nice because they are everywhere 
in my house.

Perfect Wave: Was the idea that the 
sound would heal the plants?

AD: Yeah.

PW: Can you tell me more about 
what you did, or how you came to 
do this? 

AD: I started researching about the 
sound of plants when I was in New 
York, at SVA. I found out more and 

more about their sounds, and I found 
out also that it’s not possible to make 
them audible. And then I found out 
what kind of sound they like, what kind 
of frequencies. I was actually giving a 
lecture with the Plant Ambulance, or 
“Plantulance,” I was trying to collect 
all ill plants and putting them together 
in my residency space so I could 
measure their reactions and see if 
they would actually change, or if they 
liked certain sounds, and what kind of 
sound I should use. I decided on using 
432Hz frequency, because it’s kind 
of the natural sound frequency, and 
we pitch our instruments to 440Hz. 
So I decided to work with a sensor 
machine which was pushed on 432Hz 
frequency. So they all had sensors, 
and all the ill plants were together 
on a very big table, and I could play 
together with them. So as soon as 

I kind of came close you could hear 
certain tones, and I was singing to 
them. 

PW: How did you measure their 
reactions, or what kinds of reactions 
did you see in the plants afterwards?

AD: Well, it was funny because some 
of them were really growing a lot 
during the residency. But it’s also 
because plants grow more in the 
dark, and like sound a lot. So I could 
see some things change, just from 
the outside, like the plants growing, 
or some of them having different 
sprouts and things like that. But 
the measurements inside the plant, 
it’s really hard to measure sound, 
because they have sound naturally 
that they make, but we’re not able 
with the human ear to hear it. So it’s 

Rosa Ronsdorf (of the Dutch band Bird on the Wire) told us about 
a collaborator of hers in Amsterdam who was studying the healing 
effects of different sound frequencies on plants. Fascinated by this, 
we asked after contact information and arranged to interview her 
friend, Alexandra Duvekot, on Skype early one morning (Eastern 
Standard Time). We started by asking some questions about her 
musical project, Speaking Plants, which is the current vehicle for her 
experimentation in the relationship between plants and sound. 

Photos (above and right) : Iris Duvekot 25 
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a frequency that we cannot hear. But 
birds can hear it, and insects.

PW: So it’s really high, the frequency?

AD: I tried to research it, but it’s 
funny because we can’t really translate 
it to what we can hear. But they do 
make some clicking noises. They also 
kind of communicate through clicking 
noises. For example, in Africa, I just 
read this article where they had big 
troops of animals coming to eat the 
trees there, and the trees would 
warn each other. And then they 
would start to make toxins to kill 
the animals. So whenever the animals 
would eat the leaves of the trees that 
were warned by the other trees, they 
would die from eating the leaves. 

PW: Wow, amazing self-defense. 
Could the animals hear the clicking?

AD: I don’t think they could. I think 
it’s really just a communication 
that the trees and the plants have, 
between them. I researched this a 
little bit and it’s the juices inside the 
plant that make certain rhythms. So 
whether it’s fast or slow, you can 
actually hear if the plant or tree is 
doing well or not. And I think this is 
what I’m going to work on next, to be 
able to translate the clicking. Because 
you could for example give the plant 
a sound. You could decide on your 
plant being a plant that likes classical 
music, or perhaps another kind of 
music, and you can hook the plant to 
a sensor, and then the sensor could 
be regulated by the rhythm, by those 
clicking noises. And so you could 
have the sound, slower or faster, and 
you could actually hear if the plant is 
doing fine or not. 

PW: Have you been hooking the 
plants up so that they are making 
music also, or have you been mainly 
playing music to them to see how 
they react? 

AD: I have been looking for a way, 
but there is no real way to amplify 

the sound. Not for us to hear. It’s 
interesting also because you come 
across all these people who are 
trying to translate the sound of a 
plant. Like you have people using 
oxygen sensors, or for example 
liquid sensors, all kinds of sensors 
to measure their reactions. But I 
didn’t want to do that, because I 
felt it was either the real sound, or 
I wanted to do something together 
with them, with a sound that I knew 
they reacted to positively. So for the 
last one I hooked up sensors to the 
plants and they were all having these 
ground tones, these tones that I made 
in 432Hz, so I retuned my guitar and 
played the frequencies to them. They 
didn’t make sounds that we could 
hear, but they were participating. 

PW: Do you have some kind of visual 
device for measuring how they are 
reacting during it?

AD: No, I didn’t during the concert. 
I really tried to focus on research 
before. Like I tried to see other 
scientists and see what kinds of 
things they did and what they already 
researched. But I was mainly looking 
at what the plants looked like before 
and after the residency. 

PW: Do you work as part of a 
collective, are there more people 
involved in what you do?

AD: I had several bands, and I worked 
together with a lot of people, but 
at a certain point I moved to New 
York for a couple of months, and so 
I was alone. But it was interesting 
because I found this one plant that 
was the plant which started it all, 
the Nepenthes, the huge carnivorous 
plant, I don’t know if you ever saw 
her, it’s a hanging pitcher plant?

PW: I’d be curious to see that. 

AD: This is a small tiny one that 
somebody gave me, it’s a little ill one. 
I had one in New York that was really 
big, and I was researching her. [Laughs] 

It started like that, and I was just 
really curious about the possibility 
of plants making sound, and how it 
works, and how they communicate, 
and it’s fascinating because they’re 
seen as objects, but they’re not. And 
it’s interesting to see how all people 
relate to them, because they are 
alive, but they are almost like these 
silent witnesses. For a lot of people 
they’re not there, but they are. And 
they communicate. And you have to 
really dive into it to really see, or feel 
how it works. And I thought that was 
really interesting. 

PW: So when you were singing were 
you trying to hit those notes, 
or frequencies? 

AD: Yes, I was. But the funny thing is 
the voice is already pitched at 432Hz. 
Some say it’s mainly Germans around 
1940 that made an agreement that 
440Hz is going to be what we will 
tune to. But it’s not the most natural 
sound, actually, a lot of sounds and that 
frequency don’t work well together. 
So you get a lot of disharmony. I don’t 
know if you ever heard of this man 
[Dr. Masaru Emoto] that researches 
water, and shapes of water? So for 
example if you put a bowl of water 
next to a speaker that makes 432Hz 
frequency sounds, you will get very 
clean, nice shapes. You will see that 
they have all very developed, very 
special patterns. But, for example, if 
you do the same with 440Hz, then 
you don’t get any patterns. It’s pretty 
impressive to see how it works with 
sound, that sound is something that 
can actually shape certain elements. 

PW: What about other things that 
would be in a natural environment 
for plants — do you think bird calls 
would have a specific effect on the 
plants versus other animal sounds? 
Because it seems to me that birds 
and plants somehow go together, 
because birds live in the trees…

AD:  Yeah, I guess so, yeah. The 
insects, also, communicate with the 
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plants. I interviewed a plant doctor a few weeks ago, and 
it was really interesting what he said. He talked about 
how the plants tell the insects when they are ill, so the 
insects can actually come and kill the plants, so the plant 
goes back to the earth and a new plant can grow again. 
So they send out signals.

PW: That’s amazing.

AD: It is! Also this eco-therapist in France told a story 
where he was visiting people’s gardens. People call him 
from all over the world to see if he can cure vineyards, or 
big crops, plants that don’t do well. And he said that most 
of the time people don’t think of weeds as being plants. 
But as soon as he arrives in a garden, for example, he told 
me the story of this man who had a vineyard, he came 
into his garden and he saw the man, and the man said, 
yeah, it’s also very weird because I have this huge amount 
of dandelions everywhere, and I don’t know what to do 
with them, they don’t go away. 

And the eco-therapist told me that most of the time 
weeds are growing somewhere because they can tell you 
something about the body conditions of the owner of the 
garden. For example, this man was suffering from a liver 
disease, because apparently he had too much wine, he 
was drinking too much alcohol. And dandelions actually 
are plants that cure, that clean out the liver again. So it’s 
funny to see how the plant reacts. Sometimes you know a 
lot about the owner when you see their gardens. Because 
he didn’t know, but he saw the dandelions and he thought 
“Ah! Something with the liver.” 

PW: Did he end up doing anything with the dandelions 
after that?

AD: I don’t know. I think what he does is he tells people 
that the garden is like an ecosystem, so you cannot just 
take one element out and expect everything to grow well, 
it works together. And I think that’s the way he works on 
it. He gives information to people about weeds, or plants, 
or crops that don’t do well. He comes and looks around 
and sees how it is placed.

PW: Do you have any plants that specifically you have a 
special relationship with, in your house or a type of plant 
in general?

AD: Yeah, I have this one [Holds up the Nepenthes plant]. 
Neppie she’s called.

PW: What is it about it that makes it special to you?

AD: The other one, it was the first plant in New York 
that I bought, but I had to leave it there when I flew back 

to Europe, and I was very sad. One day I was walking 
around and I entered a little flower shop and I saw this 
one, which was apparently very ill, somewhere in the 
back of the store, and I was like “Ah! It’s a Nepenthes 
plant!” And the man actually gave it to me [laughs]. So 
I have a history. I was thinking of flying my Nepenthes 
from New York over for my project, but apparently it’s 
impossible, to fly a plant over, but it would be nice. It 
could be part of the orchestra.

PW: How do you normally transport the plants to places 
that you travel to with them?

AD: I have this bike, it’s a red tricycle. It’s very nice. I bike 
around the city, and I collect the plants and put them in 
the bike with big wooden boxes, and take them along. It’s 
a funny bike, I call it “Frieda.” 

PW: Do the plants enjoy traveling?

AD: No, you have to protect them, because they don’t 
like wind, and they don’t like to change their surroundings, 
but I guess they like to be outside.

PW: Did you find a difference between flowering plants 
and non-flowering plants, and how they react?
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AD: Yeah, actually I did, because I had one little rose 
plant, and the plant was nearly dead when I took her 
into the residency. My friend gave her to me because 
it spent the winter outside, and we had a very cold 
winter in Amsterdam this year. So the plant was in 
a very bad condition. And it totally was blooming in 
the dark studio space, and now it has little sprouts 
everywhere. It’s funny. Some plants didn’t grow that 
much. I was fi guring out if maybe they have different 
kinds of sounds that they like, maybe some of them 
like different sounds. That’s what the plant doctor said, 
plants are very picky, they are like us. You can’t say that 
they like only classical music, or they only like rock 
music.

PW: Have you found that there are particular sounds 
that are damaging to the plants? 

AD: I would say harsh sounds — I think we can also 
hear those sounds, you can feel when a sound is not 
right. I think whenever the intention of a sound is not 
good, you can tell.

PW: What do you have planned next for your project?

AD: I am going on tour with the Plant Orchestra. And 
I would like to give a workshop with Jillis Kruk a sound 
designer from Amsterdam. Also I would like to curate 
a plant exhibition. I came across a very nice project of 
a girl that lives in Amsterdam, her name is Rachelle 
Klaassen. She has a place where people can adopt ill 
plants, or neglected plants. For example you have a lot 
of people who have collected ill plants all their lives, 
and when they die their family doesn’t know what to 
do with their plants, so they throw them away. But she 
has this place called Plantenasiel where you can get 
those plants. It’s very nice.

PW: That’s a beautiful idea.
 
AD: And I want everybody to get a plant, and if 
they don’t have a plant, I want them to go get one 
at Plantenasiel. I got help from Jillis Kruk, the sound 
designer, and it would be nice if we could fi nd a sensor 
that we could hook up to those juices, in the plant, 
so that people could have their sound audible in the 
special rhythm of their plant, and their plant could tell 
them if they are ill, or if they are doing well. It would 
be nice to have all these people together, with their 
plants, and the plants could make music with their 
different rhythms. So that’s what I want to do next. 
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It would be great to give a workshop, and have everybody 
bring their own plant and hook it up to a sensor, and 
maybe also have some talks or stories about plants. And 
at the end we could have a big chamber plant orchestra, 
or something like that, and all the plants could make 
music together. It’s nice to work with other people, and 
see how they relate to plants. It’s interesting also to do 
those group activities. It’s interesting to hear everybody’s 
story about their plants.

PW: Do you think plants are happier when they’re around 
other plants?

AD: Yeah, that’s what a few plant doctors told me. They 
grow best when they have LOTS of different kinds of 
plants around them.

PW: So the more variety the better?

AD: Yeah, it is. 

PW: I think humans are a little bit like plants in that way 
sometimes, too.

AD: Yes, I think so too. It’s funny also when you think 
about plants you start to think about how we behave, and 
how we behave with each other. 

PW: And maybe also how we could behave differently 
with each other, to be healthier.

AD: It’s interesting to look at this whole discussion. 
There is this philosopher who wrote a book called Plant 
Thinking, his name is Michael Marder, and he talks about 
plants’ consciousness. It’s interesting because how come 
people relate to certain animals, we relate more easily 
to a horse than to a cow, and how come we don’t relate 
to a plant? There’s also an article written on why people 
are not as intelligent as they used to be, and I think in the 
article it’s stated that we need to eat plants to evolve also, 
and as soon as we stop eating certain kinds of plants, we 
become less developed. 

PW: But then, what about killing the plant to eat it? Do 
you think that is a violent act that then gets transferred, 
or…?

AD: I don’t know, but it’s interesting to think about it, right? 
Because there are a lot of people who are vegetarians, but 
what about plants? And what’s the difference between 
maybe fruit, or a leaf… 

PW: Have you ever gone into a forest and worked with 
trees, or rooted plants?

AD: No, not yet.

PW: Sounds like it could be interesting.

AD: Yeah, it could be very interesting. I would defi nitely 
want to try that. It would be nice also to fi nd a way or a 
device so that you could listen more to the clicking noises 
that we were talking about. I think some research has 
been done on that already, and I think it’s possible.

PW: How did you fi rst get into this kind of work 
with plants?

AD: It was a conversation with a friend, where we were 
thinking of the sound of trees, and how you hear trees 
through other sounds, for example wind, or rain, or you 
can hear all kinds of sounds on the tree, but we were 
wondering if the tree would make sound itself, and I was 
wondering about the plants, if they would make sound 
themselves, and then I found out that they did. And I 
thought it was very fascinating. And for the fi rst half of my 
research the goal was really to hear the sound, I had this 
strong desire to be able to hear it. The more research 
I did, actually, the more I found out, and the more we 
found out, that the plants are not audible to our ears. 
You start to think of translating the sound, and how we 
kind of deal with all these different plants, and what kind 
of reactions and things we appropriate for them. It’s funny 
to see how we say the plant is “sad” when the leaves are 
hanging. Sadness is something that is a human emotion, 
but it’s interesting to see how we talk about them.

PW: It’s easier to personify the plant to try to understand 
what is going on with it. 

AD: Yeah it is a very human point of view to make 
something abstract, and then you can understand it. 

PW: And then of course for people, too, illness is very 
related to emotions, or psychosomatic somehow… 
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So maybe if you put a plant in the 
dark, you think of it as being sad in 
the dark, but it’s actually just not 
getting what it needs. But that’s like a 
human too, if it’s not getting what it 
needs, then it gets sad. 

AD: It’s funny though because plants 
grow faster in the dark. They need 
light for photosynthesis, but they 
need the darkness too.

PW: So that could just be the 
nighttime? So they need both. 
Interesting. Are you interested also in 
plant medicine, or natural remedies? 

AD: Yes I am. To be quite honest I do 
know a bit about plants, my parents 
live in the south of France, and my 
father always wanted to be a farmer, 
and my sister and I, we like to cook, 
and we like vegetables, and we like 
gardens and trees, and nature. And 
I grew up with it, but I am not a 
specialist. I know some stuff. But 
I would like to learn much more. 
Especially these days, because now 
this knowledge is escaping us. People 
think of vegetables as something that 
grows in the supermarket. And now 
we have this whole talk of Monsanto, 
you know, this whole talk of people 
trying to own how vegetables should 
be made. This is crazy. I started 
thinking about that too, and I would 
like to know more.

PW: Because we have all the things 
we need already, in the natural world, 
but we’ve decided that don’t? [Laughs]

AD: Exactly. That’s what the plant 
doctor told me — we have enough 
food, or enough resources on earth 

to feed everybody. But I don’t know 
why we created this imbalance that 
makes it impossible for everybody 
to share these resources. And in the 
end I don’t think it’s nature that will 
go, nature is stronger than us. In the 
end it’s not the plants or nature that 
will be gone, it’s us. If we don’t find 
another way, it will just be the end of 
the human race. 

PW: If we separate ourselves too 
much from nature.

AD: Exactly. Because those are 
systems that work together. And it’s 
good to find out exactly how it 
works together. 

PW: And the whole secret language 
of the plants is something that we 
aren’t too aware of, but they’ve been 
doing that since before we were here. 
So maybe if we could understand 
more what’s going on with plants, 
we could see them more as sentient, 
like you were saying. Our relationship 
to them could be developed still. 
Even though a lot of native cultures 
describe things like hearing the plants 
sing, or the mountains sing, or how 
they learn their songs from the 
mountains, that type of knowledge 
somehow isn’t really being passed on 
anymore. Or people hear that and 
they think it sounds crazy.

AD: I have a strong feeling people 
think it’s too airy, or it’s a little bit 
hippie, or they don’t take it seriously. 
It’s weird that we only take things 
seriously when it’s something coming 
from the mind. I mean, the mind, the 
rational system is a good, working 
system of course. But there are more 

systems that work well, and it’s good 
to make them work together, also. 
I’m not saying that you shouldn’t do 
research on those kinds of topics, 
but it’s true, what you are telling me 
about, this is a whole different kind 
of knowledge, and it’s as important 
as how a plane works, for example. 

[Laughs]

PW: And we can’t necessarily 
rationalize it with the tools that we 
have, like our brain, or what we can 
record with science. Maybe not yet, 
at least.

AD: Yes. You cannot use one system 
and try to use it in a different way. 
For example, it sounds so stupid, 
but, plants cannot make phone calls 
with each other. It’s not like they 
use language. We came up with that 
system, it’s not their system.

PW: But they communicate, and they 
hold information somehow, or are 
sending signals out that they receive, 
like a fax or something. It’s not like 
they’re talking in a conversation 
directly and formulating ideas, but 
they are sending messages.

AD: Yeah. And it’s so important also 
for small children or people to learn 
that we are not only made for certain 
things that we understand. There are 
many ways to understand things. And 
it’s good to be open about that. And 
try also to understand things that you 
don’t understand [laughs]. Or just 
accept things that are different. When 
people try to control everything, I 
don’t think it’s healthy.

(right) Photo by Ka Baird
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Iasos: Okay, first of all — it’s Iasos (Yah’-sos) — just so 
they don’t think it’s Ia-sos or Yay-sus or anything like that. 
It’s Iasos (Yah’-sos — like yacht club).

Camilla Padgitt-Coles: So, I’m very intrigued by your 
album Sacred Sonic Tools, and I was wondering how it 
first occurred to you to make these small sound bytes 
specifically intended for healing.
 
I: First of all, overview of what it is: Sacred Sonic Tools is 
a booklet with an audio CD, and each track on the CD 
is an audio tool designed to tune up your energy fields 
in a very specific way, and I gave my workshop last night 
on using sound for tuning up your energy fields, and I 
explained how sound could be used and I played examples 
of sound recordings. So, when I first started fooling 
around and just creating sounds, I would notice that my 
friends would say, “Could I have a copy of this particular 
sound, I love what it does to me,” and it occured to me, 
“Gee, well, they keep asking for these particular sounds, 
why don’t I just gather them together on a CD and put 
them out there?” And the reason that there’s a booklet 
with it is:  There’s a page to page and half describing how 
each sound is designed to work and how you can use it. 
You haven’t even opened yours up so you haven’t looked 
inside yet.

C: I haven’t seen that yet, no.

I: So, it’s applications, it’s how do you use this sound. 
Unlike normal CDs where it’s designed to be played 
straight through, this is designed so you go just to the 
tool that you want to use, just like a carpenter might have 
a tool kit with many tools in it, he’s not going to use every 
tool every time he goes to the tool box, he uses just the 
tool he needs. He might need a hammer next time, he 
might need a screwdriver, he doesn’t use all the tools 
just because they’re there. So rather than playing the CD 
straight through, you go just to the tool that you need, 
and if you’re a conventional therapist or body worker, it’s 
designed so that you can program a CD player to create 
a sequence of tools. You might need the third tool, then 
the seventh tool, then the first tool. I even have the last 
tool as a minute of silence. And you might think, what a 
joke, why would you want to record that? But the reason 
is, if you want to create a program of sound tools, you 
can insert silence between certain tools. You might want 
to have something to really enliven their bottom chakra, 
and then you might want two minutes of silence, so you 
program that silence track twice to get two minutes, and 
then you program the next track you want to use. Or, 
you might want to have a delayed start, you might want 
to massage them, but don’t want the sound to begin until 

Iasos by Future Shuttle

In April 2012, the legendary New Age synth master Iasos came from 
his home in California to perform in New York City for the very 
first time. Iasos’ debut album Inter-dimensional Music came out in 
1975, and sounds as ethereal and new today as we can assume it did 
then. Over his week-long stay he hosted three separate events at 
the wellness venue Body Actualized Center in Bushwick, Brooklyn: a 
sound healing workshop, during which he presented his album Sacred 
Sonic Tools followed by a well-attended Q&A; a live audio-visual 
concert-spectacle, and a “Cosmic Yoga” class, to which he played a 
live synthesizer and flute soundtrack. In between the events, seeing 
as Iasos was staying in my living room, my bandmate Jessa Farkas and 
I took the opportunity to pry him for more information about his 
personal views on making music, using technology, and methods of 
accessing divine inspiration.

— Camilla Padgitt-Coles
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four minutes after the massage, so 
you program four minutes of silence 
and then the track you want to use.

C: Did you figure out after you made 
them which part of the body they 
directly affected, or did you have that 
in mind before you started?

I: Whenever I get a music idea, with 
a being I work with, I get three things 
simultaneously: one, what the sound 
is; two, how to create it; and three, 
what the effects will be on people. So 
I know all three of those things even 
before I touch my sound equipment. 
And it’s always totally accurate.  What 
he tells me about how it’s going to 
affect people is always one hundred 
percent accurate, one hundred 
percent of the time, always. So I get 
three: how do you create it, what the 
sound is going to sound like, and how 
it is going to affect people. I know 
that in advance always.

C: Can you hear it in your head?

I: Yes!  And people say, how can you 
hear it in your head? And I have an 
answer for that. Can you think of your 
favorite piece of music right now? Can 
you run it in your mind right now, your 
favorite piece of music?

Jessa Farkas: Mm-hmm. 

I: Well, it’s like that, but it’s just a 
piece of music that doesn’t exist yet. 
Ha ha! 

[All laugh]

I (to Jessa): What were you thinking? 

J: Just that when we’ve made music 
together, or when I’ve made music, 
it seems to come out as I’m fiddling 
around.

I: That’s one way to do it, that’s just 
as valid.

J: But just that I’ve never felt that I 
could hear, except for sometimes 
maybe singing in the shower, but then 
you’re hearing your voice first…

I: There are many different ways, 
both of those ways are perfectly valid 
approaches.

J: Oh, yeah, I just wish I could take 
your approach from time to time.

I: I could give you a tip for taking that 
approach, which is a tip I gave at the 
workshop. I don’t think you were 
there, right? Yeah. 

And that tip is: When you go to sleep 
at night, intend that you go to the 
music temples on higher dimensions 
to study music, and then go to sleep. 
And if you do that for like two weeks 
in a row, don’t worry if you don’t 
remember anything at all when you 
wake up. After about two weeks 
you just start getting ideas bubbling 
up from your subconscious to your 
conscious mind from all the music 
that you learned there, and in some 
cases it may be you hearing music 
in your head before you’re actually 
creating it. 

C: Do you ever struggle with the 
instruments or the technology you’re 
using to find that exact sound? I’m 
just wondering how long it takes to 
find that exact sound, or do you feel 
that it comes somehow magically 
through the instruments, or…

I: As the sound equipment gets more 
flexible over the years and technology 
improves, my ability to get closer to 
what I’m hearing in my head improves. 
I’m getting closer to it than I used to. 
When I first started hearing paradise 
music in my mind, there weren’t even 
synthesizers. I wasn’t really close to 
it at all, but I did the best I could. 
So now that gap between what I’m 
hearing and what I create is getting 
less and less all the time, because 
the technology is improving, and I’m 
getting more adept at the technology. 
A lot of it also has to do with how 
well you know the technology at 
your disposal. For example, well, 
synthesizers, a lot of people who use 
them know them only on a superficial 
level. But the deeper you learn it, the 
more possibilities occur to you. And if 
you learn one synthesizer ten percent 
of what it can do, and another special 
effects unit ten percent of what it 
can do, the possibilities for how they 
interact is pretty limited. If you learn 
one synthesizer a hundred percent 
of what it can do, and learn a special 
effect one hundred percent of what it 
can do, then the possibilities expand 
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exponentially fantastically. So it’s not 
a matter of learning a lot of pieces of 
equipment or software or effects. It’s 
a matter of digging deep with each 
one. I can see that the two of you are 
hesitant to do that! [Laughs] Because 
when you do that —

J: No, it’s just that I can tell that 
there’s something more under the 
surface…

I: Yeah, yeah. So when you dig deep, 
you learn more, you become more of 
a master, you can squeeze more out 
of it. And the third part is having a 
strong intention for what you want 
the sound to be. “Universe, give me 
this sound I’m hearing in my head!” If 
you have a really loud, strong, clear 
vibe of that in your head, then that 
helps pull it in. Sometimes what I 
pull in is even better than what I was 
hoping for, I call it a “bonus surprise” 
whenever that happens, it’s even 
better! Now, what I’ve been doing 
lately is, after I finished working on 
my video after seven and a half years, 
I’ve been working on music, so I’ve 

been spending this last year and two 
months getting up to speed on music 
software. And a big part of that 
process has been learning software 
synthesizers, which doesn’t take that 
long, but then studying the vast library 
of sounds that each one has. And I 
mean vast, vast library of sounds. 
So I go through every single sound. 
For example, Omnisphere took me 
three months just to go through the 
sounds, it’s a wonderful synth. You 
go through all the sounds, you find 
the ones you’re attracted to, and you 
log them. So I’m creating what I call 
a meta-library of sounds by category 
for different types of sounds, violin 
sounds here, french horn sounds 
there, snare drum sounds here, etc. 
And then for each category I have 
things that I like from many different 
synthesizers, whether they’re 
hardware synths, hardware samplers, 
software synths, software samplers, 
acoustic instruments. So when I’m 
looking for a particular sound, I can 
just look on this list, “Bam!” see 
what my favorite ones are, because 
even within each category I have 

them prioritized: I give it a number 
from zero to a hundred depending on 
how likely I am to want to use that 
sound. So if I’m looking at the top of 
the list, “Bam!” I can kick it out really 
fast. “Oh, if I go to this Kurzweil 
K-2000 and press button 734, I get 
the sound I’m looking for, that’s a 
great oboe sound.” Or, I may want 
to use the oboe sound that I have in 
my ASR sampler. Or I may want to 
use the oboe sound on the Miroslav 
Philharmonik Orchestra, you know 
etc. But I have them categorized by 
type of sound and by how likely I am 
to use each sound, so it becomes 
easier to find the sound, because 
if it takes time, it totally blows the 
creative flow. By the time you’ve 
found the sound you’re looking for, 
you’ve forgotten the vision you’re 
trying to manifest. So I’m trying to 
minimize that time. The best way 
to minimize your time is to get your 
library down pat. As a matter of fact, 
I have a Word document.

J: Not Excel?

Aqueous Atlantis by Andrew Annenberg
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I: No, not Excel, it’s a Word 
document. And for each category 
it’s a link, hot-link, and at the top is a 
basic category, if you click on it, like 
violins, “Boom!” then it goes down 
to the sub-category, which also has 
links, it might have cellos, violins, etc., 
and you click on that, then it goes to 
all the lists of sounds, so I can get 
quickly, really quickly by clicking links 
within a Word document, to what 
I want, I fi nd it real fast, and that 
minimizes the delay time between 
wanting to fi nd a sound and fi nding 
it, which increases the likelihood that 
you don’t break the creative vision of 
what you’re trying to manifest.

C: How would you compare that to 
how you made, say, Inter-dimensional 
Music in 1975? 

I: Well, on that I was using acoustic 
instruments plus electronic 
processing of acoustic instruments. I 
think I had an organ that I was using, 
that was really about as close as they 
had to really electronic stuff [laughs]. 
So my palette of what I had to work 
with sound-wise was all pretty limited, 
so it was all in my head, ‘cause that’s 
all I needed, because it wasn’t all that 
much to remember.

C: And would you say that what you 
just described is the most exciting 
development in technology that 
you’ve seen so far since then? Or 
what else would you hope to happen 
in technology that would allow you 
to do even more? 

I: Oh well, what I would hope is 
different from what I’m excited 
about now. Well, what I’m excited 
about now is, for example, physical 
modeling. For example, synthesizers 
have always been trying to create 
a piano sound. It’s a really diffi cult 
sound to re-create. And samplers do 
their best, recordings of real pianos, 
but they have many characteristics 
that are unlike a real piano. 

C: Right, because it’s not an acoustic 
instrument.

I: Like if you press several notes, then 
you get other notes ringing through 
resonance. So they can’t really do it. 
Now they have a physical modeling 
piano which is stunningly realistic, 
like, Pianoteq, for example. It’s a 
software piano, a VST, for example, 
but it uses physical modeling. And 
you can do things with it, using the 
physics formulas that you couldn’t 
even do with a real piano. 

C: Wow. 

I: For example, you can extend how 
long it rings. How long each note 
rings. On a piano, it will only ring so 
long and then fade out. You can have 
it be much longer than that. 

C: And it will unfurl organically and 
change that whole time? 

I: Yes, it’s beautiful. So it’s much 
more alive and organic than a sample 
of a piano. So, I’m excited about 
physical modeling. I’m excited about 
convolution reverb. Do you know 
what convolution reverb is? 

C: [Shakes head no]

I: Okay, it’s a wonderful concept, 
which has been mathematically 
available, but — for a long time 
computers weren’t fast enough to 
really use it in real time. Now they’re 
fast enough to use it in real time so it 
gets exciting, because you can input 
a sound and get the result of it right 
away. Okay, let’s say I want to record 
you talking and I want it to sound 
like we’re in the Taj Mahal, okay, to 
give you an example. I could go to 
the Taj Mahal and record a sudden 
explosion of sound, let’s say I have 
a balloon and pop it, that sound will 
have the acoustics of the Taj Mahal in 
it. Then I record you talking in a small 
room with no echo at all, no room 
acoustics, just dry voice, nothing at all. 

If I convolute those two sounds 
together, which means multiply them 
together, then you get the sound of 
you talking in the Taj Mahal — not 
sort of you talking in the Taj Mahal, 
but exactly. So you can convolute 
any chamber, there are things, 
Waves IR, for example, software, 
that uses convolution reverb, where 
they’ve done an extensive recording 
of different acoustic spaces, from 
recording studios, to concert halls, 
to amphitheaters, to caves, to 
bathrooms, to hallways, to tunnels, all 
kinds of stuff like that. And, you can 
convolute that with any sound. I tried 
convoluting my voice with the sound 
of a timbale drum — and it sounds 
like I’m talking inside the drum! I 
mean, it’s just wild! It’s wild. So I’m 
excited about convolution reverb, 
because you can do wild things with 
it that normally you couldn’t do, and 
for a long time it was mathematically 
available but computers weren’t fast 
enough to do it in real time. Now it’s 
possible to do it in real time, so 
it’s exciting. 

In terms of the future, what I’d like 
to see? It’s what they already have 
on higher dimensions, where it’s 
telepathically controlled. You don’t 
have to travel with six pieces of 
luggage at $200 each. You just think 
it, and it responds. That’s what I’m 
excited about and that’s around 
the corner.

J: I was hearing about people who have 
a Bluetooth now and you can, like if 
someone is saying something and 
you want to record it, you can press 
record, but it would’ve recorded 30 
seconds behind that? 

I: Yes, that’s different, that’s the thing. 
All that’s doing is just recording all 
the time, but it has a 30 second 
window of what it’s recording, so it 
just keeps running it past, it’s like a 
memory window which records 30 
seconds worth of stuff. So when you 
press record, it stops erasing that 
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period of time. So there’s nothing 
special about that.

J: Well, it feels like a next step towards 
thinking telepathically. 

I: But it has nothing to do with 
telepathic control. It’s just that it’s 
always recording but saving the last 
30 seconds. 

J: Have you heard of, or, what do you 
think of Google Glass, or eye contacts 
— I’ve been reading about contacts, 
and the next step of telepathy is that 
your contacts are the Internet? 

I: Wow, I haven’t heard about it. Well, 
you tell me, I don’t know about it. 

J: How around the corner do you 
think that you playing music could 
happen telepathically?

I: Oh, maybe 25 years? But it’s 
interesting you talk about the virtual 
realities, through the contact lenses, 
and all that. Eventually people will 
realize that what you’re experiencing 

right now is a virtual reality. What we 
consider a solid physical dimension 
is a holographic projection from a 
higher dimension, and you know, 
a hologram is the result of passing 
coherent light, two beams of light, 
through a holographic fi lm, creating 
a 3D hologram on the other side, 
so reality is a holographic projection 
from a fi lm on a higher dimension, 
and that is a holographic projection 
of a fi lm on an even higher dimension, 
and that is a holographic fi lm from 
an even higher dimension. So we’re 
nested holograms, that’s what reality 
is. Holograms within holograms 
within holograms, like a dream, 
within a dream, within a dream.

C: Have you worked with virtual 
reality technology for your visuals?

I: No.

C: Would you want to? Or what’s 
your ideal way that somebody could 
experience the world you create 
in your visuals, do you feel like it’s 
already there, or do you think there’s 

some technology that hasn’t been 
developed yet, or that could happen 
in the future that could be even more 
immersive?

I: I would like the idea of surround 
sound, which I have on my DVD, 
with high-def video, with smells, with 
fragrances. All synchronized, yeah. 

C: 4D.

Jessa: Smelllllls. Yes.

I: That’s what I would like to see.

C: What kind of scents would add 
to it? 

I: I won’t be doing it for this concert 
but, at home, where I don’t have to 
be worried about having liquids go 
through security, I radiate fragrances 
at my concerts. And over the years 
I’ve tried different fragrances and it’s 
very, very tricky business because it’s 
hard diffi cult to fi nd a fragrance that 
a lot of people like, that other people 
don’t like, because most of the time 
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some people like it and some won’t. 
Also, you have to get the potency just 
right because if it’s too weak, no one 
smells it. If it’s too bright, too strong, 
they start coughing and they’re 
leaving the place, they can’t stand 
it. So you have to get the potency 
just right. So I have something called 
Perfumoria. I have it so I just press 
a button and it starts. And that 
button gets electricity going on two 
things: I have a small coffee pot with 
the lid removed, and I have a little 
bit of water in the bottom, and I’ll 
pour maybe half a bottle of fragrance 
oil, not alcohol based but just pure 
fragrance oil, in there, and that’s the 
coffee pot — heat turned up to the 
max, but it’s not getting electricity 
yet. And right behind that I have a 
fan blowing towards the audience. 
So when I press the button with 
my foot, they both get electricity, 
the water starts heating up, when 
it starts heating up and boiling, the 
fragrance oils leave the pot and as 
soon as they leave the pot the fan 
blows it towards the audience and 
after two, three minutes people go 
“Ah, I love that perfume!” And the 
person next to them goes, “I’m not 

wearing any perfume!” And it just 
blisses people out.

C: So what is the perfume?

I: Well, I’ve tried different ones, and 
the ones I’ve had the most success 
with are flower fragrances. Like 
jasmine, orange blossom, lemon 
blossom, gardenia and magnolia. 
Those are the ones I’ve had most 
success with. Honeysuckle, also. 

J: I think that people get transplanted 
to a place when they smell something, 
like you know, if you haven’t smelled 
a certain perfume in a while, or 
something like that. 

I: Yes, as a matter of fact, the smell 
center of the brain is more hooked 
up to memory than any other sensory 
organ we have. 

J: I often have similar reactions to 
certain music that I haven’t heard 
in a while, if there’s been enough 
distances from it then it’s like “Oh my 
gosh,” I’m back in this totally different 
atmosphere, feeling totally different 
things. Do you ever focus on that, 

or do you think your music is more 
about being in the present moment 
and not traveling in either direction? 

I: That’s very unique to each person, 
it happens all the time. For example, 
on my first album I have a song called, 
“Osiris Bull-Man and Elephant Walk,” 
and a lot of people get past life recall 
of being in ancient Egypt when they 
hear that. When I do my flute solo 
at the concert tomorrow, I play flute 
with a lot of reverb using ancient 
Greek scales. Some people get past 
life recall of being in ancient Greece. 
I have a piece called “Javanese Dream 
Bells,” some people hear that and it 
triggers memories of being a priest 
in a temple. But that’s unique to each 
person, there’s nothing standard that 
happens across the board. But an 
interesting experience that happens 
for me is that when I’m exploring new 
sounds with different synthesizers, 
once in a while I’ll stumble across 
a sound that “Boom!” instantly 
transports me to some memory of a 
past life. Once I had this experience, 
I heard a sound and the same instant I 
heard that sound, “Boom!” I had this 
memory flash of me being a little boy 
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in China. About maybe an 8-year-
old boy in China. So this sound just 
triggered that memory, and before 
that point, I never even dreamed 
I ever had a lifetime in China. But 
it triggered it, and it was as vivid 
as could be. So it does that, yes, of 
course it does that, but that would be 
very unique for each person.

C: Do you see your visuals before 
you make them in the same way that 
you hear the sounds before you make 
them?

 I: Well, that’s interesting. In some 
cases yes, in some cases no. With 
After Effects — it’s a wonderful way 
to manipulate a video signal — and 
with plugins for After Effects, each 
plugin does something very unique 
and different. So you can have the 
video that you start off with from 
the video camera go through one 
effect, or you can have it go through 
another effect, but it’s sometimes 
hard to pre-visualize what it’s going 
to look like after it goes through 
several effects in a row. If it goes 
through effect A, then effect B, 
then effect C, I say, “Wow, I never 
would’ve dreamed that it would’ve 
looked like that, that’s fantastic.” 
Whereas if you use the same three 
effects but in different order, it’ll be a 
totally different result. You use effect 
B, C, and then A, or C, A, and then 
B, it’ll be totally different results! So 
that’s complex, my mind has trouble 
visualizing that in advance, so I just 
try it, and when I see something I 
like I make a point of remembering it, 
marking it, creating something called 
a preset. So I create a preset and I 
name the preset according to what 
kind of effect it is. Also, like with 
music, I have a Word document that 
logs all the effects, what they do, so I 
can access it quickly. 

C: So the more familiar you are with 
that preset the easier it is to visualize 
what they do?

I: It’s easy to visualize any one preset, 
it’s difficult to visualize combinations 
of presets in series. 

C: And when you’re making the music 
and visuals, do you do one before 
the other usually? Or does it change 
depending on what you’re doing?

I: There’s no standard pattern. When 
my friend Ken Jenkins was working 
on Illumination, he wanted to create 
visuals to a piece of music I’d done 
called “The Angels of Comfort,” so 
he created visuals to go with my piece 
of music. On another piece, he was 
going to create the visuals and then I 
was going to create the music to go 
with it, so in that case, he created the 
visuals, and I kept helping optimize 
what I wanted the visuals to look like, 
which he was very flexible with. And 
once Ken got the visuals the way we 
liked, then I created the music to go 
with those visuals. However, in my 
Realms of Light DVD, all of the music 
already existed. I created the visuals 
to go with the music. Both are totally 
valid approaches.

J: Did you have leanings towards 
homeopathics and reiki, etc., before 
you started making music? Or, am I 
assuming that you are interested in 
these things?

I: There are many ways to tune 
up energy fields, and those are 
valid ways, but not ways that I’ve 
personally explored — but I consider 
them extremely valid ways to tune up 
energy fields. 

J: I guess just if you’re referring to 
chakras, were you interested in that 
as a result of making music and as a 
result of people responding to your 
music, or —

I: No, I was interested in chakras 
because I wanted to understand how 
reality really works. I had an extreme 
curiosity: “How does reality really 
work?” and that lead me to a lot of 

understandings, including chakras.

J: I think that music is reiki, that’s how 
I feel about it, but I’m not really sure 
if you feel that way too?

I: I don’t know enough about reiki to 
comment.

C: I think he does feel that way. Or 
from this workshop yesterday — it 
was like reiki. 

I: Take her word for it. [Laughs]

J: In terms of keeping the body in 
mind for music, versus keeping the 
mind in mind — do you think that 
those are different things? 

I: I think they’re both 100% irrelevant. 
Keeping the heart in mind is what is 
relevant.

J: What is that, the convergence of 
the two?

I: Well, it’s the central control station 
for your connection to your higher 
self. You can think of it as your modem 
connection to your higher self. And 
it’s also the center of your feeling. 
And it’s also the center for reception 
for inner guidance from any being that 
wishes to communicate with you.

J: Cool. I’ve never thought about it 
like that.

C: Have you had past life recollections 
of using sound for healing? 

I: Oh, yeah!  I’m an old ancient 
temple musician both in Egypt and 
in Greece. I used to do things — 
[laughs] — for example, I have this 
memory, I’d be involved in initiations 
in the Great Pyramid, where the 
initiate, the neophyte, would be 
lying horizontally in the sarcophagus 
in the King’s chamber, and I’d have 
a huge gong right next to them, and 
I’d whack that thing really solid and 
loud, “Bang!” and pop them right out 
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of their body instantly. And they’d 
be hovering out there — sort of like 
catapulting out of their physical body 
to where they’re in their etheric 
body, real fast. Yeah, I’ve had a lot of 
experience as a temple musician, as 
a matter of fact I think of myself as 
a temple musician taking advantage 
of modern electronic technology, 
for the same purpose, but with more 
advanced technology. So yeah. 

J: To make people get some space 
from their body?

I: Not necessarily space from their 
body, but elevated consciousness, 
regardless whether you’re in your 
body or not in your body. The 
important thing is not leaving 
your body but expanding your 
consciousness, or a more loving 
heartspace.

C: Do you think that maybe there was 
a time in the past when sound healing 
was more of an accepted form and 
we’ve strayed from it?

I: Yes, yes. We’ve had more advanced 
technologies than what we have now. 
The civilization we’re in is not the 
most advanced civilization that’s ever 
been on Earth. We’re catching up to 
Atlantis, we’re catching up to other 
civilizations before then, that in many 
ways were more advanced than us. 

C: Which animals do you think are 
the most advanced in terms of using 
sound for healing? Or do you think 
they do that? Like, you were talking 
about dolphins being able to…

I: I don’t think of them as an animal. 
I think of them as a highly evolved 
species, as evolved as we are, and in 
many cases more evolved than we 
are. They are more in a heartlove 
space, they are more in a joy space, 
and they are telepathic — which we 
are not. So I consider them, in many 
cases, more evolved than humans. But 
I don’t think of them as animals. As a 

matter of fact, when a human type 
soul decides to incarnate on Earth, 
they have a choice of incarnating 
into a dolphin body or a human 
body. So there are a lot of humans 
who have had dolphin incarnations, a 
lot of dolphins that have had human 
incarnations. So that’s how similar 
it is. You can be either one. To 
complete that question, as I said in 
that workshop, dolphins do use their 
sonar to transmit sounds to tune up 
people’s energy fields. They do it 
very consciously. 

C: Have you had past life recollections 
of being animals as well as humans? 

I: No, nor do I believe that humans 
incarnate as animals. No, I don’t think 
that at all.

C: What other beings would be in the 
category as the dolphin, do you think 
that they are in their own category? 

I: No, for the kind of consciousness 
humans have, it’s pretty much 
just dolphins, or human bodies, 
for us. Whales are like a higher 
consciousness of a dolphin. A whale 
can be the higher consciousness of 
many dolphins. So they are even more 
evolved than dolphins. And they are 
way more evolved than humans. So 
killing a whale is an unbelievable, 
horrific murder, when you consider 
the fact that it’s killing the body of a 
higher self. 

J: Do you think that people can 
learn telepathy? 

I: Yes, we’re gradually raising 
frequency in our consciousness, and 
you raise it past a certain point, and 
then it starts happening, kicking into 
gear automatically. In another two 
years, a lot of humans on Earth are 
gonna be telepathic, a lot. So it’s a 
native ability everybody has, it gets 
more developed, but more people 
will be reaching their critical point in 
frequency where it’s a high enough 

vibration where they’re telepathic.
 
J: I still feel wary of iPhones, and 
laptops, and cell phones everywhere, 
because for instance, in New York, 
when I’m walking down the street 
now, more often than not people are 
looking down, and not acknowledging 
each other. I feel like people are 
making eye contact less, or are more 
embarrassed to be caught, because 
now everything can be so voyeur, so 
it’s like “Ooh, don’t catch me looking 
at you.” So I have been having some 
moments of feeling anxious 
about technology.

I: Don’t blame that on technology, 
that just has to do with the overall 
consciousness of a particular area, 
which is very different in different 
areas. For example in Greece, people 
will stare at you, and if you look at 
them so they know that you know 
they’re staring at you, they’ll just 
keep staring at you anyway. It’s a 
totally different cultural program. 
Over here, it’s a no-no, “Oh, you 
don’t do that.” It’s not like that in 
Greece. It’s very different for each 
culture, how they deal with that. 
We’re programmed here to not have 
that kind of direct contact.

J: But in terms of technology do you 
ever feel that —

I: Cell phones are an example. It’s 
an external symbolic reflection of 
telepathy. It’s symbolic of telepathy. 
Eventually we’ll be telepathic and we 
won’t need cell phones. But what will 
be happening in a few years is we’ll 
be having public interaction with our 
benevolent E.T. races, that are our 
family, our galactic family, and they 
care about us, they love us. We’re 
genetically related, and when they 
come here, they’re gonna be sharing 
with us a lot of their advanced 
technology. And they have their 
own version of cell phones, PCDs, 
“Personal Communication Device.” 
Which everyone will have. 
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And a Personal Communication Device — first of all, it’s not harmful, with, you 
know, microwave radiation like cell phones, so there’s nothing harmful about 
it. Secondly, you don’t need to charge it up, because it’s running on free energy 
all the time. Thirdly, you don’t have to pay a monthly fee. Fourthly, you can 
communicate with anyone on the planet just by thinking of them. And fifthly, it’ll 
even do language translation.

J: Will it be implanted or external?

I: No, it’s a device that you hold. A PCD, Personal Communication Device. Don’t 
leave home without it. 

J: So you don’t ever feel anxious about technology?

I: Well, here’s the deal. The critical factor is not technology, but the heart behind 
its use. Technology is neutral. If it’s used with a loving heart, it’ll have benevolent 
effects. If it’s used with a hateful heart, it’ll have harmful effects. For example, 
electricity. You can use electricity to warm a house, to make it more comfortable, 
or you can use it to kill somebody. So the technology itself is neutral. The critical 
factor is the heart, that is determining how that technology is used. That’s what 
matters. 

Utopia Dream Starbridge by Erial Ali
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Linnea Vedder

Linnea Vedder approaches painting with the same delicacy and 
light, playful touch that she uses in her music and her yoga 
classes. In the context of a large and hectic city, her pieces offer 
the viewer a sense of peace and rest amidst the confusion. On 
a late summer afternoon in 2012 we met in her airy Brooklyn 
studio space to discuss how she filters the world around her 
in order to create this pure and cleansing quality in her work.

Perfect Wave: I can see your actual hand in a lot of 
these paintings, it feels very much like a human has 
been there using fingers to mold it, and then left it 
in this human-altered state. Almost like futuristic 
folk art. Like an object and a painting at the same 
time.

Linnea Vedder: The patterns in some of the 
paintings look like Sol LeWitt or an industrial 
pattern, which are cold and impersonal visuals. So 
I take that pattern and bring a human touch into it. 
Like a caveman-meets-minimal-art feeling.

PW: A tactile dimension.

LV: Right. It’s like I’m setting up these systems to 
work under, but all the irregularity of my hand 
comes across when I do it over and over. I like 
these kind of chaotic all over patterns. I start with 
an idea but usually, somewhere along the line, I’ll 
veer off the path of that structure I’ve built for 

myself. So it’s a lot about intuition and sensitivity 
to materials, sensitivity to colors. I like to have 
a lot of stuff around, so I can just grab it in the 
moment and start working with it.

PW: How do you know when you’re done with  
a painting?

LV: I try to keep it simple, which is much more 
difficult than making it complicated. It’s just a 
matter of planning ahead, but a lot of my plans 
get usurped by intuition and spur of the moment 
decisions. In general I want it to look peaceful, and 
joyful, and simple. And if I go too far it can start 
to look overworked. It’s hard to work it too much 
and still evoke that simple feeling.

PW: Because you work with reiki and a lot of 
healing practices that have to do with using your 
body, how do you think that comes into play in 
your work? It seems like one thing that happens in 
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a healing ritual, or a practice like yoga, is that you 
go and do it and at some point it’s over, and then 
you’re left with the after feeling of it. It seems that 
maybe making a painting could be a similar type of 
practice?

LV:  I’ve decided recently to start meditating every 
time before I start a painting. The idea of keeping 
things simple, it’s kind of a meditation principle. 
It’s emptying the mind. Which can actually be the 
most difficult thing to do. It’s taken me many years 
to get this simple.

PW: How do you like to keep the space near where 
you work?

LV: I like a really clean aesthetic, it helps me stay 
peaceful and calm. I’m very sensitive to visual 
things, so I like to keep it very simple and clean.

PW: How would you ideally imagine these pieces 
being exhibited or experienced?

LV: A lot of these stretched ones would go just 
in a white box, in a gallery space. But I also love 
showing paintings outdoors. That’s something I’m 
really looking forward to. 

PW: Do you feel like you are invoking places when 
you’re making paintings?

LV: Yeah. There’s the history of the painting being 
a window into a different place, like an illusionistic 
place that you wish you could go to. So these 
paintings have that window in a way, but it’s an 
energetic not physical place that I’d like to go. 
Living in New York, the ocean is the only place I 
go that’s totally purifying. There’s something about 
ocean paintings that I love, maybe it’s just the air by 
the beach. I love Mary Heilmann paintings, because 

they look like the ocean, maybe because she’s from 
California. So there’s something about those colors 
that uplifts me.

PW: Do you think there could be a purifying or 
uplifting effect for people looking at your paintings, 
or is that part of your intention in making them?

LV: I take a great deal of joy in working with objects, 
materials and colors. I think my intention comes 
through, and hopefully gives people a sense of joy 
too.

PW: How do you choose to use black and white in  
your work?

LV: Oh yeah, black is really interesting. Black has 
had so many different meanings. I remember in 
art school I was taught not to paint with black. 
Later I figured out that that idea came from the 
Impressionists. They didn’t paint with black because 
they thought it didn’t exist in a world made up of a 
splattering of light. And when Japanese painters use 
black, they think it’s a higher form of expression 
because it’s abstract. So black can also be a symbol 
of abstraction.

PW: So, the darkest color that we see is the not 
black. And black in the natural world…what is that?

LV: Well, black is the absence of light. Before you 
bite into it, the inside of an apple is black. But your 
eyes can never see the absence of light. You just 
can’t do it. There needs to be a little bit of light. 
And color is so relative. Like if you view things in 
the grocery store, they’re all manufactured to be 
viewed under fluorescent lights. The colors of the 
products are adapted to that light. Human skin 
looks so weird in a grocery store.

PW: Like taking photos in different settings on 
your digital camera. The light wherever you are 
creates a filter. So for these paintings what would 
be ideal light for viewing them?

LV: I would love to show them in a garden, 
outdoors. Natural light, or replicated natural light. 
I like seeing them on a white wall, too, because like 
I said I like a really clean aesthetic. More and more 

images are only consumed on screens where the 
size and color balance is controlled by a mobile 
device. So where I physically show work is really a 
relative thing.

PW: Where outdoors would you want to see 
them?

LV: I’d love to see them in a green space, like a 
forest, lawn-y kind of green setting. I don’t know if 
I’d bring them to the beach because it’s a little too 
harsh. I’d definitely bring the beach blanket painting 
to the beach. [Laughs]

PW: Have you seen any pieces faded from light  
or exposure?

LV: Oh! Paints used to be very fugitive and lots of 
old paintings have faded completely. Turner used 
whatever paint was faddish at the time and many of 
his vibrant sunsets are now totally white. 

PW: Is there any trace of the original painting?

LV: No! The brushstrokes are there, but the color is 
faded completely. And the idea we have of classical 
architecture, Roman, Greek, columns, this kind of 
classical archetype — those columns were actually 
painted bright red, bright blue, gold.

51 



52 53 

linneavedder.com

LV: So we’re just seeing the bones of that idea. And now we have made all of our 
neoclassical buildings — like the White House is white because we thought that 
was the original classical design.  

PW: Yeah. And that means that we’ve been working with that for a really long 
time now, and cycling through different ways of processing it. I guess if you start 
to process something so many times at some point you have to break it down?

LV: At this point I feel more that I am synthesizing things, not breaking anything 
down. I’m synthesizing my experiences, my visual experiences, art dialogues and 
other paintings.

PW: Do you have any pieces that you feel are not made in a joyful way?

LV: Paintings don’t work when I’m feeling frustrated, or when I take it out on the 
painting. So, for some reason, the ones that don’t work are the ones that aren’t 
joyful. And that’s just the way it goes for me. But it’s not just operating on an 
emotional level, it’s visual and mental as well.

PW: These ones that have a kind of portrait-like quality to them, did you 
approach that as that being a person’s face?

LV: Yeah, those are like Picasso heads. They’re called “Sculpture or Bust.” So it’s 
a joke. [Laughs] So those have the classic column reference, and then they have 
the bust reference, but it never fully forms into any one of those.

PW: It kind of bounces back and forth between all of them. And then it’s very 
abstract, too, the whole composition. But yeah, I see all of those things. And in 
some of the other ones it bounces back and forth between all these different 
stages of it, it seems, of all these different layers being built up.

LV: Yeah, a lot of these are trying to find this edge between abstraction and 
pictorialization. I’m finding that weird gray zone between the two. And the other 
works are about soft and hard, and finding the gray zone between those two. 
The paintings of the busts are also about being hand made and how expressive 
gesture can exist. I made up the term fake gesture to explain the marks I am 
making. I like setting up systems that are a really clean, contained mess. Human 
handmade objects are so imperfect compared to all the objects we usually 
touch, all the manufactured perfect things. So it’s really pleasing to look at a 
handmade object. Even working in repetitive ways, the human hand has pleasant 
idiosyncrasies.
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This year Diane Rosenstein Fine Art in Los Angeles presented an exhibition called 
“Passengers,” which assembled a treasure trove of previously unseen drawings, 
photographs and videos from Eleanor Antin’s oeuvre of multifaceted projects.
 
One of her most well-known pieces is 100 Boots, in which she placed 100 black rubber 
boots in hilarious and profound sets of arrangements, ranging from military formations 
to chaotic takeovers of objects in the landscape. Another famous work, which is taught 
in most feminist art history books and classes, is Carving, A Traditional Sculpture, from 
1972, in which she photographed herself in sequence as her naked body was “carved” 
by dieting. 

Less known but just as revolutionary are her more narrative pieces, like The King of 
Solana Beach. In a series of black-and-white photographs, Antin presents herself as a 
troll-like king lounging, breaking into conversations, “working the beach” for annoyed, 
befuddled and amused bystanders. She created a truly lived fiction, allowing the world 
and all its unpredictable elements to become her stage — turning everything and 
everyone into fiction. I had the sense in looking at the images that Eleanor was a 
model for FutureClown, a character of mine who engages with history as it unfolds on 
the Internet, such as in re-enacting Rand Paul’s 13-hour filibuster. Playing with and 
questioning reality is our shared bond. Eleanor’s backdrop was her real world, and mine 
is the Internet world, which has become partially my “real world.”

The many drawings, photographs and videos on display at Diane Rosenstein revealed 
Antin’s lifelong obsession to step into history and play with it in her own particular 
way, another passion that we share. My recent film, The Lives of Hamilton Fish explores 
a particular world of New York during the Great Depression. A world I can access by 
imagining my own version — and seeing Antin’s output in this territory, I felt that her 
show was a kind of directive to me and to all artists, and all people — to be a wanderer, 
to create journeys and to go on them and to allow others to join you. Go ahead, 
invent reality. After wandering into her show, I decided to write to her and ask some 
questions; what follows is our correspondence.

— Rachel Mason 
rachelannmason.com

Eleanor Antin by Rachel Mason

(opposite page)
Eleanor Antin
Men from The King of Solana Beach, 1974
5 black and white photographs mounted on board
9 1/2 x 6 1/2 inches each



56 

Style

Eleanor Antin: Rachel, we can find and expand on stuff 
that interests us as we go on. Talking, if it’s interesting, 
always opens up to new talking. But given your mixed 
media audience, it might be interesting to discuss “style,” 
which most people see as an artist’s identity (“yes, that’s 
a Carl Andre” or “oh look, there’s a de Kooning”).  I see 
style as more free-floating and available to play with, to 
clothe myself in (or to disrobe in), to suggest and visualize 
my ideas, to open a whole domain of possibility related to 
what interests me in the particular work I’m doing.

You can start from there or anywhere else. Just send me 
some questions and we can go on. Oh and I did look you 
up when the gallery told me about you. I thought your 
work looked really interesting, witty and quite beautiful. 
Unfortunately, Hamilton Fish was the only one I could get 
to play without interruption (my computer is ancient). I’m 
looking forward to our e-mail conversation.

Rachel Mason:  How fascinating to bring up style right 
away because it wouldn’t be my first inclination and I think 
its a great leaping off point. 

It seems to me that each of your endeavors has a brand 
new starting point — asking a new question and following 

whatever course it needs.  What I love about this is that 
there is a freedom in your work to not be beholden to 
the constraints of any style. You work with what you 
need for any given project. 

That brings me to a question — do you feel that there 
is a pressure on artists to be branded, or to have clearly 
defined styles? Have you ever felt pressure to have a 
style?  And if so, has that affected your practice, or have 
you ignored any pressure to have a style? 

EA: Style is a language, it isn’t a fucking branding iron. 
After doing my videotapes “The Adventures of a Nurse” 
and “The Nurse and the Hijackers” I realized I had left 
something out. Something important. The idea of the 
nurse as caregiver, a role so often given to women, not 
given so much as historically forced on us whether we 
wanted it or not, probably the major role assigned to 
us by history and religion (remember it includes the 
role of the mother). It was left out while I explored the 
contemporary pop image of the nurse: sentimental, sexy, 
a passive player who does the best she can in a thankless 
role. But what did “nursing” actually mean? What was 
a caregiver? I went back to the founding of nursing as a 
job for women by Florence Nightingale back in the mid-
19th century. She invented Nursing as a profession, as a 
calling, during the Crimean War. That was several years 

(left)
Eleanor Antin
Myself 1854 from The Angel of Mercy: The Nightingale 
Family Album, 1977
Toned silver gelatin print mounted on paperboard
18 x 13 inches

(opposite page)
Eleanor Antin
In the Trenches before Sebastopo from The Angel of Mercy: 
My Tour of Duty in the Crimea, 1977
Black and white silver gelatin print mounted on 
handmade paper with text
30 x 22 inches
Collection of Whitney Museum of American Art, 
New York
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before our Civil War. It was actually 
the first war that was photographed 
by that new invention, the camera, 
but differently than it would be done 
several years later by [Mathew] 
Brady and his associates. Roger 
Fenton was with the Brit army in 
the Crimea as a patriotic shill for the 
British government, to publicize the 
soldiers to the public back home. 
Some early PR. So if I wanted to 
discover what nursing meant to Flo 
(Miss Nightingale), I had to use the 
camera language of the time. (Here, 
I must confess I opted to be closer 
to Brady, Fenton was a poor model 
of actual reality.) This required actors 
and costumes and settings to set up 
anecdotal moments for the lives 
and deaths of the soldiers and Miss 
Nightingale’s actual work. Literally 
it meant to discover the nature 
of war by re-enacting a particular 
one as it was in its own time. Not 
a very important war, not a very 
interesting one, certainly a very badly 
fought one (as most wars are. The 
glamour of Thermopylae is very rare 
in the history of war). So this work 
morphed into a study of war, its 
ambiguities, its disasters, its comedy. 
I had a style, 19th-century reportage/
narrative photography, which helped 
me to discover the complexities 
of my subject, and how the idea of 
helping or “nursing” was so ironically 
bound up with killing and death. To 
paraphrase Miss Nightingale in my 
performance play/video, “If I save one 
soldier, he will just go back and kill 
another. So whereas before he killed 
one, he will now kill two or three 
before perhaps dying himself. So I have 
become a double murderer. But...
when I see a man bleeding, I have to 
bandage him.” So I now had 60-some 
19th-century photos. But the subject 
was hardly over. I needed to consider 
war further, there was more, much 
more. There were the economic 
aspects, the political aspects, the 
moral (or immoral) aspects. I 
made life-scale masonite puppets 
on wheeled bases so they could 

be moved around. They’re painted 
puppets of the actors in the photos, 
painted in a flat style reminiscent of a 
Brechtian propaganda play because I 
have political ideas I want to argue. I 
write my Brechtian melodrama with 
hints of Oscar Wilde thrown in (he’s 
so good at miming aristocrats) and go 
deeper into the issues I brought up in 
the photos. But now I use words and 
narrative for the murders, betrayals, 
stupidities, cruelties, romance, 
heroism, ironies, absurdities of war. I 
speak for all the characters. About 50 
of them. With the exception of Miss 
Nightingale, they’re all men. They’re 
Brits, which requires many dialects 
(cockney, Irish, Scotch, aristocratic). 
I’m a good melodramatic actor but 
I suck at dialects. I just do the best 
I can. At the end of the play, after 
the death and destruction, Miss 
Nightingale is given a gold medal 
by Victoria and sent home instead 
of making her a cabinet member, 
Minister of War, the position she 
desired. Did you know that she took 
to her bed for the next 50 years in 
true Victorian female neurasthenic 
style? As a woman, she had no other 
place to go.  So without my taking on 

an early 19th-century photographic 
style along with a more modern 
Brechtian propaganda theater style, 
“The Angel of Mercy” would never 
have come off. I wouldn’t have had a 
language to do it.

RM: Since you mentioned my film 
The Lives of Hamilton Fish, as someone 
who is in drag (female to male) in 
a film made in the present era [in 
the film, I play a male character, the 
editor of a newspaper], I would love 
to know what it was like for you to 
take on male characters and to act 
them out in the “real world” over 
30 years ago. I would love for you to 
speak to this with regard to The King 
of Solana Beach, a piece which you 
began in the early 1970s. 

I personally have to imagine that being 
a woman in drag at that time was a 
much more risky thing, or at least a 
much different thing, than it might be 
today, and also to imagine that there 
were experiences you had then that 
would be different now. I would love 
for you to elaborate on any of those 
differences or to simply provide an 
inside account of what it was like to 
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do that seminal piece which has now 
entered the canon of art history. 
Were you excited, scared, horrified? 

EA: I’ve always loved drag. It’s over 
the top, and I’m attracted by the 
fearlessness in the face of danger by 
people who dance on the high wire. 
An absurd courage keeps them from 
falling. They’re not pathetic Humpty 
Dumptys. They have an extravagant 
beauty that I love. A fearlessness and 
joy in self-invention and fuck everybody 
else. This is me and isn’t it grand.

And sure, I was scared the first few 
times I walked around my kingdom 
of Solana Beach with a beard and 
breasts. It was the days of Nixon, the 
Vietnam War, but also the exploding 
of the old bourgeois culture. And 
the 70s contrary to media cliché, 
was not the selfish age of me but 
the age of the liberation of the “me” 
for those gutsy and astute enough 
to fight for it.  Women’s liberation, 
gay liberation, black liberation (which 
had, of course, begun much earlier 
but now flowered into a black cultural 
explosion). Solana Beach was a small 
beach community of surfers, new 
agers, retirees and Republicans along 
with the occasional home grown 
Nazi.  It still felt like small town 
America but with an easy California 
style.  So the day I appeared with a 
beard and breasts on Main Street, 
yes, I was scared. My presence was 
an attack on traditional Republican 
values of correctness.  I mean, 
women still wore white gloves and 
Easter bonnets in the neighboring rich 
town of La Jolla. I was sticking it to 
them, fuck them and their bourgeois 
culture. But even I was shocked at 
the ease with which people either 
took me in stride or politely ignored 
me like a bad smell. A convertible 
crowded with surfers screeched 
to a halt. “Hey, who are you?” they 
yelled. I bowed courteously. “I’m the 
King of Solana Beach,” I answered 
politely. “Don’t you think Solana 
Beach deserves a King?” “Cool,” they 

shouted, waving at me as they sped 
away. And I began to realize that if 
I were a tall person and not a small 
person, they might have looked on 
me as dangerous. But I didn’t scare 
anybody because I wasn’t threatening. 
I bowed to people, doffed my cap, 
kissed ladies hands. I certainly looked 
more like Charlie Chaplin than 
Charlie Manson. David, my husband, 
called me a dwarf policeman in my 
flowing cape and boots.  Now that 
I think about it so many years later, 
maybe I was a hobbit. What I was 
was different, an outsider perfectly 
comfortable in alien country. And as 
the days went by, I began to notice 
that the only people who said hello 
to me and had conversations with 
me and remembered me from day 
to day were the old people (maybe 
they didn’t see so well) and the 
young people, who were usually 
stoned.  The responsible adults who 
had jobs and took their kids to school 
and went to church on Sunday and 
baked cookies for Little League, those 
younger and middle-aged respectable 
adults merely ignored me. I shouldn’t 
have been in their landscape so I 
wasn’t. They erased me.

History

RM:  I would love to have some 
thoughts on your inclination to 
step into other times in history and 
to create worlds as you do — in 
installations, in plays, in photographs, 
in films, videos, fiction. The re-
making and re-imagining of history is 
so important in your work, and it is 
such a specific vantage point that you 
take, I wonder if you can expand on 
that in any way.

I think much of this question was 
considered when I discussed my 
time travelling to the Crimean War 
in the mid-19th century to discover 
what the creator of “nursing” as a 
profession for women learned on 
the bloody plains of the Crimea. 

Of course, I enjoy time travelling. 
Sometimes I think I’m in the tradition 
of the Victorian woman dreaming of 
the big world out there but stuck in 
the prison of female life. Maybe like 
Emily Dickenson or Emily Bronte. 
(Wow! I never realized before that 
they had the same first name). Of 
course, I’m not stuck anywhere, and 
my work forces me to travel to many 
places, though frankly, I don’t find any 
place existing today as seductive as 
the past, except perhaps for the giant 
redwoods in northern California. 
And hey, I’m not being totally honest 
here, because walking in that forest 
is walking into the past. My trip to 
the Jedediah Smith National Forest 
on the California/Oregon border was 
one of the most amazing moments of 
my life.

RM: In a related thought — to get 
back to your most recent book 
(however I can understand if it’s 
too recently completed for you to 
have the hindsight to analyze yet), 
I’m transported to a different era 
in America, and specifically in New 
York. I had to wonder if you were 
writing from experience — and if you 
are describing your own life growing 
up in New York — (of course with 
the exception of meeting Stalin!) and 
I wonder if you can also talk about 
that.

I’ve done a lot of readings from 
“Conversations with Stalin.” People 
often ask me whether my adventures 
in the book are true or not. But 
what does that question mean? Yes, 
they were my experiences. Yes, my 
mother worked me to the bone in 
the family hotel business. Yes, I had 
those bad boyfriends...lots of other 
bummers too, I had a talent for finding 
them. But you start a story that you 
remember happened to you a long 
time ago and it opens up to perhaps 
become another story, or maybe not, 
maybe it just opens to reveal more of 
itself or maybe it suggests something 
entirely different but related in some 
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subconscious way that surprises you 
but you have to go with it. Are you 
stepping into your previous footsteps? 
Who remembers? The work begins 
to take over. You remember another 
fact. But maybe it happened during 
another time and in another place 
but it pops up here. Go with it. What 
are you going to do, stop the flow to 
interrogate yourself? What are you, 
the FBI? Fuck it. You’re flying. And 
when that chapter is over, if it sounds 
right, it’s right. And it happened. And 
even if it wasn’t that way, it must have 
been that way. You have the words 
on the page to prove it.

RM: To get back to the style point 
— as you say “style is a language 
and not a branding iron,” and the 
wonderful description of exactly how 
its used as a tool in your work — I 
am curious about the fact that you 
brought up de Kooning and Andre 
in the introduction to this topic. I 
found it to be such a curious set of 
examples — so I was just wondering 
if there was anything that made you 
think of them in particular, and if you 
were using them as an example of a 
contrast to your work?

EA: C’mon Rachel, you can always 
recognize an Andre or a de Kooning. 
Thats why I mentioned them. But to 
set the record straight because you’re 
younger than I am, de Kooning was 
one of the great contemporary artists 
of my early years. He’s still a great 
painter, much more interesting to me 
than say, Jackson Pollock. I knew Carl 
Andre’s work later. I like his work. It’s 
dangerous. You can trip over those 
bricks in the doorway and fall flat 
on your face. I set myself against the 
minimalists and the conceptualists of 
my art generation not because I didn’t 
like them but because they were 
too lean and narrow. I was drawn 
to narrative, theater, autobiography, 
absurdity, and the fascinating new 
politics of feminism, so much more 
relevant and complex than my 
family’s stagnant Stalinism. I suppose 

I was postmodern when there wasn’t 
yet a postmodernism. At least not 
a recognized postmodernism. But I 
learned from those minimalists like 
Andre and Bob Morris. I learned 
how to create a coherent show. And 
in their way, they were theatrical. 
At their best they cut to the bone. 
Nothing existed in that gallery but 
the minimal movements their work 
was making. And above all, they 
taught me cool. For a person like me 
always standing at the edge of a cliff, 
cool helps. It stops you from falling.

Acting

RM: Because of your fantastic 
description of the staging and 
decisions behind the photographic 
process in “The Angel of Mercy” 
(and no, I had absolutely no idea that 
Florence Nightingale was bedridden 
for the last 50 years of her life!) a 
new question emerges for me now 
— a question about craft.

It is fascinating to me that you bring 
up a detail about “accents,” it shows 
me that you clearly think a lot about 
the skill and craft of acting. I wonder 
if you can address how your training 
in acting prepared you for the work 
that you do? I also would be curious 
to know — if you can imagine that 
you’d had some huge “break” as an 
actor early on, would you have even 
bothered to pursue art? Or were you 
already ready to leave the field and 
head into the uncharted waters of 
your hybrid practice?

EA: Interesting question. Who knows 
what might have been. I studied 
acting with Tamara Daykarhanova, 
a Russian actress who had studied 
with Stanislavsky. I think I was 
pretty bad then. I was trying to 
find emotional truth and it kept 
eluding me. Occasionally, though, 
it seemed to come, and usually 
as tears. I thought that was truth, 
honest emotion. When I became 
an artist, I stopped worrying about 

truth, feeling, emotions. I wrote and 
acted in plays for my ballerina self, 
Eleanora Antinova, filled with sorrow 
and comedy, pathos and absurdity, 
reality and dream, and in that mess 
of possibility I found her truth which 
was also my truth...There’s that word 
again. Sometimes it makes sense. 
Sometimes it doesn’t.

Craft? What’s that? I don’t believe in 
rules or the right way to do things. 
There are many right ways. An artist 
does what she needs to do to do 
what she wants to do. That’s all the 
craft anybody needs. It sounds so 
deceptively simple, doesn’t it? It isn’t.

Feminism

RM: Where do you see feminism 
today? So many of your pieces from 
the ’60s and ’70s entered into the 
canon of what we think of as feminist 
art. At least, that is how I first learned 
of your work — as situated within 
the feminist movement in art history. 
My question is: what do you think 
the “issues” might be that today’s 
emerging women artists face? You 
are still very much active but you are 
an authority at this point — which 
makes me wonder if you can address 
anything specifically that you face, as 
a woman, if there is an experience 
that you can describe which sheds 
light on the situation as you may have 
seen it change for women in the arts. 

EA: I’m a passionate feminist and 
feminist artist, but I am also a 
conceptual artist, a performance 
artist, a video artist. Remember, 
those were the days when we 
were inventing the new world of 
art, liberating it from the standard 
Painting and Sculpture designations. 
And feminist artists were in the front 
lines. Though not all of my works 
were thought of as feminist. I even 
have works that embarrassed me, 
because they made me feel like a fink. 
So there were several earlier works 
that I never told anyone about, never 
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Eleanor Antin
“...here?” from The King of Solana Beach, 1974-75
8 black and white photographs and one text panel 
mounted on board

Eleanor Antin
“...here?” from The King of Solana Beach, 1974-75
8 black and white photographs and one text panel 
mounted on board

Eleanor Antin
My Kingdom is the Right Size from 
The King of Solana Beach, 1974
8 photographs and one text panel
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Eleanor Antin
100 BOOTS Facing the Sea
Del Mar, California, February 9, 1971 2:00pm
Mailed: March 15, 1971

Eleanor Antin
100 BOOTS At the Bank Solana Beach, CA
February 9, 1971 10:00 am
Mailed: April 26, 1971

Eleanor Antin
100 BOOTS Cross Herald Square 
35th ST & Broadway, NYC 
May 13, 1973 8:10 am – Mailed: June 6, 1973
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showed to anyone for years. They didn’t seem communal 
or supportive of women. For instance, I had one work 
called 4 Transactions. It consisted of “2 Encounters” and 
“2 Withdrawals.” They were done in secret in a women’s 
group of about eight to 10 artists here in San Diego. We 
used to meet every other week to make art together. We 
weren’t into consciousness raising, we were into making 
art together. Let’s say one day we’d bring in everyday 
materials and throw them in the middle of a large floor 
and start to play with them. People would add materials 
— ropes, wood, paper, whatever. A large sculpture began 
to take shape, very interesting too, as people might make 
secret entrances to hide in, others hid parts they didn’t 
like with other materials, overburdened sections caved in 
and the sculpture changed. We didn’t talk to each other, 
we were too busy doing, but we could make sounds or 
song pitches, and eventually, maybe after 40 minutes or 
so, we found our way to an ending. It was fascinating how 
we all knew when the work was finished. Nobody said 
anything, it was just over. Afterwards we talked about 
what had happened and what we made, then we trashed 
the materials and the work was gone. Well, my secret 
Transactions piece consisted of an action I would take 
during each meeting that nobody would know about. 
They were by and large simple actions but they could 
have had consequences. Before each meeting, I had the 
Withdrawal or Encounter that I planned for the day, 
signed and dated by a notary public. Withdrawal #1 read:

“At the Feb. 6th meeting any conversation I initiate will be 
addressed to persons from their rear, never frontally or 
from the side. I can respond to comments or questions 
initiated by others regardless of position. If I initiate a 
conversation from the wrong position I shall leave the 
meeting immediately.”

Sounds simple but I was known to be pretty talkative. 
So I found myself constantly moving around the room to 
be behind people because just walking out on the group 
would have been both confusing and hurtful to them.

Encounter #1, which I performed during the next session, 
was actually much more dangerous.

“At the Feb. 20th meeting, I shall take on the job of 
ombudsman. This will necessitate my pointing out to 
each member of the group, and in any manner I choose, 
a particular failing she displays in relation to the others. 
These may be of an ephemeral sort, such as personal 
bugginess taken out on someone else or of a more serious 
nature like, say, a rip-off of the entire group. I must always 
keep in mind that my statements are intended to bring 

about more satisfactory behavior from the others and 
are never to be used for egoistic purposes of my own. I 
must complete these 8 tasks before the group normally 
disperses, otherwise I must keep the session going by 
whatever means I can until I complete them.”

(Wow! That one was rough)

Years later, when I was choosing the works to include 
in my retrospective at the L.A. County Museum of Art 
with my curator Howard Fox and the art critic who 
would be writing an essay for the catalogue, Lisa Bloom, 
I showed these secret works to them as if I were making 
a confession. Much to my surprise, they both immediately 
loved them, and Howard included several of those pieces 
in the exhibition, including The 4 Transactions. Almost 30 
years later, they read the piece in a more complex way. 
They thought I was asserting my independence, my own 
self, while being part of a community. Their feminism was 
more sophisticated than my earlier one had been. They 
believed that my instincts to hold onto my sense of self 
by working secretly was my way of liberating myself from 
the conformity of the group, even a sympathetic group.
As far as being successful, no artist really believes she 
is successful enough. As one of my paper dolls says in 
“The Nurse and the Hijackers” video: “It’s never enough.” 
And tastes change, the discourse changes, how does 
one stay relevant and interesting while continuing to do 
one’s own thing? How does one keep moving? Because 
art is a vocation, not merely a career.  Once you’ve been 
converted, once you’ve been called, you have to keep 
working or die. I’ve said before, the description of an 
artist is somebody who never takes a vacation.

As for young women artists, the scene is very difficult 
now because it’s so contaminated by money. But 
nevertheless it is really so much more open to you. We 
had to fight for our place in the sun. You still have to fight, 
probably because there are so many more artists around. 
Somehow, there didn’t seem that many in the old days. 
Hey, I’m partially responsible. I was a professor of Art at 
UCSD for almost 30 years. I had a lot of students. Some 
of them were terrific and are doing very well now. Some 
were terrific and aren’t doing well. Luck, character, there 
are so many circumstances that play a role. I remember 
an American artist who lived in Istanbul. He had a once 
in a lifetime opportunity to come to NY and do a show 
at the Fischbach Gallery, a hot gallery at the time. There 
was a violent snowstorm and only 5 people came to the 
opening. He was a good artist. I never saw him in NY 
again and I don’t remember his name.
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The Internet

RM: You did 100 Boots originally as a project that was 
distributed via the mail. I wonder if you can speak to the 
differences or similarities that you see in any aspects of 
artists using the available tools of dissemination. 

Could you imagine that 100 Boots would have had its 
potency if it was a Web-based project?  What do you 
think of the way artists intersect with the Internet ? Many 
artists are able to now engage with the public online. They 
can have dialogues instantly by posting their work online.

For instance, I had an experience where I wrote a song 
about a Chechen military leader and it went viral in 
Chechnya!  It was astonishing to me to experience a 
reaction from a people that I truly have no connection to. 
I wonder if you have had any encounters from any of your 
projects that may have been disseminated via the Web. 

RM: Snail mail was a very different experience from the 
Internet. A picture postcard came to your mailbox and it 
was an object you held in your hand. It represented the 
place where I took 100 Boots, and after recording that 
place, sent it out to you to pick up in your hand and look 
at before perhaps slipping it into a desk drawer or taping 
it to the refrigerator or maybe just throwing it away. The 
Internet is not a place. It’s a great void, a black hole from 
which you can call up an incredible amount of disorganized 
information. It’s interactive and can reach millions rather 
than be quietly slipped into a small mailbox by a mailman 
with a big leather bag on his shoulder. The often-ragged 
edges of the card suggests something of the places the 
card itself had been before it came to your place. On the 
Internet you delete without touching. Germ-free. Life-
free. Sure, you can print it out, but that’s just an ugly piece 
of typing paper, perhaps if you’re sensitive you realize 
it’s a bit of stolen property from a tree that was once 
standing in a real place somewhere. Of course, you can 
make artworks for the Internet, people are doing it all the 
time on Facebook, inventing new selves and characters, 
inventing new truths. The invisible talking to the invisible. 
100 Boots was real even if he was uninhabited and empty. 
He lived in an actual world, he had soul.

Documentation 

RM: I am curious about the role of photography in your 
work, and how the photographer factored into the 
performances. Who did you recruit to shoot the photos? 
Was it a hired gun or a friend? I wonder because whenever 
I look at the work of artists like Joan Jonas for instance, I 
notice that her early work had a handful of very particular 
photographers, like Paula Court or Babette Mangolte, and 
because the photographs are all we have of many of the 
great early works of dance and performance, to me, their 
photographers become a central part of the equation. 

EA: My photographs are not documentation. They are 
inventions. Artworks. I am responsible for the sets, the 
lighting, the actor’s poses, costumes, makeup, story, style. 
I work with friends or they become my friends, but their 
job is to realize my vision according to my directions. 
Sure, when an actor puts on a costume and walks onto 
a set, he adds something, but then I chose him for that 
something, though I admit to being occasionally surprised. 
The kind of photos you mentioned in relation to a Joan 
Jonas performance, they are documentations for people 
who aren’t there of a work that is being experienced at 
that very moment by an audience in real time and space. 
I am responsible for the content of my live performances, 
but not with those pix though I hope they are faithful 
reproductions of what’s happening onstage. I won’t know 
until later, of course. I am concerned with my artwork 
in a particular time and space attended by an audience 
disinterested in the documentation being produced for the 
people who aren’t there. They are concerned only with 
their own “here” and “now” with me.  These different 
types of photographs are as different as night and day.

All images pp. 52-61 appear courtesy of 
Ronald Feldman Fine Arts, NY: feldmangallery.com

A portion of this interview was originally published on BOMB Daily
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Pauline Oliveros: Rose Moon with Will Cameron

(opposite page) Drawing by Pauline Oliveros

Will Cameron: Rather than one composer, or one person, 
it’s always been in your work, a community — and I 
believe that Rose Moon was a special example of that.

PO: Collaborative effort, yes it was. There were Neely 
[Bruce] and Phyllis [Bruce], who were in the center of 
the mandala, the singers, expressing certain emotional 
qualities and so on. And that was their improvisation, 
from the center. Although they had instruction, and they 
certainly had a context for what they were doing. It was 
related to different mythologies and understandings of the 
moon in different cultures. The moon through the ages 
has been a very powerful relative of the Earth, you know. 
I was I guess kind of synthesizing the different aspects of 
the moon in this particular piece, but wanting to draw on 
the whole world of understanding, everything from the 
scientifi c to the mythological.

WC: Neely said that sometimes after the piece someone 
would come up to you and they’d say, “Well this is a great 
spiritual journey of some sort, isn’t it?” And that the 
answer would be, “Not exactly.”

PO: [Laughs]

WC: Or, “No, this a work and it has its own meaning 
outside of that.” But I think someplace in the score it said 
that, rather than worshiping something, it’s about a way 
of acknowledging relationships between things.

PO: That is a very good way to put it, because it is about 
relationships. I mean, different cultures have their own 
relationship to the moon. An agrarian culture, for example, 
would have a different relationship than a scientifi c culture. 
You know, because the cycles of the moon, or the phases 

of the moon, have to do with planting and the tides and so 
on. That affects their crops, for example. But then there 
are more mythological understandings of the power of 
the moon, such as the full moon, you know where…I was 
just thinking of Dracula [laughs]. So there’s lots of range of 
understanding, and trying to bring all of that into a kind of 
synthesis of humanity and understanding, I think was kind 
of the motivation in the piece.
 
WC: Moon energy, or moon gravitational force is a 
subtle but real thing here in terms of the tides and the 
atmospheric systems.
 
PO: Right. So the different peoples have had different 
understandings of that, but have certainly felt it, you 
know, as sensation and as a power that’s working in their 
lives.

WC: Either scientifi cally or astrologically…and this is not 
the only piece that you’ve taken in relationship to the 
moon, right? There’s other work that you’ve done, for 
example the bouncing of—
 
PO: Oh, Echoes From the Moon! Echoes From the Moon 
came much later, in the ’80s, 1987 or something, yes. That 
was bouncing sound off of the moon. I thought that since 
the moon refl ected light that it certainly would refl ect 
sound. And so I found that there were three ways that I 
could approach that. Which was that the astronauts left 
targets or whatever for laser beams, so that you could 
send a laser beam and get a refl ection back. Or that radar 
was another way to do it, infrared. But the one that I 
chose was ham radio, because ham radio operators began 
to bounce signals off the moon in the ’70s, somewhere 
in the mid-’70s. And the reason they wanted to do that 

Rose Moon, a ceremony by Pauline Oliveros, was organized and presented 
by the Wesleyan Singers under the direction of Neely Bruce in 1976/1977. 
A full description of the ceremony appears on page 67.
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was to increase the range of their ability to broadcast. 
Because if they could hit the moon, then another operator 
could pick the signal up at a different angle, in another 
geographic location that was not reachable otherwise. 
That’s why they were doing that. And so I found…
actually it was Scot Gresham-Lancaster that helped to 
implement this piece. And he found a ham radio operator 
in Lebanon, Maine, who was one of the fi rst to do that 
ham radio moon bounce. He had a Yagi array of antennas, 
about 24 of them.

He had put these all together in a large array that he could 
control, so that he could track the moon with that array. 
So that when the moon was rising he could continuously 
change the angle. Because that motion is fast, relative 
to the Earth anyway. So I went up there, and took my 
accordion and a bunch of little things, and sent sounds to 
the moon at Dave [Olean]’s place [laughs]. He had a foot-
switch, so in one position you’d be sending to the moon, 
and in the other you would be receiving. It was possible 
to play a sound and then switch, and you would get the 
echo back in four seconds. So that’s where I did the fi rst 
testing of this, was there. And it was quite an experience, 
you know. To send the sound and then have it come back 
at you from the moon. And it’d come back with a little 
Doppler shift on it, and it was distinctly an echo.

WC: The ’60s and ’70s were a time in which people were 
expecting that maybe in 10 to 15 years that there would 
be something more permanently established on the moon 
in terms of human activity.

PO: Yes, that’s right. Well, my interest in doing this, I 
think, was also inspired by having watched the moon 
landing in 1969 on TV. And I actually saw the screen burn 
up when they accidentally goofed and aimed the camera 
at the sun. It just went. Yeah, that was something.

WC: This was a process that began with the Sonic 
Meditations.

PO: It was 1970, when I was fi rst composing those 
meditations, with the idea of opening up sound 
experiences to a wide range of people. And certainly 
it did. And certainly it has, over all these years now, 37 
years ago. So, I had already begun to move away from 
conventional notation in the ’60s. In my book Software 
for People there’s an article called “Meditation Mandala 
Music.” And it shows my dissolving or deconstruction 
of notation into prose notation, and various scores, and 
the progress of that. And so, you know, I’ve continued. 
It opened up the possibility of community, of groups of 
people with shared interests working with sound, without 
having to be trained musicians.

WC: There are a number of different purposes that are 
fulfi lled with this work, some of them being personal, 
some of them are community, and some of them are just 
simply vibrational. I was speaking with Ramon [Sender] 
about relating different theater works in terms of how 
much OM-ing was going on – how much primal singing was 
going on. In your piece, there’s a certain kind of necessity 
to vibrate through singing. In a special way, that’s not just 
like the kind of singing that one would do in a chorus, but 
it’s a really integrated, into-the-body experience kind of 
singing. 
 
PO: Yeah, I would think so. I think that’s a good way of 
doing it. I think it was in the air, how to do that kind of 
thing.
 
WC: Through toning, some people wouldn’t call it OM-
ing, if they wanted to stay away from the OM they would 
call it toning.
 
PO: Toning, chanting…it’s different words from different 
perspectives. And I think also that people were becoming 
aware of different traditions of meditation practice, and 
of different kinds of chanting, and becoming cognizant 
of how various Native American chants happened. So it 
was going more toward the primal, and toward groups of 
people who held together through that kind of singing, 
vocalizing.
 
WC: There also was a culture exchange that was going 
on, especially in California.
 
PO: This is true. And there was a lot of activity. So for 
example in that year 1977, the Gyalwang Karmapa came 
to San Diego. I arranged for the Black Hat ceremony to 
take place at UCSD, which it did. And I don’t know how 
many about 500 people came, and fi lled up the auditorium. 
It was a powerful tour. And I think I met him in New 
York, fi rst, and then I did arrange for this to take place 
in California. But other groups were coming, and I began 
to realize that, you know, there was quite a lot going on 
[laughs]. But this was after I had already composed my 
Sonic Meditations, for example.
 
WC:  Through that trajectory of meeting you and learning 
about some of these other works, I’ve really been drawn 
to aspects of work that involve this ceremonial positioning, 
or the place of the work. That there’s a different sense of 
space in a ceremonial work, that there’s a different sense 
of relationship between people than if it was a theater 
play.
 
PO: That’s true, because it would have a more narrative 
direction, and it’s more linear. For example Rose Moon is 
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a cyclic piece. You can come in and out of it. You can 
come in and be there, but then maybe you wanna go and 
get a hamburger [laughs]. But the thing is that the cycles 
guarantee that the piece will continue. So you can come 
in and out of it. So that’s part of a cyclic form. But it also 
sets up an atmosphere of powerful energy. Just as the 
moon rises and sets, the cycles of Rose Moon continue. 
It could continue indefinitely, actually.
 
WC: So, practicality aside, the piece could go on as long 
as necessary, I suppose.
 
PO: Right. [Both laugh]

WC: That’s a good way of thinking about it, right, rather 
than saying “six hours.”
 
PO: Right, well, that’s arbitrary in a way. But the 
accumulation of cycles sets something in motion as well. 
And your experience of cycles accumulates to change 
your consciousness in some ways, also.
 
WC: I’ve noticed from listening to the piece and also to 
the score that there is quite a deal of freedom on the 
part of specific performers. The aspects of the piece that 
call on the improviser, the performer, to acknowledge 
and maintain the cycle are really specific. “The tone 
that arises during this cycle must be held, and at the 
beginning of the next cycle it can change,” and trying to 
keep people conscious of that.
 
PO: That’s part of what you call “holding together.” 
Holding together the ceremony so that some cycles can 
happen. So it’s not a free-for-all, so to speak. But it does 
have coherence, even though it can sound very free.
 
WC: And very free experiences on everybody’s part can 
happen.
 
PO: Individually, yes.
 
WC: I had a phone conversation with Linda [Montano], 
and she was telling me a story about two of her family 
members who came to the piece, and an experience 
that happened to them during this performance, such 
that afterwards they were found crying in the bathroom.
 
PO: [Laughs] I forgot about that.
 
WC: She was saying a lot of artists at that time and 
even at the moment are trying to understand the 
question, “What is a trance body state? What is a trance 
emotional state?” And I think this work is part of, but 
not exclusively about, trance. It’s about — well, you can 
actually answer that…

PO: No, go ahead and tell me what you think, and then 
I’ll let you know.
 
WC: I think that there’s a line in there that’s saying that 
the moon figures should respond to their emotional 
state, but that that state should be observed and 
experienced completely.
 
PO: That’s right. Yeah. I mean, it isn’t about acting. You 
know, I mean about method acting, or something. It is 
really about experiencing the emotional state. In other 
words, not trying to make something happen that isn’t 
real to the person. And that’s not necessarily easy in 
the situation. But Neely and Phyllis were enclosed in 
the moon tent, you know, so they weren’t necessarily 
visible to the audience. So they had a kind of privacy 
in the midst of this ceremony. But it was really up to 
their ability to give attention to what they were actually 
feeling.
 
WC: Which changes for everybody on a day-to-day 
basis, doesn’t it [chuckles].
 
PO: Absolutely. Well, and moment by moment! [Chuckles] 
It can change.
 
WC: The environmental, or the interpersonal space 
of some of these pieces is that people come to them, 
especially audience members, without a whole lot of 
expectation about where it’s going to go, and they also 
will experience emotions during the course of the piece 
in a sensitive way because of that. And I think that’s the 
story with Linda [Montano].
 
PO: Yeah, that’s what happened to her relatives I guess. 
And, back to Linda, she was one of the lunatics. The 
clown figures in Rose Moon. And she almost undid me, 
that’s for sure. Here I am carrying the moon rattle in the 
procession, and I’m having to maintain my concentration, 
you know, for the cycles and so on and so forth. She had 
a typewriter that she was carrying around, she had a fur 
coat on, and she was carrying this typewriter around 
and she would come up to people and ask for help on 
her term paper.
 
[Both laugh]
 
WC: Nice.
 
PO: Oh, it was outrageous, it was so funny, I just, 
almost, you know…I was swallowing my laughter, it was 
just hilarious, really hilarious. And in that environment 
at Wesleyan, and the students, and all of that stuff. So 
she was truly, really very funny, in this understated way.
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WC: Rather than doing something that was really 
obviously lunatic.
 
PO: Well, you know what the instructions to the lunatics 
are, in the score, is to be disruptive. To try to disrupt 
the ceremony in any way they could, as long as you didn’t 
touch anybody physically.
 
WC: Yeah. I think I can understand why you wanted to 
have that aspect to the piece.
 
PO: Oh yeah, it’s very important, because it’s true 
to life, and you know, that you may have something 
important going, or that you think is important, and then 
there’s always something. So it was a test, a test to the 
concentration of the performers, a test of opposition to 
the form. The lunatics were to oppose the ceremony. 
But they were also part of the ceremony. They were 
ceremonial lunatics. And they were called lunatics of 
course because of the moon, and they were a reference 
to people who get a little out of hand when the full moon 
comes. So it was really part of the synthesis of all these 
different kinds of relationships to the moon, to have 
persons called lunatics. Those who are a little off.
 
[Both chuckle]
 
WC: Also, just in this case the idea of having this whole 
structure with the figures in the center is so tight, then to 
have the lunatics there to actually cause this…
 
PO: Yes, to loosen things up.
 
WC: I’ll ask you to reflect on audience participation 
because I know that there were instructions in the score, 
to allow people to participate.
 
PO: Yeah. Right, they could call the names of people that 
they wanted to remember. So, I mean, that of course 
can bring up quite a bit of emotion. If these people were 
not living, for example. So there was that, and then they 

could also join in the recitation of the names of the moon 
as well. I think that form of participation is not always 
comfortable for people who have come to just witness 
something. But I was trying to include people so that 
they get a sense of participation in the ceremony. It was 
available. And so even if they didn’t vocalize, it would still 
set off a train of thought. So even if they didn’t do it, 
it was still working and part of the piece, I would say, 
psychically.
 
PO: With Rose Moon, you didn’t need to have technique 
to participate in it. And that was the breakaway from the 
establishment, the classical music establishment.
 
WC: Or maybe even an avant-garde establishment.
 
PO: Or even that. My work was radical! [Laughs] My Sonic 
Meditations were radical. They were a radical departure 
from what was surrounding me at the time. What I was 
doing was picking up on whatever undercurrents were 
happening of the transmission of meditational practices 
to the West, from Asia and Tibet and all of those things. 
I mean, that was happening and it was in the air, so to 
speak. With Sonic Meditations, I was careful in the choice of 
words. These were pieces, they were compositions, as far 
as I was concerned they were related to my experiences 
being a so-called avant-garde composer. And I was very 
careful to keep them as secular, there was no reference 
to any kind of religion, or no incorporation of any kind of 
religious practice, or necessarily spiritual practice. The 
closest I come to it is with the notion of concentration or 
focus on breath. But then, anybody can do that, anybody 
can focus on breath, it doesn’t have to mean that it’s a 
spiritual practice.
 
WC: Or it’s spiritual in as much as the participant takes 
an opportunity to make it that way for them.
 
PO: That’s right. And Rose Moon is on the edge, I would 
say. This was 1977.

Pauline Oliveros website: paulineoliveros.us
Deep Listening Institute: deeplistening.org

The score for Rose Moon, published  
by Smith Publications, is available  
from the Deep Listening Catalog. 
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On a sunny afternoon in fall 2013, Molly Danielsson,  a 

renegade illustrator-scientist and composting-toilet-

system expert, led me to Fosterville, an urban intentional 

community in SE Portland, Oregon.  At the time, they had 

11 members living in three homes (two century-old homes 

& a three year-old strawbale home) and nearly 1/3 acre of 

land on what looks like a single plot. I had told Molly that 

I was interested in learning more about using composting 

toilets, for I knew next to nothing about the process, and 

apparently Cascadia, the bioregion in which Portland falls, 

is full of people who are doing it. Elona Trogub, one of the 

residents of the community, was happy to show me around 

the grounds and break down how they came together to 

make it work. 

— Camilla Padgitt-Coles

Elona Trogub: The main projects I’m involved with 
these days are the Cascadia Education Project, the 
Community Rights movement and Activist Hub. The 
Cascadia Education Project has existed since 1974 and 
focuses on bioregionalism, permaculture/biodynamics 
and deep ecology/integral spirituality for the Cascadia 
region. I’m trying to work on meeting structure and 
dynamic governance. Consensus process is useful for 
the group itself, but when the group is working with 
other groups accountability is needed. Then we need 
some other form of governance. Learning how to 
put in practice dynamic governance. So, I’m going to 
school at PSU ...

Molly Danielsson: Full time?

E: Yeah. And I’m writing my senior thesis on 
bioregionalism, or how to shift into bioregional 
patterns of thinking via the language we use. 

M: Like, what to call our place? Or beyond that?

E: Well, the idea that land can be owned. Shifting 
away from a possessive type of relationship to things, 
and into a kind of give and take, a mutually beneficial 

Fosterville: The community that has its shit together
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relationship, and looking at how the 
words that we use really do affect 
the way that we relate to things 
outside of our bodies. And even 
our own bodies. Like, even saying, 
“I am me.” There is this shallow 
level of saying “I am me,” which 
is that I am here talking to you, 
and I exist. But then on a deeper 
level, understanding that five to 
ten pounds of our weight is made 
up of bacteria, that aren’t really us, 
and when we die, what happens to 
them? And do they die? 

M: Did you read Michael Pollen 
“Some of My Best Friends Are 
Germs”? [New York Magazine, May 
15, 2013.]

E: No.

M: The first sentence is: “I remember 
the last time I thought of myself as 
an individual and started thinking of 
myself as a giant super organism.” 

E: Yeah, we are!

M: And he talks about how it was 
the moment when he read his 
results for this citizen science 
project where you can send in a 
swab of skin from inside your cheek, 
and from your feces, and I think 
the next one is your hands, and it 
shows you exactly who you have in 
you, all these bacteria and fungi, and 
everything, and he was like, “Oh my 
god, this list is so loooooong!”

E: It’s incredible!

M: It’s so cool.

E: So, having an understanding 
of that interconnectedness, and 
interdependence, and that 80% 
of plants depend on mushrooms 
to survive. There are all these 
relationships, these spaces between 
what we see as objects, it is really 
almost this spiritual component of 
interconnectedness. 

I’m kinda weaving all these things, 
system science, and complexity and 
convergence with spirituality, and 
old philosophies on bioregionalism 
and ecofeminism. Because I think 
people who are interested in 
bioregionalism understand this 
concept of Cascadia but don’t really 
have a good way of wrapping their 
mind around it easily without going 
through many years of literature. 

M: And also, we can change the 
language we use. 

E: It changes our worldview. And 
our worldview changes language. 

M: And you get to choose the words 
you say every day. 

E: So I want to put something 
together for people that would 
be powerful, so they could have 
a better understanding of how 
bioregionalists see the world, but 
aren’t very good at articulating. And 
using like, a lot of decolonization and 
colonization history to back up the 
reasons why we haven’t been talking 
about this for a long time. And we 
have been dismissive of indigenous 
knowledge for a long time. Our 
whole thing is we want to build a 
collective ownership model, which 
doesn’t exist. And in order to do so 
we need to have this house owned 
by the people currently living here. 
To get the legal infrastructure in 
place for that. Currently the owner 
lives elsewhere. 

C: How long has Fosterville been 
what it is today?

E: Eight years? Is that right? It’s been 
in this format for five years. This 
house was bought first, and then 
that cottage was built, and then that 
house went up for sale, three days 
later. 

C: So how do the composting 
 toilets work? 

E: [Leads us to bathroom] So, this is 
the composting toilet. It’s a bucket, 
in a box. And inside it is somebody’s 
poop. It’s not mine. And then 
there’s the sawdust, that you cover 
your poo with. We try not to have 
poo and pee in there, but it’s not a 
huge deal if there’s pee in there. We 
dump the buckets once a week. And 
we started creating these modules 
out of pallets, so these are all pallets 
that we cut up. And every time we 
run a dump we add another level 
on. And these are different ages. So 
for the twelve people that live here 
have five units, and that’s enough 
to age the compost for a year. And 
then we use it for soil. 

C: Can you actually use this to 
fertilize things that you eat? Is there 
something special you do so that it’s 
safe?

E: Mm-hmm. So we have a 
thermometer. And we just dumped 
today so we can look at how hot 
it is. 

M: The main thing with safety is just 
time and temperature. Either it gets 
hot enough or it’s been held away 
from people long enough.

E: And black soldier flies are amazing.

M: Yeah, they can reduce volume of 
the compost pile really fast. Because 
they can just eat tons of compost. 

E: [Puts in thermometer] Theoretically, 
this pile gets hot for about three 
or four days to about 150 degrees, 
which is hot enough to kill most 
pathogens. 

M: Pasteurization. 

E: Exactly. So after pasteurization 
the aging process is just a safeguard. 
The aging process also breaks down 
the woodchips that we mix into 
the compost. And you notice we’re 
standing here, with a week’s worth 
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of shit sitting here, and it doesn’t 
really smell like much. 

C: It doesn’t smell like anything.

M: No. Not at all. You’re just using 
all woodchips now? 

E: Yeah. We were using coffee 
chaff, which makes it smell like 
chocolate in our bathroom. Which 
is interesting. But it didn’t soak up 
moisture, it was a pain in the butt 
to get, so we’re back to woodchips 
and shavings. 

C: Most people don’t think about 
where it all goes, after they flush 
the toilet I guess? 

E: If we have an earthquake, where 
are people going to poop? 

M: Yeah. You’d be fine. You’re 
already practicing.

C: We rely on so many external 
things to just deliver things or take 
them away.

M: Pipes don’t work when 
they crack.

E: And sanitation is one of the 
biggest issues when emergencies 
happen, so…

C: Is this the first thing you started 
with in terms of sustainability?

E: No, I think this is a more recent 
system that we implemented. 
Originally we started with water 
catchment, and putting in a food 
forest. Learning about medicine, 
and food, and seed saving. We 
did a day of emergency where we 
pretended like the earthquake had 
happened, and we decided to make 
lists of what we had and how long 
it would be good for. 

C: Is there imminent danger of 
earthquakes? 

E: Here? Yeah. The Cascadia ‘quake 
is gonna be happening any moment 
now, they say. The activity that’s 
happening in Japan…we’re all 
connected by the Ring of Fire, a 
quake cycle. So we’re due for one. 

C: Are there other communities 
like Fosterville in Portland?

E: I think there’s like, 12? There’s the 
Boise Collective. They collectively 
bought an egg incubator, so all the 
neighbors bring their duck eggs 
every spring and they hatch and 
they give them to their neighbors, 
so they’re spreading more ducks. 

There’s different communities. 
Mostly people practicing herbal 
medicine, living in a way that 
can really pull them away from 
capitalism in a way that can serve 
the community, it seems. That’s 

what I’m noticing a pattern of. 

C: Is there a lot of trading going on? 
In terms of skills, etc?

E: I’d say the gift economy is more 
alive than the trade economy. It’s 
really interesting because Charles 
Eisenstein, who wrote Sacred 
Economics, was talking about how 
historically people didn’t have a 
barter system. That for the most 
part of human existence we used 
the gift economy, and it was a 
matter of really trusting each other, 
and knowing that it would come 
back to you. Because that’s how 
people just relied on each other. 

And the barter economy only came 
out right before the money system 
came into effect. And since we’ve 
had the money system, it’s been a 
real consolidation of power. And I’d 
say people here in my community 
in Portland aren’t interested in 
making sure they get a good deal 
bartering. They say, I’m going to 
offer this to you, and that’s that. 

C: Was there some trial and error 
in starting the whole composting 
toilet operation? 

E: I think the humanure movement 
has been happening since the 
1970s, so a lot of the kinks have 
been worked out. But yeah, there 
were some trials. 

cascadia-pdx.org

(right) Photo by Ka Baird
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Nate Grace:
Restless Moon Poems

thedreamvacuum.tumblr.com







86 

Evie Elman



88 89 



90 

Judith Malina on Aging

JM: I’m doing a play in New York with the Living 
Theatre, that I’ve written, or at least I’ve finished one 
or two scenes, called “No Place To Hide,” which is 
about our separation from one another, our separation 
from the people we think are our enemies, even from 
the people that we think are our friends, our separation 
from our mothers, our husbands, wives, brothers, and 
even our separation from ourselves. We don’t really 
open, even to ourselves. We have certain limitations. 
We’ve all been trained to hide. Whether we hide from 
the cops, or from the criminals in the street, or we 
hide from each other. Which we’re doing all the time, 
even right now. Or whether we hide from ourselves. 
It’s all this idea that we can hide, this play is saying we 
can find ourselves and be open, and not hide. So I’m 
working on that, but before I do that, I’m doing a play 
here, with the residents of the [Lillian Booth Actors] 
Home. And I’m very concerned with the dire situation 
of older people. In civilization, but certainly, especially 
in the United States. Where older people are simply 
discounted and disdained. I mean, I’m in a lucky house. 
There are a lot of people in other homes, where it’s 
not so nice. And people just get rid of the old people. 
But even in our daily discourse, where people say, “Oh, 
come on, he’s just an old guy, what are you listening 
to him for.” Or, “What do you mean, that’s just an old 
wives’ tale.” There’s a certain disdain for something that 
people don’t recognize. That the society doesn’t take 
into account. And that is that we keep getting older, 
we keep getting wiser, and better. Now, trust me, the 
disadvantages of old age are all perfectly too apparent. 
I’m in a wheelchair, I can’t breathe, I can’t hear, my 
eyesight is going, all those things happen. And of course 
we don’t like that, it’s terrible. But at the same time 
that we’re diminishing our physical powers, we’re also 
increasing our wisdom and our knowledge. People 
don’t understand that. People well know the difference 
between a 5-year-old and 10-year-old. You can tell 
right away. A 10-year-old is different from a 5-year-old, 
mentally, physically. A 10-year-old is different than a 

20-year-old. You expect different things from them. But 
people really believe there is no difference between an 
80-year-old and an 85-year-old. And I can tell you, I’m 
a lot smarter now than I was five years ago. That’s just 
personal. But I think all thinking people continue to think. 
I mean, some people are dumb, they’re born dumb, they 
live dumb, and they die dumb. Of course. But almost all 
people grow when they’re older. And I’m just reading a 
book by a very interesting writer called James Hillman, 
who’s written a book called “The Force of Character.” 
He says there’s a reason for old age. Which is that after 
a certain age we begin to finish our characters, which 
are constantly changing and growing. When I say we 
get wiser, as we get older, I don’t mean that we know 
the dates of births and deaths. We forget that, things 
we knew. But, we get more compassionate. We know 
what life is about. We understand relationships the way 
no 30-year-old can. We change, and we grow, and it’s 
our characters that change, and grow. And I want to 
do a play about that. I’m finding it very difficult. I’m 
communicating with the residents here, and they’ve 
mostly been convinced by the myth that, “No, you 
don’t change, what do you mean.” You’re finishing your 
character. You’re completing your character. And that’s 
a very important thing. And society has a resource in us 
that it doesn’t use. It doesn’t recognize. In fact, it denies 
it. We’re losing a big capability of society. Namely the 
growing consciousness and wisdom of the old. We don’t 
listen to it. People think it’s better in Italy, they say “Oh, 
it’s because people stay with their families.” And they’re 
at least used to consulting. You know, “I’m having a lot 
of trouble with this woman, I’m gonna ask Grandma 
what she thinks.” We don’t say that in America. We 
say, “I have a lot of trouble with this woman, but what 
would Grandma know about that.” Or, “I can’t make my 
business problems work out, I gotta talk to Grandpa.” 
That’s not only what I mean, but it’s part of it. And it’s 
better to have the old person in the family, used as 
a consultant, than to throw them away in an old age 
home like we do here.

Interview by Will Cameron & Alexandra Wagner

Judith Malina is a German-born American actress, writer, feminist, theater director and 
anarchist. With her husband Julian Beck she created The Living Theatre, which began 
staging plays, happenings and events in New York City and Paris during the 1950s and 
’60s. The company is still active to this day. Perfect Wave sat down with her in Englewood, 
NJ at the Lillian Booth Actors Home. For the complete text of “Questions Concerning 
the Living Theatre” visit: perfectwave.org/judithmalina 
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PW: The generation of the ’60s are becoming older 
now, but they also are in possession of the resources 
now. They’re in control. 

JM: Yeah, but they haven’t stopped the wars, they 
haven’t disarmed the military, they haven’t fed the poor. 
So they haven’t done the work. 

PW: What I’m saying is, do you think it’s possible that 
they feel like they can give up on this now, rather than 
come back to it? 

JM: I think every generation gives up at a certain point. 
Because the social myth is that after you’re 60 or 65 
you should “retire.” Instead of, that’s when you should 
start working hard.

PW: In the music and art traditions of India they really 
have a lot of respect for the elder artists. They are the 
source of everything, and they are acknowledged as the 
ones that have really refined it. Like in Indonesia, they 
have the concept of refinement – that you get stronger, 
you get more refined with age.

JM: That’s wonderful.

PW: I really admire this piece, I think it’s Julian [Beck]’s 
piece, which is about questions concerning The Living 
Theatre. It starts, “What is the difference between 
questions and answers?”

JM: I know it by heart. Yeah.

PW: “Why do you go to the theater?” These questions. 
This is such an important piece to understand a little bit 
more about the Living Theatre, and Julian, and Judith.  
I wanted to ask you, you’ve had a long relationship with 
this piece. You’ve read it many times.

JM: I read it as an entertainment piece, you know. 
People ask me if I can do a piece, and I and another 
person read these questions and alter them. We don’t 
answer them, we just read them.

PW: That was my point. Why don’t you answer them?

JM: Well, when Julian said, “What is the difference 
between questions and answers?” he didn’t have an 

answer to that. He just wants us to think about that. 
And if you have an answer to that, beautiful. Tell me. 

PW: My experience after reading it was that each time 
you ask the questions, it’s like an opportunity. It’s a 
new time, it’s a new place, there’s new people. So, the 
answer could change. So maybe there’s no answers 
because each time you bring them up you’re in a 
different situation. 

PW: They strike me as very productive, because although 
there might not be answers, there’s always something 
to be gained through the experiments. And I thought 
it had something important to do with evaluating these 
art protest groups of the ’60s that we’re talking about. 
Like Ben Morea. This brings up certain questions, but 
I was actually focused on, before remembering this 
piece, trying to figure out all the answers. And this is 
a good one, in that regard. So I wanted to thank you 
for keeping that one in the forefront, because that is 
a great piece. So maybe we’ll end here, what do you 
think?

JM: If you want to end. If you want to ask me a few 
questions I’ll give you my best.

PW: So even though the intention isn’t to answer them, 
we can still ask them, right?

JM: I don’t know. Maybe somebody has answers. 

~

PW: How can we touch one another?

JM: By leaving ourselves open to be touched. By opening 
ourselves up. By having no secrets, and no hiding places. 
By not putting on airs. By not pretending for each other. 
And by really only asking what we really wanna know.

PW: What is the important inquiry?

JM: The important inquiry is something you really wanna 
know. What you really wanna know, is the important 
thing to ask. And that might be anything. What’s the 
name of that tree? Or you might want to know, how 
can I make the world less cruel? Both are questions. 
Both are inquiries.

livingtheatre.org
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IV

Hephaestus, for want of your wares I fell
only to see them surpassed by my wounds
under the bright mourning of Apollo.
The hydria painted in my image,

released in unison by the fates’ grasp
smashes into bloom on these hardened sands,
eager for the leaked water of my life.
Each shard glistens with the whole of the sun

that my best praise could only bear in part
before this boldness burst into pieces.
The truly great will to be delicate

despite life’s unexplained brutality.
To receive the light, unlike Callisto,
I scatter low and constellate the earth.

The Hyacinths of Ajax 
by Maxwell Donnewald

An elegy for Joseph Fitzgerald 
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V

The curse of your love populates the heath,
brilliant-faced god, while your arms lay empty.
You worship those whose dreaming defies life,
but divine courtship burns away the veil

gently blown aside in the wind of sleep
and only set swishing by remembrance.
Your embrace is the mill that pours us
into the dust beneath a bull’s nostrils

or the sand darkened by a drop of rain.
The stitching of the body is your lyre.
With your coaxing fingers the dream erupts 

from a shimmer in our rendering flesh,
merely dye to soak the budding petals
before you slash them open to the world.
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IX

There is no way out of entanglement. The 
only responsible course is to deny oneself the 
ideological misuse of one’s own existence, and for 
the rest to conduct oneself in private as modestly, 
unobtrusively and unpretentiously as is required, no 
longer by good upbringing, but by the shame of still 
having air to breathe in hell. — Adorno

Turn aside, for it is not possible,
when this body glazes over with flame,
to go on celebrating your visions.
The perfume you mistake for a flower

is your own flesh singeing in its halo.
Even the gods, whose distance seems bolstered
by each newly forged weapon in our hands,
shudder to our level before its face.

See how we try to dull its standing-out
by mixing it with the folds of our robes
or the morbid nourishment of a vase?

We attack with love what grows beyond us,
and only out of pity for this farce
does it choose to laugh below our hearing.
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XV

 Consider: the Hero continues, even his fall
 was a pretext for further existence, an ultimate birth.
 But lovers are taken back by exhausted Nature
 into herself, as though such creative force
 could never be re-exerted. — Rilke

 Oh to be blinded by a woman’s locks
 spilling in the act of love, like dark wine
 sweeping away the stain of the senses.
 This drunkenness must be the true seeing,

 flushing the bare scaffolds built by the eyes,
 an empty gauze like the comb of the bees
 to well with the honey of ripe summers.
 But then there seemed to be another way,

 a still more voluptuous fruit than her,
 where the very body of the seer
 no longer obstructed what could be seen.

 Call your flower the joy-of-pure-vision,
 but don’t think you serenely witness all,
 now, in death, unable to bear her pain. 

SKY FLOWERS STORY AND ILLUSTR ATION: JAKE LEMKOWITZ
DES IGN: HARRY GASSEL
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