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“If this is art God help us!"

—London Evening News comment on Genesis P-Orridge

“Genesis P-Orridge is directly connected to a place few of us have the courage
to visit (certainly not on a regular basis, and certainly not over the course of
an entire life). His life and work constitute a fierce, sustained act of willful imag-
ination, an uncompromising personal insistence on keeping open a mainline
flow to the magic hidden just beneath the surface of daily quotidian existence.
Maost of us buckle under and leave this place behind sometime in late childhood.
Genesis has made a life’s work (and a life’s play) out of it, revealing in the
process something we should have known (or remembered) all along. As such,
he's an heroic figure in his refusal of everything banal and soul-crushing the lies,
identity traps, and control of modern mass media culture he points the way
laughing "

-Michael Gira,Young God Records, Angels of Light, Swans

“l have known Genesis P-Orridge over a period of years and |
consider him a devoted and serious artist in the Dada tradition.
He instructs by pointing out banality through startling juxtaposi-
tions.”

—William S. Burroughs, author of Naked Lunch

"Genesis has been an invaluable pioneer in developing a new language, a
wremendous influence.”
-Dr.Timothy Leary, 20th Century Cultural Explorer

“Genesis P-Orridge will go down in history for his art inextrica-
bly entwined with his life which agressively advocates respect for
dreaming, surrealist creativity, astringent cultural activism and the
permanent refusal to accept status quo—implanted notions of

‘reality’.
~V.Vale, RE/Search Publications founder/publisher

“Our 21st century’s version of a Renalssance man. One high step ahead of pop
culture and all-ways game to go where others fear to tread—sometimes grace-
fully in stiletto heels”

—Miss Jackie, Aesthetic Nutritionist

“When | heard Throbbing Gristle’s Hamburger Lady as a young,
blossoming man, it scared the shit out of me. Eventually | matured
enough to be able to handle it. Genesis P-Orridge, by his very
existence, challenged me to grow and become all that | dreamed
| could.”

=Barry Bliss

"Genesis P-Orridge, however unconventional his form of art, is thoroughly seri-

ous in his intention. He is a man whose actions are motivated by sincerely held

and carefully considered views of his role as an artist in society, and he has

shown courage and dedication in pursuing his career in the way he has, rather
than opting for more conventional and perhaps rewarding alternatives.”

—Gerald M. Forty, Director, Fine Art Department,

British Council

“Genesis is like a child genius that never grew up. | wish | had a
penny for every person he's scarred.”
-Bee Bankok, Sonic Pandroginist



“Genesis P-Orridge is an artist and not a pornographer.”
—William S, Burroughs, author

"Genesis P-Orridge has been selling Britain with putrid ‘art’... his putrescence is
squalid rubbish. Mr Orridge is prostituting Britain"
-5UN Newspaper, editorial, Londaon, 1976

"His postcards are obviously designed to highlight the banal by the

juxtapositioning of well known artists such as Magritte, Duchamp

and Man Ray with images drawn directly from ‘popular’ culture. |

consider the cards to be humorous, satirical, and ironic commen-
taries.”

~Ted Little, Director of Exhibitions, Institute of

Contemporary Arts, London

“The public looks at Genesis and thinks he is a devil or a saint. He is not either.
But he is a little bit of both. Like a kaleidoscope, the pattern the audience would
see, ‘good’ or ‘evil', is really the reflection of themselves turning into the angels
or monsters that THEY are! So is the icing on the cake sweet or bitter? Take a
taste and judge for yourself. But unless you really know the baker, don't confuse
him for the cakes."

-Monte Cazazza, Cultural Mortician

“Genesis is a modern cultural icon and a not-easy-to-emulate Anti-

Naturalist. His music, art and writings arouse the loud unruly

shockingly silver thoughts in all of us who have been lucky enough
to be exposed to his vast lifetime of works.”

-Kembra Pfahler, Anti Naturalist,

Yoluptuous Horror of Karen Black

"Mr P-Orridge has gained worldwide renown as a performance artist, musical

innovator and new wave mixed-media performer and is one of the leading new

purveyors of alternative fusion music and art. It is the opinion of this union that
this artist is one of extraordinary ability, based on his distinction in the arts”

-Wade Alexander, Office of the President,

American Guild of Variety Artists

“Genesis P-Orridge is the most interesting example | can think of
to illustrate the notion of an artist using their life as the medium
for their art. He has made it his consistent mission to obliterate
not only the lines between art and life, but those which separate
fantasy and reality, low and highbrow and even gender”

—Skot Armstrong, Contextualist

"Genesis P-Orridge is not only equipped with a lot of know-how but he is also
a very powerful persen in person. A very colorful and effective teacher. He is
developing new methods of communicating, new forms of art. We're friends and
we're brothers and we learn from each other”

=Dr.Timothy Leary, Psychedelic Pioneer

“Satan knows what a great relief it was to discover the work of
Genesis P-Orridge at an early and impressionable age, and with it
a collision with synchronistic, apocalyptic orbits that have never left
me since.”

~Adam Parfrey, Feral House




“Genesis P-Orridge is the master (mistress) of self-reinvention.”
~Timothy Wyllie, author,
Dolphins, Angels, Extra-Terrestrials

*His work as COUM realises new approaches of making art, theatre and dance,
Genesis is indefinable, characterised by a total and indiscriminate open-mind-
edness towards ideas. His performance uses ambiguity and transformism to
touch on the surreal aspect of modern man.”

—Giancarlo Politi, publisher, Flash Art

“Genesis, I'm glad you're still writing though | must admit | found
difficulty in connecting with some of the more loosely construct-
ed pieces. You seem not to value construction, coherence, and
form and to care less about the communicable meaning of words
and more about the rush of momentary emotion and the disloca-
tion of the senses.”

—Richard Murphy, Professor of Poetry, Colgate University

"Dear Genesis, | should have written to you last year. | liked your poem 'From

the Cold Stone Cottage I'm sorry you couldn't transfer to the English Dept.

Professor Brett and | regreted that they had very little time to give to an excep-
tional person such as yourself"

=Richard Murphy, Professor of Poetry,

Hull University, UK, 2 June, 1970

“I am proud and privileged to have helped bring the world this
book celebrating the art and lives of Genesis P-Orridge. It will be
an inspiring, fascinating, and important tool for artists or at the
very least a great thinker’s syllabus."

—Don Goede, Soft Skull Shortwave, founder/publisher

"Genesis P-Orridge started and destroyed cults, spawned artistic movements,

got banned from his home country, played with heads worldwide, including his

own, invented instruments, destroyed barriers and still is not recognized

enough for his accomplishments outside of hardcore industrial and noise fol-
lowers.”

-David Dodson, Nau-Zee-auN, Zero Times Infinity,

VYoidstar Productions

“Genesis has offered an insight into the unattainable, opening up
a space to think in sound, voice, word and deed. A cultural rene-
gade bartling through customs, his ideas have graffittied over con-
ventionalism. Hovering on the precipice of popular culture, he has
esuriently deflowered and devoured the mainstream, conjuring up
strategies that consistently question and provoke.”

—Robin Rimbaud, a.k.a. SCANNER

“Becoming familiar with Genesis's work was for me a good lesson in the impor-
tance of unentertaining people.”
=Diane Cluck, musician/artist




“A rare and extreme opportunity to read the extraordinary
method, theory and insight into the genius of Genesis P-Orridge.
So please take advantage of this exotic rare creature since this
breed of individuality and originality is only one of a kind."
—HKaren Finley, performance artist, writer

“l have no doubt that Genesis P-Orridge is a serious artist. It seems entirely
consistent with his way of working that the use of the mail service should form
part of his art activity, and from my own impressions of his seriousness | would
find it extremely hard to believe that his intentions could be interpreted as
serving a pornographic end.”

=Sir Norman Reid, Director, Tate Gallery, London

"Genesis P-Orridge is a riveting live performer who through his
status as an underground cult figure can build a bridge out beyond
the usual spoken word audience. He makes a deep connection
with his audience and always handles them with grace, humor and
encouragement.”

~Chi Chi Valenti, founder/editrix, Jackie 60/Verbal Abuse/Mother

"Genesis P-Orridge has done what all artists should, but few achieve: He's
dived headfirst into the forbidden regions of the human soul and come up with
revelations of the unspoken and the unimaginable. Like van Gogh, Picasso, and
Stanley Kubrick. he has added richness to the vocabulary of VWestern culoure”
~Howard Bloom, author of The Lucifer Principle: A Scientific

Expedition Into The Forces of History and Global Brain: The Eveolution
of Mass Mind from The Big Bang to the 2 st Century

“| deplore Genesis P-Orridge and his recent event at the |.C.A.
and the attitude of mind that has led to the presentation of art
that included chains and items of blood-stained women's clothing.”
-Lord Gibson, Chairman,

Arts Council of Great Britain

"Huckster shaman, lunatic savior, Genesis P-Orridge is undoubtedly a bald
visionary mind for the new century. For thirty years he's been dancing a mighty
few steps ahead of the rest of us, and now this book shows us why: For all his
imposture as a rock star, Genesis has always been something else, an artist.”
=Carlo McCormick

“Mr. P-Orridge is an artist of integrity and dedication. | do not
believe that it is his intention to subvert, deprave or corrupt. | am
sure that his aims are those of an artist.”

—-Bridget Riley, artist

“When Genesis had spoken for a while, | found myself thinking "VWhy is he talk-
ing to ME? And | was deeply moved by that thought. | think he reached a nerve
or soft spot in me that | forgot that | had. At first | was proud to be his sound-
engineer, later | found myself being a part of his message. Proud of being me.”
-JOHAN, the sound guy at Fylkingen, Stockholm
& Kemikaze Electronics



ary
ge.
his

ter

her

{e's
rith
i

ific
ion
iry

irt

old

iy
his

cle

“We're only just getting a look at the maggots in the nest. It is

clear this person has been using the excuse and pretence of art

1o swan around the world undermining decent values.”

—Mr Nicholas Fairbairn, Q.C,,
Member of Parliament

“Enowing Genesis P-Orridge and his work for more than owenty years now, |
Snd myself still as refreshed and touched by his work as | was when | first had,
==ny moons ago, the privilege of receiving one of those wonderful postcards
By this true guerilla art visionary. He intrigued me then and has held my intrigue
#ver since.”

-Little Annie (a.k.a. anxiety)
Multimedia Artist/Chanteuse

“Genesis P-Orridge is a musician and entertainer of extraordinary

who has received sustained international acclaim and dis-

tion in the arts.”

—Stephen R. Sprague, Secretary/Treasurer,
American Federation of Musicians

&5 Transmedia Discourse Genesis left the audience begging for more after

It was amazing how he captivated the entire audience and his life story

=stic. His work ethics are uncompromising.”

~Cathee Shultz & James Healy, owners,
The Museum of Death

ghout his career, Genesis P-Orridge has relentlessly and

saciously given himself to the deepest levels of self-expression.
#as put his life on the line for his art.”

=Timothy Wyllie, author

% P-Orridge’s actions are an attempt to break down the barriers
= audience and performer; between doers and watchers; between the
and the free; becween fun and ritual and between cynics and the young

~Mike Walker, Director, Hull Arts Centre

s has the same spirit of humanism as the Beats in the
there's a great sense of humor there,as was true of the
and the Rolling Stones as well. That sense of irony and fun.”
—Dr.Timothy Leary, Harvard professorfauthor

#-Drridge's work performs a merciless investigation into the horror
situation, which is just the kind of mercy we need right now.
8 =ee fucker, a psychik deprogrammer in the linneage of Gurdjieff,
@ Leary, and it all comes packaged in this lovely sort of Brian

feplpop style. Long may he wave."
=AU Sirius, Under-the-Counter Cultural Commentator
and Techno Geologist




“Never a cheap substitute, Genesis's experiences open up new
worlds that are remarkable, both synchronous and genuinely lead-
ing you to a new sort of existence in the most enlightening jour-
neys imaginable.”

—Brian K. Evenson, author

"My recollection of Throbbing Gristle ramrodding the paridgmatic state of
Punk Rock in the late seventies in Los Angeles gave me fodder and an ethic that
| still apply to my own work today. Rail and investigate pop culture but don't be
too lenient with the alleged underground. So we all need to be challenged.”
-Kembra Pfahler

“Genesis has been described as the William S. Burroughs of his
generation and has the ability to entertain for an evening and pro-
voke serious thought for the weeks that follow. He is truly a
unigue individual whose love of challenging establishment values
inspires us all and brings meaning where there is none. In short he
is a celebration of life.”

=Martin Atkins, owner, Invisible Records

“Genesis P-Orridge is a professional and wholly committed artist

with a serious approach to his work, and if at times it has a mis-

chievous and provoking quality, this is an essential element in an

art which is designed to stimulate and to call into question many
of our accepted attitudes.”

—Gerald M. Forty, Director,

Fine Art Department, British Council

"With their performances designed to perplex and involve the audience in
something other than the traditional responses some might say that Genesis
and COUM were madmen, but constant exposure to mankind forces me to
believe that we need more madmen like them.”

-John Peel, Radio One D] in London, UK

“Genesis P-Orridge heard the telepathic call of the dolphins and
responded with an act of love and freedom.”
~Timothy Wyllie, author

“Genesis really believes in his own propaganda, but his metamorphic work is
a paroxysmal stimulant to destroy all the PUTREFACTS of this world.”
—Jordi ¥Yalls,Vagina Dentata Organ

“The trajectory of G. P-O’s career in the arts reveals an unre-
lenting avant-garde sensibility, combined with the instincts of a
shamanic showman and the passionate detachment of a Learyan
Change Agent. He has stirred the planetary porridge through a
series of revolutionary challenges to our moribund art forms.
His life's work stands as an antidote to the current post-psyche-
delic malaise.”

~Michael Horowitz, Flashback Books




“All | knew about Genesis P-Orridge when | first met him in 1992
was that he was '666-the Beast’! Who is this fallen angel whose
name merges biblical emergence with cut-up stutterings of hot
cereal! As it turns out he became a splendid collaborator in sonic
explorations as well as a very sensitive, adept human being who is
a beloved brother and dear friend. In working and living with
Genesis | have observed that he doesn't build constructs of ide-
ologies from which he then generalises. He actually works very
hard at breaking down these inner walls of fixed formulas and
ideas and allows information and energy to filter through the
pores of his being. Genesis's genius is that he asks the right ques-
tions instead of projecting some portfolio of accumulated
answers. Genesis is interested in whatever process gets him clos-
est to the dawn of Truth, he is interested in recognizing the Truth
and he is interested in living the Truth. His art and music of twen-
ty years and more are mere droppings of evidence of this process
left behind like old skin and it can’t possibly gauge the inner giant
steps. Genesis has made on his journey towards the Absolute.
Genesis P-Orridge is free to follow new insights on vistas of long-
ing for the Truth because he doesn't hold on to nastalgic self-
obsession. The art and music world needs to follow his lead."
—=Larry Thrasher, ex-Psychic TV;
current member of Thee Majesty

“Genesis P-Orridge has been a cornerstone for the Industrial music movement,
always growing, mutating and staying on the very edge of creativity inspiring
such artists as Skinny Puppy, Nine Inch Nails. His diverse thought-provoking ideas
have continually questioned the very foundations of the house he has helped to
build."

=Martin Atkins, Pigface, Invisible Records

“Gen—you must be a retarded person—or maybe you're in anoth-
er universe!”

—Charles Manson, musician and social scapegoat

"It is difficult to find the words to describe the activities of Genesis P-
Orridge. ...But we will try.VILE. EVIL, SICK AND DEPRAVED are just a few
that come to mind."

~Editorial, The People Newspaper, London

“Genesis P-Orridge is a trickster in the truest sense of the
word. Repeatedly hurling himself into a dangerous psycho, sexu-
al and social territory, he's overshot the binaries of
straight/queer; ethical/perverted; shaman/scientist; male/female;
wild/wise. For his pains, this gorgeous creature has spurred some
of the more crucial cultural trends of the 21st century.”

—Scott Treleaven, writer and filmmalker, The Salivation Army

“| have always had huge admiration for Genesis.Werking with him is an invig-
orating and inspiring experience and it's great that he continues to really live
it. He's had a massive influence en contemporary culture and is one of the
very few artists who can truly subvert the liberal agenda.”

=Daniel Miller, Mute Records
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trition and sincere appreciation at her patience and understanding at my prolonged

absences, that | thank, with all my heart, my soulmate and artistic partner in crime, Miss
Jackie Breyer P-Orridge.

FABULOUS ACKNOWLEDGEMEANTS

Delving into one’s life and creative output from the early ‘60s until the present is a most
peculiar and intimidating venture. There were times that | questioned my sanity as much as
some of the tabloid press! There has also been a great deal of joy and self-discovery. Much of
the joy has been due to the readiness with which disparate people offered support, and the
reliability with which they donated their valuable time and writing skills to make this book
possible. | will never forget the generosity of all those who wrote especially for the “blurbs.”
Their incredible kindness of intent and observation that | experienced as a result has been
overwhelming. Thank you all so much. Please, dear reader, note their names.

More gratitude is due Jean-Pierre Turmel and Michael Horowitz for loaning key material from
their collections. To Monte Cazazza; Skot Armstrong; and Michael Gira for their initial
encouragement. Ken “Url” Court for stepping into the day to day process of scanning and
cataloguing. To Larry Thrasher; Carl Abrahamsson; Richard Metzger; Paul and Jackie Cecil;
Miss Jackie; Douglas Rushkoff; Don Goede; Nick Mamatas; Maggie Balistreri; Ellen Moynihan;
David Janik; Bengala; Scott Treleaven, Carol Tessitore, John Brien and David Dodson for their
ongoing input as to structure and direction and/or the inspiration of their writings. In partic-
ular | must gratefully extend my indebtedness to the central text by Julie Wilson on which |
know she lavished unstinting dedication and thought.

To all the photographers, both those | was able to credit, and any | missed (to whom | apolo-
gise in advance) | offer my boundless gratitude for documenting seminal, unique and occasion-
ally reckless explorations into moment and beyond identity. | have been blessed with a most
wonder-filled L-if-E, and now, through the vision of Soft Skull, at last, a fab and kinky book.

Cari Saluti,

Genesis Breyer P-Orridge
New York, 2
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“Omissions,” COUM Action, Kiel, Germany, 1975,




GOODTRIP OR BAD TRIP?
THE ART AND HEART OF
GENESIS P-ORRIDGE
DOUGLAS RUSHKOFF

Sertrait of Brion Gysin” | 9B6.

"

e of William Burroughs” 986,

Genesis P-Orridge’s work defies objective analysis. So 1 won't even
pretend that this little essay can accurately summarize or, dare | say
it, codify his varied adventures in music, literature, art, magick, cul-
tural engineering, and performance. Genesis's expressions are char-
acterized, at least in part, by a breaking of conventional boundaries,
a challenging of expectations, and a blurring of the usually polarized
relationship between artist and spectator, performer and audience.
To speak about Genesis's work is to speak the way a person projects
oneself onto his work. Nothing more.

But if one man’s experience of Genesis P-Orridge can serve to illus-
trate something about the shape of Genesis's intention—-much in the
way the tire treads across one's chest can be used to infer something
about the car and driver that ran him over-then let me be of serv-
ice. | have been impacted by this man, and I've lived to tell about it.

I first learned of Genesis while studying the history of the cut-and-
paste aesthetic. | was devouring one of those great, early RE/Search
books out of San Francisco, in which the lineage between William S.
Burroughs and Brion Gysin had been painstakingly chronicled. But
who was this third man being added to the mix? Genesis P-Orridge?
Wasn't he the lead singer for UK industrial band Throbbing Gristle?

Yes, but he was also the man who turned cut-and-paste from an
experimental art form into an act of conscious defiance.

In the 1950s and 60s, Burroughs and Gysin had seen fit to turn post-
modern deconstruction into a new kind of self-expression. Instead of
merely deconstructing texts, they had the bright idea of recombin-
ing the many parts to see what came up.

Like the music of John Cage, it was a somewhat random process. The
artist gets out of the way and allows the myriad of mathematical pos-
sibilities to unfold. The text of a newspaper article, for example,
recombined into as many possible word orders as time, space, and
probability will allow, yields strange results. We begin to understand
the world of the article from a new perspective. Sometimes it feels
as if secret codes have been unleashed (Burroughs was a rejected
applicant to the CIA, after all). Other combinations give us an emo-
tional overview of the newspaper's reality; or a political template.
Sometimes, it even sounds sexy.

Genesis was fascinated with the cut-and-paste process too. He even-
tually tracked down Burroughs and Gysin, and became something of
a protégé to them. But Genesis saw a different kind of voltage in the
deconstruction process.To him, it was an appropriation. An opportu-
nity to seize power that he'd been looking for all his life.

Genesis was born into a working-class English family, and, despite his
station and some illnesses as a child, managed to earn a scholarship



to an exclusive public (what we Americans would call private) school.
There, Genesis learned firsthand which membranes of society were
permeable and which were not. Often the victim of the worst men-
tal and physical humiliations that privileged upper-class schoolboys
could evoive in 20 generations of dormitory domination, Genesis
learned that he was living in a world in which power was not earned
~it was a birthright to the few. The pain and embarrassment he was
forced to endure was meant solely to confirm their own sense of
superiority in themselves, and to ingrain Genesis’s inferiority in him.

But, as a child growing up in such an environment, Genesis couldn’t
help but wonder if there was more to it. Do these quasi-sexual acts
of depravity have some intrinsic power! Are these boys doing some-
thing more than it appears? Is the power they will one day experi-
ence as the Lords of England somehow dependent on creating this
fear and pain in others? Which comes first, the torture or the power?
Genesis was participating, albeit unwillingly, in ene of the oldest rit-
uals practiced by some of the most powerful men in the world dur-
ing their highly impressionable adolescent years. And these rituals
were allowed, if not absolutely encouraged, by the headmasters
charged with training and educating the power elite of the future.

Understandably, young Genesis developed a worldview that saw
power as a kind of evil, maintained through ritual and protected by
institutions. The rest of us were imprisoned in their world, incapable
=or at least led to believe that we were incapable—of doing anything

about it. They own the land, the buildings, the money, the media and
the sex.

But maybe not the language.

Why were words like fuck so forbidden? What threat did they pose?
Where did all these words we speak come from, anyway? Does any-
body even remember that good-bye means "God be with ye"! How
much else is going on in the language we use—in the language we are
taught not to violate? When was all this agreed upon, and by whom,
and for what purposel

To Genesis, Burroughs's cut-and-paste process was not simply psy-
chedelic beatnik art. It was revolution. To deconstruct the language
of the establishment is the first step towards appropriation. Whose
language is this, anyway!? Why are we speaking “King's
English'"?—especially if it benefits only a bunch of sicle, rich fucks who
flush your head down the toilet?

Genesis reveled in the appropriation and recombination of language,
but sought to take it further. Deconstruction is the first step towards
disempowering the masters of language. Demystification is the next
step. Once you take apart the words, You can toy with them pur-
posefully-not just randomly. A student of language, Genesis discov-
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Fink Penis." 1966

ered the origins of words, as well as the assumptions underlying their
common usage. Once the language itself could be questioned, so, too,
could be the assumptions they are designed to enforce.

Finally, the words can be recombined, re-engineered to tip the bal-
ance of power in another direction.Why and when did thee become

the? And what happens if you bring the origins of language back into
play!? Genesis moved from the deconstruction of language, through

the demystification of its sources, to the engineering of new language
that better stated the reality that he wanted to create. Do-it-your-
self language.

Genesis's first word-poems in this vein were not aesthetic experi-
ments, but magical sigils. The words themselves, and their placement
on the page, were conceived in trance states and with the conscious
intention of creating a new reality based on the deepest workings of
mind and spirit. He was tapping language for its power, uncertain of
what he would release, but daring enough to believe that if it made
people uneasy, he must be onto something good.

A sigil is really just a focusing ritual, in which the magician concen-
trates on the object of desire or the state he wishes to create, and
then places words or objects in a certain relationship to one anoth-
er. Like a child who lays out the stones or shells she has collected
over the course of a day, the magical artist arranges his words on the
page in accordance with an intuitive psychic template. The resulting
image contains, or represents, the thought structure that the magi-
cian is trying to bring into reality. The more mental and spiritual
energy he can invest in this process, the more power the sigil will
contain and, finally, release.

Genesis soon saw the value this process could be to his collage art.
He had been developing the techniques of cutting and pasting pic-
tures and images for years-since he was a young child. Now, those
practical techniques could serve him in his translation of cut-and-
paste language to cut-and-paste imagery. In a sense, they were the
same thing. Like his word poems, each of Genesis’s postcards and art
pieces was a sigil, appropriating images that had been generated in
one context for a certain reason, and recontextualizing them in a
new context, for a very different one.

As Genesis expanded into other media, like music, he brought this
same ethic and aesthetic of appropriation, demystification, and mag-
ical recontextualization into play. The “Industrial Music” that he and
his cohorts in Throbbing Gristle pioneered takes the mechanized
factory sounds of everyday life~the acoustic evidence of the working-
class's subjugation-and recontextualizes it as a form of political art.
His concerts and records were, themselves, sigils, in which the hidden
powers of sound were explored and exploited.




“It's a Dog Eat Dog World," | 982,
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In doing so, Genesis came to learn about the effect of sound on t
human body and mind. Certain frequencies create sexual sensatio
while others can make one nauseous. Some noises make us feel

weak, while others make us feel strong. Is this because we are condi-
tioned to feel certain ways, or because the sounds have an intrinsic
impact on human beings!? Genesis would be the last to tell us. For,
even if the body is programmed at birth to respond a certain way,
who is to say we can't program it to respond in another? Everything
is up for grabs.

This philosophy, alone, permeating through Genesis's work
lifestyle (or should we just say “life”"?) may be responsible for his
enormous success in mobilizing an army of young people into &
youth culture dedicated to re-engineering the world in which we live

Throbbing Gristle and, eventually, its successor, Psychic TV, generat
ed a fan base unlike anything seen before. These weren't fans, exactly
but initiates.Young people who felt powerless in one way or another,
and who saw in Genesis's work and ideas the opportunity to seize
control of the language, images, and sounds of modern life.

By introducing so-called “modern primitive” aesthetics to the body
ornamentation and dress of what had by then become the Industriz
Movement, Genesis gave his audiences a chance to participate in
forms of personal re-engineering they had formerly never thought
possible. No, piercing one's nose or genitals in itself may not hold any
innate magical power, but breaking one's own preconditioned ave

sion to body medification may just reprogram one’s passive relation-
ship to circumstance and existing power structures.

Genesis led the way, his own body a canvas and bisexual sigil. His mul-
tiply pierced genitals and deeply scarred and tattooed arms and chest
served as ample evidence of his commitment to make the seemingly
inviolable into plastic. He broke unquestioned sacred truths in orde
to reclaim that which was truly and individually sacred. And thousands
followed suit. (Yes, from Throbbing Gristle right through to 2/ Ju
Street, Genesis was responsible for the emergence of body modifics
tion in counter and then popular culture.)

His open invitation for anyone to join him in this re-appropriation of
power, by any means necessary, led to unexpected results. Psychic.
TV’ “fan club,” Thee Temple Ov Psychic Youth, despite being ant
hierarchical became something of a cult. It turned out that ma
young people, having disengaged from the official parent figures ¢
their childhood, now felt the need to project a kind of parental
authority onto Genesis.

And Genesis's provocations, though designed to promote
autonomous thinking and unleash the power associated with bre
ing cultural repression, tended to create blind obedience in those



weren't quite ready to embrace the implications of a magical
Genesis invited fans to clip a few pubic hairs and then send

#o him for his archives, and many welcomed it as a kind of sur-
rather than the shared community sigil that Genesis had

4. Genesis's invitation to join him in recreating by a series of

sus choices, an infinitely malleable, multi-dimensional consen-
through group invocation and incantation was translated
media and unfortunately by less realized fans as a one-dimen-

Sark power trip.

got out of control when Genesis and Psychic TV made a
Sttle series of films that included some deliberately ambigu-
alized erotic scenarios that were carefully designed to
te the latent disinformational power of TV editing and

ial to generate hallucinations embedded in the core of

itself. His original intention was to show how real he
the film seem; how video cut-and-paste had become a
Bg= & its own right capable of deluding and deceiving the view-
& 5o create a program that tested the boundaries of decency.
right-wing Christian propagandist seized upon the film
sve evidence that Genesis, “the most evil man in Great
#nd his sick followers were engaging in genuine satanic rit-
b & moment of supreme irony, the same propagandist edited a
T¥ documentary that featured sensationalized outtakes

# ariginal fictional footage, presenting them as fact!

and effective, was this broadcast fabrication that a
stigation followed, along with a raid of Genesis's infamous

‘Whilst he and his family were in Nepal during the raid,

=

the eastern equivalent of a soup kitchen feeding lepers

refugees. Someone from Scotland Yard warned Genesis,

that he'd be arrested, or worse, if he returned to
moved to California, instead.

2d the hard way that art which attempts to re-engineer
does so-but not quite as the artist expects. Entrenched
g 2 way of kicking back, hard.

® Senesis shortly after his arrival in the States. | was driv-
- des from San Francisco to spend a little time with
who suggested | give Genesis and his daughters a
¢ coast. Genesis had planned to spend a few days with
of getting a little counsel from the man whose own
rcult adventures and media antics had led to “the

man in America,” as well as a bit of jail time.

in a parking lot with his two young daughters
smesse. He was positively delicate. Tiny and frail-not at
monster | had imagined when listening to his records
photos in his bools. Sure, he had been through a lot,
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and was a bit strung out as a result, but this was not a demonic magi-
cian. He was more of a little imp. A hippy-come-dandy.

We talked for hours in the car-seven hours, actually, because we took
a few very wrong turns. And, as | listened to him recount his saga, |
realized that Genesis was not a musician, a writer, or even a call.:igist
any more than he was a performance artist. Gen’s life was his art
project. An experiment in finding the ill-defined margins or conflict-
ing codes in our cultural scheme and then mining them for their
untapped voltage. At the moment, he had been zapped by it.

How very strange for me to watch him reconcile his art with his life.
In between diatribes about the British monarchy’s dependence on
magic and language for its power, he'd ask me to stop the car so he
could get a snack for one of his daughters, or to gently scold them for
fighting in the back seat. He was a daddy, just like any other dad.

Most of all, | realized that Genesis P-Orridge is not scary. He's a
sweetie. A trickster, for sure, but not a demon from hell. Just a guy
on the edge-living there in order to show the rest of us where that
edge is.

His forays into Industrial music were seminal not just for the sounds
he found, but for his purposeful exploitation of those sounds for very
new reasons. His commitment to appropriation was as important as
the work of Andy Warhol in inspiring Maleolm McLaren to conceive
of his meta-art band, the Sex Pistols. His notion of engineering sound
to create physical, psychic, and magical respanses in listeners was as
important as the Acid Test music of the Grateful Dead and the elec-
tronic experiments of Kraftwerk in launching the rave movement. It
was Genesis who reworked and applied the insights of Aleister
Crowley to popular music gatherings, telling dancers to “revel in
your bliss.”

Of course such an invitation is absolutely contrary to the working
order of a civilization in which the human impulse is not to be trust-
ed. Genesis instructs us to break boundaries and create our own nar-
ratives, while our religions and governments insist that human
beings, left to their own devices, will rape and pillage one another.
Genesis challenges us to co-author the collective story. He insists
that if we don't create reality ourselves, someone, somewhere, will
surely do it for us. And that person will not have our best interests
at heart.

This position itself is what has been known as “evil" for the past 2000
years. If Genesis is demonic, it is by this definition, alone. And if the
autonomy he insists we take back is a sinful thing, then count me
among the sinners, too. But for those who believe in absolutes-those
who have accepted the arbitrary polarities masquerading these days
as ethical truths-Genesis's almost Gnostic proposition that it is we
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humans who are charged with creating reality amounts to blasphe-
my. For Genesis, it's the essence of creativity. That’s why he renamed
himself “Genesis,” after all. (The P-Orridge part is a tribute to the
breakfast food that he credits with curing his childhood disease.)

Genesis went on hiatus for a couple of years, and considered the
other polarities he might next dissolve. He settled on sex, and
announced to me that he had embarked on breaking the boundary

between what we think of as “man” and “woman,” again using his
own body as a canvas. He underwent electrolysis on most of his face,
and began cross-dressing so convincingly that most waiters referred

to him as “ma'am."”

He had decided, at one point, to have breasts implanted. "“You're
going to become a‘chick with dick'?" | asked."Mo," he corrected me
with a puckish grin."I'll be a man with tits.”

This is when Genesis embarked on his latest series of paintings and
prints, variations and perspectives on women penetrating one anoth-
er with dildos, his own pierced penis held between metallic fingers,
and other images of sadomasochism, or bondage and domination.

These are not merely fetishistic titillations, but abstractions so
removed from the context in which they were actually photographed
as to be unrecognizable. The most extremely polarized sexual acts,
obscured and recontextualized into soft, non-narrative landscapes of
flesh and leather. Viewers must tilt their heads and squint to satisfy
their trained expectations for content. Who is the man and who is
the woman! We ask ourselves. Who is penetrating whom?

Genesis often augments these works with the props that were used
to stage the scenes, The instrument that was once inside his anus, or
a string of beads that were once inside a vagina rest on pedestals in
front of the pictures in which they appears. Breaking time along with
sex, these objects are elevated at once to historical artifacts and all-
too-present reminders of what tool place whenever it was the pho-
tos were first taken,

These cbjects also conflate mythos-the mythical realm in which the
artistic moment occurred-and chronos—the historical reality of their
objectified use in the real world. Are these sacrificial objects or the
tools of this artisan’s trade? Religious talismans or simply used sex
toys? Or, God help us, both?

Genesis's paintings are also hung at various levels throughout a
gallery space, so that viewers must crouch and contort themselves in
order to see them. Only a few probably realize that the positions
they are forced to assume mirror the same positions of the sex part-
ners in the paintings themselves. The viewer recapitulates the kines-
thetic of the artworlk.

As the disruptor of accepted boundary conditions and, as a result,
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the generator of altogether new forms, Genesis will be fully unds
stood only as his innovations are, themselves, appropriated by ot
artists. Only then-as when we watch muiti-pierced and tattooed k
on jerry Springer, or someone like Marilyn Manson or Trent Rex
today-will we be able to reckon with the aesthetic upheavals and ¢
tural violations that Genesis has perpetrated.

For now, we must content ourselves with the clues he leaves for us
the relationship between his own life and the life he portrays
stage and on the canvas. It is a seamless continuum-an interns
consistent world where the only rule is that nothing is sacre
Appropriate, demystify, and then reassemble the component pass
into a sigil that must be engaged with wholeheartedly in order to
understood. Such engagement requires us to abandon, at least fc
moment, the dualities and boundaries we have been preconditio

to expect. And in doing so, we unwittingly extend his magick a
further.

To interact with Genesis’s work is to interact with Genesis, himse

Late one night, in a particularly distressed and abstract mome
shared with Genesis the contours of one of my own immediat
pressing confrontations with what seemed to be the darker side
My consciousness. He leaned back in his chair and smiled, revealing
mouth filled with freshly gilded teeth, Priest or devil? | was uns

I feared for an instant | had confessed my vulnerability to a man
had the power to abuse me, if he wished. But | had lost my bearin,
and Gen had no doubt once been right here, himself. | needed
text from somewhere. Anywhere. The boundaries were all broke
What was up and what was down? Where did good and evil fit?

“Well, Douglas,” he said in a deep, even tone. “There's somethine
remind myself of at times like this: The only good trip, is a bad trig’

Douglas Rushkoff writes about cults
values, media, and art. His
recent novel, Exit Strategy, was p
lished by Soft Skull Press. His

non-fiction book, Nothing Sacred, will}
published by Crown in 2003. For
information about Douglas t
www.rushkoff.com.




- CHANGING
1POSITIONS.
BY CARL
AMSSON

It’s impossible to evaluate the art of Genesis P-Orridge by simply
looking at one field of activity, one set of tools. He is one of those
rare artists whose entire life and career is one great, evolving art-
work, and the specific activities but parts thereof.

In essence, Genesis P-Orridge is a thinking man, a thinking artist, a
philosopher. Although in many ways technically intuitive and often
willing to cooperate with others, the spark is always a single,
defined P-Orridgean idea-a reflection or an impression he feels a
need to filter through and, most important of all, to recreate, to
reshape. A thought most often takes shape through words, and it
was in and through words he started out on his expressive and, one
should add, impressively productive journey.

A tender teenage poet steeped in romantic fantasies about the
artist’s way of life, P-Orridge contributed to poetry contests and
small publications. While at the University of Hull, the fields of
romance expanded and, slowly but surely, some kind of general
vocation grabbed hold of his creative essence. Together with
friends, he actively embraced the lifestyle he'd dreamt about. They
lived in freedom, in a freedom of impression and expression, and
with a will to evolve by trial and error. Poor perhaps, but still free to
define and refine themselves daily.

Spontaneous peformances, mail art, collages, and redefinitions of
sels of art history took P-Orridge on to new levels of realisation.
The greatest realisation was never the manifestations per se, but
rather the curious effects they had. All of a sudden things began to
happen.There was an interest in his work and in his person.The syn-
chronistic revelations dawned upon him at about the same time as
an active interest in esotericism and magic did. He read and stud-
ied material on occultism all through his youth and was fascinated
not so much by the lure and romance of medieval magicians,
cloaked in robes and waving wands, as by the apparent changing
ability the human mind and activities actually have,

In P-Orridge’s mind, it wasn’t enough to just work with self expres-
sion through various kinds of interesting media, as did other emerg-
ing artists around him. The Art in itself had to also be in touch with
a higher essence, a sense of worth that transcends the current mar-
ket value on the art scene. Without having fully realised it at the
time, Genesis P-Orridge had formulated his vision, his quest, as pur-
suing a path of talismanic and transcendental art.

In synthesis, the esoteric awareness and the realisation that art can
actually cause change, made P-Orridge focus more on collage work.
He applied on photos from newspapers and weeklies the cut-up
methods his mentors William Burroughs and Brion Gysin applied on
writing and painting, respectively. With inexpensive materials readily
at hand, P-Orridge started constructing and deconstructing his own
graphic universe, often sending the results out to friends as “mail art”"




left, Sigil Rituals, |982-86.
gbove, mail art collage, 1981, from the collection of
|ean-Pierre Turmel.
right, "Discreet Reflection of the Past' collage, 1974,







In being an active component in the UK mail art movement, P-
Orridge learnt an invaluable lesson-that of the importance of net-
working, of sharing material and of letting go of the specific works
of art regardless of financial interests. He knew they would have no
“effect” if not sent out by will into the universe. The more he did
this, the more he did receive himself from artists and groups of like
mind.The willingness to share and leave seeds, “talismans”, for oth-
ers became P-Orridge’s own fertile ground. Although agreeing at
one point to work as an editor of a massive Who's Who of the
comtemporary art scene, P-Orridge's general disdain with career
oriented chameleons increased. The Career Concept so indiscrimi-
nately cherished by later “pastmodern” artists had found no reso-
nance in the budding P-Orridge. Instead, form, method, illumina-
tion, will, experimentation and network feedback became the pre-
cious cornerstones of his own sardonic but loving canvas of psyche-
delic colors and fragmented existentialism.

As his performance-focused group COUM Transmissions merged
with the musical Zeitgeist-mirror of Throbbing Gristle, the cut-up
and collage modus eperandi was woven into soundscapes ranging
from chilling, cynical, fragile, horrifying to the primitively beautiful.
In the stark but often subtle descriptions of everyday joys and hor-
rors, P-Orridge’s collage methods were applicable on and in any
medium. The success of Throbbing Gristle, in Genesis P-Orridge's
mind, was not as strange and unexpected a phenomenon as it was
to the rest of the music world and art communities in Europe and
the United States. His opening up to societal and cultural influ-
ences and tendencies as an active art antenna, and his churning and
jumbling about of contradictive fragments of “realpolitikal”
impressions, had undoubtedly created a platform of creativity on
many tangible levels. As a result, he was curious to see where the
process would talee him next. Or, rather, where he would like to
take it next.

A major influence on P-Orridge at the time (late ‘TOs/early ‘80s)
was the English artist Austin Osman Spare (1888-1956). Perhaps
not so much in medium or form-Spare was a skilled draughtsman
and painter of portraits and fantastic visions-but definitely in atti-
tude and in using art to achieve specific results. Spare was an iso-
lated fellow who wrote about, drew and painted magical “sigils.”
The theory behind this was to construct a unique “alphabet of
desire”, either through pictograms, entirely new words or paintings
concocted from letters, images and visions from dreams. To then
send the image or whatever graphical matrix was created “back” to
realm of the subconscious, where, according to Spare, it begot a life
of its own and manifested the contained desire.

Spare's blend of psychological hipness, i.e., Freud and Jung (or
"Fraud” and “Junk”, as he ironically called them), Nietzschean phi-
losophy, prolific sexual activity and the recommended ritual, practi-
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cal application through art had a great effect on P-Orridge. After
having experimented more and more with Sparean techniques, he
ventured on from Throbbing Gristle to Psychic TV and “Thee
Temple ov Psychick Youth”. A creation of leading minds in the P-
Orridgean sphere at the time, the group, usually called “TOPY",
grew in number and has since been academically recorded in the
history of esoteric movements. Where most people and critics,
especially in the music industry and in British media, regarded the
operation as a sordid and sexually suspect framework within the
sphere of the Psychic TV-collective, seriously inclined esotericists
from many traditions nodded their heads in approval and thought
of the fresh “magical order” as something bringing Austin Spare’s
ideas and techniques to a wider audience.

Although loose in structure and specifically encouraging individual
initiative, TOPY-groups popped up all over the Western world, Main
administrators, including P-Orridge, decided to move away from
the (anti)structure in 1991, but groups still exist and new ones seem
to be appearing. The ten-year span between 1981 and 1991 includ-
ed arranging “occultural” events, concerts, publications, records,
exhibitions and just basically sowing the creative seeds of those
involved. P-Orridge’s past experiences of hippyesque openness and
mail art networking with a free flow of information and art blend-
ed surprisingly well with the almost austere look and design that
was presented in the early TOPY material. His past experiments
with talismanic art now reached a pinnacle, in that it no longer just
extended from Genesis P-Orridge to a specific receiver. The ritual
technology and the philosophy behind it were soberly presented as
matters of fact, so that anyone interested could try them out and
see if they worked. The filter of a tangible “personal expression”
was, temporarily, put on the shelf in the loosely knit group that, at
times, resembled paramilitary units more than avant garde artists.

One of the uniting agents among those dedicated to the TOPY
ideals was a distinctly Sparean activity: “Sigilising”” At 2300 hours
on the 23rd of every month (no doubt a sign of appreciation of the
Burroughsian influence in P-Orridge’s cosmaos), several hundred
individuals performed, individually or jointly, a sexual ritual.
Focusing on something desired, the TOPY initiates used the energy
of the orgasm to charge a “sigil"~quite frequently a piece of paper
“results” of the moment of “vacuity” (semen, vaginal fluids, even
hair, pubic hair, blood, and saliva) were used to invest the self made
artwork with a unique signature. Not only unique from the per-
spective of the creator, but also from that of the vacuous moment,
Something that has been widely overlooked by scholars penetrat-
ing the TOPY phenomenon is that of the ritual art experiment. To
make art has always been Genesis P-Orridge’s main focus, but crit-
ics have seldom been able to leave the specific manifestation and
instead see the phenomenon and its relation to the actual life of the
artist. Basically P-Orridge wanted, in and with TOPY, to share found
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facts that had been proven usable for whatever purpose for himself.
In doing this, he also, both directly and indirectly, helped create a
truly weird and unique collection of art, including his own.
Currently archived at locations in Europe and the United States are
thousands of charged artworks-cum-talismans sent in to TOPY
administrative offices from almost ten years of monthly sigilisation
by hundreds of individuals. If this is not a unique collection of
individual expression, often dealing with the most minute and
most intimate details of the specific persons’ lives, it’s hard to say
what is!

P-Orridge’s main channel of expression between 1982 and the mid-
90s was the multifaceted music of Psychic TVY. Although PTV car-
ried on in the wake of an increasing interest in Throbbing Gristle,
P-Orridge didn’t want to hang on to or profit from the fact. Instead,
he jumped head on inte an experiment that would take him from
fragile pop songs, dark, ritualistic, tribal soundtracks, rock’n’roll pas-
tiches in the UK charts, acid house and other chemical derivations
at huge raves to more subdued spoken word-ventures, There is, in
this slightly fragmented PTV-corpus, a clear and visible path that
existed before and has remained afterwards: Intellectual notions
and ideas are cut up and filtered through divine, altered states of
mind and the end result shared as both definites and indefinites—-as
both products and processes. One of P-Orridge’s slogans during the
PTV and TOPY-days was, fittingly enough, “Thee Process is thee
Product.” In this, echoing both the detached attitude of Andy
Warhol and the ancient esoteric wisdom that the path is more
important than the goal, the striving more important and enobling
than the achievement.

Music is a medium louder than most. In all of P-Orridge’s aural
work, from the morose, psychic soundscapes of Throbbing Gristle,
over the subversion of pop and dance music in Psychic TV, to his
most recent and perhaps most accessible project, Thee Majesty,
there has also been a consistent theme of reassemblage. Noir his-
toric references, conscious contextual contradictions and, more
often than not, an intellectually based choice process have jointly
created very influential experimental sounds and experiences. This
also applies to his writings, expressed in a multitude of under-
ground as well as overground art magazines. The mixture of eso-
tericism, existentialism, eut-ups and a dark sense of humour has
helped define him as both a writer of radical art theory and exper-
imental occultism. The early obsession with words and language
has followed P-Orridge all through his life and work and constitutes
yet another fascinating thread of dynamic consistency. For more
than two decades, circa 1970-19%5, writing journals, poems, lyrics,
articles, inspired litanies against the controlling forces of society
and culture per se wasn't enough. The transformation of language
through consciously altered spellings was a highly contributing fac-
tor to the fascinating qualities of the texts in themselves and to the
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ever growing enigma of P-Orridge’s person.Adding an e to the word
the, changing the personal | to E, a year to yera, but to butter, of to
ov, sometime to COUM time...To a certain extent these examples
seem to be mere humourous alterations, but in many cases were
very deliberate and talismanic changes. The word Ov, for instance,
meaning “sperm"” in Latin, was deliberately chosen not only for its
similarity on a phonetic level, but for its inherent meaning.

“Everyone present was actively colluding in a ridicule ov bourgeois
order and a celebration ov thee ecstatic. Those administering
sound sources acted merely as catalysts to allow everyone present
—themselves included-to becoum part ov a transcendental
momeant. Ego forgotten, thee situation transient, butter thee
ecstasy and experience fixed in our subconscious forever.”!

Most major TOPY texts, whether actually authored by P-Orridge or
not, are permeated by these weird but effective changes. It's as if
the enforced concentration needed reveals new layers of meanings
and methods that simply wouldn't be there had everything been
“normal”. The “semiotic cut-ups” on these most minute levels
aren't “syntax errors” as much as they are “memetic pathfinders."
A new language was not invented, but rather a new way-a most
revealing one—of regarding what has been handed down to us from
previous generations and control structures. History gives that
words and language have been the most powerful tools ever, for
good or bad, and decidedly more so than technology or economy.
History, by the way, in Genesis P-Orridge's pansexual mind goes by
the name Astory, to even out the overt patriarchal flavour of His

Story....

The written material, and most definitely the musical material,
have quite unfortunately overshadowed P-Orridge's graphical work.
His well renowned skill in visually mutating given messages and
images echoes the gleeful Dada approach of Raul Hausmann as well
as the piercing political statements of John Heartfield. In his trans-
muting everyday objects and reflections into art and thereby ques-
tioning the Sanctum Sanctorum-the contemporary art scene and
its relentless commodifying and corrupting qualities-there is also a
strong Duchampian current in P-Orridge's general anschauung.

“| believe that art is the only form of activity in which man as man
shows himself to be a true individual. Only in art is he capable of
going beyond the animal state, because art is an outlet toward
regions which are not ruled by time and space.To live is to believe;

that’s my belief, at any rate”?

The above quote from Marcel Duchamp could just as well have
been exclaimed by the soft Mancunian voice of Genesis P-Orridge.
Although | think P-Orridge would hasten to “region” not ruled by
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time and space. No wonder both these regions have been so suc-
cessfully merged in his life, affecting each other to the point where
no singular one is clearly perceived anymore.

“Art supplies all the material which Science exploits. Formula is
subsequent to Inspiration.", wrote Austin Spare in his Book of
Pleasure.'?

P-Orridge most certainly agrees, as a long time and active enforcer
of awakening “the third mind” by juxtaposing or clashing two
minds, objects, phenomena, thoughts, feelings, etc. By standing in
the middle of the own idea and its opposition, new ideas and inspi-
rations occur. By using found facts and presenting them to both
admissive and restricting energies within, new inspirations and
truths emerge in the creative genesis: “Within all thee stories,
songs, metaphors, parables, archetypes and myths are actual
descriptions ov all salient events and facts, formulae and processes.
There is no possibility, in this sense, ov fiction, everything is true.”

In his collage works, P-Orridge has frequently and consistently
“sampled” cultural history. By the new results, the actual finished
works, he has represented both himself and “objective” history. An
example: A woodcut-looking collage with a portrait of the Marquis
de Sade in prison, transformed to a sleull, side by side with the
trademark “Psychic TV skull” and a person in bondage at a cross.
At the bottom of the image is a photo of P-Orridge himself, look-
ing up at the gruesome three human apparitions and being flanked
by a feather pen the size of himself. It's both an intellectually and
emotionally provocative image that reflects the moment of cre-
ation and the sum of his thoughts at the time. His own image is per-
fectly balanced with that of the PTV skull. The other diagonal is
marked by the mutated de Sade and the bondage cross. Does this
newly created cross of libertines and memento moris constitute a
symbol of redemption or one of hindrance! Is the feather pen
included as a kind of safety valve in the midst of a world of restric-
tions and inhibitions, the tool of liberation to use as de Sade once
used it? As with all P-Orridge’s collages, there are as many new
questions as possible answers, This has, all along the way, been a
conscious attempt of his: Never to impose, never to blatantly state,
but always to present the possibilities, successes, failures and treas-
ures of his own findings, in the hope that it will be of help, or at least
act as an inspiration, to others.

Whether the collages or sigils are in black and white or taken from colour
sources, P-Orridge succeeds to create a psychedelic impression that
allows the viewer to, for the lack of a better word, interpret the overall
image in question in more ways than one.There is always a theme, even
if it isn't obvious at first sight to the viewer. The theme is here a central
part of the “charge”, the talismanic agent of the “"hex” of his worl.This is
distinctly clearer in his graphical work than in his writings or music.
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B Gristle, live, 1979.

e Ewinr 4" LAICA, Los Angeles,
California, 1976.

Mot every artist active in collage work manages to more or less
immediately short circuit the perception and the interpretation
processes. Although always a champion of chance elements and
chance meetings, P-Orridge learnt the cut-up lesson from Gysin
and Burroughs well: It’s important which specific sources you use,
whether they be words, images, or musical samples. Although this
could naturally be regarded as “editing” from a conservative Dada
perspective (if there is such a thing!), the P-Orridgean mind works
on in the tradition of specific, focused and active research.

His work is metaphysical, metapsychic, and meta-real in that sense.
He learns not by simply absorbing but by absorbing and regurgitat-
ing, to watch the outcome and then integrate that, only to digest
and present again, and so on, ad infinitum in one great associative
webscape.

How this attitude relates to the actual times of his emergence on
the art scene is an interesting question. Although most young
artists of the late ‘40s, including P-Orridge, felt an admiration for
the irony and detachment of the pop artists, many of them reacted
by delving into deep psychic—some would say primordially primitive
—strata. One interesting parallel to P-Orridge's attitude would be
that of the Wiener Aktionisten, primarily Giinther Brus and
Hermann Nitsch. Nitsch's rejection of commodified “bourgeois”
art by arranging ecstatic, pagan, and bloody performances of
Roman proportions in many ways echoes the more subtle and poet-
ic performances of COUM Transmissions. Nitsch's work with blood
on canvas predates the TOPY concept of blood and semen in
charged sigils. Also, in regard to the “regurgitation” process in P-
Orridge's intuitive method, the filmed documentation of Giinther
Brus eating, vomiting, eating the vomit, etc. to the point of frenzy
and complete exhaustion is not a far-fetched allegory to the modus
operandi of Genesis P-Orridge. | would say this comparison is valid
also in a more literal sense, as P-Orridge himself has always been an
outspoken and controversial taboo-breaker and boundary-thrasher,
even to the point of risking his own life.

“By investigating our blocks, inhibitions, real desires and motiva-
tions in preconceived moments of Time set aside to explore thresh-
olds of perception and response to check exactly what one's limits
are and decide if they are one's REAL limits, or merely convenient
or coumplacent, we can re-assemble and discard as we wish."5

P-Orridge's conscious use of himself as tool is probably the most
difficult aspect to pinpoint, but, at the same time, probably the
most important. The greatest insights, those that have led him to
new and further transcending and transgressing, have come
through work on and with his physical body. In COUM, the per-
formances together with Cosey Fanni Tutti opened up and acknowl-
edged vistas of dreams and otherworldy realms. Sometimes brutal,
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sometimes serene, the experiences always had something impor-
tant to convey to him. In Throbbing Gristle, his mad, aggressive and
unexpected performances echoed and accompanied the music sub-
limely, led to spontaneous trances and, on some occasions, to near
death experiences. All fodder for new ideas and creations, no doubt!

InTOPY, P-Orridge and cohorts were champions of tattooing, body
pirecing and body modifications of unlikely proportions to most
“normal folks. That all of these primal, primordial and distinctly
tribal trance experiments would lead to trends and fads surpassing
even the wildest imagination of Genesis P-Orridge himself, goes to
prove that his initial intention to make art that substantially affects
the outer universe has indeed been very successful,

P-Orridge's American experiences in the late '30s paved the way for
more overt experimentation with the final and most sacresanct of
boundaries-that of gender and sexuality. His will to eradicate sexu-
al distinctions that, in his mind, only serve to keep individuals in
gender-based line and thereby experience less faceted points of
views and emotions, again brought himself and his own body to the
center of experimentation. A collection of P-Orridge's poetry, pub-
lished in Kathmandu in 2000, is aptly called S/HE IS HER/E.* Not so
much a punny play with words as a declaration of faith from some-
one who loves natural distinctions as much as he loathes oppressive
use of them.

We can easily regard Genesis P-Orridge’s entire life and his massive
body of work as one single and dynamic Gesamtkunstwerk. The
mastering of technical aspects has never been as important as the
constant urge to try out new things, to move on into unchartered
territory. The changing compositions and directions of P-Orridge
thereby eloguently mirror our multifaceted and quite often con-
fused culture and civilization in unparalleled intensity. Ancient
ideas and theories are put into practice through the latest state of
the art technology. Frequencies that knowingly affect the human
organism are further filtered through high end samplers. Qils and
acrylics are mixed with Polaroids and laser print-outs. The plastic
and artificial united with blood and sperm. The art of the archive
cabinets digitized. The classic and the modern fused in love by will,
to give violent birth to new possibilities, new options and new paths
regardless if they at first seem painful, difficult and threatening to
convenient and comfortable status quos. P-Orridge’s ability to
sense where things are going and his almost childishly joyful sub-
version of given values have provided both anarchic and anachro-
nistic angles in a multitude of provocative artworks. This in combi-
nation with an almost proto-Lutheran work ethic of discipline, and
with an unusual honesty in relating feelings and thoughts about his
own work (including things he regards as failures), constitute an
artist who has constantly been on creative adventures since the
late 1960s. As friends of his chose safer and more constructed and
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NIHILATING
REALITY:AN
INTERVIEW
ITH GENESIS
P-ORRIDGE
BY RICHARD
METZGER

As the never-ending dialectic of pop culture marches on, neutering
and commeadifying “rebellion” and “outrage” for mass market con-
sumption, some “rebels” manage to retain their artistic credibility
by constantly reinventing themselves and finding new and improved
ways of confounding the status quo. One such figure is artist, musi-
cian, writer and “cultural engineer” Genesis P-Orridge. For 3
decades now, as a performance artist, as a prime mover behind
both “industrial culture” and the early “rave” scene, and as the
anti-Pope of his own magicko-religious order, Thee Temple ov
Psychic Youth, P-Orridge has infuriated the powers that be with his
deliberately provocative and innovative body of work and ideas. His
mutant “magickal children”—Marilyn Manson being a fine exam-
ple—are themselves continuing his policies of mischievous media
manipulation the way that P-Orridge himself once studied and
enlarged upon the revolutionary templates provided for him by the
likes of his own predecessors and heroes like William S. Burroughs,
Andy Warhol and Aleister Crowley.

After a near-death experience left him determined to follow his
notion of becoming a beatnik writer, the young P-Orridge's instinct
for finding other “genetic terrorists” like himself led him to the psy-
cho-therapeutic bootcamp of the Exploding Galaxy/Transmedia
commune (which also included filmmaker Derek Jarman).
Members were required to sleep in a different location every night,
to take meals at different times during the day, and to act out
assigned roles and attitudes, often in costume and with unerring
earnestness, going so far as to have atypical sexual encounters (in
character!) or risk getting badly beaten up if a situation warranted it.

The commune’s anarchistic spirit and insistence on life as art and
art as life inspired the performance art events of COUM (pro-
nounced “coom") Transmissions. Staged primarily by P-Orridge
and part time pin-up model Cosey Fanni Tutti (born Christine Carol
MNewby, 1951), COUM's outrageous “happenings” were parallel to
the work of Viennese Actionist Otto Muehl and Hermann Nitsch’s
Orgies Mysteries Theater. COUM's shamanic improvisations involy-
ing enemas, blood, roses, wire, feathers, sexual intercourse, milk,
urine, licking up vomit, crucifixion, maggots and self-mutilation
were often not conceptualized until the very moment of the per-
formances, if at all. Indeed, the point often escaped the performers
themselves. For P-Orridge and Tutti it was about freeing them-
selves (and the spectators) of their own taboos by performing
benign exorcisms of a sick society's malignancies.

COUM'’s ephemeral oeuvre was celebrated in an ironic “retrospec-
tive” at London's prestigious Institute of Contemporary Art in
October of 1976. The show, called “Prostitution"-a wry, multi-lev-
eled commentary on the artist’s role in society~consisted of beau-
tifully framed photographs of Cosey cut straight out of the porno-
graphic magazines that she'd posed for; P-Orridge’s post-Fluxus




sculpture which utilized her used tampons and photo documenta-
tion and props from past COUM actions. Most importantly, the
opening night party featured the official debut of the “musique con-
crete” freakout of Throbbing Gristle.

Great Britain's self-appointed moral guardians, predictaﬁly, went
apoplectic at COUM’s decidedly avant-garde provocation.
“Prostitution” became a symbol for everything that was wrong
with the country and compounding the furor, the exhibit had been
staged at the taxpayer’s expense. P-Orridge and Tutti appeared live
on primetime television after a week of media overkill with over
100 magazines, newspaper headlines, even cartoons (mostly)
dencuncing the duo.Tory Member of Parliament Nicholas Fairburn
declared the show “a sickening outrage. Obscene. Evil. Public
money is being wasted here to destroy the morality of our society.
These people are wreckers of civilization!”

All of this, it should be pointed out, was a few weeks before the Sex
Pistols swore their way into history at talk show host Bill Grundy's
expense and long before Andres Serrano’s “Piss Christ” or Karen
Finley’'s yam-stuffed asshole caused similar firestorms in Reagan-
era America. “Prostitution” was one of the most highly publicized
art scandals of the 20th century and with it “the music of 1984,
had arrived a bit early. Throbbing Gristle's “mission of dead souls”
had begun.

For Throbbing Gristle, P-Orridge and Tutti were joined by Chris
Carter (synthesizers, rhythms) and Peter Christopherson (pre-
pared tapes, electronic percussion). Carter had constructed light
shows for bands like Yes and Hawlkwind. Christopherson designed
album covers as a partner at the legendary '70s design firm,
Hipgnosis. P-Orridge played bass, electric violin and fronted the
group. Tutti played the guitar. The TG sound ran the gamut from
soft (albeit doomy) improvised proto-ambient instrumentals (In
the Shadow of the Sun), to punishing rhythms and electronic squall
played at top volume layered with P-Orridge's psychotic screaming
{Subhuman) to Carter's beloved ABBA influenced synthpop
(United). “It was John Cage meets Stockhausen meets the Velvet
Underground” P-Orridge says.

The group deliberately encouraged myth and confusion by titling
its debut album Second Annual Report and its flirtation with quasi-
fascist symbolism such as the now familiar red and black TG “elec-
tric bolt” logo reminiscent of the National Front symbol and the
anarchist flag, further muddied the waters. Lyrically TG continued
COUM’s policy of not toning down the members’ interest in the
darker areas of the human psyche.The red light district of London’s
seedy Soho, deadly viruses, burn victims, mass murderers like Myra
Hindley, lan Brady, and the Manson Family were all grist(le) for the
lyrical mill. TG’s disturbing obsessions liberated the concept of
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what could serve as thematic fodder for pop music for all time, yet
it was difficult to tell if the group was endorsing their subject mat-
ter or just saying “Here it i5.” The group’s dangerous ambiguity was
meticulously calculated to force the audience to think-=not so much
conceptual art, rather it was “deceptual art” as P-Orridge friend,
painter Brion Gysin described their work.

It's been said that “the legend of Throbbing Gristle was easily as
important as the outbreak of punk,” but other than a small handful
of substantial articles {(RE/Search, Rapid Eye), by and large, COUM
and TG’s histories are hazy and apocryphal. Now with the publica-
tion of books like this one and Simon Ford's authoritative COUM
and TG history Wreckers of Civilization, Genesis P-Orridge-one of
the last living links to the Beat Generation, it's worth pointing
out—is finally getting his due. Not surprisingly it comes at a time
when the “sickest man in Britain"-forced into exile by moralist hys-
teria like Oscar Wilde before him—is at a safe distance, far from
England’s green and pleasant land and living in Mew York City.

This interview, conducted by Disinformation’s Richard Metzger was
originally published in truncated form in World Art magazine.

Subheading: Nothing Short of a Total War

Richard Metzger: When "Prostitution™ was held at the |ICA in 1976, this
was pretty far-out stuff for such a prestigious public institution or anywhere
else for that matter. Mot only is the ICA “owned" by the Queen, it's just down
the street from Buckingham Palace, so I'm wondering...

Genesis P-Orridge: We were almaost within spitting distance of Buckingham
Palace when we were doing “Prostitution”...

RM: And you were spitting on it! The ICA obviously received money to
mount the show from Britain's art councils, so the funding for “Prostitution”
actually came from the Queen herself, in a manner of speaking, didn't it! Do
you think she actually knew about the used tampons and the milk and blood

enemas!
GP-O: Absolutely! She and | have had a longstanding relationship (laughs)!

She sent three Law Lords down... They tried to do the British diplomacy
thing, you know "C'mon, you've had your moment of fun, old chap. If you just
calm things down, behave nicely, we'll forget about this” And maybe you'll get
maore money! (laughs)

Basically, what | replied to these Lords—who were under the administration
of the Queen, answerable directly to her—was “Look, you try to close this
show down, we'll paint the whole place camouflage. We'll put sandbags out-
side and declare this a free zone.We'll have a war.You're not coming in, we're
not going out.VWhat do you want! Because | will not stop and | will not close
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“Ceast To Exist,” collage, 1976.

this show down for you, for the Queen, the government, the newspapers oF
a-n-y-o-n-e. If we have to live in here under siege, we will. And you won't like
THAT publicity!” (aughs).

RM: Surely you knew what kind of reaction “Prastitution” was going 1o
cause...

GP-O: | thought | did. Unbeknownst to the other members, I'd secretly
assembled, then surreptitiously utilized, a list of “yellow" journals and jour-
nalists—around fifty or so names and addresses... I'd done this before and
nothing had happened. | was thinking very much in terms of Dada and
Surrealism. Sending out flyers to titillate and arouse. Where just the action
of the mailing was an event in and of itself. A souvenir if you like. I've always
viewed art as being much closer to sea-side merchandise and memorabilia
than it likes to admit. | must confess though, | had no idea that the media
would take it so seriously, or that it would turn out to be so serious. It start-
ed a cultural war in much the same way as the grievous grenade in Sarajeve
did! Which caught all of us off-guard to be honest.

RM: Your public life and your art has always been very confrontational...

GP-O: No, self-indulgent (laughs). And prepared to have a confrontation as a
result of a specific action. | try to be realistic in forecasting the inevitable, such
that | can make a caleulated decision that I'm aware that confrontation can or
probably will occur and | try and have various backup plans in mind even
before it occurs. | try to strategize carefully and remain aware that con-
frontation can occur, There have been times when l've been annoyed and
ineredibly angry at hypocrisy, but confrontation just for its own sake has
never been something I've been interested in, funnily enough.

RM: How did Throbbing Gristle develop out of COUM!

GP-O: I'd been messing with tape recorders and sounds and raw noise from
when | was 12, feeling there was a new way to make music as a band, so it
was actually a continuous thread waiting to become a rope. What happened
was that suddenly here was the unit of people who absolutely "got” how to
do “it"and all of whom could realize it and contribute something that made
it much, much better. It was a concept and a spectacle and detail. A lot of
detail figured out,and a lot of resonance and reverberation. You still need the
right people for it to work and be convincing. And of course, making the vehi-
cle such that it had the ability to accept and to "mediumize” the information
that came through.

Music from the Death Factory

RM: Like a séance! How did TG go about preparing to “transmit’ these ener-
gies?

GP-O: Well for a start we all slept together every weekend for a year. Ve
used to make a joke and say “the band that plays together lays together”
Here's the thing, this is also, don't forget, a reapplication of the early psy-




—odramas from the days of the Transmedia commune I'd lived with in the
0= “Here's the uniforms, here's the concept, here’s the name, here’s the
s =cters, here's the attitude, here's the objective” We will live it. Wi will
M it and commit our lives and our bodies and our souls to it. That's the anly
ey it will work.That's the only way we will find out (whispers) what it is. The
=edium is manifested by total immersion.

BM: Was this sex magick or an attempt to decondition yourselves!

&P-O: It was primarily deconditioning and building a sense of separate unity
= arder to be effective doing the alchemy with the music. | mean after all, you
Sove 1o remember that we were basically redrawing the global perception of
whar popular music could be. As it turns out. | mean that was our intent, but
» turns out that we actually were. Now that requires an amazing amount of
¥ocus and camaraderie and we achieved that.

BM: How did the TG sound take shape!

GP-0: We spent about a year looking for it, waiting for TG o tell us how It
seunded, During the weekdays Chris and | would build speakers. | would help
S with that because it was kind of manual work, wiring, screwing, sawing
wead He would build effects and synthesizer modules. He rebuilt my bass
gor And then we would experiment. | would use the space echoes and so
== and we would just endlessly feel for noises or sonic effects or volume
wsecrc He would keep on and on telling me all these ideas that he'd read
ssout in electronic magazines and what they might mean and I'd say “Yes!
L=c's try that one!” or “No, that's boring.” "Oh, very high frequencies, doesn't
2t mean that such and such would happen?” It would be trial and error, dis-
swssion, build, experiment. If it was something to do with the effect of the
seund on the body he and | would use our own bodies as the guinea pigs.

BM: You were trying to break down pure sound in order to gauge its mag-
ezl effects!

GP-O: Well it struck me that the original reasons for music were ritual rea-
=5 and that somewhere along the line, if we jump to rock and roll, people
—+=d to believe that if the audience got excited and leapt around and felt
ey and wanted to fuck the singer and ripped up the seats, it was because
#= band was good. Because the singer was sexy. And it was my feeling was
= this wasn't what was happening at all. The sound and the resonance and
e frequencies and the rhythms and the pulses and the lights and the group
=nd psycho sexual effect were actually as important, as vital, if not more so.
Thatr was what was interesting and no one had really looked at and explored
=t in an interesting way in so-called popular music. It was wide open to be
sxplored and also relevant: there was no music that really seemed to reflect
== disenfranchised, economically depressed, predominately white, Yestern
Suropean post-industrial revolution culture.

RM: But you were a bunch of rarefied, intellectual artists and theoreticians
surned musicians. Throbbing Gristle were an archly “arty” band. Maybe the




most intellectual pop group of all time. Are you saying that TG actually set out
to be a sort of prole rock group?

GP-O: | don't see that there has to be a contradiction between compre-
hending what it was like to be living in England in 1975 and being an artist. |
never considered myself to be different from most of the people living on my
street. Somebody said to me during the peak of COUM, when it was so suc-
cessful “That's all fine, but would you be able to do that in the local pub?”
Believe it or not, that's what made me really determined to see TG work. So
it could have lots of artistic intent, lots of intellectual theories and concepts

and satisfactions for me as an artist. But it also could be simply visceral. In

other words, you took what you wanted from it and that was an interesting

change. Entertainment was not the focus, nor was music really. It was much

more out of control in terms of the actual moment of live performance and

it was the voluntary refusal of “control” to set up an alchemical musical envi-

ronment and then be equally at its mercy to some large extent compared to
the usual concert set up. Be equally barraged by the sound as the audience.
The sound on-stage was as loud, if not louder, than the sound in front. | had

huge bass bins next to my ear. Sometimes we'd even have a second PA at the
back facing us!

My favorite times were when I'd touch the bass guitar and the wood on the
stage would start to vibrate my feet. My whole body would kind of shake like
a “Tom and Jerry" cartoon and that to me was the perfect acoustic to a TG
glg because | was feeling it equally, if not more than, anybody else. My body
was absolutely at the mercy of the sound. And THEN things would come
through and then voices would come through and words would come
through and dynamics and textures would come through...

RM: In some of the live TG recordings, you sound as if you're possessed or
speaking in tongues. It's pure glossalalia,

GP-O: That's right. And in that sense there was a certain considered selfish-
ness, which is "l want to find out what this feels like. | want to see what hap-
pens to me.” The best way to finance and to execute this is to have live situ-
ations to do it. Plus, I'm curious to see what happens to other people. So hey,
guess what, a gig is a great way to do that and that's why we did so few. Cause
it wasn't the primary reason, it was just one of the reasons we did it. Chris
and I, in particular, did that stuff, in the Death Factory, to each other a lot any
way. He had moments when he had tunnel vision, couldn’t walk or seand up
straight and so on from certaln frequencies we hit. And there were times
when we left the equipment running itself, a bit like [Lou Reed’s] Metal
Machine Music (laughs) for two or three days to see what happened when it
was just there and we came and went and did other tasks but the same loops
were just going and going and going and going and going in order to see what
happened to our brains. Or not. It was a chaotic, in the best sense of chaot-
ic... a chaotic research lab.




Assume Power Focus

RM: During the 30 or so TG concerts, which you'd dubbed “psychic ral-
liss—the mood, the building of energies and the audience interaction

GP-O: |s a necessary part of the magickal process, it's even the invocation.
Which is why sometimes | can become very uncomfortable with having to
perform because | would be happy ta stay at home. There are some times
when there is no way to make “it" happen except to interact with "2 public”
and with the society and the environment. Magick always works with the envi-
ronment it's in and each form of magick is built from a reaction to its envi-
ronment. And as the environment changes the magick should change, obvi-
ously and as my environment changes, so must my magick change. That's why
| abandon personas, projects, magickal orders (laughs)!

RM: Did an aptitude for magick come naturally to you? Did you just “get” it?

GP-O: I've got a photograph that my mum just sent me where I'm one year
old and | realized looking at it that I've made circles of stones all my life. I've
been obsessive about making stonework, From a very young age | worked
with stones to make symbols, circles, to make shapes, make tunnels and hid-
den chambers. And as soon as | knew how to masturbate | would use my
sperm and | would eat it. Sex magick came completely naturally to me. It was
like various flags were set there for me to find...And | didn’t miss them. | was
very fortunate. It was like a biological imprint. | could spot the flags.Whatever
the interference that was going on around me, | could see the flags. And
whether that is a gift, a fluke or a neurosis, who cares? That's what happened.
That's the way it worked for me,

It's one of these things. It’s a curse and a blessing to have hindsight. When |
read “Magick in Theory in Practice” and | looked at the picture of Crowley |
realized it was someone I'd met and talked to when | was younger. And that
really was confusing...

RM: Someone you'd “met and talked to"!

GP-0: Yes.

RM: He died in...

GP-O: Yes,

RM: | 947,

GP-0: Yes.

RM: And you were born in 1950!

GP-O: Exactly.
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Orange and Blue, Art Meeting Place,
London, 1974.

On Detour with Psychic TV.
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RM: Huh!?

GP-O: Well, | was living in Gatley in Cheshire, 1957, and | remember very
distinctly walking along the road in a very ordinary suburban place &=
Cheshire, which is the dairy farming and the suburbs in Manchester come
bined. | started hearing footsteps and this old guy caught up with me ané
started talking to me.And | thought, oh, I'm not supposed to talk to strangers
{laughs). He had a shaved baldhead and he was telling me stuff. And as he was
talking to me all the streets started to change: the houses started to look liks
they were made of bread, That was how | remembered it at the time. And
everything was very unreal and it was if the street didn't get any shorter or
longer as | walked along with him. | was going fast but | wasn't getting any-
where. And then he patted me on the shoulder and left. And | went home. It
didn’t strike me as very odd and | had thought about it over the years, but it
wasn't until | read that book that | thought, “Fuck, this is that person | was
speaking to”

RM: | don't exactly follow what you are trying to convey...

GP-0: I'm not speculating. I'm saying that's what happened. One could argus
that he turned up, that he somehow interdimensionally turned up and spoke
to me for his own reasons or could argue that having never seen a picture of
him or heard his name ever, anywhere, somehow | hallucinated him anyway
That's not very likely. Until | was |5 I'd never heard of him. Nor had anyone
| knew.You couldn’t get his books anywhere. So what did it mean? | had the
shock of recognition, from which | drew no conclusions except that it was
interesting. And then | read the book and realized it was what he'd told me.

RM: “Cultural engineer” is a term often used to describe you. There's a great
moment on Heathen Earth when you say: "You should always alm to be as
skillful as the most professional of government agencies. The way you live,
conceive and market what you do should be as well thought out as a gov-
ernment coup. [t's a campaign, it has nothing to do with art” Were music and
art, when viewed as the propaganda platforms of popular culture, merely
means to an end for you! Do you look at over 3 decades of your career and
the various “movements” you've been closely associated with or helped
birth—performance art, industrial music, rave culture—and see a fairly straight
trajectory!

GP-O: Do you want to know what, for me, the goal is? It's basically a
sequence: art, music, literature—divinity. The whole point of any project is to
get to the paint where some form of 215t century philosophical meta-PHYS-
ICAL manual can be assembled from the detritus of all the work, that is func-
tionally useful and inspiring to other people. | want to write a really, really
good book of amusingly arcane ideas, that could help some people come to
terms with and be blessed by the weird mystery of being alive. That's what |
want to do. There's nothing else to discuss in life. That's the only point. Why
we exist.VWhat "being” is. Is there a purpose and If there is a purpose how do
we achieve it! That's the only topic of interest. That's it. End of story.
“Entertainment” has never been of interest to me, as such (laughs)!
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'm a fanatic, a compulsive fanatic. As far as | was concerned, commitment to
e project is the most important thing at any given time. | think some peo-
e find that hard to live with, | think some people don't believe it. And | think
some people just get tired. And that's all reasonable. Those are all reasonable

s onises, aren't they!

== being a romantic, the reasons for something and the long term altru-
e metaphysics, Is the only thing that truly gives me creative pleasure
me feeling it's worth the effort and without that, it's just more... stuff,

ar= very few people who are prepared to truly give their life to an idea,
what may, and be prepared to fight countries and governments and
cultural imprints. Indefinitely. Maybe for no financial or egocentric
you know! There aren't many around. Not that that means there

BE_

¥ou're sort of the grand old man of the counter-culture now that Williarm
_Allen Ginsberg and Timothy Leary have died. Higher evolutionary
#as not seemed to produce many “rebel philosopher” types in any great

Seems that way, Maybe that’s just the balance of things. Maybe that's

= mutant gene pool works. | imagine thae the next challenge will be

ng “beyond human.” Working towards the next species and moving

Sewards the portal of the inconceivable without fear or expectation. That's

%= door | wish to pass through. I'm up for change and adventure and I'm in
% for the duration.

Richard Metzger is the co-founder of
Disinformation (www.disinfo.com)
and the director and host of the
Disinformation TV series. The
Disinformation Company is a pro-
ducer of television, books, film and
events with offices in New York City
and Los Angeles. He can be reached
at metzger@disinfo.com.

L af |
Godstar-seeing through the
beholden, |986.

“Breaking Sex Melded", Breyer P-Orridge,
Polaroids, New York, 1998.
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AS IT IS
BY JULIE
WILSON

To those who would be ‘divine.”

“When | gathered flowers, | knew it
was myseif plucking my own
flowering.”

—D. H. Lawrence

21 June 995

Julie

ASITIS

It's called Stations Ov Thee Cross. It never quite worked before. E believe
that thee respect we mutually have, and your deep skills, plus thee distance
and platenic butter special attachment could lead to a great piece. E know
you have loads on, butter there’s NO deadline,

.. muse what is left ov myself, SELF, and other raw material. Begin to
coumpose, and mix in, your reactions and understandings, intuitions, and
extrapolations, relating to thee character(S) E am poor traying.

SO BEIT..
Brother Genesis

-»» 2N open invitation to participate in the process...

The project began with a name; Genesis P-Orridge. However, even
before the name there was the thought, or more precisely a man-
ner of thinking and an instinctive drive toward something as yet
unnameable. It was derived from a particular sensation of estrange-
ment and disassociation; a kind of awkwardness with the world and
with himself, or the one who was named Neil Megson.

Feelings of dislocations, and his own perceivable state of estrange-
ment, created a natural “distance” from people, objects and situa-
tions. It created a “space” from which to observe the world and
himself. This was a state of affairs that the young Neil Megson
immediately registered as something that set him apart from “nor-
mal"” children. Although extremely traumatic at the time, later it
became a creative asset, even a “gift” that not only drew his atten-
tion to the dynamics of “perceiving” but also proposed the possi-
bility of other types and ways of perception and ultimately suggest-
ed the transmutability of the self.

I understood my lifetime’s sense of disconnection. Disorder was
not a flaw, rather a wondrous gift that described in a new way the
true nature of BEING that may be experienced whilst trapped,
maortal and confused, here in this desert that was once a theatre
of all possibilities, and an exit to all impossibilities.
(P-Orridge:1992. AM)

As a child P-Orridge was prone to eating disorders and asthma.
Excessive prescriptions of steroids resulted in the fast deterioration
of the adrenal gland. Not yet a teenager, P-Orridge was locked into
a program of drug therapy, dependency, and inevitably addiction. In
one of my early interviews with Genesis P-Orridge in 1994, he
talked for the first time about his childhood, saying “Steroids lead
to addictive joys and elective deaths,” a statement that was later
incorporated into the highly autobiographic text of the Hollow




Cost. An early 1980 Throbbing Gristle song lyric makes explicit the
sense and significance of his early childhood experiences.

Adrenalin, the edge is thin
Fight or flight you never win

Sitting here you make me shiver

Sitting here | lose all fear
Making love in different places
Jealousy brings you so near
All this energy destroys me ‘
Killing my security :

Yet it still helps me be happy
And it still helps make me free.

Paper thin. Adrenalin,
Paper thin. Adrenalin.

Some days I'm in a standard state
Simply cruising on reserve

Sleeping though I'm still alive
Waiting for the life you give
Absence is an awful cure

Can | be alive once more

Living on this simple plane

They also wait who stand and serve
Adrenalin creates this law

And gives me hope for life again.

Paper thin. Adrenalin.
Paper thin. Adrenalin,

Sitting here you make me shiver
Sitting here you seem s0 near

So | try to punish myself

And through myself, someone else
| am split in different places

| am split from everything

Here we are just sitting pretty
Longing for security

Yet it still helps make me happy
Sitting with adrenalin.

Paper thin. Adrenalin.

Paper thin. Adrenalin.

It is clear that later creative and ritual experimentations with drugs
and activities involving auto-deprivation, scarification, and body
modification were made available and even prompted by P-
Orridge's childhood experiences. Indications of the “personal” as
opposed to the culturally prompted significance of these activities



is evidenced by the fact that P-Orridge hardly ever frames such
activities in the context of contemporary cultural movements or
current ideology, although many journalists have interpreted his
activities as such. Speaking about the early performance art activ-
ities of COUM P-Orridge said:

| was looking for some kind of devotion and holiness, but in a con-
temporary way, | was trying to rediscover what it is in our culture
that's been taken from us. (CAZ: 1994)

Even during the rise of “Acid House’ and the emergence of Psychic
TV, P-Orridge rarely aligned his own explorations with the psyche-
delic fashion of the day. Later, his adoption by the Modern
Primitives movement prompted him to positively distance himself
from the idea of physical modification as a fashion accessory and to
state even more clearly the motivations for his practice.

... this is all about the process of discovery and the evolution of the
organism of the creature. It isn’t about how to put a bigger nee-
dle through me than you can, which is what some people reduce it
to. (Ibid.)

|7 October 1995

Drearest Gen

As with anything that is Important and worth doing, contemplation of it is

both exhilarating and terrifying. | guess this is how | feel about the material

you have sent me.

I've attempted this letter several times over the last couple of weeks—already
the process has begun; the settling of images in my mind,

| would like to think that together we could produce something like a multi-
dimensional "text"—cipher-a revelatory text-words/images/sound. A person-
al "Mavigation Manual” Should not all authentic creative acts contribute to
such a document.... a body of work ...a process..the archaeology of the SELE
The work has begun ...

Love to all

Julie

What we have creates our need

By the time MNeil Megson had decided to "let go" of the person he
was born as, along with the parental and societal expectations of
what Neil Megson should be, he had already experienced a sense of
being able “to be" something Other than what his immediate envi-
ronment dictated, through naturally altered states brought about




by starvation and prescribed medication. Attending public school
and having that particular set of values and systems imposed upon
him only strengthened his resolve to step out of those socially and
politically predetermined networks, codes, etiquettes, and crimi-
nalities, and to seek a self-initiated, individually devised, and explic-
itly intimate sense of Being, and to put together a lifestyle wholly
fashioned and driven by the Self. In order to do this the first step
was to jettison the already fractured identity that, by his early
teens, was finding it hard to keep up appearances. Neil Megson had
to go, and with him the ties and bonds and expectations that pat-
terned his behavior,

So the person who invented this creature Neil Andrew Megson
who surrendered to Genesis P-Orridge in 1965 as an art project,
he just moved away and died and left a character and a caricature
and this is, in a sense, the beginning of that character learning
again to be a SELF. That to me is a very sacred act. To give more
credence to the universe and consciousness than to one's own
inherited idea of Seli. Because once you've decided to let go of
Self you can start to look for other kinds of “Beings", you can start
to play with them, and experiment with them and meet with them

and try to communicate with them. You go into this whole other

S S C— U SR T T — e —m—— .

way of living that is, in the west, | suppose anachronistic and usu-
ally not very popular, and this of course means that if you are an
“alien" being, then you have no recourse to the status quo, this
mind-set, and these post-modern values. 5o you can set yourself
free, and once you are free you can keep exploring the intersec-
tions to determine, to decide how to live a life, to try to live a life
as “spirit” to try to live a life as ideas, to try and finally to find a
number of languages for what appears to be there,

{P-Orridge: Preston, 2001)

At the age of sixteen, Neil Megson named the “object SELF"
Genesis P-Orridge. This was the new “container” or “vehicle” that
had the potential to exist outside of social and political conven-
tions. There was an overlap period; Neil Megson was still around in
1969/70 named in the wvery earliest activities of COUM
Transmissions, but disappeared completely off the scene soon after.

Genesis P-Orridge was a concept, an idea with no particular agen-
da or fixed notions of what it was, could or should be. It might seem
like bizarre behaviour to re-name and to effectively re-assign one-
self; certainly it is made more dramatic by the implication that
there is a complete character shift and an annihilation of one iden-
tity and the instigation of another. However, this is an extreme
example of a psychological reflex that is undertaken by most peo-
ple to a greater or lesser degree. In the case of P-Orridge it took,

Tl o Gk i e i @A RO B GG A

and still takes, a very dramatic form.
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Personality can never develop unless one chooses one's own way
consciously and makes this an ethical decision. Not only is a causal
motive needed, for instance an emergency of some kind, but a
conscious decision must lend its force to the processes of person-
ality development. If the first is lacking, then the so-called devel-
opment would be merely acrobatics of the will. And without con-
scious decision the development would remain a dull, unconscious
automatism. One can, however, decide on one’s own way only
when one is convinced it is the only right one. Should any other
way be considered better, then it would certainly be preferred to
the development of one's own personality. But the other ways are
conventions of moral, social, political, philosophical, or religious
nature. (Jacobi: 1967, p. 82)

With a name and no agenda other than to explore the possibilities
of SELF, P-Orridge began a process of mythologizing, pathologizing,
ebject manipulation and later the manufacturing of “cultural ecolo-
gies” in which to "grow” the object: Genesis P-Orridge.

initially these processes were fuelled by an intuitive sense of play-
fulness; the basic premise being simply to play, and through playing
2o find a solid intention through which to shape the process of
Secoming,

Since there is no goal to this experiment other than the goal of
perpetually discovering new forms and new ways of perceiving, it
is an infinite game. An infinite game is played for the purpose of
continuing play, as opposed to a finite game which is played for the
purpose of winning or defining winners. It is an act of free will. Na
ane can play who is forced to play. Play is indeed, implicitly volun-
tary. (P-Orridge: AM, 1995)

Playing with the notion of a SELF-learning through
playfulness—finding ways to make the raw material of the psyche
#vailable for gaming, “discovering new forms and new ways of per-
ceiving” through the implementation of physically grueling and
psychologically dangerous processes—is not the kind of thing one
enters into lightly. But, as | have already suggested some of the
methods employed by P-Orridge to explore states of altered per-
ception and different experiences of Self or Selves, had already
Seen prompted by the physical and psychological circumstances of
is childhood. This is not to say or imply that illness bred a predilec-
#ion for such behaviour. P-Orridge’s implementation of radical psy-
chical and physical processes is too assured, calculated and framed
within very clear programmes of research to be considered clini-
cally abnormal. His work may be considered as a process of what
the psychologist Carl Jung called “individuation” albeit in a very
=xtreme form,




In the individuation process, as understood by Jung, the primary
concern is the individual experience of “death and rebirth”
through struggle and suffering, through a conscious, lifelong,
unremitting endeavour to broaden the scope of one's conscious-

ness and so attain a greater inner freedom. {Jacobi: 1967, p. 1)

Jung suggests that the idea of personal truths centres upon the
exposition, understanding and individual acknowledgement of both
conscious and unconscious aspects of the psyche. Jung called this
the “individuation™ process; it is a means by which one comes to
know oneself. Jung suggests that the methods of participating in the
individuation process takes extreme moral and intellectual exer-
tions to dissolve the contents of the psyche that can be exposed or
actualised in a number of different ways. Jung put forward a
methodology he called “active imagination': a strongly physical,
emotional and psychological form of play which allowed the mind
to engage in imaginative episodes through which the unconscious
might throw up words, memories, gestures and images.

In this way we find that thoughts, feelings, and affects are alive in
us which we would never have believed possible. Maturally, possi-
bilities of this sort seem utterly fantastic to anyone who has not
experienced them himself, for a moral person “knows what he
thinks"... With these reflections one gets into an entirely new
world of psychological experience, provided of course that one
succends in realising it in practice. Those who do succeed can
hardly fail to be impressed by all that the ego does not know and
never has known. This increase in self-knowledge is still very rare
nowadays and is usually paid for in advance with a neurosis, if not

with something worse. (Jung: 1959/A:p. 19-20)

in 1913 Carl Jung began his own program of explorations that at
the time must have seemed socially deviant and personally humili-
ating. It was a psychological experiment, the aim of which was to
“bridge the distance from the present to my eleventh year” (Jung:
1995: p. 198) To make contact with the essence of his own child-
hood, Jung found that he had no choice but to “take up once more
that child’s life with his childish games"'; to evoke through memory
the sensation of being the child, and to literally become childlike
through “symbolic play” or “active imagination.”” Jung spent days
by the side of a lake playing with stones and mud and sticks. In the
process of building a churchlike structure out of twigs and mud and
things washed up on the shore of the lake, Jung caught sight of a
pyramid shaped stone in the water:

It was a fragment of stone which had been polished into this shape
by the action of the water-a pure product of chance. | knew at
once that this was the altar. | placed it in the middle under the
dome, and as | did so, | recalled the underground phallus of my
childhood dream. (Ibid.)
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Jung was propelled to the very core of one of his deepest complex-
es.The process of active imagination does not imply a total identi-
fication with the idea, image, or memory being evoked, but a cre-
ative confrontation with it that is nonetheless intense and involving
and something from which it is possible to retrieve information
about the Self and the fundamental workings of the mind.

30 June 1993

ASIT 15

Dearest Julie

.. E personally suspect that if we do not investigate human behaviour, and
reassess our species, we are a pathetic excuse for HUMANE...

30 June 1993

Dear Gen

...the most excessive artists ... those who put their life on the line— exposed,
vulnerable, self effacing, are often the most humane. They are not monsters
as the gutter press likes to make out, monsters can not be artists, they are
murders and rapists, careless people who have no recourse to humanity. The
artist that risks all, must by definition, stand on solid ground. The artist that
risks all, knows what he is risking ... knows what he Is putting on the line.
On the paint of crisis; emotional, physical, psychological we SEE and FEEL the
SELF in a manner which is difficult to bear. An artist who puts him/herself in
this situation on a regular basis for the sake of that authentic investigation
into the fundamental nature of the SELF, must have a degree of resolve, pur-
pose, discipline, will and control over all the circumstances surrounding the
experiment that is absolutely crystal, calculated, and secure.

Such an artist has complete control over the form and mechanics of the
action, even though the content, the confrontational edge, the point, the cut,
if you like, of the activity, is a trauma one can not estimate or fully prepare
for. The drive to articulate the deepest and most essential principles of Self
is 2 humanistic crusade. The act or aktion of investigation is heightened by
the consequences and the materials in use ... the SELF ... the profundity of
the central course of action, the instrument and the medium of the action,
miakes this devotional but not sacrificial.

| know you are a master of the method and medium.

Love toall

Julie

The substance of P-Orridge’s being had already been challenged by
the time he was a teenager. At the point at which he began to vol-
untarily engage in activities of self-harm in order to attain and/or
return from altered states of consciousness, these events wers
motivated by the need to take control of these processes rather
than to self-punish.




Drop-Out

Having dropped out of a Social Sciences course at the University of
Hull in 1969, P-Orridge found himself in London.

In that period 1968-1969, what was left of the Exploding Galaxy
came up to Hull University. They'd been booked to do a “happen-
ing”” and when they arrived they asked around the University for
anyone to help ... everyone said you should ask Genesis, because
he'd be into that, so they approached me and asked if | would help
them with this happening, and 1 said sure. I'd already decided to

drop out of University anyway. So | helped them out and they said
if you're ever in London come and visit us at this commune in
Islington. So later on that summer | went to see Pink Floyd at the
Albert Hall. So | hitch-hiked down... and The Stones were playing
Hyde Park, and Rene Magritte had a big retrospective at the Tate,
and it was all the same weekend, and it was a great weekend. |
went down the Kings Road to “Granny Takes a Trip” ... and at the
end of the weekend | went and crashed at the Exploding Galaxy's

place in Islington Park Street, and stayed.That was really intense...
Exploding Galaxy... really intense. Gerald Fitzgerald was in
charge, and the idea was that you had no identity, so you weren't
male or female... this is where the threads begin ... the walls were
just knocked out so that the toilet and the bathroom were com-
pletely exposed, so that anyone who wanted to go to the toilet or
have a bath were doing it in public. There was nothing hidden ...
and we were not allowed to sleep in the same place two nights
running... In the morning when you got up, there was a big box in
the centre of the room and that’s where all the interesting clothes
were, It was first come first serve, and if it was female clothes you
pulled out, then you were female that day, or an EIf ... What ever
you pulled out was who you were. You had to live that character

while you were dressed that way.

You couldn't repeat anything... you couldn't do anything that had

been done before. You had to make everything yourself ... every-
thing you said was your own way of saying it. You owned nothing,
including identity. You didn’t exist, you were merely this strange
energy which passed through everything and never repeated itself
and didn’t own or posses even a place to sleep. It was really rigor-
ous... (P-Orridge: CAZ, 1994)

Although P-Orridge “hungout” with Exploding Galaxy for a rela-
tively short time, the experiences he had there proved to be semi-
nal. In my 1994 interview, P-Orridge suggested that his life as a per-
formance artist started in Islington with the Exploding Galaxy. P-
Orridge confessed “l think I'm still living off the energy | got,
because it just left you completely and utterly self-reliant with no
concerns about identity”(CAZ: 1994). On returning to Huil, P-
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ize brought back many of the artllife concepts, house rules,
philosophies he had experienced in Islington. He came away
ang of himself as a“transmedia" personae;a transitory human
a creative energy which had the potential to express and exist
szh, and in, any medium.

__ =0 in the end, | just became Transmedia, | said, I'm going to
Jeave, here’s my sleeping bag, here’s my journal, that’s all | need,
I'm off. I'm going to be the nomadic Transmedia person, and I will
mot sleep in the same place each day, | shall sleep under hedgerows
and on beaches, So | decided to take it even further. | was happy,
| wanted to go completely over the top. | had no limits. | was an
" anarchist. So that's when | gradually meandered back to Hull, and
| basically set up COUM Transmissions which was a kind of exten-
sion of my interpretations of Transmedia and Exploding Galaxy,
but pushing it... further.

| moved to 8 Prince Street (in Hull), to the big rambling derelict
Georgian place. There we had the costume room, and that was
the same idea as the box... there was one side of it that was just
ridiculous costumes hanging up, and on the other side there was
this big table with all the accessories. People could walk in and
choose what character to be, That's how the Alien Brain began.

...the Alien Brain was a hat with a brain on it made out of bits of
TV sets and stuff... and there was Harriet Straightlace, and oth-
ere... there was a cast of characters... and mainly on Friday,
Saturday and Sunday, you could become the Alien brain. The idea
was that you didn’'t do it as a performance, you did it for the whole
weekend, you were the character, and you lived it and spoke it and
wore the character. You went shopping or walked the dog and of
course you took the risk of being attacked... | think people
thought that we were so completely crazy; to dare do that in Hull,
right near the docks, if we were prepared to walk around like that

we were either insane or dangerous.

To a great extent, early experimentations with costumes and alter-
sate identities, or what we might call forms of disguise, were a way
of dealing with what P-Orridge still regarded as his own physical
and psychological weaknesses. The idea was that one attempted to
“play” these weird characters so well that “the rest of society was
afraid to confront you, even though normally you were the kind of
serson who'd get beaten up without being given a second thought"
(CAZ: 1994), an insecurity which hung over him from his childhood.
It was a typically extreme and proactive reaction to a perceived
personal problem. It was a means of escape, although it was not
escapist in the hedonistic sense of the word.

Shop window, Liverpool, 1971.
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It is difficult to pinpoint exactly when the performance group
COUM came into being, mainly because COUM was an extension
of activities that were already happening in private. COUM was a
lifestyle taken onto the street, although it is clear that by 1971
COUM was consciously “staging” events on the street, in sites and
venues throughout England. By 1972 COUM was being invited to
perform at festivals throughout Europe.The group was gaining sup-
port from The British Council and receiving small project funds
from both Yorkshire Arts and the Arts Council. In a rough state-
ment written for the Milan Catalogue dated February 1976 Cosey
Fanni Tutti described COUM as:

...a way of life, and if everyone would just relax they too would
realise that Coum is true life. That is, as true as anyone can be to
life, in its strictest sense. The constant pressure we are under to
be pigeonholed for the safety of other people’s principles and
peace of mind is sometimes unbelievable. The lengths they go to,
to justify why you are doing what you are doing is nothing less than
tragic. You can see them grasping at anything that sounds intel-
Jectual enough to be the theory of our actions. You can't work out
Coum, just like you can't work out life, and the more you try, the
more you get confused. Then you think “damn them, what the hell
do they think they are anyway?” Thus we have a hatred of Coum
because of an inability to open up to it, no not even open up, just
to take it as it appears to you. Mot how it SHOULD appear to you.
I can only put my feelings in front of everyone who may be present
during an action. | find that usually people see my feelings in their
own true way and then when they tell me what my actions meant
to them, each person’s vision is different but they are all the same,
correct interpretations. This, | think, is the best explanation that
could ever be found. (CD, 1973)

COUM LAND|ESCAPE Painting

Genesis P-Orridge met William Burroughs in the early 1970s and
began a series of collaborations and correspondences that lasted up
until Burroughs' death. The literary cut-ups, famously used by
Burroughs, were in fact suggested to him by his leng time friend
and collaborator Brion Gysin. Although Burroughs made a number
of propositions for both the written and extra-literary potential of
the cut-up-he had, for instance, experimented with audio tape cut-
ups - his interest was in the use of the cut-up as a literary tool which
was first and foremost a means of accessing an “expansive” per-
ceptual viewpoint through writing and of creating a déja vu effect
for the reader. For Burroughs the cut-up method opened up new
creative avenues through collisions and linguistic accidents that
occurred under the scissors. The cut-up provided poetic insights,
colours and tones that were otherwise inconceivable. The cut-up
technique allowed words to collaborate in the writing process, to
the extent that there appeared to be a THIRD MIND working
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through the writing. In The Third Mind=The Future of the Novel, writ-
ten with Brion Gysin, Burroughs writes:

In my writing | am acting as a map maker, an explorer of psychic
areas, to use the phrase of Mr Alexander Trocchi, as a cosmonaut
of inner space, and | see no point in exploring areas that have
already been thoroughly surveyed-A Russian scientist has said
“We will travel not only in space but in time as well"=That is, to

travel in space is to travel in time-If writers are to travel in space

and time and explore areas opened by the space age, | think they
must develop techniques quite as new and definite as the tech-

niques of physical space travel-Certainly if writing is to have a

future it must at least catch up with the past and learn to use tech-

nigues that have been used for some time past in painting, music
and film=Mr. Lawrence Durrell has led the way in developing a new

form of writing with time and space shifts as we see events from
different viewpoints and realize that so seen they are literally not
the same events, and that the old concepts of time and reality are
longer valid-Brion Gysin, an American painter living in Paris, has
used what he calls “the cut-up method” to place at the disposal of
writers the collage used in painting for fifty year—Pages of text are
cut and rearranged to form new combinations of word images.

{Burroughs: 1998, p. 271)

It was not the literary application of the cut-up method that inter-
ested Genesis P-Orridge at first, but what happened to “gime’ and
the “real” and the notion of “space” when they were cut and sam-
pled and rearranged. Burroughs played P-Orridge some of his audio
tape experiments; these were cut-up tape recordings of riots and
screams and police sirens.

He was very clear that not anly was this a political thing, but you
could change reality, you could make something happen; what
would once be called magic. And that really interested me. That
one could actually reprogram physical reality as well a mental con-
sciousness. (P-Orridge: TM, 1998)

P.Orridge took the basic premise of the cut-up and applied it to
sound, incorporating sound collage in COUM performance art
events as early as 1970. In the unpublished COUM diaries written
at the time, P-Orridge acknowledges “uncle” William Burroughs
for his advice on the best tape recorder to purchase with the
Yorkshire Arts Experimental Grant the group had received in 1972,
In performance actions such as Landscape Painting By MNumbers or
as it was also known, Coumceptual Landscape Painting, both the
creation and playback of cut-up tape recordings were an integral
part of the “painting action’; a means of recording present events
and playing them back as past “landscapes” into the present per-
formance action. By rerecording and overdubbing in short inter-
vals, present sounds were inter-cut with past sound recordings; re-
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recording and playback intermingled past with present, brought the
past into the present and sent the present into the past creating
historical ruptures, prompting mishearing and misrepresentations
and re-configuring present narratives, making the real time event
readable in a new way. This process of FRACTURING and SPLIN-
TERING material was to become a very important aspect of all of
P-Orridge’s future work across all mediums.

At the time, COUM viewed their worlk as extending from a theatre
and fine art lineage, but acknowledged that they were interested in
using new technology, together with new materials and concepts, to

re-examine old aesthetic forms.

The old forms of Painting had palette, brush, canvas. COUM have
started to realise that it is not Landscape Painting that is dying in
fine art, it is merely a failure by many artists to jump across the
technology gap and use the new materials and coumcepts to revi-
talise, and male relevant once more, the old form.

(P-Orridge: CD, 1973)

P-Orridge began to play with the idea of the artist’s canvas.
Traditionally the canvas could be viewed as a kind of recording
medium upon which a record of the action of the painting, the
artist's choices, the environment and the time frame(s) in which it
was painted, was captured. Mot only did P-Orridge observe that
the tape recorder, and the playing back of cut-up sound landscapes,
could metaphorically be seen as a form of “painting”, but that it
could also be used to relocate time frames and to create fluid,
dimensional shifts in time and space; to literally unstick time and
expand the conceptual space of the work and therefore the tradi-
tional painting form.

It is not a sweeping away of the old form, but an affirmation of it,

and a restitution of it in its sensible coumtemporary terms...

Instead of a palette, a cassette, instead of a brush, a camera,
instead of paint, stickers and string and spray cans & instead of
canvas, the landscape itself and the people in it. But within this the
rules of balance, subtlety of colour, shadow, perspective, coumcen-
tration, still apply. (P-Orridge: CD, 1973)

Past, present and future/projected perceptual possibilities (those of
the performers and the audience) became collaborative elements
within the “space” of the performance. They were strategically
incorporated and prompted through the use of audio technology.
The fluid, often random or accidental intervention of different time
zones, audio representations of different spaces, environments and
historic events opened up new relationships in perception, creating
a liminal, timeless space. On another level the performance action

functioned as a magickal construction that drew attention to the



weptual changes that took place not only in performance but in

The landscape is actually made into a spell, a picture. One
becoums aware of new perceptions of the place as pin-pointed by
the odd changes made in it, and of its link with time passing, sun-
fight and chance activity. (CD, 1973)

Wsing personal symbols, idiosyncratic ideas, themes and concepts
s structure and identify materials, colours and time frames,
LOUM developed a very particular art-based performance vocabu-
Sary that functioned on a number of different levels. Symbols and
swmbers became a fundamental element in these actions.

The numbers used normally are magick numbers, which relate to
COUM specially, and are used as a basis for multiple editions, and
action on important matters. Lucky numbers, if you like, though
to COUM they are more important than cournmon sense triggers
to decisions. This is like the personal brush work of an old master,
people should find their own formulae for deciding tape splices,
but no acting up to the tape must occur, it must be random, and
therefore honest, YET METHODICAL in structure,

{P-Orridge: CD, 1973)

4= Coumceptual Landscape Painting Mo 3 realized at Colmore
Circus, Birmingham Town Centre on 12 July 1973, the numbers 3
a4 4 were used to inform the time frames of the cut-up process.

...from the moment of leaving COUM studio in Hackney the
Painting was being made, It being a sum total of everything that
occurred to the activator throughout 24 hours. So every hour, on
the hour, seven minutes of recording were made. Mo matter where
or what sounds were occurring. Then when both hour-long sides
of the tape were filled, every half hour 3 minutes exactly were then
over-recorded. Then immediately afterwards 4 minutes played
back at the same volume; as sound tends to reach your ears in gar-
dens etc, so it is not intrusive. Therefore people hearing it
absorbed it unconsciously as part of the noise around them. So if
it is a piece of conversation they think forever someone said that
then, not a few hours before in London, or on the train. And if it
plays back a car going past, they'll think forever a car went past
somewhere near them when they heard it, What also happens is a
reversal of time. You get three minutes of the present before four
minutes of the past, yet the past is simultaneously transferred into
that present. TIMEWARP. (P-Orridge: CD, 1973)

The finding and implementation of a particular set of specific symbols that
refated only to the individual members of COUM was a fundamental part of
#he group's striving for personal relevance, honesty and an authentic creative
language. It also becamme the basis of intimate, personal connections.




There were three of us who were close friends; Cosy and | and the
Very Reverend Lelli Maul. He was a burglar... Eventually he was

caught by the police and sentenced to prison.

When he was out on bail, all three of us decided to get a small tat-
too so that when he was in prison... we would all have what we
called our “telephone"”, and every time each of us looked at this

mark we would think of the others...

So each of us designed a tattoo based on what we felt was our
favourite or lucky number. | chose 3; Lelli had one which was a
complex drawing of |6-it was 2 4's made into a grid (4x4=18).
Cosey's was a small 4 that looked like a camping chair.

(Vale & Juno: 1989, pp. 165-166)

COUM activities strove to be “in tune with our times and lives.”
Connections between members of the group, their personal lives,
the characters they “played” in performance, their elemental role
in events, the principles and philosophy of COUM bound them
together as a community which worked on “simultaneous,
coumplementary levels,”” Fundamentally COUM was about
“process” and the “discovery of intention.”

In the process of discovering intention COUM occasionally issued
manifestos, treatises or mission statement-transmissions-which
defined the territory of the word and shaped the group's thinking
at that time.

THEE ENEMIES OF COUM

Thee enemies of COUM are human.

Thee enemy of coum is dishonesty.

Thee enemy of coum is corruption of vision.
Thee enemy of coum is blindness to coum.
Thee enemy of coum is loss of purity.

The enemy of coum is ego, NOT to be confused with individualism.
Thee enemy of coum is belief in reality.
Thee enemy of coum is noncommitment.
Thee enemy of coum is explanation.

Thee enemy of coum is coum itseif.

Thee enemy of coum is forgetting enemies.

Enemies of coum are its friends as well. (CD, 1972)

Paris Biennale, | 975.
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The decision to use signs and symbols of individual members of the
group in COUM performance events, was not an aesthetic choice,
but was either consciously or unconsciously a means of empower-
ing the visual, symbolic language of the performance with real iden-
tity, intimacy and relevance.

The colours orange and blue are also part of the COUM magick
formula, being the two colours of its Directors, Cosy Fanni Tutti,
Leader of COUM and Genesis P-Orridge her brother, permanent
second in Coumand. The sequences of plastic letters and numbers
used in the patterns, markings, and delineations during the event
are all magickally linked in. The whaole thing having therefore
another, subtle level, of being an actual magickal ritual spell for
COUM, a spell of good fortune, and precision, and vital to all art,
CONTINUITY (coumtinuity.) (P-Orridge: CD, 1973)

The simple intention of personal incorporation, continuity of con-
nection and the articulation of a personal symbolic language,
became the basic building blocks of a spiritual practice which
underlined the performance and fine art practice which, for P-
Orridge, would continue to underline all of his work up to the pres-
ent day. In terms of COUM Transmissions, this took the form of
what might be termed sympathetic magic,

GP-O0 What we used to do ... was actually define space
with string and so on, and so we could make
architectural sections... Here that's the shadow
and that's the light-here we were building invisi-
ble architecture that we could work within.
Actually building it was as much a part of the per-

formance as what we would do within it.
JAW  Were you thinking about magic at that time!

GP-O | was thinking about that stuff from nine years
old! There had always been ideas like sand paint-
ing and Tibetan threads—not necessarily in a real-
ly conscious way, it was just there-it was innate.
(P-Orridge: CAZ, 1974)

Not only did the “architecture” of the performance frame the real
lives of the performers—their bodies becoming part of the fab-
ric/material/substance of the performance-but performance and
art practice grew out of a lifestyle in which every aspect of day-to-
day living was consciously and strategically assembled. This was not
a conscious attempt to create “artifacts” but rather grew out of 2
desire to control; to become the builder, author, and architect of a
unique and deeply individual Life/Art practice.




You can now see that all of these things that were lying around in
the house have been assembled into events.... Basically | began to
experiment with placing things and maoving things and putting my
body and later on the bodies of other people into the environ-
ments that had once been houses and homes. So what | started
to do in a simple way was to take the “home” on the road or on
the street and see what happened. In a way that's all that art is
and that's really what some people would refer to as magic. It is
taking things from real life and from your dreams and vision and
from your fears and from your memories and assembling them in
almost any order. The order in a sense doesn't particularly mat-
ter, what matters are the intention and the reverence of every-

thing and anything that might happen. {P-Orridge: Preston, 2001)

The reverence toward anything that might occur within the space
_and here it is essential to think in terms of both the actual physi-
cality of space and more conceptual notions of space-anything that
might be evoked, created out of random collisions of ideas, images,
sounds, became the central focus of the worl, not the end product.
THE PROCESS NOT THE PRODUCT. The “anterior” effects and
winterior” reverberations of the performance action; the transitory
and ephemeral, the perceptual and the psychological changes that
took place, outweighed concerns for more visually aesthetic princi-
ples and notions of “entertainment”. In the DECOUMPOSITION
account of Colliche Pastage performed on 9 January 1973 at De
Lanteren Theatre, Rotterdam, Holland, P-Orridge writes:

Bs what we do is both intensely honest & personal; and simple, flip-
pant & accessible people often have difficuity reconciling the con-
flicting levels and attitudes. We take what we do seriously, but we
do not take ourselves seriously. And although we take our projects
seriously we are permanently coumpromising & allowing the situ-
ation to rule final decisions and creations. Thus everybody is truly
equal at the time of performance. We might think we know exact-
Iy what we would like to do, but we will still assimilate any chance
accurrences, audience involvement, or stipulation by entrepre-
neur. (P-Orridge: CD, 1973)

The aesthetic form was considered by COUM to be merely a vehi-
cle for the exploration of the natural reverberations, not only of the
creative practice but also of the individuals taking part in that prac-
ticelevent. P-Orridge states further “the stage is both useful as a
centre of focus for images, and useless as a false mode. We there-
fore treat it as another medium but retain a level of contempt for
it too” (P-Orridge: CD, 1973). In 1973 this conscious reflex of con-
tempt for the inherited aesthetic modes, practices, and the creative
formulae of theatre and fine art saved COUM’s practice from
becoming conventional, and preserved the originality of the work.
It is this same level of contempt for inherited constructs and sys-
tems that has prevented P-Orridge from the wholesale reconstruc-




in terms of content and intention, of pre-existing rituals and
shamanic/ritual practices in his work.

... all those rituals and all those technigues developed in a specific
or geographical environment and that’s not where we are now...
so it has to be urban if we are urban, and it has to be about com-
puters, and it has to be about cyberspace, and it has to be about
what's coming next, about viruses, and language, and all the stuff
we know has to be part of what we do next... And this pretence of
ignorance and the recreation of what was is a bit like an orchestra
learning a symphony; it's great that they can do it, and it's good
that someone is preserving it, but | don’t want to go there... | want
to find something out | didn't know, something | wasn’t told.
{P-Orridge: CAZ, 1994)

P-Orridge's concern for both ritual/spiritual and art form practice
has always been to find personal relevance and a contemporary
yocabulary and palette of materials. To some, this simple striving
for relevance has been interpreted as vandalism.

A Coumcentrated art exhibition was put up on the walls. This
coumsisted of Genesis P-Orridge, art vandal, putting a day-glow
sticker dot where every picture had been. Showing he explained
(understood?) the coumcentration of creative energy of each
piece, and (that it was) far more economic and simple to display
{this) than coumplete pictures. Some art lovers found this a little
disrespectful. So it was! (CD, 1973)

It was at this time that P-Orridge began to explore the psycho-
physical consequences of the cut-up process as applied to the indi-
vidual within the frame of COUM performance activities. The con-
cept of using the body as a material within the performance event
naturally extended to the use of the individual psyche.

What's interesting is the line, the light and the shadows; the lines
of the pavement and the sticks and the wand-and the geometry of

this. To me that's a timeless use of body. The body is just really this
weird thing. To me anyway it is ... this weird stuff, and all | can tell
you about it is that it doesn't last too long, it carries around with
it something that appears to live in here, that talks and thinks, etc.
but it isn't me. And it's not you. But it is an interface between that
which appears to be and that which disappears... The real mystery
is “what goes on in here” (inside the mind) and “why" it goes on

and “where" it came from. (P-Orridge: Preston, 2001)

P-Orridge increasingly placed the body at risk in performance inan
attempt to feel and understand the internal workings of the mind;
to challenge the mind, the Self, the psyche, through the medium of
the body. He began to include props and materials that would
harm, cut, pierce, poison and intoxicate, knowing full well that in

“Earls Court" photo series, 1974




the semiconscious, trancelike mode he increasingly found himself
working in, he would not be able to resist or limit the consequences
for his mind or his body, from coming into contact with such props
in performance.

What began with an interest in the restitution and re-interpreta-
tion of theatrical and fine art forms moved into a full blown explo-
ration into the physical and mental “form” of the individual Self, by
exposing the Self to real danger and trauma. in retrospect P-
Orridge suggests that what he was trying to do was to recover
information about the Self from the point of real, critical action; at
the point of real trauma and crisis. As | have suggested previously,
this was again a method of active imagination, a process of individ-
uation. It began with a name and a conscious movement away from
the identity of Meil Megson. The exploration and habitation of
COUM characters allowed P-Orridge to take this process one set
further, and to explore a pluralistic notion of Self. Now the process-
es demanded real confrontation with the very material of the mind
and body. In a rough statement written for the Milan Catalogue in
February 1976 P-Orridge writes:

Spit. My face is. Holes in bodies are only there to insert things in.
If wire is twisted around a face using a knife as screw, tightening it
across a mouth so that the face is distorted, knife threatening face,
wire making channels of red on face. Matches burn fingernails,
making them smell. It's all threats, secrecy, it's not enough to dam-
age oneself, that's too easy. One has to lift information to the fore-
front and remove thee spectacle. People don't look into what you
say if you distract them with obvious overload. There should be no
safe path away from the information. They have either NOTHING
AT ALL to grasp, or they have to grasp that you must be trying to
discuss information. It's a vehicle to talk across, at cross purposes.
It may alienate thee mass to inform thee few. Mass culture is dilut-
ed perception. Thee pathological murderer, sex offender is affirm-
ing identity through action, we are thee same, there’s no gap any-
more, art is high crime, high crime is art without theoretics.

(CD, 1976)

Moving further away from ideas of aesthetic form, P-Orridge's con-
cerns increasingly centred on the affirmation, or exploration, of
identity through “critical” action. P-Orridge began to devise more
and more ascetic processes and performance set-ups that would lit-
erally afford no safe path for the mind or the body through the per-
formance event.

“Smail Trail," Fluxshoe, Nottingham, 1973.
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It is clear that the intention at this time was also to invoive the
audience in that journey into identity and crisis. By stripping down
the visual aesthetics of the performance, by using a limited but dan-
gerous selection of props, P-Orridge was attempting to strip away
the illusion of the theatre, and the décor of fine art practice and
therefore the safety-net “signifiers” of the unreal which provided
audiences with a safe place and distance from which to view the
action. These explorations came to a head in 1976 at a perform-
ance event at the University of Antwerp.

At that particular time | was very disenchanted with the context

of art and theatre and | was trying the push the boundaries. So |
went outside the University in Antwerp and noticed that there was
an agricultural project going on which included poison plants and

¢ree bark. So | collected the plants and bark and then | went to a

building site and got loads of nails and a bottle of whisky and then

ate the bark and the poisonous plants and washed them down with

Whisky, and then began to cut patterns into my skin with the rusty

nails. The reason why | was doing this was that | was trying to find

out if the body really existed or not... and whether my theories

were actually correct. Because | had noticed that in certain

instances... that | would, to use a classic phrase, | would “leave my

body” and that | would travel in dimensions as if one took very

strong psychedelic drugs. The only way | came back into my bady

e same form of pain or cut. | used to call this a re-
asions | used to do this on a much
more concerted way, and | started to speak in tongues, | started Lo
speak in different languages, and prophecy in the Christian sense,
but | would prophecy about things that didn’t seem to be about
e | collapsed and was taken to the

was to generat
entry zone. On different occ

this planet, and then of cours

hospital. But | was actually stil
in the emergency room... one of those typical “pear-death” expe-

riences where the doctors were saying THERE'S NO
PULSE-THERE'S NO HEARTBEAT, There seemed to be no reac-
tion from the eyes, when they flashed a torch in my eyes, and | was

thinking BUT I'M FINE. Then it occurred to me that while | was
are of it and they were starting to wrap
. I'M DEAD. That was
at I'd made in my

| fully conscious, | remember being

fine, they were not aw
things up and looking around for a sheet ..
when | somehow managed to see the cut th
chest, and by looking at the cut ... and the pattern of the cut, it was
a very real mandala in blood, | found myself sucked back into my
body at that moment. And then | opened my eyes and said I'M

oK.

The problem with things like that is that | had absolutely no train-

ing in Shamanic practices or alternative medicines, and at that
point | decided to stop doing performance art, and only work in
private. | began to

controlled way, always with somebody else there, with certain sig-
. after three hours ring this bell ... afrer six hours

conduct similar experiments in a much more

nals and times ..




cut my arm...etc., so that | could get back. And | did that for

something like fifteen years in private, once a month every month.
(P-Orridge: Preston, 2001)

By the time COUM officially disintegrated in October 1976 at The
Prostitution Show event at the Institute of Contemporary Art in
London, to becorme THROBBING GRISTLE, P-Orridge had identi-
fied the prime material of his creative process as the Self. He had
begun to develop a working methodology that could no longer be
contained within the performance and fine art forms developed by
COUM, however “real” “honest” and “relevant” those forms were.
The personal processes that P-Orridge began to develop in the
early 1970s became a life-long investigation into the nature and
possibilities of the raw material of flesh, blood, bones and psyche,
and the manner in which “it" might responded to external influ-
ences and changing environments. It became a project that was
learning about the deep programming of the Self, and ultimately
became a process concerned with making permanent alterations
to the programming of the Self.

The processes were now about re-forming and the re-structuring of
perception; about transformation and the investigation of the
notions and artifacts of the Self: “I'm not trying to sell something
... I'm trying to learn something” (P-Orridge: CZ,1994). The cos-
tume/disguises of The Alien Brain, and Harriette Straightlace and
the Dayglow Prankster Art Vandal and others developed in COUM,
were still primarily exterior identities that allowed a certain way of
being in relation to the world and provided the means of exploring
both the behaviour and attitudes of the characters and their audi-
ence. COUM characters also provided an opportunity to assess,
test, and monitor individual attitudes, impressions and feelings
toward the characters themselves. In a sense the characters
became exterior archetypes; dynamic creations that confronted,
provoked, caricatured, poked fun at, tested, teased and thwarted
genre and gender expectations. Crucially they provided informa-
tion about aesthetic values, cultural identities and societal norms
by challenging and exposing conventions within the confines of a
performance art practice. They challenged the reality of art and
performance conventions and of social behaviour, but they did not
challenge the notion of “reality” itself, they did not disturb the
deeper registers of the Self: and although they offered an opportu-
nity for insight into motivation, fear, prejudice, and belief, they did
not offer the means of exploring deeper flesh-bound, heart-felt, psy-
chologically grounded sensations of reality. It is after all the physi-
cal, in the body, emotional and deep psychology of the individual,
that lies at the heart of perception, belief and CULTURE.

Culture takes place in closed, even closeted places, involving the alchemical putm-l
faction, or decadence as the body of fermentation. Generation and decay
pen together; and they are not always easy to distinguish. (Hillman: 1990, p. |




=at events of world history are, at bottom, profoundly unimpertant. In ,
 fas analysis, the essential thing is the life of the individual. This alone
e history, here alone do the great transformations first take place, and
 whole future, the whole history of the world, ultimately springs as a
=gt mﬁﬂn from these hidden sources in individuals. In our most

st= and most subjective lives we are not only the passive witnesses of our

d its sufferers, but also its makers. (Jung: CW Val. 10, p. 149)

- was an overture to a more profound series of explorations. f
grue to say that the clues were all there even in the early
The instinctive performance gestures pre-empted, and
=d to, a personal path of investigation into the notions and
subilities of the material of the Self. The dots and lines and day-
stickers showed the way TO GO.

Because the stuff | wanted to do was just so... gruelling, and took
e to such strange mental and physical places, it just seemed
\mappropriate to do it for the public. | had to come up with some-
shing that didn’t involve me divulging the intimate side of what |
#o, because it would have been inappropriate and it wouldn’t have
schieved anything. So | had to build a metaphor for the experi-
ence of what | do. (P-Orridge: CAZ, 1994)

. metaphor was as much a means of allowing this work to enter
public arena in an appropriate form, as it was a method of
uring and isolating content from psychophysical processes in
for P-Orridge to make sense of them himseif.

ithout proper spiritual or psychological guidance, P-Orridge

.=an to explore his own ‘“depth” psychology. Under these cir-
swmstances, and if the processes being undertaken are not guided
_and fully understood, Jung suggested that both the method and the
emmerging content thrown up by the process has to build up to such
" an intensity that it literally breaks through and becomes some-
 ghing tangible for the individual. It is clear that by the latter part
of the 1970s P-Orridge had reached a level of intensity, partly
shrough accident, biographical circumstances, and partly through
strategy that began to produce tangible results. While psychical
experiences arising out of the traumatic states P-Orridge was
sxperimenting with, according to how they are understood, affect
different people in different ways, they are not without their dan-
gers, since they are within the matrix of psychoses. Images, fan-
tasies, symbols and archetypal experiences that arise in such states
are not in themselves pathological, but this very much depends on
the way in which the individual reacts, interprets and uses such
jmages and information. Jung describes the nature of the patho-
logical reaction as “identification with the archetype” and “infla-
tion and possession by the emergent contents, so that they pour
out in a torrent which no therapy can stop.”” Jung goes further to
state that in all cases contact with the unconscious brings about a




weakening of consciousness, a fracturing of logic, belief, and “nor-
mal" perceptual processes that leaves the conscious mind vulnera-
ble to seduction by the emergent content of the unconscious,* You
do not “identify yourself,” but you experience your identity with
the archetype in an unconscious way and so are possessed by it"

(Jung: CW,VYol ? Part |, (621) pp. 67-68).

While Throbbing Gristle was an extension and a more formal
organisation of music events that had already developed under the
umbrella of COUM from as early as 1971, TG was a natural “artis-
tic” genre shift; a means of carrying forward the “public” work into
a new and more relevant container. For Genesis P-Orridge the
more profound personal explorations that continued through the
TG period, while being implicit in some of the song lyrics, the
themes and socio-political concerns of the band, remained mostly
hidden from public view. It took a while to develop the ‘metaphors’
for the processes he was exploring... to develop Genesis P-Orridge;
the front man - the foreground metaphor. There were, however, a
number of visual/thematic metaphors that were already in place.

Is the house a metaphor,
and if so what for!

I have a house

It is not my house
I have a father

I have a sister

| have a brother | am not satisfied with the programme |
| have a mother got. At all. | find it a crippling, inane,
THE HORROR demeaning, outmoded, old Aeon pro-
They live in this house gramme. | didn't ask for it,and | don't want
It is not my house it, and if | can contribute to breaking the
THE HORROR loop, then that's great, and if all | can do is
I have a room question the loop, then that's prewy
| have a door good... (P-Orridge: CAZ, 1994)

| need more Ak

It is not my house | had to go to a bleedy public school, | had
THE HORROR to deal with that for four years, being phys-

It is not my sister's house  ically and mentally tortured, quite lizerally,
It's someone else’s house and | just thought at the end of it, | know

Someone else’s house the enemy. These people are going to run
THE HORROR Britain in twenty years, these people are
It's a horror house really ill, these people are brutal, stupid, vio-
It's not my house lent, greedy, completely lacking in manners,
(PTV:1990) etiquette or aesthetics... (Ibid,.)

"lusqu ‘a la Balle Crystal,” Paris Biennale, |975.

71




This ultimately... this is where | live, this is where | still live. This
is the ultimate home of the magician, and the ultimate place
where we all are, which is... THE MOUTH, THE EYES, and THE
NOSE. I've been drawing that particular house for over forty
years now, trying to understand why it fascinates me so much...
{P-Orridge: Preston 2001)

the back cover of the little hand made book Jusqu a la Belle Crystal
(1975) and painted into the set of a COUM performance installa-
tion. It is evoked in its negative in a Psychic TV song lyric, and here
I have placed it against two statements from 1994 which illustrate
what the house is not. It is a statement of intent, a sigil, a magical
construction, the instinctive gesture of the child who conjures
“ideal” representation of the Self, of home and completeness. It is
the obsessive quest of a disenfranchised adult, it demonstrates both
a futility and a vulnerability, it is naive and innocent~it is the dream
of EVERYMAN.,

Culture & Culture

She and | function as a symbiotic team when we do rituals... We
become fused as an androgynous being, or as we call it, a
Pandrogynous being; P for Power, Potency, and also for the Positive
aspects of being male-female. And also because it then makes it
Pan, and Pan is also a good concept. Pandrogyne is one of my on-
going investigations, and the other one is the idea that we're not
an occult group, we're an occulture. Because my interest is cul-
ture, but | approach it through occult means, if you like.

(Vale & Juno: 1989, p. 171)

There is a clear distinction between the ritualistic, magickal con-
structs that are the public performance events and remain
metaphors and signifiers, and the rituals that happen in private,
The public arena is used as a “medium” in which to expose, explore
and research the impact of certain images and ideas and to test its
responses to the addition of external information, a concept or a
caricacure.

The private rituals are wholly concerned with evoking archetypal
states, uncovering and challenging the deep programming of the
Self and developing alternate states of consciousness. Out of the
private rituals comes a great deal of material which is later pre-
sented in the public arena, partly as a conscious decision to re-seed
the public work with the vocabulary of “nature’s preciousness and
depth” (P-Orridge/Rapoza: 1994, p. 52), and partly as a means of
seeing how that material resonates, triggers a response, is
absorbed, aborted or transformed within the medium of popular
culture. The public space is as much a place of research as is the

private space.
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The series of designated private ritual explorations called the
Stations Ov Thee Cross was a long-term ritual project that intensi-
fied through the later part of the 1980s. Recording of rituals were
kept in a number of formats, usually photographic, video and audio
tape recordings, written notes and graphic art.

As each ritual ended, P-Orridge usually took time to write or draw
while still in a semitrance altered state. Much of P-Orridge’s art
works are sigils created as part of a ritual process that include
blood, semen, hair and Polaroid photographs. Images lifted from
video footage and photographic stills were included in a number of
PTV music videos in the latter part of the 1980s. Heavily edited
and manipulated video footage of private rituals were regularly
used as projected backdrops at live PTV events.

Stations Ov Thee Cross

A hood is placed over the subject’s head. This stimulates sensations
of disorientation which immediately changes the subject’s state of
consciousness. The sensations of disorientation and dislocation
have strong biographical connotations relating to childhood and ill-
ness. The use of the hood is therefore a conscious attempt to relo-
cate the biographical within the landscape of the ritual, moving
through the biographical into the archetypal. The hood shuts out
the domestic and enables the gaze of the subject to expand
inwards, initiating the journey toward the unconscious, while isola-
tion enhances the awareness of the internal dialogue.

The hood “projects” the psyche back into the circumstance of P-
Orridge’s youth; into the illness, and the dark underground places of
instinct and intuition-the “spaces” which have been halimarked as
places of personal psychological development and training. By re-
accessing the sensations and by simulating the circumstance that
surrounded original moments of personal empowerment first
experienced in childhood, something of the initial impetus toward
self-actualisation is reintroduced into the present circumstances of
the ritual, In addition, the ritual work is imbued with the sense of
the child; with a childlikeness; a playfulness and an “original” state
of consciousness that does not “exclude any aspect dark or light"
held silent within the dark forest of the psyche. The restitution of
the child represents a fundamental return to the origin, that corre-
sponds to the reversion of the Universe of the organised adult self
to a chaotic or embryonic state of the night before creation, before
social and cultural programming.

Eventually Gen does not exist, only a body, its senses and ego kept

occupled and engaged imprisoned and suspended, so that thee

nameless spirit thee shaman is set free to wander and travel.
{P-Orridge: UNF)




The Anthropologist Mircea Eliade observed that in a number of
sribal communities this repeated return or re-initiation into the
sensation of the “original” through ritual, allowed access to a high-
e mode or perception of existence. jung also noted that it was

mecessary for individuals to revisit the “hot depths of the uncon-
sclous,” suggesting that there are definite moments in one's life
when the need to undertake such a journey becomes paramount.
The higher mode of existence arises, according to Jung’s analysis,
sut of the new knowledge and understanding one acquires as a
sesult of such a journey. In notes from one of the rituals in this
cycle P-Orridge writes:

This is a spiritual journey more than secular. E am trying to inte-
grate my body and brain {ego) and then lose them. Megate them
to set thee deeper magickal self free to travel into other dimen-
sione and time zones to try and retrieve or locate information and
revelation and bring it back. (Ibid.)

Echoes of this process of descent and corresponding ascent, can be
%sund in a number of ritual practices. In Hatha Yoga and certain
Tantric schools of thought, the mechanism of regression or descent
% called “going against the current.”” This process is expressed alle-
gorically in the annihilation of the Cosmos. As the subject descends
shrough stages of consciousness toward the unconscious helshe
wsualises the corresponding stages in the creation of the Universe,
2nd disassembles them within his meditative state, thus absorbing
each state of disintegration into his own descendent journey.
During the descent the subject not only sees the annihilation of the
Cosmos, but also of the adult Self. There are a number of instances
of the imaginal deconstruction of the adult Self in pictorial and
 written forms scattered across the entire range of P-Orridge’s
work, for example in this, in the fourth draft of the World Preset
Guardians (1992); a text in progress that later became Thee
$ractured Garden, P-Orridge envisions himself disintegrating such
an imaginal space.

1 lay in the desert, on my back, staring up at the stars. | could feel
millions of rays of light entering my body, one from each star, infi-
nite numbers, my cell walls broke down, my sense of bodily exis-
tence ended, | was illumination, a 3D projection of cosmic light, |
could see the ancient shamans building sacred sites to fix their
relationship with the stars, to solidify their connections and
effects. | remembered the thousands of Holy Teachers, the idea of
the Divine ‘spark’, the descriptions of white light, the myths and
legends of our descent from the stars, | was not corporeal, | was a
mirage, sealed within an inherited, apparently solid body by the
weight of Thistory, by the weight of Fear and Guilt. | shimmered
like a ghost, ectoplasm, illusion, and all the puzzles | had heard, and
2ll the limited descriptions of limitless transcendent experiences
made sense. | knew | had to find a way to G.O., to leave this sealed




coffin that is my body, to find an accelerator to project my brain,
bypassing the tedium of mechanistic evolution, into deepest
omniversal space, into immortality, into the very fabric of miyth

and heaven, | was everyone, everything, and everything was here to G.O.

Descent, within the symbolism of a number of ancient religions, is
synonymous with the process of decomposition and exhalation,
while ascent is associated with assembly and the inhalation and
renewal of life and self. “Embryonic breathing” (a meditative tech-
nique and a metaphor) used in Taoism emphasises the symbiotic
relations of the individual to the Cosmos and the “tidal flow’ of
energy between the conscious and the unconscious evoked in the
recreation of the “closed-circuit” respiration of blood which links
the embryo to the mother. It is common in non-western spiritual
and ritual practice to emphasise and through practice, solidify the
link between the conscious and unconscious, and to observe the self
in relation to the greater cosmos. To accept into the state of
changed perception achieved through ritual, the creative and
extended community of possible realities inherent within the cos-
mos of the unconscious. Integral within this form of dualism; the
self and the cosmos, the conscious and the unconscious, is the sym-
bolism and solid metaphor of the breath. Breathing is a continuous
state of death and resurrection, the one dependent on the other.

Within the ritual circumstance of Stations Ov Thee Cross the hood
translates into the hood of the condemned, the darkness before
execution, and the veil of darkness before birth. The hood repre-
sents the journey into the unknown. The hood throws the subject
toward the intuitive and instinctive-the authentic nature of the Self
-by effectively forcing priority via crisis on the psyche. The subject
is forced into an area of instinct beyond the socially engineered, and
it is from this space that the authentic “Other" speaks and reacts.

Ritualisation fuses, with impulse and instinct integrated with intu-
ition, an open-minded examination of my most deeply buried and
normally inarticulate drives and desires, an approach devoid of
preconceptions that re-educated my idea of what E was as an indi-
vidual, what my real boundaries were and what it was possible for
me to becoum, (P-Orridge: TF, 1995)

Through ritualisation, P-Orridge attempts to open the door to
spaces that exist within the unconscious. According to P-Orridge,
this process has introduced him to mental states akin to trance and
yoga, such states are treated and referred to by P-Orridge as
“spaces”, “places” and “rooms.” The “place” or “space” of the
altered state being a room in which one can explore notions of the

Self and Otherness.
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... to have space to grow and develop, it is 2lso a physical place and
like all words it is a metaphor too. Thee room is where you are and

where you want to be. To go into the room is to choose to reclaim
your self. (Ibid.)

The hood is used and sometimes combined with strong psyche-
delics that provide, in a sense, a second hood-a psychic veil that is
combined with the physical. These "hoods" help to solidify a con-
nection with the “place,” “space” or “room™ at the heart of the
psycho-physical process of the ritual, described in Thee Splinter Test
in a more conventional Existential terminology as “Absoclute
Elsewhere.” Inside the altered consciousness of the ritual, a state
arises that P-Orridge calls ‘wakefulness’ in which possibilities arise
from a state of changed perception and fuel the process of self-
analysis, self-awareness and psychological individuation.

The state of “wakefulness” is described as a magickal space that
provides the practitioner with tools to reveal and describe and
physically adjust the fundamentals of the Self. P-Orridge describes
this space of wakefulness as an infinitude ov perceptive spaces and

{lj' nae points ov observation, where “down,” “up,” “across,’ “distance”
- and other faded directional terms becoum redundant as do the
] &.(L\-Dut' notions of fixed identity and of male and femaleness.

s & 3‘0" /j The Action of the Knife

The release ov blood allows thee release of thee “wolf!" It also
Jeads thee “wolf"* back to thee HOST body when all journeys and

H_Qj. W hunting are over. (P-Orridge: UNP)
?/ The knife cuts the flesh and in so doing the activity of cutting precipitates a

Lq ! I kind of intervention to be deposited in solid form through the act of cutting.
It hastens and evokes a separate state of affairs. The cutting brings the knife

ent significance, not as a signifier, but as a critical collaborator with
moment of cut-

into a pres
flesh that now acquires a gravity beyond the domestic. In this
flesh and knife are condensed; a

ting, past, present and future conditions of
timeless, liminal space that is nevertheless intensely physical opens as a state
of affairs. At this point one does not speak of the separation of things; of flesh
and knife and of time and space, past, present and future, one registers ALL in
the midst of that state of affairs.

Julie

1997

P-Orridge uses ritual in order to access deeper states of altered
consciousness and to gain access to the fundamental workings of

the mind. He is generally initiated into these states by cutting “I

use the cut as a symbolic key” (Vale & Juno: 1998, p. 169). The
process of cutting and “plood-letting” is for P-Orridge a doorway or
“portal” into a heightened, altered state. The cut is also viewed as

a Yoni, a slit in the skin which has significant feminine over-tones,
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used to induce a periodic flow of blood which marks the decay of
the old body in order to facilitate a renewal. Regular observation
of this type of ritual instigates a powerful physiological as well a psy-
chological cycle of renewal. Like the natural routine imposed on the
female body through menstruation, P-Orridge instigates a regular
“faminization” through ritual.

Apart from the demarcation of the physical space of the ritual,
which denotes its separation from everyday space, the cut
announces the body’s change of use. The cut removes the body from
the social and delivers it into the space of the ritual. The body
becomes affirmative and is itself the sensual enclosure of the ritual.

P-Orridge uses the cut not only as a portal, but as a means of reduc-
ing the hold of the ego. The ego is levelled and shut down by the
traumalanxiety of the cut; made humble under the knife. The cut
acts on the mind and body to simultaneously polarise, expose and
simplify the ratios that exist in both mind and matter. The cut
defines and measures, and makes everything explicit.

... it's all a matter of ratio, and that in any given moment in time,
whether it's a second or a year, one has all the warring factions
within one's self-all the emotions, everything, the totality of one’s
self, whether it's eating, shitting, or philosophy, or sex, or anything
that's ever happened to you or is happening on any level-all those
things are obvious in different ratios to each other; there's the
whole, and then there's the ratios of all the bits.

(Vale & Juno: 1989, p. 169)

In the midst of the “place,” “space,” and “room” of the ritual, it is
possible to ask the question, “How was thee negative conditioning
done to mel” (P-Orridge: UNP) and to identify the effect of nega-
tive social conditioning in the balance of ratios.

Beyond the Self that is explicit, lie the fundamentals of the psyche;
an unconscious imaginal ground which offers the prima material of
creation to the artist.

Make Space In Order to Be Space

For P-Orridge, “space” as a medium in which to explore ideas can
mean the theoretical space inside the mind, the space of the phys-
ical body, or the geometry of the ritual space. It can also mean the
stage space, or the larger space of people and ideas called culture.
For P-Orridge it is important to “‘Make space, in order to be space.”
Making space means the demarcation of any given or imagined
area, into which an image or an idea can be projected. So in terms
of P-Orridge’s work, the field of containment is any space defined,
created or designed by the artist, whether it is part of the consen-
sus reality or part of the internal imaginal ground and realities of




Mind. To make space means to generate, engineer, manufac-

., open and step outside conventional perceptual frames. To

—sate or define space is fundamentally an expression of freedom

"D BE according to one's own definitions.The spaces designated by

Orridge as arenas in which to explore ideas, perceptions, roles

3 issues are, by his own definition, ritual spaces to a greater or

Jeaser extent. They are therefore all devotional, and it is absolutely
.ar that the act of devotion is creative.

sat fascinates me about P-Orridge’s work is that it is the product

a real personal sense of woundedness articulated from the point
wiew of an individual standing on the outer edges of humanity.
voices that speak through P-Orridge’s writings, come to us

the fractured ratios that make up the Self... they come to us

the outer reaches of the fundamental aspects of the psyche,
S=m the margins of the unconscious. P-Orridge's work is charac-
Serised by a consistent sense of anxiety that come from dwelling

schin a permanent state of wounded transition.

s easy to talk about the metaphors and analogies of “strippin”
s=ay the outer layer, and of “cutting” and levelling and defining
ssios. But the consequences of actively applying processes of
#e=pening and levelling and cutting to the Self-active processes

which aim to de-programme the fundamentals of the psyche-are

gave. After a while the underground remains open.

# Orridge's statement that it is “thee imprint to respect everything
2= holy, as innately valuable with its own right to co-exist” (extract
%o a letter 26 November 1996) has become one of the ruling
seinciples of his life. This is a principle that is perhaps the result of
%s own engineered value system that he has been consciously
‘wstalling since the early 1970s. It is a symptom of the open wound;
== not-so-metaphorical cut to the mind which allows every exter-
=2l agent into the body, that makes him sensitive to every sharp
\sstrument, every tone, turn of phrase, and collision of images and
\eas. P-Orridge speaks about the “noise"~the saturation of the
S=if by mediocrity, and the pull to succumb to consensus reality.

# Orridge’s work is the product of a sense of loss and abandon-
—ent, abuse and disorientation, on both a personal and an
weec'mythical scale. It is mixed with an archetypal childlikeness (the
Wk=ness of the child) that produces a dynamic energy of play, inven-
“on. obsession, and the will to raise hell for the sheer sake of it. This
Mghly volatile cocktail has produced an unorthodox angel of expe-
wnce. The child within this constellation represents the necessity
% experience the moment to the pit of its being. It is a dynamic of
Sabolical action, a thing that wounds itself to turn events into
wsperience. It is the accusing child who points a finger at the adult
warid, the child that cries abuse, abandonment and betrayal.




For P-Orridge the social, cultural, political and racial abuse, which
often surfaces in his writing, are all inflations and extensions of
biographical registers and personal neuroses. This preoccupation
with hurt and distress and its frequency in P-Orridges’s work seems
over obsessive, but is in actual fact symptomatic of the process of
healing, the remedy being already present in the symptom itself.
Such a neurosis is, according to Jung, an attempt at self-cure. As P-
Orridge states “what we have creates our need.”

Itis an active venting and exploration of the courses of his own neu-
roses, and their forensic examination that fuels the process of indi-
viduation, the strengthening of convictions, and the affirmation of
the complexities and possibilities of the Self. In the case of P-
Orridge this has resulted in the explorations of methods of separa-
tion and the development of the practical means of connecting
with ideas and alternative states of consciousness that lie beyond
the fabric of society. Taking the notion of separation to its extreme,
P-Orridge strives toward the separation of energy from the “sealed
coffin” that is the body and even from his own imaginative ties to
himself. Self promotion, the manner in which he promotes the
many guises of Genesis P-Orridge in public, is not only a means of
seeing how those guises and ideas of Self develop within the medi-
um of popular culture but, to those who understand the intention
of the gesture, it is an invitation for other people to propose, invent
and reassemble who Genesis P-Orridge is.

This is a participatory process. Life, Art, Culture, individual rela-
tionships, the material of our ideas, imaginations, the mind and
body of Genesis P-Orridge all become mediums for exploring what
IS and what is possible. The metaphor of the crystal ball in Jusqu a
la Balle Crystal (1975) is a timeless poaol of invention, reflection, and
illusion, a spherical world that encompasses everything that is, was
and can be, an invitation for us all to participate in the invention of
Genesis P-Orridge. For P-Orridge, the continuous “ritualization” of
life is an affirmation of the desire to Be a Self that chooses: to devel-
op the project of the Self as a process of continuous Self invention.
A constant state of dissatisfaction provides the motivation. Social
pressure to conform to a particular singular mode of being gives
extra impetus to the activity of re-definition, invention and trans-
formation. As two, three, four minds are greater than one, P-
Ovrridge has recognised that this process can be accelerated by the
involvement of a number of like-minded people, by the public, with-
in a culture,

I, My Self and The Child

In recalling memories of his childhood, P-Orridge reopens the
wounds of his own lived experiences to see what is there at that
present moment in time; to see what in the present connects with
the past. He looks into the internal portions of those spaces of his
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childhood, in order to decipher, to enlighten, engage and reafe=
and to expand those small memories into “cathedrals™ of meamesg.
Re-located memories become loaded with symbolism in the pres
ent. Memories become mythologized. They are neither objective
accounts, actual events or complete fictions, but exist in a hinter-
land between past personal biography, present psychophysical sig-
nification, and epic/mythic thought. Epic because the investigation
of the Self is, in the case of Genesis P-Orridge, always linked to the
notion of existence.The project of the Self is therefore synonymous
with the project of existence.

In re-entering the space of memories, P-Orridge is re-entering an
area of the “project” of the Self. A letter dated 26 November|996
offers an illustration of how memories, present significances, and
mythic motifs, merge and intertwine in P-Orridge’s writing. More
significantly, in this spontaneous piece of “informal writing”' ene can
clearly see a series of perceptual shifts taking place. The narrative
construction of the writing is testimony to the mental processes
taking place; it is illustrative of the series of “lenses” through which

memory is scrutinised.

Staples Road Infant School was a ten minute walk from our house
in Loughton, Essex. The house we lived in was newly built. In fact,
due to its late completion we had spent the entire, blizzard-filled
and bitterly cold winter in 1963 living in a caravan parked in the
street outside. Myself, my parents, my one sister Cynthia Helen
Megson, and my grandmother Edith Swindells. We had a whole
Christmas there, incredibly cold. One of my tasks was to help my
father empty the chemical toilet in a pit, struggling on ice, nause-
ated by the stink. Toilet cleaning seems to haunt me throughout my
L-if-E.

After this harsh winter we eventually moved into the house. There
was a very old, very high holly bush hedge at the front but no gates,
and a pretty wild meadow garden. | recall certain things very vivid-
ly about that house. | would eat breakfast watching wild deer graz-
ing in the front garden. Epping Forest was still untouched across
the other side of the street. Rabbits, squirrels, and deer were
always around. In the mornings my mother would walk me to
school, about ten minutes along a trail worn by footsteps and Deer
through the forest. There were pools, frog ponds, deep shadows. It
was a magickal place, and a favourite haunt, | learned later, for
rapes, flashing, and the dumping of the corpses of the murdered.

This experience, with its contrast of Childlike awe, innocence mixed
with an adult exploitation, pollution of that dream-space for sordid
activities, inspired and charged the TG song EPPING FOREST years
later. One of the very first Iyrics | recorded.




a1

The theme of a place, a building, a symbol, or a phrase being neu-
tral until combined with the individual and subjective information
supplied and attached to it by the viewer/perceiver has been a con-
stant through every phrase, project, and thread of my works. The
forest is, of course, merely a forest. To the child (my SELF) itis a
fairyland; to the murderer rapist it is a sanctuary and a sacred
repository of the profane and unspeakable; to the consensus reality
of the adult it is a place of beauty to be feared... a place tainted and
spoiled by the mere possibility of aberrant behaviour. In fact, as
ever, it is ALL the above, and together the full spectrum of percep-
tions and projections from all possible parties builds a “fairytale” in
all its glory. The child is correct, the child experiences awe which
does not exclude any aspect, dark or light, of the “Grimm” tales
held silent by the forest.

What is interesting about this piece of writing is the way the nar-
rative moves from “I" to “My Self” to “The Child." This is a shift
from the personal/biographical, through the notion of the Self to an
archetypal sense of Child. Jung suggests that the notion of the child
archetype emerges as a symbol of evolving independence, and that
the symbol anticipates a nascent or original state of consciousness.
Such a state of “original” consciousness does not “exclude any
aspect dark or light” held silent within the dark forest of the psy-
che, but encounters such aspects in a state of “awe" as one seeing
the world as if for the first time with a clear untainted vision.

The importance of the lens of the child as a means of exploring
those aspects of the Self that lie deep within the psyche, is hinted
at in an early statement made in 1994 during one of my first inter-
views with Genesis P-Orridge. Here, making a soft reference, in
terms of imagery, to William Burroughs’ notion of the prerecorded
universe, P-Orridge makes an association that suggests that there
is something in the archetypal mentality of the child that can be
formulated as an attitude and a means of confronting the deep
“programmes” of the Self.

...if you want to know where our programmes and our tape
recordings come fro... they go way back... and we've got to have a
really intense and serious look, and we've got to have no fear of
what we see... most fears are put in us by those who want to con-
trol us. Children have no fear. So children are given to us for a rea-
son. (P-Orridge: CAZ, 1994)

The archetypal child is a powerful lens through which to re-exam-
ine/re-encounter the world. The child archetype provides access to
a psycho-physical state of perception which is pre-social and pre-
cultural; an extremely dynamic state which is hypersensitive, play-
ful, inventive, instinctive, intuitive, animalistic and innately organic
and beyond the control of exterior forces.




dge’s use of the archetypal child in his work is, | believe, first
an instinctive and perhaps unconscious gesture which never-
s indicates an attempt to redefine, re-investigate or re-initi-
2n “original” quality of perception which does not deny or shy
from the “light” or “dark" aspects of humanity. Furthermore,
sodic re-examination of his own childhood and the common
scent from biography into more archetypal utterances suggests
there is a periodic need to revisit the organic reservoir of the
to strip away “received” identity and patterns of behav-
the patterns of control-accumulated in the adult world and to
wk the field of a presocial and precultural being-a distinct psychi-
W originality. Furthermore, this also suggests that the biographic
ils and remembered circumstances of his childhood also pro-
»s P-Orridge with an access or a point of departure, through
-h to re-connect with something instinctively grasped as a child;

& insight and intuitive understanding of himself and the world.

suggests that the archetypal child is a kind of “corrective,”
scularly when it occurs in the adult. Its purpose is to compen-
= or correct what Jung calls the “extravagances” of the con-
sus mind; an over rigid intellectualised and moralised pattern of
our that can be seen as the common neurosis of socializa-
The emergence of the child archetype is symbolic of the
=rgence of awakening independence, as a corrective against the
sesgnation of socialisation. In this instance the child implies insta-
and movement through emergence. As an antidote to adult
jonalism, it is prankish. By implication the qualities of the arche-
ype are incomplete and emerging. Such a dynamic is therefore
ten irrational and unpredictable. The child is “other” to the
the lens through which the archetypal child sees the world is
tens of total seduction-it is in-awe-it is in experience, there is no
@stance between it and the world. The intellectual rationale of the
“adult on the other hand needs re-affirmation that IT IS. The child
in a very real sense, an agent that threatens to unmask the adult
arid as fraud, sham, and illusion.

" The overriding feeling one gets from P-Orridge’s work is that the

aness of the child is evoked out of a sense of frustration,and is a

reflex which undermines, interrogates and unmasks the inauthentic
‘aspects of the adult world, including himself as adult.

Jung suggests that while the archetypal child is primarily viewed
and revered as a “symbol” in the lives of “normal” adults, it is nev-
ertheless a mythological projection which requires renewal by ritu-
al. Usually such renewals of contact or personal recognition of the
archetypal child are formed in acceptable social activities, such as
foothall, the periodic “night out on the tiles,” the prankish misde-
meanours and moments of self-indulgence. In this way most adults
resist total identification with the archetype, which, according to
Jung might result in a dangerous “possession” by the emergent con-




tents of the unconscious. While many artists have used the “lens"”
of the child to view the world, to draw something of the intuitive
qualities of the child into their practice, few artists have attempted
or have even needed to develop a deeper contact. The “likeness” of
the child is generally used as a tool and hardly ever as an actual
state of being. Total identification with, or possession by, the emer-
gent content of the unconscious is generally viewed as a form of
neurosis or a pathology.

Iindustrial Music

The music/sound potential of the cut-up method was formalized
within the framework of Throbbing Gristle. Here sampling and cut-
up processes were used to “frame” and focus on an acoustic con-
temporary landscape. Industrial Music deconstructed, isolated and
decoded the contemporary sound-scape of everyday life, offering
testimonies, sound bites, stark juxtapositions of environmental
noise, and ear-splitting audio symphonies that were visceral and
expansive explorations of sound as pollution, political tool, as a
weapon of control and its greater potential as a powerful emotive
trigger and a means of initiating psychological disorientation.
Sound as a cultural opium; muzak for the masses, an anaesthetic
acoustic gas, and its polemic as a medium for inducing hallucina-
tion, insights and moments of individualisation. Sound was used to
induce altered states of consciousness, ecstatic states of freedom.
These were notions that were intensified and formalised within the
auspices of Psychic TV pre-empting both acoustic explorations and
the sociocultural concerns of the bourgeoning English Acid House
and Rave scenes.

Psychic TV are very much a LIVE experience. Aiming to create a
liberating, ecstatic state ov MIND and BODY through thee use ov
LIGHT, RHYTHM and SOUND. It seems that a true TRAMNCE state,
altered state, RAVE state requires LONG sections ov sound wth
HOUSE speed heavy BEATS. These directly affect thee audience
physically generating a sensation ov excitement and directly affect
thee brain generating a sensation ov euphoria and loss ov inhibition.
If thee looped RHYTHM is extremely loud, between 125-129 BPM
(Beats Per Minute) and contains extremely low frequencies this
effect is amplified. Any information PTY wish to disseminate is
floated on top ov this. Random Cut-Ups ov Tapes mixed live from &
cassette desks by Mistress Mix give an INFINITE number of possi-
bilities that enter thee unconscious directly short-circuiting CON-
TROL and EXPECTATION in a profound way. Thee content ov
these AUDIBLES can be absolutely ANY-THING, Thee more con-
tradictory and irrational thee better. The MIND reaches a state ov
MNON-THINKING, switches off its filtering, valuing systems and
becoums malleable, absorbent and de-programmable. In thee same
way the primary function ov vocals is to TRANSMIT key Words and
Phrases directly to the UNCONSCIOUS. (Rapoza: 1994, p. 50)




In essence, PTY was a metaphor for the kind of processes that P
Orridge was conducting in private through such ritual cycles as the
Stations Ov Thee Cross. In private P-Orridge submitted himseif to
a rigorous programme of psychological mind/body interventions.
Trance and states of altered consciousness were initiated chrough
ritual wounding and/or the use of heavy narcotics. Within such
states of open mental and physical vulnerability, verbal instruction
was given, predetermined statements of intention, interspersed
with significant extracts read from a range of occult and mystical
texts. In essence it was an attempt to re- or de-programme the per-
sonality via a process of positive reinforcement of intentions and
insertion of random ideas and images. While these rituals were
structured, often the content, what was said and done to the sub-
ject, was left to the whim of the instructor,

We are choosing SPLINTERS consciously and unconsciously to
represent our own mimetic (DNA) patterns, our own cultural
imprints and aspirations. We are in a truly Magickal sense
S NVOKING™ manifestations, and reliance upon “WHOLEMNESS."”
We are creating our own subjective and speculative descriptions
of "OTHERNESS" (5T: 1993)

Although audio visual examples of the private ritual practice which
underlined all of the work at this time was included in Psychic TY
events in the form of stills, video footage and sound recordings, the
deeper psycho-physical aspect of P-Orridge’s work was not fully
articulated or explicitly revealed. The founding of TOPY (Thee
Temple ov Psychic Youth) at that time, far from presenting explicit
information about the precise “occult” practices P-Orridge was
involved in at the time, should be considered as an extension of the
“public” and therefore performative projects developed by the
artist. TOPY was an exquisite piece of paratheatre, although this is

not to say that it did not possess within and interlaced through its

somewhat clichéd orthodoxies and practice models associated with
most forms of organised religion, some valuable insights, cynical
reflections on the gullibility and insecurities of human beings, and
lessons in sexual freedom.

FT\fmtsmmahrmﬁﬂmﬂmausmﬂrexprmedinFuﬂnidgek 1976
COUM staterrmtlnwfimmmﬂstedmat“pmpledm‘thokinmwhatyw
myﬂwudimactmemwﬁnbvhsmeﬂnad:'m&npliedamhgw
dnmhﬁsmt’ﬂl:mmpmpianduﬁviﬁesmmmmq}mmemd
intention of the action. PTV events were explicitly structured in order to
hduceastataufwmrymim&.ﬁmghmkmuiﬁrﬁnnP-Onidgehm
amdcmﬁgaﬁumﬁmﬁmﬂﬁmsgenuindy“msd&pﬂm
ﬁm&ehﬁrﬁﬁm"theau:ﬁmceﬁwmcmﬁnﬂtﬂdw%ﬂﬂMam
scious and unconscious level. Sinﬂaﬂrwidinhismmmnmdseﬁ-mﬁ-
mﬁrgwmwmﬂm&mlingmmmdnwﬂs
opened the psyche to incursions.
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The various visual guises and personae presented by P-Orridge at
that time as the front man of PTY were reflections of the personal
processes being undertaken. In a sense the visual representations of
Genesis P-Orridge at that time were living totems that mirrored
the themes and images being used within ritual processes.The pub-
lic personae became a “fetish™ object draped in the paraphernalia,
the signs and symbols, of the ritual practice that created it.

At this point P-Orridge began to structure his ideas and expand
upon the notion that it was (theoretically) possible to alter the
structure of the mind, and the physiology of the body through
methods that altered and/or interfered with the hereditary control
imposed by DNA. This is a notion that strikes at the empirical cen-
tre of control; an attempt to short circuit the hereditary control
mechanism of the mind and body-a theory which is an extension,
and a natural consequence of using the cut-up to decode and debug
control systems, be they literary, linguistic, or hierarchical. In the
course of an interview in Berlin in 1996 during the Transmediator
Tour P-Orridge makes the connection between the artistic applica-
tion of the cut-up and its psychophysical consequences.

My interest in all of those things is less to do with social control
and politics so much as individual abilities becoming more and
maore refined until you can change the internal programming.
Brion (Gysin) and William (Burroughs) used to say “in a pre-
recorded universe, who made the first recording?” But | think now
we are in a time when it's easier to say who made the first soft-
ware! And that's really important because software is designed by
somebody and that somebody is limited by their own experiences
and emotions. And their particular place in society. OQur DMNA is
the software. And the only real way to change is to find a method
to alter the programme in your own DMA, and that’s one of the
things | think you can do with noise and sound. And also sexuality
and other things ... but that basic idea that somehow you can
manipulate the very essential material of control, even in DNA,
that's the thing to seek and work with. (P-Orridge: TM. 1996)

Sampling for instance, is never used solely as a musical composition-
al device, but is used as a means of accessing the hidden potential of
carefully selected sound sources in order to build alternative audio
realities, whose landscapes may encapsulate, suggest and evoke
things that lie beyond their acoustic presence.

Sampling is potentially the most radical concept we have (for changing
reality) and sampling equipment gives us the potential to take the raw
material of anything that can be recorded as sound and rebuild it, or put
it in a place it was originally never going to be in, we have the infinite pos-
sibility to rearrange reality. And sound is just as much a material as con-
crete or paper or skin, and the most exciting and modern aspect of life
right now is that everything can be changed and rebuilt physically. (Ibid.)




WUsing the resonances between the cut-up method and ritual prac-
tice that P-Orridge had recognised in the early 1970s and put into
practice in COUM and later in Throbbing Gristle events, P-Orridge
took the cut-up method into areas of what one might call contem-
‘porary cultural mysticism with PTV. In Thee Splinter Test, P-
Orridge writes:

it can be said, for me at least, that thee transformational implica-
tions inherent in sampling, looping, cutting-up and/or thereafter
re-assembling both found data materials and infinite combinations
ov site specific sounds, is probably equivalent to, and as socially sig-
nificant and profound as, thee popularisation and mass proselyti-
sation ov LSD and thee splitting ov thee atom. All three involve
thee cutting-up ov thee essential “matter” ov science, religion and
language; thee basic, potential inhibiting, cornerstones ov what has
been coined, our contemporary “dominator” culture. All three
are innately magickal processes giving thee initiate practitioner,
tools to travel within their previously finite consensus reality con-
tainer, thereby to reveal and describe and physically adjust a place
both ov IN “control” and OUT ov “control.” A place, quite liter-
ally, ov infinite space. (SP: 1993)

Within the context of PTV events the raw materials of the cut-ups
were “contradictory, jarring, and simple,” they comprised of “soci-
sty's refuge and superficiality Cut-up with nature’s preciousness
2nd depth.”” The inclusion of cultural “refuge” and “superficiality”
was perhaps a leftover from the end-of-pier, vaudeville elements

that were always part of COUM actions, nature’s
depth”-the stuff that came up from the depths of the unconscious.

preciousness and

The collision between the two worlds opens a liminal space and
creates the kind of psycho-physical confusion that forces the indi-
vidual inward to relocate the self. Having uncovered the “inten-
gion,” the aim was now to create a “UNITY ov purpose,” the basis
of which was the search for the real “SPIRIT" of the individual.
P-Orridge continues “Thee sensation is FREEDOM, Thee sexuality
is POWER."

Time’s Up!

According to Burroughs, literary cut-ups propose that “all dead
poets and writers can be reincarnated in different hosts” and, more
importantly, that this “potency” can be freed from the confines of
words. Similarly, in most ritual, practice objects and symbols are
placed within the focus of the physical structure of the ritual space,
the design of which is dictated by the particular intention of the
site. The collision of objects, acts, structure and intention evolies a
shird state-a magical aspect-that is the potent and sometimes
unexpected “sum” total of intentions, contents and equation of the
ritual.




Sampling, collage, the use of cultural icons, spiritually and histori-
cally loaded sounds, images and words, people, dates, locations and
the circumstances of events, are carefully manipulated into multi-
dimensional ritualizations, the intention of which is always to evoke
the “hidden” Otherness. Each image, sound, word is carefully
selected according to the particular resonance that it brings to the
larger structure,

Anything that you sample contains everything that happened to
the person at that moment, so if | sample John Lennon's voice, |
also sample everything about the Beatles... it's all contained in the
smallest piece of that sample... which is a very powerful thing. So
if you are selecting sounds and samples, you have to really remem-
ber that it’s like an iceberg or a hologram; if you take a hologram
and you break it, in every bit is the whole picture, its the same with

noise or the word.

If you know the biography, and the source of the sound, and the
person who played it, or the era or the intention then that is rele-
vant and that should always be included in the selection process
because I believe that that message is included. So if you want to
have a discussion about the right wing and right wing music, then
you would sample right wing music in a specific way, and maybe
have it collide with its contradiction, so you include that dialogue
in the music. (ST. 1993)

This kind of focused selection of sounds, images and ideas, is a form
of ritualising and a form of exploration. Like the cut-up, it is a
means of seeing what is there; what remains after the random col-
lision of sounds, images and ideas, and what escapes as a separate
entity. The same processes can be applied to the “exploration into
psychic areas,” but within the context of the public events it is a
means of colliding and re-examining cultural phenomena.

The most powerful expression of this kind of formulation of a ritu-
alised structure of amassed material, images, sounds, symbols, cul-
tural icons and people brought together with the specific intention
of carrying out an exploration was the 1999 TIMES UP concert at
the Queen Elizabeth Hall, in London. In TIMES UP P-Orridge
assembled a cast of artists who brought their particular signifi-
cances to bear in the larger structure of the concert. It encom-
passed pre-punk garage music of Billy Childish to Question Mark
and the Mysterions, a seminal psychedelic '60s band, and the
reformed line-up of Psychic TV and P-Orridge’s current project
Thee Majesty. However, the most potent contribution of the night
was made by The Master Musicians of Jajouka, who brought with
them an ancient ritual musical practice and the chaotic dynamic of
the particular deity associated with that practice, Pan. Above and
beyond this, Jajouka represented a seminal moment in contempo-
rary musical culture; the moment when Brian Jones hearing their
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music for the first time, recorded and sampled it, and incorporates
it into his own particular musical perception. Jones effectively re-
seeded the divine into popular music in the early "60s. As far 2« P-
Orridge is concerned, this was the point at which the divine was
returned to western popular music. It was a recognition of the
sacred origins of music, and of how ancient musical forms very
often encapsulate not only the devotional intensity of the musician,
the cosmology and audible structure of the space of the divine, as
in Tibetan music, but also the tonal and rhythmic dynamic of the
deity being addressed. In essence, it was a recognition that ancient
devotional music is itself a hologram which contains every aspect of
its sacredness, even though our understanding of it may have been
lost. For P-Orridge, Brian Jones’s discovery of the sacred music of
The Master Musicians of Jajouka was a seminal moment in the evo-
lution of popular music. It was this that was consciously evoked and
relocated, along with its sacred origins, within the context of his
own concert in 1999. Predictably, the music press failed to grasp the
point or the larger significance of the evening.

P-Orridge does not make a secret of what he is doing. It is very clear
that each creative expedition is an exploration, or as P-Orridge puts
it, “everything for me is research; there’s no finished product, there's
just the research and the curiosity to understand something that |
felt...” It is the process, not the product which is important, and the
process is always set-up as a Grande cut-up which is framed by the
specific intention of wanting to see what is there, and what may be
generated through the collision of images, words, sounds and the cir-
cumstances of a performance or working practice. P-Orridge states,
“...| probably feel something... in a certain situation, and then | want
to understand why | felt it.” Feelings, sensations and intuition not
only dictate the selection of images, sounds and ideas, but also the
manner in which he perceives and manipulates their collisions from
inside the process. Here we are confronted by P-Orridge’s extraordi-
nary faith in his own intuition, and in the authenticity of his own emo-
tional engagement with ideas, images and sounds. Emaotions and sen-
sations are used as a seismograph; a means of targeting and hooking
into a sensual, organic and chaotic realm, in order to gain a kind of
non-verbal understanding from the inside out. P-Orridge states that
“the medium is really not that important to me, just | find using sev-
eral mediums at the same time is more satisfying, and allows for
more surprises and for unlikely connections to happen which | learn
from." It’s a conceptual theory that is derived from the cut-up and
has been developed by P-Orridge into a working practice, a per-
formance modality, and a perceptual viewpoint that has its basis in
neurology.

The most valuable information in society is basically non-verbal,
and it's one reason why books are such a difficulc medium for
some people. Because until somebody like William Burroughs,
books were very linear and it’s only in the 20th century that peo-




ple realised that for literature to stay alive it had to reflect the
brain, and the brain is not linear, and existence is not linear, every-
thing is disassembled and reassembled constantly, and that has to
be true of any medium you try and use to say something. So even
a book that's good should really be a non-verbal message implied
by the words, not the words themselves. And the central nervous
system is really reacting to chemicals and non-verbal messages,
and language has always been a barrier to that. Any linear form is
a barrier to that. And that's why we have to keep changing, we
have to keep changing ourselves constantly. (P-Orridge:THM, 1996}

How we edit and deal with the editing process from the inside out
is part of the creative, psychophysical challenge, and is as much to
do with the honing of one’s own abilities and the testing of one's
potential as it has to do with creating artifacts.

Easy Assumptions

It is easy to assume that there is nothing behind the prolific artis-
tic output and the chameleon-like personae of Genesis P-Orridge
except an ego and a cultural hacker. Spurious, idiosyncratic, outra-
geous and licentious; the words, images, sounds and general per-
sonae of this artist seems at times to be completely detached from
reality. Indeed his work often reads as an attack on the sane and
the rational. But, as we have seen, the somewhat edited and con-
sciously manipulated material of invention that does eventually find
its way into the public arena has been derived from the imaginal
ground psyche which, according to jung “the general rational con-
sciousness assumes to be worthless.”

Such images are certainly worthless in the sense that they cannot
immediately be turned to account in the objective world. The
artistic is the foremost possibility for their application, insofar as
such a means of expression lies in one's power; a second possibili-
ty is philosophical speculation; a third is the quasi-religious, which
leads to heresies and the founding of sects; there remains the
fourth possibility of employing the forces contained in the images
in every form of licentiousness. (Jung: 1953, p. 37)

P-Orridge's work is and always has been an embodiment of the
expression of the imaginal, and as a result, it has frequently been
misunderstood, misinterpreted and perceived as worthless by many
serious commentators and writers of cultural theory, or else it has
been hyped and exploited by hack journalists.

Behind the masks of the PROJECT we have come to recognise as
GENESIS P-ORRIDGE, the public personae of pop star, perform-
ance artist, vandal and cultural terrorist, enfant terrible, the child of
the English occult movement, the sex magick guru, the fox tailed
modern primitive; behind the grey suited and dangerously gold-
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toothed smile of the deceptively dandy neo-psychedelic thearst
there is something more interesting than just a series of character
projects. From the outside, P-Orridge’s frequent “character
changes” do appear inconsistent, even politically incorrect. From
one character to another what seem absolute statements of belief

are often contradicted. But what we are dealing with is not a per-
son per se, but a mythological pattern that has been consciously
constructed and placed inside the arena of culture in order to learn
something about Culture and Self. As such, according to Lévi-
Strauss, it functions as a mythological object.

The result is that when the pattern undergoes some kind of transfor-
mation, all its aspects are affected at once (Lévi-Strauss: 964, p. 13)

S0 we see massive shifts and changes in identity, while the main
processes and themes remain more or less the same. This, too, is
an indication of the vein from which the work flows.

The constant recurrence of the same themes expresses this mix-
ture of powerlessness and persistence. Since it has no interest in
definite beginnings or endings, mythological thought never devel-
ops any theme to completion: there is always something left unfin-
ished. Myths, like rites, are “in-terminable.” (lIbid, p. 5-6)

As William James observed, it perhaps takes the strength of a psy-
chopathic temperament to reach into and engage with such pro-
found areas of the self.

In the psychopathic temperament we have the emotionality which
is the sine qua non of moral perception; we have the intensity and
tendency to emphasis which are the essence of practical moral
vigour; and we have the love of metaphysics and mysticism which
carry one's interests beyond the surface of the sensible world.
What, then, is more natural than that this temperament should
introduce one to regions of religious truth, to corners of the uni-
verse, which our robust Philistine type of nervous system... would

be sure to hide forever from its self-satisfied possessors?
{James: 1994, p. 19)

P-Orridge’s pathologizing is a natural organic consequence of a
need to recover personal truths and a consequence of the inward

journey proposed by fundamental concerns regarding existence
and perception.

Such is the intensity, depth and consistency of Genesis P-Orridge’s
long-term explorations into such processes that it could be
described as a kind of Yoga. | use the term in the broadest sense
to mean an ascetic practice, a method of meditation, a system of
philosophy that operates within structures which are innately spir-
itual. A path toward enlightenment. It is clear from his writing,




music and visual art works that P-Orridge locates his work within
this essentially spiritual and devotional frame. While | have previ-
ously preferred to describe P-Orridge’s practice as broadly spiritu-
al in intention rather than religious, the work sits very happily with-
in a model for secular religious experiences defined by William
James. In his book The Varieties of Religious Experience, James
attempts to map out and explain “authentic” religious experiences
as opposed to institutionally “directed” behaviour, and in so doing
uncovers man’s fundamental psychological propensities toward reli-
gious, mystical and what might be described as anomalous spiritu-
al experiences. James reveals the basic traits and psychological
dynamics of spiritual/mystical revelations and ecstasies, and defines
religion as:

.. feelings, acts, and experiences of individual men in their solitude,
so far as they apprehend themselves to stand in relation to what-
gver they may consider the divine. (Ibid. p.14)

In April 2001, speaking in a moment of exhausted clarity and with
an air of simplicity which is extremely unusual to witness in public,
Genesis P-Orridge described what he saw as the basic theme of his
life:

Trying to gather my thoughts for a moment | just went around the
back and puked. It wasn’t nerves or something to do with being in
front of an audience. But it's probably something to do with the
point of why | do what | do. In a nutshell what | guess is the basic
theme that might lead anyone here to some comprehension about
what I've done with my life is, while it's a common Idea to say that
Life and Art is the same thing and that Life and Magick are the
same thing, with all honesty | don’t know of anyone else who has
decided to let go of the first thing they were born with and actu-
ally become a piece of ART set free on a planet with no specific
agenda except to reveal the mystery of being alive which is really
the only thing worth thinking about, and the other is to “revel” in
the mystery of being alive because it is the only thing worth being
drenched in. So having said that, there’s only ever one way to do
anything; performance, art, writing, breathing, talking, living, walk-
ing down the street, and that is with a sense that one is part of
something divine. (P-Orridge: Preston, 2001)

Jung argued that within the cosmology of the self the complete self
constituted the divine in human terms, and the completion of the
“hidden” mandala; the work of the soul is therefore the ultimate
spiritual and psychological pilgrimage. In his book Yoga Immortality
ond Freedom Mircea Eliade suggests:

The visualisation of a divine image is followed by a more difficult
exercise-identification with the divinity it represents. A tantric
proverb says that “one cannot venerate a god unless one is a god




oneself” (nadevo devam arcayet). To idencify onesel with a Swe-
ity, to become a god oneself, is equivalent to awakening the Sivme
farces that lie asleep in man. This is no purely mental sxercEe
Mor, by the same token, is the final goal sought through visualiss-
tion manifested in terms of mental exercises... But in Tantric
Buddhism, to realise the (divine) for oneselfl is no longer an int=l-
lectual operation: it is not the communication of an “idea” it is
experiencing “truth.” (Eliade: 1958, p. 208)

Make no mistake, P-Orridge’s journey toward a confrontation of the
Self has not been a comfortable or safe ride, nor does it continue to
be. It has not been framed and secured within the sturdy architec-
ture of an organised religious practice, but has teetered on the
edge of psychological and physical disaster.

What drives Genesis P-Orridge psychologically may or may not be
revealed in its totality in the work that he chooses to show in the
public arena. While it is true to say that all the creative gestures
are derived from deeper processes, they are spun out, thrown away
from their point of origin through conscious selection, manipula-
tion, abstraction and positive transformation into their opposite or
contradictory sign. They are expanded or explored through the
introduction of additional material that may flesh out an image,
idea or narrative andlor position the original material within dif-
ferent areas of significance. This fracturing or “splintering” of
images and ideas is a “model” of the dynamic processes, and synes-
thesic multi-perceptual procedures that characterise the working
mind and a “re-minder” of the dynamic origins of pure experience.
This demonstrates P-Orridge's earnest desire to reveal, however
codified, the authentic basis of the work, suggesting that there is
something more to the work than just the surface.

Often, a particular creative action set free in the pubic arena is
designed to function as a cultural or political trigger that invites a
response from the audience. Often the trigger expresses a con-
trary viewpoint to the one held by the artist, for the sake of provo-
cation. An idea or seldom scrutinized belief is tested by taking it
and deliberately turning it on its head in order to reflect andior
engender a deep-seated human prejudice. Images are taken out of
the safety of their contexts and thrown up in a collage, or onto a
stage to be examined in collision or in isolation as individual limbs
severed from humanity. Again,a surface reading leads one to think
that every statement, every image, and every sound framed by the
artist is an expression of what he himself believes. Such gestures
may however be psychological/cultural triggers; their function, an
invitation to psychologise and even pathologies, to force us (the
audience) to make contact with those deep seated areas of desire
and prejudice in order to find personal and cultural truths. A
swastika is flashed up during the course of a gig: does this mean
that Genesis P-Orridge is a MNazi? Is he endorsing paedophilia
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because there is, what some would consider to be a highly provoca-
tive picture of a young girl on the front of one of his album covers!?
Or is he asking us to guestion our perceptions? To explore our
reactions to the imagery? Furthermore is he inviting us to confront
our own perversities? Inviting us to tell the truth about our cultur-
al heritage? P-Orridge invites us to make contact with our darker
aspects; with what the depth psychologist James Hillman has called
the “blood soul”; to explore it without denial, to enter into states
of controlled pathelogising; a strong bodily form of contemporary
catharsis. The post-Psychic-TV performance events are without a
doubt a solidification of that act of public pathologising, the spoken-
word/music events providing a dynamic, yet highly structured
framework in which audiences are invited, goaded, and shocked into
participating in the examination of beliefs and identities.

The avalanche of sounds, images, and words from the
neurotic/pathological areas of humanity is precisely what makes P-
Orridge's work so shocking and at the same time so seductive.
From the very early days of COUM to the present project THEE
MAJESTY, P-Orridge’s ability to vomit up material from the under-
world, from the underbelly of society, and from the humanistically
spiritual realm, and to do this through the window of the self, is
what for me makes Genesis P-Orridge’s work important.
Important not only in terms of what it contributes to the cultural
landscape, but also in terms of what it demonstrates about the
function and role of art in our society.

Words From the War Zone

The representational and abstract qualities of words presents both
a psychological and a philosophical problem as well as a literary
one. Through his writing P-Orridge continuously returns to the
question as to whether it is at all possible for “experience”-the pre-
sentness of being-to be contained or encapsulated in words, and if
it is possible for words to facilitate a “pure” exchange of feeling.

In The Twilight of the Idols and The Anti-Christ, the philosopher
Eriedrich Nietzsche suggested that words provided man with a tool
with which he could set a world of his own creation over the natu-
ral, organic world, implying that words cover, create a distance and
draw a veil across our real bodily experience of the world. In the
text At Stockholm P-Orridge writes ‘“we describe rather than feel”
(ST, 1995), implying that the use of words provides humanity with
an excuse for not feeling and experiencing. Nietzsche expands his
argument by suggesting that the world of words, of names and def-
initions that man places over the nameless world of experience is a
world manufactured by science. Nietzsche argues that science is
responsible for a kind of tyranny or conspiracy that comes from the
invasion of words. He suggests that humanity's view of the world is
based on the scientific appreciation of things via words. P-Orridge
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observes a similar tyranny. InThee Splinter Test P-Orridge wrmes ==
“hunger for the death ov WORDS" (1994, p. 13) that imprascs ==
and exert control over us and attempt to define who we are. F-
Orridge predicts a time when the word will become “thee Mases™
ov Meaning” a place of antiquity in which the words will be exhise-
ed as a rare example of a redundant form of communication

Nietzsche talks about the “spell” of grammatical function in the
same way that P-Orridge talks about the “naming sorcery that was

both built and solidified within thee Process ov Control” (lbid.).

This is the process of naming, that limits that which is named to a

narrow linguistic determinacy. So in the case of naming a child P-

Orridge writes:

They've named us. We have been limited absolutely now. Neo

chance. Just stuck with working it through.” (FG: 1996, p.%)

here is that the naming of things, including the

The suggestion
crutiny.

creates an abstract notion of that which is under s

divine,
m the empirical nature of

This abstraction distances a person fro
that which is named. Rather than summoning up the essential
d complexities of the original in its name, the abstractis a

power an
n emotionless

weale representation-a narrow simplification and a

grave of meaning.

| am reminded here of the philosopher Henri Lefebvre's suggestion
that the operation of abstraction via language amounts to an act of
murder, and that humanity’s preoccupation with ahstraction

guage is suicidal. Lefebvre provides us with a vision of

through lan
P-Orridge states

humanity at odds with nature. In the same tone,
“driven by a desire for ignorance” by a need to
gh simplistic language-based definitions, and
cu-

that humanity is
control things throu
that humanity builds the illusion of knowledge, ownership and se
Humanity builds laws, and defines the rights of
m in institutional and constitutional
and make us wholly unusable

rity through words.
individuals, and encloses the
nets of words in order to “‘destroy us

to change” (S5: 1995. p 4)-

onounces the death of words, he recognises the

While P-Orridge pr
i prnvncati\re. and contra-

opportunity to use words in a subversive
While acknowledging the predetermined nature of

dictory manner.
s have been encoded with

words and the manner in which word
sociocultural meanings and moral values, P-Orridge characteristi-
cally plays with assonance in his writing, in a game of free associa-
tion that decodes and explodes meaning to uncover the political
and social determinacy at work in the prescriptive power of words.

Words have been degraded ov meaning; made void ov sense to
encourage cynicism and lack ov self-coumfidence... Temporary.

Temporality, Transcience, easily can mutate into Temptation. A



word that (authority) treats with horror, a state to be suppressed
at all cost. In fact thee Full Fill Meant ov Temptation leads an
Individual into ever closer unification ov their conscious and uncon-
scious. {(Rapoza: 1993, p. 20)

Words are deconstructed and reassembled and opened up to
greater possibilities and collisions of meaning. Similar results are
derived from the cut-up method, the difference being that this
reassembly and collision process is executed in the mind of the
author not with paper and scissors. In this small statement, the
reconstruction of words and the degeneration of specific meanings
echoes a process and a perceptual viewpoint which is in operation
on a neurological level. The statement not only exposes the tyran-
ny of words and highlights the politics of control, but reveals a
method of insight and subversion via the transformation and the
cutting up of words.

Elsewhere P-Orridge demonstrates how words can be used as a
tool or a symbol for change. Words are used like so many individ-
ual nuts and bolts to hold together or frame a conceptual idea,
which lies outside the realm of the written word. In much of P-
Orridge's writing there is a call to claim language itself, to reassem-
ble and reform it into a personalised system of expression. He sug-
gests that an individual approach to the processing and handling of
words puts the determinacy and control of things, meanings and
definitions back into the hands of the individual. Perhaps this came
be achieved through the promotion of personalised writing systems
similar to the one developed by P-Orridge in the late 1960’s from
which the words thee, ov, and prefix of coum are derived. And yet:

Thee sadness, thee awful, crying shame ov giving all this stupid
fucking shit a bloody NAME. (S5: 1995, p. 9)

In Thee Seeding Ship P-Orridge expresses the extreme hopelessness
of the profession of naming, of manipulating words, of attempting
to alter the determinacy of words, the act of authoring, and in view
of the fact that truth is not embodied in words, the absolute waste
of energy in the mere concern for words. He writes:

It can’t be true. It never can be true. How can anything this use-

less ever be true. (Ibid.)

P-Orridge states that for him the struggle with the determinacy of
words, through their subversion and reconstruction, is a journey:

...through these blessed batterings ov impotent labelling.

Maming. Maming 'till we drop exhausted. Gasping for forgiveness

for ever assuming a name could be power. (Ibid.)
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Condemned for ever assuming that language could contain and
articulate a truth seeded there by the individual, he states “E choke
on words and feel blessed by them™ (lbid.) but ends on a note of
personal frustration.

E don't know to whom E am speaking. Maybe who E am. Speaking.
So much strangeness suddenly. So much kick back by thee enemies
ov LIFE. Useless. Within these circles ov fire, screaming out words
to make thee sun rise each morning. Infesting thee moonlight.
Iinfecting thee night. Animals breed. Men fall pregnant by most
peculiar sorcery. (1bid.)

For me this statement suggests the outcome of P-Orridge’s thirty-
year preoccupation with the processing and manipulation of words,
and how far he has outgrown and become disillusioned with the lit-
erary, and to a certain extent, the possible revolutionary power of
words. P-Orridge sees himself as suffering from a malignancy of
words-an uncontrollable urge to express himself via words-but at
the same time accepts the virulent quality of words. Here he asso-
ciates his situation with the medical condition of pregnancy, which
is rather a quaint image for a condition that he obviously views as
terminal.

The depth psychologist James Hillman suggests words continually
fall “mentally ill" with the polluted connotations produced by one
hundred and fifty years of labelling, psychologizing, and pathologiz-
ing. Hillman suggests that words have become deranged by our
attempts to give “names with a pathological bias to the animals of
the imagination” (Hillman: 1990, p. 30). Of course Hillman is speak-
ing from the point of view of psychoanalysis, so when he speaks
about the “animals” of the imagination he is speaking about what
society has labelled our delusions, neuroses and hallucinations. A
word such as paothological for instance, may bring with it the per-
ception that the pathology of which | speak is abnormal, when cur-
rent research suggests that such strong pathological traits may
developmentally precede “normal” ones. In other words, that
pathologising may be part and parcel of every one’s psychological
makeup, though varying from person to person in terms of strength
and individual significance. And while it is true that each person’s
psychological makeup shapes the particular manner in which that
person experiences his/her Being in the world, sanity is still meas-
ured via a consensus rather than an individual understanding, and is
very much based on the accepted vision of the world and on the
“normal" social patterns of interaction. But it is the individual, and
often the pioneering qualities of the psychopathic temperament
that produce new insights and innovations as William James points
out:

...the psychopathic temperament ...often brings with it ardour and

excitability of character. The cranky person has extraordinary




emotional susceptibility. He is liable to fixed ideas and obsessions.
His conceptions tend to pass immediately into belief and action;
and when he gets a new idea, he has no rest till he proclaims it, or
in some way “works it off”. ...Thus when a superior intellect and a
psychopathic temperament coalesce... we have the best possible
condition for the kind of effective genius that gets into biographi-
cal dictionaries. Such men do not remain mere critics and under-
standers with their intellect. Their ideas possess them, they inflict
them, for better or for worse, upon their companions or their age.
{James: | 994, p. 27}

However, we must be careful of the consequences of diagnosis,
which in itself tends to pathologise the subject; delineating it, posi-
tioning it, and isolating it. Any kind of critical analysis whether we
call it diagnosis or critical theory categorises the subject in one way
or another, and when the categorisation is too general, or does not
fit, the subject is affected. The words become a virus which poison
the pure intentions of the subject. The subject disappears in a viral
rash of medical materialism which undermines the authority of its
creative and spiritual gestures. So although it is possible, for
instance, to explain P-Orridge’s propensity to hallucinations and
trance as caused by childhood illness, auto-intoxication or calculat-
ed periods of deprivation, this should not be allowed to interfere
with our appreciation, and the authority of the creative, spiritual
gestures arising out of such hallucinatory or trance states. James
warns us that unless this is the case “none of our thoughts and feel-
ings, not even our scientific doctrines, not even our disbeliefs could
retain any value as revelations of the truth, for every one of them
without exception flow from the state of its possessor's body at the
time.” (Ibid, pp. 1 7-18).

In order to free language from its specific ‘polluted connotations’
Hillman proposes;

...a speech of ambiguities that is evocative and detailed, yet not
definitive, not productive of dictionaries, textbooks or even
abstract descriptions. Rather, it is a speech that leads to partici-
pation. (Hillman: 1990, pp.30-31)

Such a quality of speech and language “evokes, calls forth, creates
psyche as it speaks” and acts as an “imaginal agent” for the move-
ment of the soul. In order to perform such an alchemy of speech,
Hillman suggests that one must be “confirmed in imaginal durabil-
ities” in order to transcend psychological perspective and
“metaphorical implications” (Ibid., p. 35). He describes a state of
transcendence within which the mind functions, or sees in images,
and in which words slip out of their vernacular “removing ordinary
things from their ordinary sense” (Ibid.) as the mind is drenched in
the blue cosmology of the imaginal. P-Orridge takes a similar per-
spective on this state, saying:




We hear our own voice speaking and the words became thin an
transparent like glass and we are at the place from whers they
come and they are like holograms floating, they are the essence of
Mind like the voice of rain or the sandstorm, they are the woice
behind our voice. (WPG: 1992, p. 8)

Within this state, words take the form of images “imaginal
ideation" they become sensory on a number of levels. Hillman sug-
gests that these word/images become physical, embedding them-
selves in the body, becoming part of the spine. Words become
“things that crawl” up and out of the psyche. Such words, images,
and speech arise from the depths of the soul, from the deepest
reaches of the mind, and the mind is home to a variety of creatures.

4 August | 994

ASIT IS

Julie

Well, that WAS a fabulous letter, scary in a way, you see, E do know all that
and more is, has been coumtained in my L-IF-e, E am still a proselytiser ov
thee LIFE/ART stance. thee inseparability ov maker and made, and through
that, E guess, thee PROCESS itself as being thee lineage.

In fact, RE:WILD PALMS, E chose not to do Harry, though they expected me
to want to, and it was offered, butter, out ov perversity, and my own need to

expand internal expectations and understandings ov my SELE E actually
fleshed out, and explained SENATOR KREUZER.

E am still reworking, and analysing, what E got from becouming him for a
while. In such situations, E am thee equivalent ov a method actor.

et for "Coming of Age," London, |975.

e wils oy

vAGE
Yrse cnysTa
balk sh.)f

bea?

So are you telling me you engage in a form of Metheod acting?
No. But there is method in the madness.

In 1991/92 P-Orridge was invited by the scriptwriter Bruce Wagner
to collaborate on the development of texts for Oliver Stone's Wild
Palms. The Wild Palms Reader that was published in 1993 contains
much of the subtext material upon which the script of Wild Palms
was based. As his contribution to the fleshing out of the “occult”
background of the movie, P-Orridge concentrated on the character
of Senator Anton Kreutzer, writing a journal for the character that
began in 1964 and compiling a prophetic collection of what Bruce
Wagner called Kreutzer's “existential” writing. In so doing, P-
Orridge both illustrated and described his own processes:

The Guardians rule the region of the unhinged Mind. They rule out
sanity. Their people are those who have escaped blindness and
chosen alternate realities denying preset values. They have delved
into strange new areas of physical and psychic sensation, without
the restraining limits of mental barriers. They have sought the




deepest levels of sensuality, carried indulgence of the body and
Brain to their limits and left the logic of the Mind and protection
of the “Soul” behind. They have plunged together into consensual
madness, have unhooked their receivers completely from the dic-
tates of a ‘normal’ Mind, followed an extra-terrestrial and extra-
spiritual path that has neither judgement nor control for those
who would travel and G.O. They rule the Mind-less cloud of luna-
cy... The Guardians seek to transcend the conflict of Mind, to raise
beyond limitations of Human Values. They Will not sink into wit-
less blindness but are aware, vibrant, and vision-satiated in the
realm of Mindlessness, in the Space of hyperreal experience and

immaortal Dis-Order. (Trilling/Swezey: 1993, p. 47)

P-Orridge engages in forms of pathologising and psychologising in
order to retrieve speech, words, images and information about the
possibilities of Self from the imaginal ground of the psyche.

Pathologizing... the psyche’s autonomous ability to create illness, morbidity,

disorder, abnormality, and suffering in any aspect of its behaviour and to expe-

rience and imagine life through this deformed and afflicted perspective.
(James Hillman)

In the most extreme processes, P-Orridge writes from within the
physical and mental state of his own “evoked" neurosis.To patholo-
gise is not to become pathological, but rather it is to provoke the
psyche into creating controlled departures into neurosis in order to
touch the fabric of that ‘suffering’ and to view the world through its
lenses. This is a model of creative thinking that is used by P-Orridge
to engage with the imaginal ground of the Mind, and the “animals”
and “characters" of his imagination, "creating archetypes; songs ov
containment for thee infinitely changing” (55: 1996). P-Orridge has
variously described his methodology as “self-hypnosis,” “identifica-
tion" and “connection’ along a sliding scale from a kind of “method
acting” approach, to total possession by a mental state, sensation,
or idea either inside or outside a ritual process. This goes far
beyond what one would consider a ‘normal’ approach to creative
writing, but as P-Orridge professes through the text of At Stockholm
(1995) “Thee search ov High Art and High Magick has been for

processes ov retrieval.”

It is possibly the similarity between the volatile environment of cul-
ture and the chaotic space of the mind that has sustained P-
Orridge's interest in existing as an artist and has kept him from
retreating from the public arena to conduct his work wholly in pri-
vate. It is his conviction that art can still reflect, coerce and emu-
late the deep culture of what goes on in the mind that has kept his
work public. The phenomenological link between social politics and
the politics of the mind, its internal structures and complexes, its
constitutions, its archetypal institutions and criminal underground,
have found relevance and metaphor in the real social/political com-
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plexes of the humanity. In Giftgas four pieces of writing are edieed
manipulated and restructured into four genre types: 2 children's
story a medical casebook, a manifesto and a piece of political theo-
ry. In the first of the pieces, a children's story, P-Orridge offers the
reader a window onto a mind swamped at the moment of writing
with memories, desires, hurt, and neurosis. This is the most person-
al and biographical piece within the cycle of work that then
expands through medical casebook, and manifesto to explore the
wider neuroses of humanity.

Memory

7 March 1995
ASIT IS
Dearest Julie

Yes. E did blend TERMINUS. Most ov my work is constantly in progress and
subject to renewal, E don't really believe in thee product as such, thee
PROCESS ov corsets.

Autobiographical, well, yes, butter memory is a flux, an infinite number ov
possibilities and impossibilities. Bumper stickers in a traffic jam, so to speak.
We actually hypnotise ourselves to be word perfect, until we could not save
a life. These flickerings are an essential aspect ov emotional life, butter none
have any particular substance, that is thee primary appeal for me. Thee
absolute malleability ov everything, thee inevitability ov nothing. ..

So Be |t
Gen

Memory and the mind’s ability to construct memory is used as a
means of entering into creative dialogue with a theme, idea or a
character. The mind's ability to project and to perceive as if from
the point of view of someone else’s perspective is a unigque human
function which provides humanity with a basic means of grasping at
least in concept an understanding of the reactions and circum-
stances of other members of the species, but it can also be har-
nessed as a creative tool, and a means of accessing new perceptual
frames through which to view humanity. It is possible to see this
working in Giftgas.

“CHANGE THEE WAY TO PERCEIVE
AND CHANGE ALL MEMORY."
WPG: 1992




Giftgas

A CHILDREN'S STORY

Every one of us has within us a dark and heinous shadow child. A child who
was certain that these could not be their parents. A child who plotted
lengthy executions and paramilitary torture, tarch-lit under the covers at
night. A child who fired wasps out of guns at photographs of foul and naked
bodies. A child hurled screaming along a hallway by their mother. Ruptured
wrists bleeding into the stainless steel sink of filial approval. Asthmaric voice
drowning, childs lips sutured by absentee father, kissing an angry incision, held
motionless for years in thee poisonous web of dominion. From this place of
virulent rage we try to murder all parents, all family, to purge the betrayal.
This story is for all these children; the abandoned, the hurt, the abused, the
raped, the scarred, the ecstatic... (P-Orridge; GG, 1995)

Moving through biographical memory into a broadening imagina-
tive state, language is found in that “place of virulent rage.” This is
not necessarily the actual sensation of the biographical memory
itself, but a “place” that is opened by it. This is a place that is
accessed by re-entering a memory and re-examining the details of
that memory. Sitting with the details of the memory, other things
begin to arise as the mind imaginatively engages with the percep-
tual space of that memory and begins to view it from different per-
spectives. This is a process on a par with various active meditative
states. YWhat is conjured in the space of memory through this kind
of activefimaginative participation, are images, sensation, words
and ideas that are often unexpected and surprising. What arises is
the stuff of the psyche itself, the deep unconscious currents, the
potent under-tow of memories, the subterranean swells of human-
ity. They rise up to meet memory like deepwater fish to bait. They
are the fantastic possibilities, the contrary narratives, of unre-
strained emotional responses and the siren voices of the arche-
types. In Giftgas: A Children’s Story fragmentary images of biogra-
phical memory give way to a richer vein of imaginal engagement.
Symbolic imagery such as “child’s lips sutured by absentee father,
kissing an angry incision, held motionless for years in thee poison-
ous web of dominion" are symptomatic of the kinds of coded
imagery; the poetics of the deep imaginal blood which rises to the
surface from the deepwater of the unconscious. Acknowledgment
of these “flickerings”-between personal biography, archetypal
states and humanitarian undercurrents-are all essential elements
of P-Orridge’s work. These are both “the coded messages” of the
neurosis of the self, and provide evidence of *the material of eter-
nity” the fundamental workings of the world that is Mind.

The act of remembering provides P-Orridge with an entry point

into the imaginal ground and dynamic landscape of the mind.
Because of the quality of its ancillary interiority, its backward glanc-
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ing from the standpoint of the present, and its fink to the dSeep
engine room of the unconscious which powers the sslective re
visioning of memories, remembering provides us with 2 powsrfal
tool not just for examining current memories but also for examin-
ing the constituents of past and present mental processes.

Memories are relics of something past, but they are also evidence
of the “thing" that set them there-the fundamental curatorial
process that selected that particular portion of an event as an arte-
fact to be set within the museum of the memory. Some artifacts of
memory seem to have been selected at random; sometimes we
know why we remember something, but at other time we are not
sure why such an image, idea, situation has stayed in our memaory,
while others have been forgotten. The artifacts of our memory
often say more about the curatorial “character” that selected
them than they do about the original event itself. Memory leads
one into a dialogue with the curatorial fundamentals of the
mind-the selection committee of the unconscious-the deep pro-
gramme of the mind. Memories are the consequence of the actions
of this curatorial committee that operates behind closed doors. In
a sense, what we remember provides us with the material “trap-
pings" the “taste” and “character” and therefore an indication as
to the traits and possibly the rules and principles of the selection
processes. In short, memory provides us with a key to understand-
ing something about the deeper qualities of the mind, particularly
those qualities that shape the personality.

P-Orridge’s interest in memory centres on his investigation into
the deep programming of the mind. Memory provides P-Orridge
with information about the construction of his own personality.
Memory offers an oblique window onto the deeper selection
processes at worl in the unconscious regions of the mind; those
inherited as part of a “collective unconscious" and those instilled in
childhood, and bred in social patterning, repetition and imprinting
coding. In a fragment from a notebook containing statements and
intentions and instructions for one of the rituals in Stations Ov Thee
Cross, P-Orridge states that one of the intentions is to understand
“how was the negative conditioning done to me?” (P-Orridge: UNP).

Memory offers itself to the distance created by the act of remem-
bering. This distance creates a space between the memory and the
present position of the self. Distance; like looking down a road to
the slant of a far off horizon. It is a tangible yet fluid highway, an ele-
ment within the mental landscape that Is a fundamental part of its
composition and structure; it is a "'flesh” (Merleau-Ponty:1968) that
connects the memory to the present situation of the one who
remembers. The act of remembering spins ligatures of the fleshy
body of the mind back across the distance... grasping with a sticky
sensuality at the fractured bodies of memories. The grasping is tan-
gible, visible; the mind that touches is “seen” as one standing out-




side of oneself, at a distance. Distance making explicit the sensuali-
ty of the touch. The quality and sensation of touching and being
touched come into perspective and focus across the landscape of
remembering.

At a distance, one becomes the spectator of one’s own remember-
ing. The vault of the mind is open and we are able to see and expe-
rience, in and through the flesh, the carnality of the mind... the sen-
suality of the imaginal landscape; the mind caught in the act... in
flagrante.

We hear our own voice speaking and the words become thin and
transparent like glass and we are at the place from which they
come and they are like holograms floating, they are the essence of
Mind like the voice of rain or the sandstorm, they are the voice
behind our voice. {P-Orridge: WPG: 1992, p. 8)

Remembering and the landscape of distance that this opens, objec-
tifying both the memory within that landscape and the dynam-
ics/construction of the landscape itself. Remembering opens the
space of memory, bringing into view the vast continental drift of
the historiography of the mind. It is in this space that we encounter
the deep programming of the SELF, the internal architecture of the
self; the cathedral in whose precincts stand the icons, statues, and
altars to our own person.

Memory also allows us to feel the aging of the mind; to sense the
passage of time in the memory remnants of past events. In this
way the act of remembering reminds us of the passage of time and
the transitory nature of life. Memory reminds us that everything is
in transition, everything exists within a temporary space and time,
and that everything is eventually transcended. Memory is therefore
important because it provides us with a window onto our own pro-
gression; our own biographical transcendence. Memory also con-
nects us in a deeply personal way to the sensation of the velocity of
transformation as we sense the remnants of past selves, past values,
past emotions, and by comparison feel the newness of aspects of
the present Self.

Co-Respond-Dance

Early in 1993, | began a letter and e-mail correspondence with
Genesis P-Orridge. Looking back on it now in 2002 | see that it is
a paper trail of some significance. An exchange of ideas, informa-
tion, practical jokes and subterfuges, that accidentally documented
some of the key changes taking place in both our lives. As with all
creative exchanges this correspondence is a dance of facts and of
fictions. E-mail became a wonderfully flexible garment, a costume,
a fluid medium, a screen through which to gaze at shadows and illu-
sions and tricks of the light. The re-authoring and editing of our
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TRANSMISSIONS is, in the spirit of the original exchange 2 acx o
performance,

[ September 2001
Words are dangerous. They should never be underestmated They am= &

Virus. A line of heavy narcotic. A seductive scented trap. A harmesz &
jeather strap. The bit between your teeth, Their meanings ars never soic. bt
they can be held against you, Words can be set in stone. A store that some-
times ends up around your neck. It is not true to say that the word s 2 base
material—there is nothing empirical about this bastard in whose mowuth my
meaning is contorted and my complexities are reduced toa single dull thread
that bears no relationship to the garment from which it was pulled, Yec | am
condemned to write, to speak, to shape those sounds that come up from the
pit of my belly into words. Surely this is a curse. This book Is 2 curse. | feel
myself resisting the task, and at the same time the idealistic desire 1o revesl
truths taunts me. Reasons to continue...the need to surrender to the fiction
of itall...

Julie

In 1996 Genesis P-Orridge and | embarked upon a short tour
of Germany—-the Transmediator Tour-that became a series of
improvised multimedia performances. The “unspoken” inten-
tion behind this cycle of events was to “expose” the perceived
images of Genesis P-Orridge, to deconstruct them in public
and to evacuate all the “stuff” of the many caricatures that
had been hanging around and accumulating from1969 to the
present. Even though the events were surreal, sometimes
cynical and burlesque, the process was painful and distressing.
We both gave ourselves licence to “access all areas,” but my
own moral sensibilities prevented me from consciously push-
ing into areas where | knew there were open wounds and
information that has not been revealed in public before. But
the space of theatre and performance is an unusually volatile
medium; it is a space that knows no moral boundaries. In
exploring Genesis P-Orridge through theatre and perform-
ance, | came to understand why P-Orridge came to choose
this medium for the subtle exploration of identity and per-
sonae. Rather than offering a safe medium in which to sub-

~ “Marcel Duchamp’s Next Work," 1975.

merge oneself in therapeutic self-indulgence, this open,
)‘l'rﬁ improvisational form of performance, in front of, and often in
me the midst of crowds of “fans” who had very strong expecta-

{ L :( tions about what they wanted to see, and clearly were not
aclre,

going to see, became a critical, confrontation space, which

f = forced material out into the open.

L ; ] RE-MIND YOURSELF

P-Orridge: G.G. 1995




Hamburg

| am upside down on a chair, staring up at my legs. Everything becomes unfa-
miliar and beautiful if you look at it for long enough.

| am speaking your biography... the one that is being exposed... the one that
we are evoking.., the carrion that we hang on the branches of our action.
We are feeding the crows words of great importance, but they are unmoved,
and my skirt is over my head! But the child is right... our first instinct is
right. | am exhilarated by the naughtiness... adrenalised by being in the
moment of the child,

You become the spectator of your own story told by an eight year old in a
party dress captivated by the length of her legs... Alice IS in Wonderland.
Playing with the memory of you, chasing you down the rabbit hole.

| know you have a fasting image of Alice... a memory of Alice’s irreverent
articulations and the way the world trned upside down... and the reflection

in that beautifully distorted mirror.

This is not you... it can't be you, can it?

Hamburg, later that night.We are standing in the street outside the
venue surrounded by prostitutes and English football fans. The
night is dangerous. The street drenched in red neon. The manager
is drunk and we are fending for ourselves. There were no dressing
rooms in the venue so we have literally walked off the stage into the
<treet in our last costume. You are tempting fate ...you are on the
edge of the abyss... you are wearing a tight red dress and stiletto
shoes... entreating danger. You are bad for business-all the prosti-
tutes think so.

Taxis refuse to stop. You are drunk even though you haven't
touched a drop. Perhaps we set you free tonight. We attempted to
feed you to the lions and now we have a martyr on our hands, The
scene is getting ugly. Pimps appear from doorways and dark alleys,
they ride up in cars to check out the “problem.” | can see the acci-
dent looming like an articulated lorry in the distance, and still the
taxis refuse to stop.

There is nothing in my register that can stop this from happening.
The danger of the stage has been taken out onto the street but |
realise with horror that this cannot now be named as performance.
Yet there are people around us who are clearly casting themselves
in the role of spectator, unaware that you are not performing any
more. Everybody is laughing except me, I'm concerned and horri-
fied, and you are completely earnest, even suicidal.




9 October 1996

Dear |ulie

Germany ... Very, very intense. You helped me so much, understood implicit-
ly what E had to do. Mirrored all necessities ov L-if-E all niceties ov D-aath.
E think a great series ov explorations happened. E was almost |left for dead.
Both intention and denial. Eam sdll, very much, empty, emptied, There are
threads snagged on personality that are binding thee ghost. So hard 10 kill off
thee safe place one designed and built with much suffering. Chinese coolie
me Oh! E wish thee artwork had arrived. They are closer to me, oh Lord,
than most moments. Butter already, they seem 50 far away agen. E have an
overriding sensation ov being expected to feel rerminally and infinitely guilty
for HAVING BEEM Genesis. There are those who would wish E never began.
for |.T. brings with its SELF such a heavily weighted story. E destroyed all thee
clothes, thee lovely shoes, everything after E returned. That too was hard, for
they were alive. In thee end E even parted with your crown. Leaving it for
thee street outside to devour like thee contents O¥ a brown paper bag in thee
gutter at a crossroads. E was paralysed. Full ov a bizarre remorse. E guess
E had, after all, coumitted murder. |.T. may well be that this was unappreciat-
ed. Like aVietnam veteran returning chattered and disorientated, shards of
hell embedded like splinters ov glass in hands, arms, even face. E died each
day a little more. Butter thee decay won't coum. Thee maggots, thee reduc-
tion to stinking fluids and rank tufts ov brittle hair. Very hard, No medals,
only abuse ov spitting wives whose husbands and lovers didn't survive; thee
chanted slogans defoliating splf-esteem turning |.T. cancerous yellow. E can
<ee thee death so close, butter thee blessed relief ov books and legend does-
n't coum, Thee release, He still haunts this place. Inside and out. He hates
to see his shadow self, for fear 1.T.is more him than this spectral hope...

_Ov course, E am often delusional, fanatical, and contentious. Butter its my
“job". So E want to practice what E preach (to my SELF) and perfect LT. and
then unleash thee memory to change thee way we perceive.

E was very damaged by all that was revealed |.T. gave me a renewed sense ov
impractical futility. E have to build agen, OUTSIDE thee circles that recog-
nise my story so far. Eneed a period at thee end ov each sentence.

in thee couming months, E shall rest easier. and rest. This, must lead to deeds
and don'ts. Genesis won't let go ov me easily, Butter one day he must.
Because new incredible stories are hidden in thee SPACE that was all ways
within my secrets.

Thee healing process wills to be inexorable. T, wills to occur, EXACTLY on
T.1M.E... Tell me about L.T.2

SO BELT.

Genesis

It took me four years to respond to this letter, but as always there
are no deadlines, the process of asking the question is more impor-
tant, and the time taken to explore the possible answers, and the
dialogue that one has with one’s self and with other people.

LS




But eventually | did write.

| | April 2000

LT

Imaginal Time—the time of the soul-linked to the space of the soul-
the imaginal

landscape

make space in order to be space

make soul in order to BE soul

Soul making is a painful process... death is always attached to the develop-
ment, invention and reincarnation of the next phase of the soul. Realisation
quickens death, realisation is the fire in which old guises, old energies, old pri-
orities, past lives, deceit and denial are burned. Most depth psychologists
describe this process as mythic... the linguistics do not help... the words imply
that this is a wholly “fantastic” (fantasy) process... the intensity of the strug-
gle, and its real implications are lost in the poetics. The struggle for the soul
Is-a life threatening process. Contact at this |evel, with the true depths and
dark labyrinths of the SELF can be wholly destructive, It can propel one into
deep depression, destructive pathologies and areas of self-harm. LT is a
FRACTURING GARDEM not of delights but of open graves, haunted memo-
ries and torturing sicknesses. When we walk naked in this landscape we are
touched and infected, sliced and honoured by every sharp truth, and every
pointed instrument of denial. This is a place of ACTIVE death that requires
an equally ACTIVE response; 2 willingness to give oneself to death; to be
kissed and caressed by it, To eat one’s own flesh, to slice through the heart
and drink its blood; to feast on one’s own Being... to gnaw on It..down to
the marrow bone. To consume and be consumed. To realise the self in taste.
Only the warrior can survive this process; someone who has trained mind
and body for this kind of confrontation. Our access is difficult, survival is
miraculous, given that we exist within a culture that has lost the knowledge,
the maps, the survival tactics, the belief and spiritual training to sustain an
individual in this space/place... | think it is a miracle that you have come
through it in ohe piece,

Love to all

Julie

"Pussy Door,” London, 1974,
right, Detail from “Scenes of Victory.” Antwerp, 1976

|08



April 11, 2000, &:16 pm

And now, my “mind” asks my soul, did we survive? Or did | burn my soul

irrevocably trying to look into L.T's essence?

A periad of contemplation and renewal. Yet ironically, my body IS
tiring, slowing, moving into its next phase.

So that boy, he must surrender his throne to the chivalrous (we hope)
knight, the mature man at last can pour his image over the boy like
silicon and this wraith now pondering conspicuously has little

substance, wonders, do my works, my thoughts, my intentions, balance out
my driven youth and flesh me out with peaceful countenance.

Or did | use up a few lifetimes soul(s) and cast my SELF into a void

dance of re-incarnation?

Ok, this is a hard transformation, and a hard place to look, back at the
person, the lawful form we call personality, also not real, but

revealing and in need of respect and consideration. And how to relate to
others of this species, feeling so alien (brain)...dissociated to a

point of fear..almost, truly...sometimes, then beauty, love, KINDNESS
rekindle the cobwebs and tinder and the flame of idealised craativity,
joy, and move-meant recur, breathing L-if-E FORCE inte L.T.

Dijin
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THE INTUITIVE
LURE OF FLESH:
GENESIS
P-ORRIDGE’S
EROTIC
MAILART

BY BENGALA

Brr Metropole and General Idea, Mail Art
publication, 1976,

VILE pa

EELAsLTIERAL FUoR 4]

¥

iy,

Bill Gaglione and Anna Banana,
Mail Art mag, |975.

There once was a time in the not-so-distant past whes mes &
women sent postcards, and even letters to one another in order &5
express amorous intents, Often this exchange of images and warss
was illicit in nature, some would even say obscene. Others would
say delicious. Yes, both love notes and erotic postcards have thesr
place in history. Even today, walking down the street in any major
city (especially those situated near a body of water and its fluid sex-
ual nature), one undoubtedly comes across a variety of spicy post-
cards. Bountiful breasts straining against the moistly transparent “|
Love Mew York" T-shirt, sand-covered Floridian asses all in a row,
inebriated flashers lost in the over-stimulation of Mardi Gras. Sex to
send still runs rampant.

Of course the Internet has done much to kill the exchange of paper
and pen, envelope and stamp. Computers have become as accessi-
ble as books, if not in every home. Even travelers have no trouble
staying connected to their long-distance paramours. Many upper-
end hotels now offer Web access, and e-mail has become the rule in
nearly every exchange.The chat room is the new realm of sex if not
romance, immediate, vital. More often than not the mailbox is left
holding only bills and unwanted offers for credit cards. Postal para-
mours are now a dying breed.

Another aspect of couriered communiqués left by the cyberdelic
wayside is that of mailart. Though still existing, this inspired trend
peaked in the 1970s, as a celebration of correspondence as com-
munity, of visual puns and formalist exercises in rubber stamp, of
the crossing of borders without the strain of commercial inten-
tions. It was art for an audience of one, a package both personal and
unpredictable, yet populist by nature. Mailart contained no curator.
Even during the height of the movement's popularity, mailart gal-
leries had an all-inclusive policy. Famous artists such as Ray Johnson
and Fluxus-ian Ken Friedman were shown alongside obscure send-
ings from joe schmoe and his overseas pals. Mailart wasn't even
about being an artist, stressing instead creative communication.
Judgement was withheld. The same held true for numerous publi-
cations, most notably Totonto's FILE (published by the art collective
General Idea) and then later VILE from San Francisco. All things
sent were set to print.

It was this open-door policy that also allowed censorship no play
within the mailart scene.Yet government agencies were crucial to
the postal process. The mailman played the unwitting third in our
correspondents’ tryst, the ballast without which the transfer of
image or info would prove impossible. And while political powers
came into play in some Third World packages, indecency, especially
in the case of the postcard, lay with the postman to judge.

Genesis P-Orridge experienced these bureaucratic prejudices first-
hand. While his work both within and without the postal medium




has often dealt with erotic material, in the mid-Seventies he'd been
combining images of pornography and royalty in his queen postcard
series, citing “kitsch and the national sense of taboo" as his inspira-

tion.

“Criticizing or manipulating respect for royal families was just ludi-
crous to me,” states P-Orridge. “It fell naturally into place that the
two things should go together. | had grown up liking the idea of
Dada and Surrealism. | think it was just completely instinctive, just
walking along the street in London and seeing queen postcards. |
could see the altered versions even before | could pick them up.
And it's historically much more accurate to reveal and illustrate the
decadence and hedonism and corruption that'’s always been hand-
in-hand with royal families of Great Britain-and that's not in any
way a moral criticism or judgement. | just think it's far more excit-
ing and interesting to actually reveal and illustrate more of the
story instead of these completely trite and inaccurate representa-
tions. So that was there. And fun. Always the element of fun.”

Revealing more of the story, tinkering with perception has always
remained P-Orridge’s modus operandi, often coupled with anti-
authoritarian subversion. It should surprise no one that the English
suthorities found this artist’s work problematic, though chis was
during what many consider the summit of mailart’s popularity.
Rolling Stone Magazine had included a two-part article on mailart in
1972, which was soon followed by a cover article in Art in America.
Still, the high profile of this art form and its many supplicants did
not prevent the British government from charging P-Orridge with
indecency. In late 1975, he was summoned to appear before the
courts. His queen postcards had been noticed.

P-Orridge explains: “They couldn’t prosecute me as being obscene
because then | would have had a jury trial. At that time in Britain,
jury trials on anything obscene had failed. The public had become
more liberal, So they charged me with indecent mail, and the idea
of indecent mail is that if one person anywhere complains that they
are offended by what they have seen, it's indecent. One of the peo-
ple working in the mail sorting office had seen one of my postcards
and was offended. Therefore | was guilty.”

During the proceedings, it was revealed that the initial complaint
was registered not by one offended by the art itself, but by a postal
worker who stated that others might be.The trial was based on the
possibility of an offense rather than an actuality. The government
agency also admitted to opening P-Orridge’s mail without warrant.
Despite this new information and the support of the art communi-
ty, the charges were not dismissed.

“Ear from it states P-Orridge.“| was fined the maximum possible
per individual card. My Queen’s Counsel, who had successfully

12




defended Linda Lovelace and Deep Throat, was told if ne spodes = ™y
defense he would be held in contempt. | was given the rmamermesn
possible time to pay my fines-£400, which at that time 2s | was on
the dole was a huge sum to find. If | didn't pay on time, I'd get ¥
months in prison. If they discovered another “indecent” card, I'd be
held in contempt and put in prison!" Nevertheless, P-Orridge, ever
the showman, further lent to the absurdity of the proceedings by
sending invitations to the trial to other mailartists, music maga-
zines such as Melody Maker and N.M.E., and even Charles Manson.

That the authorities prosecuted these collages abstractly, without
any real complaint bears noting, in that his art often courts misun-
derstanding. Here, as with COUM's Prostitution Exhibit and his later
cultural studies with TOPY, P-Orridge is seemingly persecuted for
“pornographic” intent. Yet his work is more disturbing than arous-
ing. One can hardly imagine a masturbatory effect on any viewer, as
any lascivious content is neutralized by its placement within the
larger picture. More interesting still is that the flesh and the compo-
sitions so effectively compliment each other, even from a strictly
compositional stance.The success of the work as a graphic interface
were perhaps largely to blame for their own suppression.

The 1975 trial was not to be the last time mailart would cause trou-
ble. P-Orridge continued to work with sex and death as subject
material, often including “maggots, used tampons, and pieces of
dead animals along with erotic images.” Eventually,in order to pre-
vent his various corespondents from suffering from problematic
legalities, P-Orridge had a rubber stamp made bearing the state-
ment, “Unsolicited Pornography’ so that recipients could bypass
trouble, Sexual material was the exception rather than the rule in
mailart. Looking through the Image Request Lists of old FILE mag-
azines, this is evident.

“| used to just go through it and pick out mainly people who were
mentioning things that had some kind of erotic or sexual connota-
tions,” says P-Orridge. "It was actually very few, surprisingly few.
There was a certain coyness to the whole thing, and quite a lot of
post-art college cleverness, which really wasn't very interesting to

1l

me.

FILE, of course, was the first major mailart periodical, a spoof on
LIFE Magazine. Along with mailart, its pages held hundreds of
names and addresses of contacts, along with subject matier each
found most appealing. Among the contacts listed there was
William Burroughs, with his request for “Camouflage for 1984". P-
Ovrridge's listing was for “bodily fluids” and “human tissue,” *l was
crusading right from the beginning with COUM with the idea that
street culture and popular culture should be raised up to the level
of, or treated as, fine art and fine art should be reduced to the level

of popular culture. It was one of my basic ideas from the very begin-
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ning to use the tools that were already lying around: graffiti, post-
cards, magazines, pubs, pavement, the park, anything like that. | only

used easily available [porn] magazines | could buy at newsagents,

only things you could buy on the street. | was aware of the idea of

postcards, flyers, rubber stamps and so on being a quick way to con-

tact people and generate curiosity, or manipulate curiosity. It's

always good to take something that exists and then corrupt it

rather than trying to erase it with something else. Put stuff out

there so they could contact you."”

But art has a tendency towards osmosis, a give and take process
that blurs borders and often leaves one wanting signifiers. In the
case of Genesis’s penchant for the pornographic became more
complex. Cosey Fanni Tutti, member of COUM and Throbbing
Gristle, as well as P-Orridge’s lover at the time, began modeling for
glamour magazines-softcore pornography in which penetration
was inferred rather than explicit. That these images found their way
into collage is hardly surprising. COUM members were never
known for excessive modesty. But in this instance, a dynamic had
changed. Whereas once P-Orridge sought out fleshy images to craft
at his whim, now the pornography came to him as a lovers
exchange.

“It became even more simple [when] Cosey started modeling for
porno magazines,” states P-Orridge. “l decided to archive them,
always buying three copies so that | had the fronts and the backs if
| wanted to frame them, and one extra to play with for collages. So
it was opportunist or pragmatic. There was all this stuff piling up in
my collage room and | was compulsively buying queen postcards
and the two just went together. That was the raw material that |
had at hand. And | always thought that one should improvise with
that which was at hand."

As it is well documented elsewhere, P-Orridge is an avid follower of
Brion Gysin's theory of the cut-up, where the true meaning of
things is only revealed when disassembled and re-assembled. In his
text, Thee Seeding Ship, P-Orridge states: “change is quite separate
from control ov any kind.” The collage technique found throughout
his postcards and art in general then illustrates this wresting of
authority from its moorings, through shifting context and visual dis-
traction. However, this theory applied to sexual content adds yet
another possibility:

“The exploration of the erotic in a different medium. | didn't
think the magazines were particularly erotic or sexy in them-
selves, They were very formularized. | was curious about what hap-
pened when you took one thing out of that context and placed it
in a completely inappropriate one. Does it become more interest-
ing? Does it regenerate its erotic quality? The naked body or sexu-
al activity in an unexpected location or background without the




usual context in terms of how things evolve-would that surprisel
is that unexpected quality really the essence of what makes sex
exciting?”

Another English writer and philosopher, Colin Wilson, refers
ssroughout his work to Faculty X, his term for the mind's latent
shility to intensify and expand consciousness, to achieve a mastery
ewer time and to reinstate the “visionary gleam”’. One of his earli-
et observations on Faculty X is that it is somehow linked with the
Swuman sexual drive. A master of metaphor, Wilson often equated
sex as a tool with which to access this higher concentration, there-
fore supplying the enhanced focus needed to perceive Faculty X.

P-Orridge’s use of the erotic also draws on this energy, using the
maughty as a gateway to larger concepts. Again, the pornography
serves to distract from what's really there, an intuitive lure. *The
actually grinding and wriggling around of naked bodies is ungainly
and ludicrous more often than not,” explains P-Orridge. There are
exceptions. | would argue that if you could spend a great deal of
sime and with careful lighting you could end up with this amazing
smooth sculptural landscape in which you know the fucking is hap-
pening, that's the way that it becomes really beautiful. When it's
abstracted by one.”

Looking at his newer work, one can see where P-Orridge has put
this observation into effect, reversing the camouflage. With his
Candy Factory series with Eric Heist, intercourse is hidden within
sugary pop art abstractions, just as the flesh of his mailart con-
structions distracted from the art’s many critiques of power struc-
sures. Genesis has stated many times that the role of the artist is
really “the explorer on behalf of the rest of society and the species.”
He continues: “The job of the artist is to go to the moon first, so to
speak, or to climb the mountain first, or to go to the bottom of the
sea to see what's there. That's the job of the artist or the poet-to
find out what's coming next, what it'’s made of and what it might
mean. And the actual art itself is just metaphors aimed at describ-
ing the research and the discoveries that we've made, That's why |
call it cultural engineering.”

And how does this apply to the sexuality aspect!

P-Orridge here is quite clear: 1 think we're going through a huge
change in terms of sexuality. People are misunderstanding what is
happening now that we have the world wide web and probably
more so-called pornography available and live sex and sexual
images and images of desire and even cameras inside dildos.

“My proposition would be on several levels. First, the real purpose
of sex is to believe in the possibility of union with the divine.That

it's a magical and spiritual metaphysical act. In a sense, it's poetry.

Paostcard, 1974




Poetry is about leapfrogging consensus reality to some more
incredible place where the world is revitalized and the vision is
renewed. It’s very sad that people don't get taught concepts of sex-
ual magic and guided orgasm at school, [with] plateaus and tech-
niques of looking and being that are about being something more
than human."

By re-posturing these images within mailart or other mediums, the
artist is in effect bringing the mind back into the erotic process.

“Re-activating the mind and re-activating the whole concept of sex-
uality and sex and sex acts and the body and de-mystifying it," con-
tinues P-Orridge. “And at the same time enhancing it in a meta-
physical way. All are small messages, small pieces of propaganda
that in and of themselves | see as triggers. | think that’s how culture
works, and | think that’s how culture gets changed, too. So while I'm
happy to be seen as silly and fun, | also believe that there's an innate
invisible impact that enables one to become actively involved with
the direction that culture moves. And | would argue that the fact
that | was suppressed and attacked vehemently so many times
purely because | chose to work with sexuality and erotic images all
the way through. All the things that I've done would suggest that
the authorities actually know about it. And that’s why they control
and manipulate and inhibit people’s sexual expressions, because
they are very aware of the hidden power of the knowing use of the
potential of sexuality. And one of the greatest services we could do
for mankind would be to push them towards a place where they
had a candid spiritual respect for the incredible potential and
power of sexuality. It's very possible that the entire universe is
breathing in a sexual way."

And so, while Genesis P-Orridge’s mailart is often overlooked in
this great briny sea of mysterious fluids and arousing imagery, one
could argue that these simple constructions, dichotomizing queen
with cock, were the nascent elements from which the persona of
Genesis P-Orridge arose. At first glance, his collaged mailings seem
light, especially in comparison to the extremity of his performanc-
es and subsequent projects. Still the cut-up technique honed with-
in the medium is crucial in approaching all P-Orridge’s later work.
This is the key behind text, image and sound, left in plain sight for
all to find. Sigils, P-Orridge’s visual documents of his experiments in
“sex magick,’ borrow both the collage and the transgressive
imagery. Throbbing Gristle and later projects such as Splinter Test
translated scissored visuals into aural hackery, layering and patch-
ing sound into sonic gems. Cut up, again and again.

A look at P-Orridge’s most recent work, that of the expanded
Polaroid, is riddled with the same precision and erotic signifiers
from a quarter century ago. They still work. Nothing grabs your
attention quite like flesh and buttplugs. And that’s still not what the
worlk is about.
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Collage, "For Danny”
from the collection of Jean Pierre Turmel, 1977.













EVEN FURTHUR:
THE
METAPHYSICS
OF SIGILS

PAUL CECIL

The medium of process philosophy
&ears close resemblance to the
artistic media of assemblage prac-
ticed in so many twentieth-century
art forms.
=—Robert C. Neville,
Reconstruction of Thinking, p. 310

Thee Product is thee Process
—Genesis P-0Orridge, Psychic TV

Created neither for gallery nor audience, the sigil art of Geness P
Orridge represents a deeply private and personal aspect of bes
extensive creative output. Ostensibly simple collages, these works
document his explorations into magical consciousness, work which
continues today and is central to his world view. Moreover, sach sigi
is essentially functional, centred on the initiation of agentive activi-
ty. That is, each was created as an intentional act of magic designed
to modify the course of natural events. They are thus much more
than mere representations of what magic might look like, and their
existence constitutes a direct challenge to our understanding of the
world and to normative models of causality, meaning and creativity.

This approach to art implies a rejection of intellectualization and
scientific causality and, equally, it undermines the critical means by
which we generally approach a body of creative work. P-Orridge
today refers to himself as a Cultural Engineer, and in his colliection
of sigils we have the tool-box with which he carries out his work. He
uses art as a means of influence, treating the magical act not as that
of creating a likeness in the hope that life will imitate fiction, but as
the initiation of a “mental push to get the impulse started and sup-
port it on its course...; it is the priming and starting of an act™
(Suzanne Langer, Mind: An Essay in Human Feeling, v. lll, p. 61). In P-
Ovrridge’s sigils we meet a prioritization of process and action in
which the aesthetic and the theoretical are secondary to the inte-
gration of intention with a wider reality.

To consider these sigils in terms of conventional art-criticism, in
terms of aesthetics and form, would thus be to remove them from
the context in which they were created and to place them in a
frame antithetical to their purpose. Art for P-Orridge serves a
sacred role: the integration of consciousness with the fluxion of uni-
versal pattern. Art is not simply to be looked at, dissected, and cri-
tigued; but to be experienced.

Such radical non-conformity places boundaries of how best to dis-
cuss his work, and generally forces a shift to anthropological, psy-
chological or philosophical approaches. Within this broad frame-
work, the current discussion will explore some of the techniques
employed by P-Orridge in the construction of sigils, but will do so
from the relatively uncharted perspective of the metaphysics of
process, It concludes with a speculation on how sigils actually work.

Trans-modernity

It is clear that P-Orridge does not conform to the conventions of
the contemporary artist. True, he works from and within a tradition
of iconoclasts (and the art-world remains a central target for this),
and his method owes much to postmodern and deconstructionist




theory. This is readily borne out by his use of apparently random
and found elements which he montages into sometimes didactic
and occasionally confrontational pieces. He adopts the posture of
the outsider, attacks social norms and celebrates the art of diversi-
ty and the extreme.Yet for all this, the currency he works in is con-
structive. His focus is on the creative process in the development of
his work, and especially (and unusually) on the work’s creative
effect. The language of P-Orridge’s art is therefore not that of rep-
resentation and challenge, but of invocation and change,

The sigils he presents to us are intentionally “active™; that s,
embedded within them is a principle of mediated agency. He seeds
the future (both personal and public) through his art, leading us
into unknown and unformed future possibilities. This goes beyond
the postmodernist trick of “making us think” (a wholly traditional
value), and can instead be seen as a literal attempt to “affect the
real” His work does not so much change the way in which we see
the world, but rather “changes the world in which we see” This
transformative focus places P-Orridge outside the modernist and
postmodernist tendency to teach about reality (or to teach how to
interpret that reality according to cultural context), and aligns him
with both magical and iconographic traditions. He thus reaches
across time and can claim as much to be working from an ancient
tradition as to be forging new modes of thought and new ways of
living. His art in these senses extends beyond the aesthetic, beyond
the didactic, beyond the confrontational (though it shares refer-
ences with all these) and emerges as the documentation of an
engagement with the universal process of creative advance. The
future is uncertain; and it is the future which P-Orridge invokes and
explores.

The Art of Sigils

The Laws of reality are also the laws of thought
~Ludwig Feuerbach, Principles of the Philosophy of the Future, p. 63

Technically, sigils are simply signs or marks designed to effect a
magical purpose. They are constructed from symbols and letters
drawn from the wide lexicon of astrological and related symboli-
gies, and understanding and creating them is largely a matter of
intellectual analysis and translation. The operator or magician gen-
erally works to predetermined formulae and systems. Such was the
predominant view of western occultism in the late part of the |9th
century. This belief in “system™ generated much scholarship in the
area, but it also fuelled in large part the somewhat obsessive search
for ancient secrets and the resurrection of supposedly “lost™” magi-
cal orders. The aim was to resurrect-and then claim ownership
of-the authority of what was regarded as a hidden tradition.
Authority was thus located firmly in the past.
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The artist and occultist Austin Osman Spare stands a5 3 Ereah wTs
such developments through his radical use of intuitive approaches
to magic. A fine and respected artist (his work as an official war
artist can be found in the Imperial War Museum and has been the
subject of several retrospective exhibitions), Spare attacked both
the frame and the form of the then contemporary Magi. He
rejected the traditions of the pastin favour of a highly personalized
metaphysical map, alongside which he developed a system of word
collage which represented a shift away from the formulaic methods
of magic promoted by groups such as the Golden Dawn. It is the
method that is of interest in our present context.

Taking the notion of “spells” at its most direct, Spare would simply
identify his intended outcome in the form of a word or phrase and
work to eliminate each repeated letter so that each appeared only
once. A phrase such as To meet the Angels would thus be written:

TO MEET THE ANGELS —TO MEET THE ANGELS —TOMEANGLS

The resultant distillation would then be structured in a stylized pat-
tern, breaking down the relationship with textual linearity so as to
present an abstract image in which the letters qua letters disap-
peared.

Spare’s work is influential on P-Orridge in several ways. Firstly,as an
artist Spare rejected the gallery conventions of his day, treating the
art world with Nietzschean disdain. Secondly, in his rejection of
traditional magical orders he emphasized the transfer of authority
from the “other” to the winner” thus paving the way for P-Orridge’s
wholly intuitive and asystemized approach to magic. Finally, in his
methodological approach he specified a process of distillation
through which complex structures can be taken down to their ele-
mental form thus enabling a clarity of purpose to be achieved.This
process of constructive deconstruction, of elemental binding and
combination, emerges in a highly developed way in P-Orridge’s sigils.

Collaging Reality

Intention is the work of envisaging and enacting will
~Ray L Hart, Unfinished Man and the Imagination, p. 148

P-Orridge's sigil art is amongst his most private work, but it is also
provides the clearest indication of both his method and purpose.
The harmony of the work provides its tone, the elements its direc-
tion. The process is one of a continual refinement 50 that every-
thing that is necessary is included, everything that is unnecessary is
<et aside, and a balance of what remains is achieved. If Spare’s work
serves as a transitionary moment in magical art, P-Orridge takes
that moment into new territory, setting aside Spare's ultimarely
system-driven approach and emphasizing in its place a wholly inTu-




itive and naturalistic process. The focus of P-Orridge’s work is emi-
nently practical.

P-Orridge’s sigils are invariably mixed media collages, incorporat-
ing both found and created material. P-Orridge also makes exten-
sive use of photography, often manipulating the image to mask both
form and identity. In this way he generalizes the particular.The aim
is to draw out the essential characteristic of the target image, to
purify it, and to intensify its affective potential. Images are over-
painted and textured. Text is added. The combined effect is to
mutate the commonplace and to unify the divergent.in addition to
this, images created during the process of ritual are frequently
incorporated into the work, a strategy which mythologizes location
and space.And finally, by the ritual embedding within the sigil of the
present moment of creative activity, P-Orridge creates a disloca-
tion in the linearity of time. He becomes genetically joined to the
sigil. It becomes impossible to distinguish between the artist and
the art, between the creator and the created. The emergent sigil
can thus exercise its own creative agency over and against the artist
in a full-fliedged intersubjective dialogue. It signals its own comple-
tion, in its own time. It is this radical disruption of the spatial and
temporal modes of being which transforms the sigil from “art as
art” to “art as agent.”

Snﬁm Metaphysics

The English process philosopher Alfred North Whitehead wrote:

[Njo two actual entities originate from an identical universe... The nexus of actual
entities in the universe correlate to @ concrescence is termed “the actual world” cor-
relate to that concrescence.~Process and Reality, p. 22-23

What he was getting at is the idea that what we think of as a single “uni-
verse” is in fact a relational network of infinitely varied universes, each
of which is centred in its own subjective being. Thus the universe | per-
ceive at any moment is a unique creation, as is the world | perceive a
moment later. And each is my unique creation. What is more,
Whitehead argues that the future is open to subjective manipulation;
that is, even though we inhabit a realm where a vast array of fixed (or
to be more exact, relatively consistent) laws apply, the future is ulti-
mately “open.” In Process and Reality, Whitehead explores how his
vision of inter-relating but atomized universes presents the kind of
coherence which enables us to exist in the day-to-day manner to which
we are so accustomed. The metaphysics is complex and controversial,
but at its heart offers a view of reality in which process is the true stuff
of reality, and in which “matter” is little more than the documentation
resulting from the activity and process of continuous becoming. It is this
idea which lends itself to a more coherent and rational theory of magic
since it proposes that the fundamental stuff of reality is a process of cre-
ative emergence; ‘matter” is simply the outcome of that activity.




In discussing his own work P-Orridge has l:uﬁiiiter‘iﬂ‘;f focused on

“process,” describing the resultant artifacts as “documentation.”
The creativity is centred in his own activity of ‘making’ and engages
the whole person. It is largely an interiorized mode of creative
action, and in this sense is wholly subjective. This work is private in
the most fundamental sense of that word, since it is located in the
interior conceptual and structural arrangements of his modes of
thought. The art emerging from this interiorized creativity is sim-
ply the documentation of his ritual engagement with Present Time,

i
A Process View of Present Time

[The process] involves a reversal of our ordinary understanding that couses produce
effects. The cause must precede its effect in time, yet it must be presently existent
in order to be active in producing its effect.

—Lewis Ford, The Lure of God, p. 5

In the previous section the process of sigil-construction was char-
acterized as essentially one of engagement with Present Time.This
needs some explanation. The concept owes much to Whitehead’s
process metaphysics and his idea that reality is made up not of sub-
stance (objective matter), but rather of “events” or activity. In
developing his thought, he implied a concept of time which, whilst
recognizing the formal flow of physical or perceptual time, treated
its content somewhat unusually. In his scheme the “past” is entire-
Iy “objective,” by which he meant inactive and unchanging. The
future, in contrast, is indeterminate, a realm of potential possibili-
ties. The “present” is entirely subjective and is the sole point of
activity. Nothing in present time exists physically since to be in the
present is defined as undergoing a process of becoming determi-
nate; but nothing outside this process of active determination is
fully real. As an entity begins to emerge it becomes more defined,
more and more definite in its form, until it achieves a satisfactory
shape and emerges into being. At this point it becomes fixed, and
triggers a new creative process. Our world is, in these terms, a
series of successive and radically inter-related processes, each
informed by its predecessors and each informative of its successors.

It is instructive to explore the notion of present and future time
posited by Whitehead in the context of ritual engagement and
magical act. A key element in Whitehead's system is that the future
is open to subjective influence, Reality is not the result of physical
causal chains, but rather of the imaginative invocation and manipu-
lation of contexts. If we treat the process of ritual interiorization
(such as that undertaken by P-Orridge) as the maximization of sub-
jective being (the objective world “outside” disappears from the
ritual space to be replaced by the manifestation of a mental arena
of the artist’s own making), by entering a ritual space we are in
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effect escaping the linear flow of time. Under such conditions we are
related neither to the Past nor the Future,We are conscious only of
the Mow. Present Time is thus extended and provides a space in
which we self-consciously construct the form of our future emer-
gence into reality. Whitehead termed this process “concrescence”
and it was effected by a subjective “prehension” and harmonization
of elements under the direction of a “subjective aim.” In less techni-
cal language we can represent this as the organization and “making
concrete” of what will emerge into physical existence by a means of
“gathering” together diverse elements into a single reality.

Whitehead further suggests that in the process of concrescence,
the subject (operator) draws on past information (objective fact),
distils and orders it according to an initial aim, and harmonizes its
elemental components until it reaches a state he terms its “satis-
faction.” The subject then transforms from its active transforma-
tive or non-temporal state into a “superject,” essentially a moment
of observable reality in the flow of physical time. It is the emer-
gence of the superject which seeds the future.

This idea of Whitehead’s (which applies to all the stuff of the uni-
verse) bears comparison with the state of mind achieved during
ritual, where connection with the external world is lost, In the
apparent timelessness of ritual activity, the operator is free to con-
struct out of just those elements he chooses. The construction is
effected both mentally and physically. This reflects a furthes
requirement of Whitehead's system which insists on all entities haw-
ing both a mental and a physical pole. As above, so below. The
process of creation is fundamentally a selective process of “combi
nation”; that is, it requires bringing the diversity of available dats
together with the subjective imagination of the present aim in
order to create a unified and concrete whole.

“Creativity” is the universal of universals characterizing ultimate
matter of fact. It is that ultimate principle by which the many, which
are the universe disjunctively, become the one actual occasion,
which is the universe conjunctively. It lies in the nature of things that
the many enter into complex unity. (Process and Realicy, p. 28)

When a non-conformal proposition is admitted into feeling, the
reaction to the datum has resulted in the synthesis of fact with the
alternative potentiality of the complex predicate. A novelty has
emerged into creation.... [1]t is new, a new type of individual, and
not merely a new intensity of individual feeling. That member of
the locus has introduced a new form into the actual world; or, at

least, an old form in a new function. (Process and Reality, p. |187)




Sigils as Agents

immersed in Present Time, P-Orridge creates a ritual space which
e inhabits with consciousness. He steps forth into a sacred space,
sutside the linearity of time and becomes in a literal sense the
architect of his own universe: the magician conjuring and shaping
the elements to his will.

He identifies his aim, expressed by invocation and empowered by
intensity of experience. And then he works, his energies brought to
Sear on a single purpose. He brings a new form into the actual
world. A sigil emerges into reality.

But how does it work? How does the sigil take effect? How can a
product of human creativity change nature from its course?

What follows is speculation, but it is grounded in the metaphysics
of process, some of which has been touched on in the context of the
ritual construction of sigils. The key is in a radical restatement of
our notion of “time.”

A Speculation on Time

Qur normal understanding treats time as the strictly linear meas-
ure of successive moments or events. This is the forward motion of
time's arrow. Relativity theory suggests that it is bi-directional: the
mathematics work equally well in either direction.

But what is time? P-Orridge coined the phrase “Time is that which
emits," and this provides a clue which | propose to explore. Time is
significant to P-Orridge, and its significance lies in his intuitive
grasp and ritual experience of time's thickness.

We can restate P-Orridge’s phrase as a simple equation:
TIME=EMIT. The one is the mirror of the other.We can take this a
step further and propose that ‘time’ is the expression of energy (an
emission). It is important here to note that this is not the same as
saying that expressions of energy take place in time, but rather that
what we consider as the movement of time is an expression of
energy.
MNow for Some Proposals

The first proposal is that there is a relationship of identity between
energy and time, and that when we consider what we mean by time

we are considering the function of energy under another form.

The second is that we can consider our thoughts or mental activity
as constituting high-energy states in contrast with physical existence
or activity which occurs in low-energy states. All physically manifest
objects (including atoms) are to be considered “low-energy.”




| leave the third step to Alfred North Whitehead, noting first that
he requires that every entity has both a physical and a mental
aspect (or “pole™):

The mental pole is the subject determining its own ideal of itself
by reference to eternal principles of valuation autonemously mod-
ified in their application to its own physical objective datum. Every
actual entity is "in time" so far as its physical pole is concerned,
and is “out of time" so far as its mental pole is concerned. It is the
union of two worlds, namely, the temporal world, and the world of
autonomous valuation. (Process ond Reality, p. 248)

The “world of autonomous valuation” is, for Whitehead, “out of
time." We need to take this to mean “out of linear time,” since the
process of valuation necessarily effects some degree of change in
what is being valued. We cannot under a process metaphysic con-
sider the possibility of timelessness since that would imply a lack of
process, a lack of change. And any change must be an expression of
energy and thus of time.

If the mental pole exists outside linear time, but cannot (because of
its inherent activity) be “atemporal,” it must therefore be express-
ing time in some other way. We know from physics that the addi-
tion of energy increases the level of activity of atoms (they move
faster), and that in the physical plane a large increase in energy
alters the physical state of materials (solids melt, liquids vaporize).
We also know that time is relative to the observer, and that rapid
movement slows the passage of time relative to a fixed or station-
ary point. Atomic clocks run slow at altitude, and someone orbiting
the earth in a satellite ages marginally less quickly than those on
earth even though an hour or a day feels the same under both sets
of conditions.

What this is leading to is the suggestion that our sense of linear
time is simply the result of relatively low-energy existence. In order
to retain physical coherence there are limits (even at the atomic
level) on how much energy we can express, and this limit is direct-
ly linked to our notion of linear time. But if time bears a relation-
ship of identity with energy, and energy (which is simply activity by
another name) is increased, then it becomes possible to imagine
that at high levels of energy the physical limits are broken and exis-
tence emerges outside the tight constraints of linear time. This
suggests that “time” as fully conceived has thickness or extension,

| propose that mental activity (thought) is simply the emergence of
entities into high-energy states. This goes beyond what Whitehead
claims but is arguably implicit in his position. We should also note
here Whitehead's description of the non-temporal world as one of
“autonomous valuation”, and take care to distinguish between the
physical brain activity through which we engage with thought and
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the thought itself. But if we make the conceptual leag, we can Segs
to see how, for example, the mystic is able to transcend the T
of normal temporality and reach both into the past and the fusurs
In the language of the magical traditions this is the realm of hiddes
or occult activity. The aether, The astral plane.

How Sigils Work

It was suggested earlier that ritual space constitutes a move into
the extensiveness of Present Time, and that the primary charac-
teristic of Present Time is its prioritizing of the subjective. Present
Time is where actuality is defined and shaped. By choosing to oper-
ate within this conceptual arena, P-Orridge is able to immerse him-
self in the fullness of his own subjectivity. His imaginative world
becomes fluid and tangible, constrained only by the limits of future
possibility. As he shapes his mental map of the future, isolates and
defines his intention, he begins to construct. The emergent sigil
shares his temporal and (non)-physical location, and thus shares
also in the prioritization of subjective experience which is the
nature of Present Time. As Whitehead puts it, it is born into a
“world of autonomous valuation.” A sigil so created is essentially 2
denizen of that world.

As with all entities, the sigil has a mental and a physical aspect, but
because of its unusual beginnings, the mental aspect is significantly
heightened. This is in sharp contrast to artefacts created in the
framework of physical time and primarily as objects of physical
appreciation. In such cases the created work is bound by its own
objective beginnings. It is the heightening of its mental aspect
which enables the sigil to exert agency. Upon its release from its rit-
ual space it is able to sustain its link with Present Time even while
it exists in the linear frame of physical time/space. It is this inborn
access to continuing creative expression which constitutes the
sigil’'s magical potency.

For P-Orridge, the key to a sigil's effectiveness is his management of its
constituent elements, The environment of Present Time provides the
potential, gives the sigil its nature, but it is the artist who provides and
defines its function. That the sigil enjoys autonomy of valuation means
that the process remains always somewhat open or indeterminate
with regard to its ultimate completion. It follows from this that the
artist can never be certain of how the sigil will “behave" and it is for
this reason that P-Orridge incorporates a genetic link. The uncertain-
ty does, however, serve an important purpose.Although it is possible o
construct and control ritual space, the same cannot be said for the
temporal everyday world which is subject to innumerable competing
imperatives. The sigil must await its opportunity to act, influencing and
evaluating the patterns of physicality until such time as its encoded
intention can be brought to fruition. It is a seed planted into the uncer-
tainty of future time, It awaits only the conditions of its germination.




Closing Thoughts

In making public his sigils, Genesis P-Orridge has afforded us a rare
opportunity to explore new worlds. Currently operating under the
banner of The Next New Way On, he is inviting us to challenge our
modes of thought and to develop new ways of engineering our
futures. He once travelled across America in a yellow bus reminis-
cent of that used by the Merry Pranksters in the '60s, but on which
the destination was now declared as “Even Further It was a dec-
laration of his intent to push the boundaries of human experience
into new territory, to unchain the limits of imaginative creativity.
The sigils he has created over the past 20 years or so are part of this
broader goal.

We can if we wish treat his sigils as art, as objects to observe and
admire. But we might also take them as an injunction to step over
the line and explore the limits of our imagination.The only restric-
tions are those we place on ourselves.

23 January, 2002,
England
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“SIGILS”-AN
ALPHABET OV
DESIRE

BY

GENESIS
P-ORRIDGE

A

Thee moment ov orgasm is central to thee process. It 5 special ane
all should be done to make it s0.Thus we decorate thee moment as
we would a jewel, with all manner ov objects and actions that are
precious and personal. Like gifts to a Lover, we consecrate thes
moment in L-ov-e.

We say to make thee room or space ov work special. We say
likewise ov thee interior mood, for so thee one is physical, so
thee other is psychick and our aim is to join thee two to a sin-
gle purpose,

C

In sex, physical self-consciousness is abandoned in favour ov inten-
sified sensual pleasure. In sleep, everyday consciousness is aban-
doned in favour ov thee unconscious, thee world ov dreams. In
Sigils, thee two states meet in a single act: and so is released a spe-
cial and potent energy; a fertile power ov harmony, transcending
thee barriers ov thee conscious/unconscious divide. And so it is thee
Sigil lets forth an energy that cuts through like a flaming sword,
overcouming all that stands in its path.

D

Intuition and instinct are thee only pointers in everyday conscious-
ness to thee objects and methods from which to construct a potent
Sigil. Thee books and lessons are ov thee museum ov thee past -
thee future is entirely ours to construct as we will.

All must coum from experience, and all experience is ov value. It is
simply a question ov observation; seeing thee links, and drawing all
without exception into thee universe ov magickal intent and action.

F

Sex is thee medium for thee magickal act, enacted physically and
with direct control ov thee Individual. It generates thee greatest
power which, when released, is diverted from its ordinary object
and thrust with thee intense force ov will towards thee fulfilment ov

desire.

G

All must becoum focused to thee single purpose in hand. It is a case
ov giving up all pre-conceptions, all inhibitions and preferences, for
thee work involves a totality and anything that gets in thee way ov
coumpleteness is as a vestige ov thee past which will remain to
trick and trouble thee matter to its detriment. Relinquish all con-
trol and prejudice in order to reclaim and master it, redefined and
in thee train ov informed desire,




H

Sigilisation leads to thee realisation ov personal truth, and provides
thee means with which to express that truth in life.

“E know what E will, and E will what E desire.”

!igils are thee unity and integration ov Will, Desire, and Knowledge.
They are thee process by which dreams becoum reality.

K

It is certain to us that Sigils, enacted with true determination, and
filled with thee perfect strength ov a sincere desire, generate ov
their own thee necessary will for success. It is simply a matter ov
intent and intensity; thee practice in thee sure knowledge and
acceptance ov result,

L

Sigils are thee art ov transforming former belief into current
knowledge ov thee way ahead. Sigils are thee revealers ov truths, be
they hidden or put aside through fear or expedience.

M

Thee Sigil is thee declaration ov intent. It awakens thee Individual
rmagickally to thee circumstances ov their life and in this way makes
thee focused desire more likely to happen. Sigils are not a way ov
guaranteeing success, they can only open thee door for your own
action. A Sigil might ensure that an opportunity for what you desire
becoums apparent to you, butter you must still act upon that
knowledge for thee desire to be fulfilled.

N

Without thee physical response thee psychick work is pointless.
Be awalke not asleep to action.

O

Thee more Sigils you perform, thee greater thee clarity ov aim you
will find within. A cumulative power ov activated will develops, and
thee Sigils becoum intensified in direction and effect.

=)

Thee ritual ov thee Sigil should be enacted to produce a climax ov
utmost intensity. At thee moment when thee rising flux ov sexual
excitemnent becoums ungovernable, when thee whole ov physical
and mental consciousness undergoes a spasm that takes it beyond
thee point ov return, at that moment all must be focused on thee
Sigil, thee physical sensation discarded and forgotten.

134




Q

A Sigil can be designed to answer any desire, without lmisation o
constraint. Thee aim need in no ways be sexual. Thee Sigil encom-
passes all possibility.

R

Thee result ov thee Sigil becoums a part ov thee life process. Thus
it may not bring obvious results immediately, butter however long
it takes you can be certain that if thee desire was true, and thee
intent real, you will be moving towards achieving thee desired goal
preparing and passing through all thee necessary stages so that
when thee moment is right you will be ready and alive to it

S

As we have said before, thee methods described by TOPY are but-
ter guides to Individual action. As long as thee Sigil contains thee
basic element ov focused will, all other details can be varied. Indeed
it is essential that thee ritual be one that is reflective ov who you
are, and so should be thee result ov personal input intuitively
arrived at.

T

Although some days and times might have particular significance
to an Individual and thee Temple, a potent Sigil can be performed
at any time on any day.

U

Orgasm during a Sigil can be reached by any method. Alone or with
a partner, by masturbation or intercourse, orally or in any other
way thee Individual desires. A partner need not be involved in
Temple activity to be an effective collaborator.

\4

Thee act ov making a physical record ov one's Sigil is a useful way
ov instructing thee subconscious, and at thee same time ov reveal-
ing to consciousness what it is thee subconscious wishes to say. Thus
thee process forces thee divided self into Unity, and manifests thee
outcoum in thee physical plane.

w

Although we strongly recommend thee making ov a Sigil Paper,
other methods ov recording may also be incorporated into thee
ritual: polaroids, photographs, cassette recordings, drawings (auto-
matic or otherwise), film or video.As with thee Sigil Paper, all these
methods should be used in thee ritual to heighten thee intensity ov
what it is you do, rather than purely to document thee event. Let
intuition not logic be thee guide in this,and experiment freely with-
out embarrassment or doubt.

“Kat-Healing" Sigil.
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PAINFUL BUT

FABULOUS

(AN INTERVIEW ON
THE DEMATERIALIZA-
TION OF IDENTITY)

CAROL

TESSITORE

Eva Adolf Braun Hitler. Photographed by
Michael Fox, NYC.

Talking about ideas...

GP-0O; The phrase red-light district popped into my head. |
shoes, and the gallery owner said to me “We'll put you ;
near the station.” And | know in Europe when they say that it usaaly
two things:a) it's cheap and b} it's in the red-light districe. | sudss

image in my mind of Christmas lights and it all gelled Into =kin

-
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high-heeled shoes, that I've worn in performances, rituals and so on. and pus-
ting little light fittings inside each one and red light bulbs in them, stringing @
of them together and have them hang like Christmas tree lights. That 'l be the
red-light district in the gallery that can be where | have the images that are

more explicit.

TEAR: So you are focusing on your art again... would you like to alk abouws
that! How has art changed for you over time!

GP-O: When | first started making art in the mid sixties—and I'm still trying
to figure out what the implications are, because the most important thing for
me is that my art and my life have truly always been as close to one another as
they could ever get—my original name was Neil Megson. In 1965 Meil Megson
decided to create an art character Genesis-P Orridge, or to at least accept that
character; and instead of having it be a contrived idea, that was very much about
gallery art. | decided that | would completely immerse myself in Genesis P-
Orridge, and then place GPO into art and popular culture to see what would
happen. In a sense, all of my art has been the diary of GPO,

TEAR: That brings up an interesting question, who is Meil Megson to you
now, has he always remained “behind the scenes” of creating GPO or is he
separate!

GP-0:Thar'’s actually one of the most intriguing questions there is, I've been
thinking about more and more lately for what ever reason, I've been asking
myself, "“Where is MNeil?” Neil invented this game, this character GPO and
sort of set him loose into the world. In the beginning Meil was being Genesis,
and Genesis was responsible for what the art was and for the creativity, Neil
was the sort of puppet master of this alter ego. Then as | took it more and
more seriously or as MNeil did, | changed the name legally, and people would
meet me and | was only Genesis to them, there was no Neil. There was a
peint when Meil was forgotten by Genesis. It's a question that puzzles me—
does Meil still exist! Or was he erased by Genesis almost like a monster or
parasite in one of those movies where the creation takes over the creator. |
honestly am not sure whether Neil exists anymore. What | feel Is that this is
Genesis, I'm Genesis, and | think | lilled Neil. | wonder, if | went back could
| ask him to lock at what he became as Genesis. would he still make the same
decision, or would he not want to be erased in that way by the art. On the
other hand, | think it was my absolute determination and dedication to truly
living art and life as one that made the whole phenomenon work. | think the
reason that my art, writing and music succeeded in the way they have, at
whatever level, Is precisely because | was prepared to sacrifice everything
including my identity. | don't know where Neil is, and | wonder if Neil creat-
ed Genesis and Genesis has now completely absorbed everything that was
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Meil, perhaps the only way to resolve that question is to not be Genesls any-
more, and change my name again, Maybe become Meil again or someone eise.
It's ane of the things that I'm actually considering right now. How do | find
out who | am! Because the idea of becoming someane else has been so suc-

cessful.

TEAR: | like the idea of maybe being able to step back and “visit Neil” and
then get to see what Genesis has done from a different perspective, getting a
chance to soak it all in.

GP-O: | think that's partly what I'm trying to do right now, | think that's one
reasan I've gone back to making art. I've chosen to be more self-conscious.
To look at everything | do as a piece has helped me a lot to realize that GPO
was actually the artwork, and Throbbing Gristle, the painting and the books
and so on are all bits of one big artwork, which is the person. | think | am
creating a retrospective by revisiting all of the threads and going back to the
sources of everything, and seeing where | lie in there. | think one thing that
happens to a lot of people is that they start to believe that their art is either
innately important or that they are innately interesting or important because
of some measure of success or attention from the outside world. That's of
course where people usually lose the integrity that they had in the beginning.
If you start to believe in the things you make, instead of the reasons that you
make them, then you start to produce art for other people instead of your-
self. That's something that I've always tried really hard to avoid, I've always
tried to be my own therapist or analyst checking. Am | doing this because |
can, because | can get away with it? Am | doing this because that’s what | do,
| rake music so I'll make some more. Am | doing this because | will find out
something or discover something that | didn't know yesterday? All art to me
is looking for something new, some new way of seeing the world or your
place in the world that changes you or changes the way that you percejve
things.

TEAR: | see you as a sort of Jack of all trades, but your current focus is on
visual art, does visual art or any other art form carry more importance to
you, or is it just a time for visual things right now!

GP-O: When | began | wanted to be a writer, | wanted to write books, but
| alse wanted to be a fine artist. | began doing performance art and mail art

and so on in the 70s. The performance art with COUM became really quite

well respected; we were doing big shows in Milan and in Museums and so on.
Basically in the background was the music, | started creating audio sound-
scapes. VWhen what we were doing became acceptable to the art world, it
seemed we had proved our point. One of the points was that you didn't need
traditional training to produce something that was valid and valuable in the
art world. And so we took on something else, which was music. | never
stopped making art all the way through, | always carried on doing drawings
and collages. |t became the one thing | had that was mine. It was secret, no
one else knew about it, and no matter what else was going on, | always had
the collaging and the secret visual material to come back to that was mine.
In the '60s | really believed that every individual had what | used to call the
genius factor. | believed that without exception everyone had some skill,
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some ability to do something completely unique that was onfy &=

would add something to the world. But the education system. the

society conditions people, fundamentalism whether it be relipous
economic or tribal, the environment that you are born into conspires
erately to suppress that genius factor You are not encouraged o
marvelous skill, the thing that you see that no one else sees, that you have an
absolute right to see and to express to others, and that the world was sup-
posed to evolve by the sharing and discovery of everybody’s highest poten-
gal, | was an idealist and a utopian, and | sdll am. All the projects that |
worked on were very much about beginning without the expected skills
Withourt a record label if you were going to be a band, without being able to
play an instrument in a traditionally clever way, or if you couldn't draw per-
fectly you could use collage or some other way to create, A way for people
o create an icon of their uniqueness. That was cne of the real ideas behind
all of it was that you didn't need traditional support systems or traditional
ways of thinking or being. So with the COUM performances, apart from that
it was a personal journey of breaking taboo’s and inhibitions, | wanted to wipe
the board clean as a being and say to myself “nothing has to be accepted that
| was giver.” Not my name, not my gender, not my social class, not what I'm

expected to do for a living, | have an absolute right to choose what | want o
be, and that's how MNeil started building Genesis. He said "OK., | have this
blank concept of a being that | have the right to be, the one | wasn't tolc
about by sociery.” Let me build him or it. Throbbing Gristle was like that too,
it was very much about four people who couldn’t play their instruments, find-
ing a way with music and with sound, to actually discover something so

inevitable in terms of expression of life. So each project was very much roct-
ed in that basic ideal that if you really break everything that you've been toic
you can be. If you don't accept anyone glse’s voice in terms of what you can
be as a person, then you will start to see and find who and what you really
are. | think that looking back now, Genesis has almost been a mirror of the
way that society’s been changing over these decades. My concerns have
altered from using music as a platform to contemporary times where I'm very
naturally interested in cosmetic surgery and transgender and the manipulz-
tion of the human body itself as is the world outside, if you look at the
National Enquirer. I'm looking at it from an artist’s point of view and theoret-
ically, but in a way I'm just like everybody glse, and that's the concern of every
housewife whao's trying to decide whether or not to get breast implanzs. |
think the artist somehow takes the concerns that the psychology of their
society is obsessed with or afraid of or unable to give shape to and describe
to them, I'm trying to say that the artist ultimately is the mirrar of the soo-
ety that they're in, and I've created a mirror that changes the same way that
society does.

TEAR: Ideally, that is, the artist is the mirror of the society that they're in

GP-O: | think that's probably one of the achievements that I've mads
| think that's probably why | have the obsession with the icea of mir-
rors in the arts. Even though they're not always present in the art. the
idea of reflections and infinite reflections seems to me to be incradi-
bly powerful, especially in graphic art,




TEAR: Is there any reason in particular why you chose not to include other
forms of art (music and writing) in this retrospective book!?

GP-O: In 1995 | fell out of a window of a burning mansion in California,
escaping the fire. | landed on some concrete steps. My arm was broken in
eight places, | had broken ribs, | had a pulmenary embaolism and | was in inten-
sive care for ten days. | was lucky to be alive. | had to spend almost an entire
year just physically recovering enough to function properly. | had a whole
year to consider what to do, to sit back for the first time since | started out.
It was the firse time | had a year off. | decided to look at what | was doing
and why | was doing it. Was it from habit, or had | become a cork bobbing
on the relentless wave of my own work. | decided to sit down and start all
over again in terms of choosing what it was | wanted to do. So | asked myself
some basic questions. What always gives me pleasure? And the answer was
| always get pleasure from making art. Do | really want to keep on making
music! No, I've made 200 CDs, | don't have to ever make music again, | might
want to, but right now I'm kind of tired of it, | need a break. And so | just
went back to square one,and thought, | love words. | love writing. 5o | decide
that | am no longer obliged to do anything. | don't have to feel that because
I've always been creative and don't things in public that | have to do that ever
again. It was very liberating to suddenly say | don't have to be Genesis any-
more. Or Genesis doesn't have to make Genesis products or art. So | chose
very consciously, to return to the things that gave me joy, and that | felt had
a precision about them that was finite. That when | finished a piece of art, it
was finished. Whereas with music you finish a CD and then people hear it, it
hangs around, and you make some more, it's more of an ongoing, repeating
process. | didn't want to be part of that; | wanted to make things that were
from my point of view a clear precise statement of how | see the world and
life. Even if they're surreal and ambiguous in terms of how others view them.
That's why I've gone back to fine art, As | did this, | became aware that that's
really what |'ve done all along; I've tried to freeze moments of perception, of
the mystery of being alive. To me the music and a lot of the things that I've
done were abour sharing similarities with people. Saying “You're not alone, |
feel the same way, this is how the world makes me feel as well" and you are
the voice of like-minded people, your own sort of extended family, that’s what
the poet and the musician and so on do. But | wanted something that was
mine. So | decided in a sense to be creatively selfish and make art that was
very personal and intimate, but also exactly my sense of self. And then instead
of saying, here | am, I'm like you and I'm just speaking out loud what you're
thinking and feeling. That's where the shift was, | changed it to this is how |
am, and this is what makes me different. So instead of being just the mirror
and saying this is how your world is, reflecting it, | was actually saying here's
how my world is. but | will let you come and look. So that's the big change,
and that would be why the whole question of identity pops up again, because
I'm locking at my little world again and having to define it,

TEAR:That somehow makes me think of a concept you've mentioned before
about the heightened emphasis on individuality and uniqueness in the art
world, and how the Candy Factory went against that by creating something
that was completely collaborative
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GP-0: The Candy Factary with Eric Heist was a very specfic proses

way it is the fine art equivalent of Throbbing Gristle in the music o
Coum in the performance art world. It's dealing with different ssues

of its approach to the art world, and its exploration of the post—Warhol =fecs
on art. With the show in Franldfurt, basically what's happened is thas

to terms with existing. | think for a very long | really was erasing myse®
experience of being a consciousness in a physical body is completsly bizarre
Just the idea that we're alive arbitrarily, because two people you didn't know
in advance met and were maybe in love and you are created. Certainly after
a number of years you become conscious of yourself as an individual being.
When you're a child one day you become aware that you are here. you dis-
cover that you are an individual person and usually around the same tme
you discover that you're mortal and that one day you're going to die. From
that moment on there'’s this huge mystery about the entire process of exist-
ing. It's fascinating and it's totally bizarre. I've never really lost my shock and
surprise at the idea that I'm on this planet apparently able to manifest and
do things, meet people, It's hard enough getting used to the idea that yours
here, but also simultaneously coming to terms with the fact that you weon't
be here. | think that is one reason that ['ve always been fascinated with the
idea of collaboration, The basic human need to be connected to someone
| don't know how it is for you, but | find it hard to be connectad to reality.
Every day | wake up and | am surprised. Did that answer your question?

TEAR: Sort of, but | was more curious about how you felt about this
emphasis on individuality in the art world which ta me is very formulaic

GP-O: The art world is these days very much about careers and business
Its more like a banking phenomencon. There's two ways that it tends to
work, one Is that someone, maybe just leaving college or whatever in their
show, makes a piece of art and it receives very positive attention. It might
be that they're doing black stripes on a yellow background, or everything
that they do is just yellow and black. Because that's what people like. they
think OK, that's what worlks, that’s what gets the atrention, and they do lots
more paintings with black and yellow. Eventually they get known as the
“black and yellow person” It's a formula, but then it's repeated over and
over with very slight variations until they die. And the other way is who they
have sex with, which gallery owners they have sex with. Those are the two
basic ways that the art world works. | have no interest in doing the same
thing every day of my life, to me that’s the same thing as being dead. Why
not just go work in a factory, if all you're going to do is churn stff out you
may as well go work in a sweatshop. 5o it's a great tragedy that modern art

has become a slave to familiarity, that people want an artist to keep doing

the same thing, and that that's seen as a positive quality. | mean what art
grew from were various people’s attempts to paint or sculpt transcendental
miystical divine states. It was religious and it was about epiphanies and about
our place in the universe and our relationship with nature. Sometimes it
was schematic too, like sand drawings or Navaho maps, and it as ritualized
It wasn't even about making something that was permanent. It was a mitea
that took place for the psychic or physical healing of the tribe. It was magic
and | grew up feeling very strongly that it was supposed to be magic, it was
suppased to be about a conversation with nature and the universe It was




also a way to try and describe the indescribable. It's about the states of con-
sciousness and joy and revelation that can't be photographed or manufac-
tured. Thae to me is was art is for. A religious sacred calling, and it was as
important as any religious or spiritual belief system. To me art is the religion,
The fact that god's first quality Is creation, to me that's everything. Creativity
and the creation of something that didn't exist before is something ineffable
and incredible and unlikely, that you can share with other human beings. But
that's not what we see in the art world very often, in fact it's usually laughed
at. The art world today is so formularized and so much about cliques and
pleasing those with money. It's basically decoration.

TEAR: I'm interested in what you were saying about art being a way to
describe the indescribable, and what you believe to be the most efficient
mode of creative communication, whether it be visual art, words or music.
Many people feel that music is the most powerful form of communication
that there is.

GP-O: Well at one point | thought music would be the most efficient way
of communicating with the greatest number of people. They way that we
thought of a record was literally a record, a document, it's a multiple. 5o a
record's just as much of a piece of propaganda. Here's an opportunity to talk
to people and tell them what I'm thinking about the way the world Is, In fact
making music was almost an afterthought or very much coincidental. The
most important idea was that you could speak to a lot of people. |t was rea-
sonably democratic in that almost anyone who could get into a shop could
getit. lt wasn't limited to the Upper West Side rich people that go to the gal-
leries. WWe were hoping that we could invest something that was basically
street culture with the intent and the information that cne would normally
get from a piece of art. That was one of the things that TG was erying to
prove and | think it managed to.

TEAR: | agree, as you were talking | realized that | would not have asked
that last question to just any musician, because music today Is usually purely
about the aesthetics of sound or a sound, rather than a movement or feeling.

GP-0O: That world is very much about production value, like Mr. Potato
Head, they go “OK, we need somebody this height, male or female, this size
breasts,” basically they just manufacture these people and then they put them
over the basic template which is the ongoing "music factory” that’s going on,
and that's very much like the art world. In fact all the cultural media have
become businesses. The souls have been sucked out of most of them. And
the sad thing is that a lot of people are colluding in that, and are growing up
saying “Yes, | want to be famous and successful and rich” not | want to
change the world, | want to heal people’s souls, not | want to try and tell peo-
ple something they didn't know before.”

TEAR: Would you say this has been a recent shift in society!
GP-O: | think it's been happening at an accelerated rate since MTVY occurred,
I'm not =aying it's all MTV's faule, although | think MTV is a curse on culture.

But certainly somewhere in there | think the advent of blanket satellite tele-
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“Perfect” Polaroids, Breyer P-Orridge, 2002.

vision. mass media, global media is really the culpric That we're » the S
age where everybody can communicate with just about everybody =5e meen
people in caves in Afghanistan can use satellive phones to wik to pecple =
America, It's phenomenal and it's so completely different to any other per-
od of human history that | don't think anyone has fully understood the imph-
cations. | think television and global media are really the culprits for the dis-
illusion and destruction of serious, thoughtful and spiritual culure. To me
that's Incredibly frightening, because as we've said I've been blessed with
growing up a utopian who thought that there was no question that art was a
gift, and a blessing and a holy occupation. I'm just appalled when | see the
absolutely immoral disinterest in any kind of humanist or empathetic content
or intention with art now. Culture is in a sense the visible soul of a people.
and the visible soul of our people in the west right now is empty. The National
Enquirer, Extra, Access Haollywood, and MTV and the Grammys. That is the
soul of the people in very many ways. Even the comodification of Sept. | Ith,
into just the highest rating they've had on CNN since the Gulf War.

\We were talking earlier about why I've returned to doing Fine Art,and |
think it's partly because it's a controllable environment. The scale of global
culture now and the relentlessness of superficiality are so overwhelming and
so huge and amorphous a power, that privacy and intimacy become really rad-
ical. Everything is now about being connected, People walk down the street
talking about their private business out loud. Once upon a time they'd have
been arrested for being lunatics, walking around gesticulating and talking out
loud like that. Now it's a sign of status that you've got one of those headset
phones, and you don't need to hold it. Everything is about being available 24
hours a day and instantly answering emails and instantly that. It's all very pub-
lic; everything is about being available and having access to everything. The
web is supposedly fantastic because you can find everything and everyone s
on there, you can talk to everyone. It struck me that in-a way privacy is
taboo. People say to me “Why haven't you got a cell phone!” They're in
shock, “poor, poor baby, hasn't got a cell phone, that must be terrible.” And |
hardly even answer the phone until | know whao it is. | value my privacy and
| like to choose whom | speak to. | like to have moments where I'm with

myself. Or moments where I'm with someone one-an-one and focusing very

much on that person. | think that's something that's really worth exploring
now, unplugging from the networks, separating oneself. Mot in an aggressive
way, but just choosing very carefully who you really want to have interaction
with and reclaim the ideas of intimacy and privacy once more. And also with
that you rebuild trust, conversation, and friendship. All of those things have
somehow been eroded by fashion. Somehow fashion has almost taken con-
trol over how people behave and relate to each other. That | think is one rea-
son that I've returned to the concept of an art gallery, and the images that |
use are in a sense becoming more and more intimate. Almost as a reaction
against this whole mass-production-comadification-consumerism and the
idea that the more you sell, the more you'll make, or the more people you'll
speak to. Somehow the quantity is the value, and of course it's not. The value
is the content and the value is the trust and the value is deeply caring for and
caring about another being.

Some of the warks that I've been creating, they do touch upon the jdes
of the shamanic way of making art. Sometimes artwork is the end result of
a ritual that would be about healing or cleansing a state of mind and so on
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Which is very much in the ancient tradition of art. So in a way what | think
I'm doing is very much linked to the origins of art and the way that it
accurred rather than being about contemporary art worldviews. To me they
are the evidence of my soul search.

The book is called Painful but Fabulous.

It's almost as if the way that you perceive yourself dictates what the art-
work is, for example if I'm doing a portrait of GPO—we could argue that's
exactly what |'ve been doing for 30 years—then wherever GPO is, is the sub-
ject center of the picture. And so if I'm in a costume in the street thats the
rest of the picture, the frame is conceptual in a sense, the frame is just some-
where. And | am extended out of the canvas into this reality.

TEAR: This brings us full circle to our first question about Neil Megson.

GP-O: In this way of describing things | guess Neil Megson is still sitting
somewhere in 1965 as the artist. And the subject of the portrait is three-
dimensional and exists in time and space. That's actually an interesting
thought because then the mail art would make sense. The artwork is actual-
ly travelling through time and space. It's made here by me and then it's cast
into the mail system and it arrives in somebody else’s universe. Then it's
existing in their environment on the wall, thrown away, set on fire, but every-
one in one'’s mind is still perceiving it as the work of art. All those scenarios
between it being created and it ending up in 2 fire all of them at any frozen
moment are an artwork with that as the center. Same with performance, it's
taking what might have once been a canvas, a scene from the bible or
Bruegal's "Medieval Village” or whatever, and instead of it being painted on a
canvas, you animate it and find people and dress them in costume and drop
them out of the canvas and put them into a room or on the street. Because
you perceive them as the artwork, they still are. | think a lot of the work that
I've done has been concerned with taking what was once the content of a
painting and/or portrait and manifesting it into what we call real life. The
moment to moment experience of living, but it's actually an artwork. If you
were to take a slide of 2 COUM performance, some of them are actually so
beautiful in and of themselves that if you then made a print and framed it, it's
a painting again, A flat piece of art that could only exist because of all the
physical actions. The artworl is just 2 slice of time and space. And sometimes
it can only be documented in the memory of those present. To me one of
the really exciting aspects of performance work is that the full experience of
it is only in the minds and the memories of those present. Even if you film it
and photograph it and do all of these technological methods of documenting
it. it's not the same as being there. [t's not the same as the sense of the
smells, the sweat, the shuffling feet, the feeling of how big the room was, the
things you were thinking about when you arrived. That's all part of the per-
formance, an audience is all part of the performance in the way that they
effect the ambience of the space. So all the things that are subjectively and
secretly happening to them become integrated into the actual piece that
they're watching. Its a fascinating area of boundaries. | guess these bound-
aries really obsess me, the line between awake and asleep, the line between

alive and dead, the line between performance and daily life. Where are those

lines and arbitrary are they and if you go down, down where is the moment
where one minute becomes the next on a clock! There isn't one. Because if

|46




you go deep enough, there isn't a moment when anything changes, and yet
things change constantly. That's where | like to try and place the art, that’s
the home of what | try and make, It's a place that can’t be measured. It only
exists in that we are still alive and thinking.

TEAR: It's occurred to me, as a fan of Industrial music, and being born a few
generations too late in the game, that they way | perceive Industrial is surely
different from the way that you may have meant it 30 years ago. |s there any-
thing, some concept that you hope would withstand time and evolution?

GP-0O: Sometimes it concerns me that there appears to be ignorance among
the younger generations as to the roots of their music. For example; in the
sixties when the Rolling Stones and the Animals started trying to play blues
music, they constantly say it in interviews and made it aware that that’s what
was inspiring them. And they were all incredibly knowledgeable about the
roots of blues music and where the music of which they became a part of
came from. They played music because they loved the previous blues music,
They might go,"Yes | love Marilyn Manson and yes, | love Nine Inch Mails” but
you'd be lucky if they remembered Ministry and Skinny Puppy. A lot of them
have no idea who Throbbing Gristle were, and if you were to say to them
“Well actually | actually made it industrial music” they'll go "Yeah right” I've
had people actually say “Yeah sure The getting credit bit’s not what's impor-
tant to me, but the bit that bothers me is that they have no interest in find-
ing out about where the music came from. They don't realize that it did actu-
ally start at a specific time and it was an attempt by us, and then we found
that there were others trying to express the same feelings, at which we were
excited. We weren't threatened or felt like we were in competition, we were
like,"Good, we're not crazy!” Which is very rare in musical history, there was
a very particular moment of about two or three years where punk and indus-
trial music were invented basically. Industrial particularly, because punk is
kind of an offspring of rock n' roll. Industrial was a new approach altogether.
Then naturally, it's kind of like Jazz, it's kind of like you'd invented the idea of
Jazz. Of course there are hundreds and hundreds of ideas of what Jazz is, in
the same way that there are hundreds and hundreds of ideas about what
Industrial is. You can even argue that techno and other music have grown out
of that; there are a lot of references to it. It seems now that music is just

taken as an accessory, like a fashion accessory

TEAR: That's an interesting thing | have noticed. Especially in younger gen-
erations, people almost define themselves by the music that they listen to. In
a sense that shows just how significant music really is in our lives, but | mean
more literally, down to the clothes that they wear and the way that they talk,
that musical taste and genre is a way of life. It’s all very cookie-cutter strange

o me.

GP-0O: It's how they look, certain slang terms that they might use, it's really
quite remarkable. Somebody one day in music colleges will lock at that and
say Industrial music in particular is one of the few times when it's very clear-
ly defined in terms of when it began and how it spread out. It can be traced
very precisely because everyone was making CDs and records whereas with

the blues music, lots of those people never got recorded and are forgotren
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and lost. So | feel a bit fike that, | feel like the old blues man in Louisiana who's
lost all of his teeth and is sitting there playing when he's B5 years old.
Somebody comes along and sort of rediscovers him. And he finds out that
some big pop star's been doing one of his songs. I'll wake up one morning
and someone will knock on the door and say,"Here's a royalty check for that
song you wrote 50 years ago" But that bothers me, just to get back to the
point, it baffles me that there seems to be so little curiosity. There seems to
be no interest in genres of music and how they intertwine. People don't
seem to want to be knowledgeable; they just want entertainment or distrac-
tion. Everything is very much about distraction from the moment, and less to
do with background. There’s no passion for what music can be in terms of
expressing emotions, feelings and angst. Music and the form of the song are
very much the legacy of the storyteller. The song was developed to memo-
rize the history of the people. It was easy to remember because it had
rhymes and rhythms, and that's how the people knew their story. All the his-
tory of the world was recorded through the equipment of song and poetry.
Entertalnment was purely secondary, Somewhere along the line, musicians
had patrons that would pay them to write songs about them, just like painters
were commissioned. That's what's been lost with art and painting as well.
And that's a very hard job and a very responsible one. It requires integrity
and a moral stance, without being judgmental and it requires incredible ded-
ication. You have to give your life to it, it’s a lifetime’s work. That's not how
most people today see it, they see it as entertainment and as one of the ways
to break out of one's economic class and get rich. 5o we're losing the game,
we're losing the soul of the people. We were saying earlier that culture is the
soul of the people revealed, that's ene of the reasons. Now we have all of
these technological ways to actually “record” history, but there's a big differ-
ence between that and Shakespeare. There's something far more wonderful
about that way of recording history, and there’s something that's more to do
with the soul, and the essence of the people that we're losing if it's just com-
modity.

TEAR: Do you think it's possible for humanity to get its soul back?

GP-O: The quest for the soul! There’s a writer called James Hillman who is
actually a Jungian psychologist, his theory is that the process of being alive is
about building a soul, and that one’s responsibility to oneself is to build the
soul that you desire in your life. In the West, the materialism, greed and the
selfishness that is so rampant, so all pervading as near as I've ever seen it to
a time of true godlessness. In a way when you imagine the fundamentalists in
the Middle East, the America that they see is the America of Hollywood and
magazines, and who wouldn't think it was a godless, soulless and violently self-
ish place? The representation that is projected and transmitted out to the
rest of the world is some kind of ultimate society. It's a given that on all the
TV programs from all levels of society, even the so-called radicals, take jtasa
given that America is the best country in the world. Everybody would love
to be somewhere like America. ¥YWe might have our problems, but ultimately
the idea of America is this fabulous thing. Burt actually if the culture is the
reflection of the soul of the people then we have a really huge problem here.
And it's not that it's an American problem so much as it’s America being so
deeply entrenched in mass-media, it reveals more quickly and it amplifies itself
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much more because it controls so much, It's all summed uwp = Shngs eThe
Real World, and Behind the Music. Ve were talking befors abous proany =
all of these people have their life on camera, they revezl sveryming s0ous
their life, but with very little thought, there’s not much thoughtiulness every-
one seems to take for granted that the media are innately beneficial

TEAR: They take it for granted that | am going to be interested in watching
somebody else think, instead of trying to actually think myself, why would that
be interesting to anyone!

GP-O: It's as if people want to exist by proxy. They've gotten more and
more lazy and inert and now it's as if we never even have to exist, cause other
pecple will exist for them on television. YWhat seems to be happening is that
people are abdicating the responsibility of living. Because |iving is about think-
ing and building a soul. Perhaps that's another thing that has to do with
Genesis as a mirror, Genesis is the epitome of wanting to build a creative
soul, wanting to think,and what | believe living is for. And it can be done, you
can live a creative life, you can survive by being an artist and you can take risks
or disagree with the status quo. And it's OK, it's fun and interesting and excit-
ing to live a creative life. What reality television implies about the psycholo-
gy of the society is yet to be realized. | imagine if people look back, the
impact of reality television in terms of it being a metaphor of the state of
mind of the people would be pretty disturbing. The overriding desire of the
people in American culture seems to be that they will say, do and be anything
to be on a television screen for even a split second. For many people the ulti-
mate achievement in life would be to be on television for a minute. Thats a
profound indictment of the sterility of the Western cultural vision. How we
reclaim the quest for the Holy Grail, which is obviously wisdom and knowl-
edge, through wisdom we can actually step through time and space and be
other than trapped in a body and other than trapped in the idea of mortali-
ty. All | know is that the only language | know for dealing with the problem
and for exploring how to reinvest love into existence is creativity. | do
believe that the time has come for people to shed their defenses and shed all
the camouflage that they have quite rightly have learned to use since they
were small. And to reveal who they really are for better or worse. The
courage of exposing that you believe in something other than greed, it seems
that that's the only path that you can take, partly why the book is called Painful
but Fabulous. | think that we don't have the luxury of doing that slowly. We
have to really accelerate the process by giving ourselves up to the possibility
of being sacrificed to the Great Spirit. And that’s what art is for. The artist
is the holy foel, but is prepared to sacrifice themselves in order to save those
that they love, which ultimately can't be limited to just those that you know.
You have to ultimately have compassion for the world through the work that
you do,

First published in TEAR magazine, Summer, 2002.
Reprinted with permission.
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1968
| June, Baautiful Litter, Mell Square, Solibull.

1969

june-Movember P-Orridge periorms Kinetic Actions with EXPLODING GALAXY at Hull
University, Joins the group. During this period its nama is changed to Transmedia Exploration.

19 November, ©2001" P-Orridge performs for the fast time with Transmedia Exploration
in Liverpoal,
Movember 13 COUM Transmissions is roceived in a trance state in a car whilst P-Orridge is viss
ing with his parents in Shrewsbury, Word COUM first appears in ks and “received”
drawings that day.

Thee Fabulous Mutations, St Peter's, Anlaby, Hull. COUM sonic performance (Genesis
P-Orridgeljohn Shapeero) as part of an improvisational Hull Ysuper-group”,

Space Batween the Violins, COUM {Gene:h.i]ﬂ-u}lsmum} at Phaso Two Club, Hayward Arms,
ull.

Dead Yiolins and Degradation, COUM {Genesis/john Shapeero) at The Rourd, Hull Universicy.

1970

Whiglash Girichild, COUM music an EvettsTim Poston/Ray Harvey/Genests P-
3 el Hapdn Rabb) e e Liail, Hull ¥

Autumn, Blue Suede Mud, COUMmusic action (same fine-up as above without Tim Poston) s
Bharbell Inn, Hull,

Winter, 9% United Sacks, COUM music action (same line-up) at Albert's Jazz Club, Hull,
Winter. Broken Equipmant, COUM music uﬂ:ﬁn_{me lire-up) at Bizarre Society, Hull
nign.

1971

5 January 1971, Meil Andrew Megson changes his name by deed poll to Genesls P-Orridge.
10 January. Disintegration of Fact, COUM mruzl.;‘ ‘I"Id:IE" at Granny's Parlour Folk Club, Royal C
u
I8 April, “ON CUE" COUM music action studio session for hosted by Bob Edmands and jies
= Hawking, BB Radio Hurmberside, Hull, by
Spring. Riot Control, COUM muslc action at Gondala Club, Hull,
21 August. Fairyland Powder Puffs, COUM performance art and music actlon at Brickhouse,

September. Caves of Montalban, COUM performance art and music action at Hull Arts
Cosmosls appears in COUM first time.

11 October. Edna and the Great Surfers, COUM music action supporting Hawkwind at Se
George's Hall, Bradford.

Decembaer. Exorcism of Shit, COUM music action at Afro Club, Bradford,
1972

January. Harmeny Farm, COUM (Genesis P-Orridge/Tim Poston/Nicholas Brambin) action =
Gay Lib Stnmzatﬂ. Portobello Road, London. Gen re-encounters Derek Jarman from
Exploding Galaxy days.

January, Infra Red Bucket, COUM performance art and music actionat Hull Arts Centra, Helt
Mareh. This Machine Kills Musle, COUM music action at Mew Grange Club, Hull.

21 April. Copyright Breeches, COUM performance art at University of Kent, Canterbury
May. Prison Sell, COUM performance art |n streots of Hull for RAP (Prisoners Rights Growst
May. Festival of Might, COUM performance art action at Ferens Art Gallery, Hull

L  Tral ture used by G is P=Orridge and COUM i FITMLAEE
e agosEalc, Bea ) H e et Of P e

2 July. Mass Panic and Thee Alien Brain, COUM performance art action at Hull Arts Centre,
for Yorkshire Arts Association.

Atigust. Spartacis Defused, COUM parformance art action at Bradford Arts Festival, B

October. “Postal Exhibition,” P-Ore mail art exhibited at Midland Group Gallery, Mot
ldge ek P ¥,

13 Movemnber3 December. "Kingston-courr-Hull," Hull Arts Centre.
Conceptual art u:ftihiﬁun by P-Orridge.

1973

& January, “Ministry of Antisockal Insecurity” COUM performance art action at Ferens &
} i e Gallery, for Yorkshire ﬁrhﬁndﬂhn.

January. “Yorkshire Artists’ Collection,” Fanfare for Europe, Hull Arts Centra. COUM pe
art action as part of group show.

7 January, "The Winston Spencer Churchill” (Performance Art Super, COUM s
;::{nnnt of Fanfare for Europe, presented [n collaboration with Phﬂw&lﬂlﬁm =

“Baby Com fon,” {also known as Baby of Eu COUM performance actios
Y B trardam, Holland, for Fanfare for Europe.

anuary, “Collich S CouM action at De Lant !
1 ry; I3 w‘-lnlland. mmr ¥ n :L aren, Rotterdam,

January. “Infantile Launching” P-Orridge launches L'Ecale De L'Art Infantile mail art co
T rupi 5 Parais AE Gailery Holl s

January-February, “Hors Language,” P-Orridge mail art at Theatre de Nice, France, Group

February-March."Winter Exhibition,” Feren Hull. Gi . ol
x M‘n.":m'lm-lI_:.I'l:ﬂ: Gaﬂ:#,‘jm" roup show. P-Orridge




February. “Genasis P-Orridge, infantile,” interview by Barry Chambers for “Look North', Mationwide, BBC |, filmed in che Ferens Art Galiery, Hull
February. "Glass with Care," P-Orridge sxhibits photo work of being refused entry to Ferens Art Gallery in "ALIEN BRAIN" costume at Fereny Art Gallery, Hull
18-21 February. “Ministry of Antl Social Insecurity and Colliche,” COUM perfornmance actions at Swansen University Arts Festival
18-2| February.“Shoe String” P-Orridge mail art at Swansea University, Group show,

Spring. “Hygicne de I'art!’ P-Orridge mall art in Galerie in Parfs, France. Group shaw,
Spring. “French Letters”" P-Orridge mail art in Transcanadada Projectoires, Musée de Part mederne, Paris, France. Group show.
March."Art journals of the World" P-Orridge mall art In Augenladen Galerie, Mannhelm, Germany. Group show,
March. " The Biggles Saga” COUM performance art action for Theatre Departmant at Bretton Hall College of Education, Wakefield.
19 March.“"Copy Damentaria” COUM performance art actions with KIPFER KIDS and Robin Klassnik at Open Theatre Festival, Lowvain, Ghent, Belgium.
10 March. “The Revolutionary Spirlt” COUM with Kipper Kids and Robin Klassnik at Louvain University, Ghent, Belgium.
30 March. "Sawing Our Lady In Half", COUM performance Art actlon with tho Kipper Kids and Robin Klassnik st Louvain University, Ghent, Belgium.
April. "Littor Art Show,” P-Crridge mail srt exhibited in Neow Jersey and tour of USA. Group shaw.
April. “Art journals of the Warld,” P-Orridge mall art at Produzengalerie, West Berlin, Group show.
April. COUM receives an “Experimental Arts* award from the Arts Council of Great Bricain.
Summer. *Mix Exhibition,” P-Orridge mall art at University of Saskatchawan, Canada, exhibition later toured the USA. Group show,
| May."Baby's Coumpetition,” P-Orridge and Robin Klassnil as L'Ecole de L'Art Infancile at the May Festival, Ouford Universicy.

May."Thee Marriage of Fizzy Past and Tremble,” COUM parformance art action at Manchester Arts Fastival, Commissioned and fllmed by Granada Television.
li.Jun.g. “Snall Trall,” Gonesis P-Orridge confronts police in plastic tuba, first of
COUM performance art actions and mail art are permanent part of th

ks travelling FI
flux sculptures are part of “Fluxshos,”

legal encounters, as
u:g Group show. '

qf"Flu.uime,:' Midiand Group Gallery, Nottingham.
o Il:DI-II'EPOﬂﬂﬂﬂ-l, ', P-Orridge “Mobile Diary” and other
" Midland Group Gallery, Mottingham. Group show.
Late June. “Are Decadent,” COUM lecture by P-Crridge as Visinting artist at Reading Unbeersity Art Dopartment.

T July. “Stick Em Up" P-Drridge performs solo art acthon at the Surrey University Arts Festival, Guildford.
12 July. "Landescape Painting,” solo P-Orridge COUM performance art action at Bull Ring shopping centre, Birmingham.
4-2| July.“Terribull Twin,* COUM performance art action as part of “Fluxshoe"" P-Orrid
Yoko Ono and P-Orrdge and Tt mall art luxpioce, 81 r

“Annrowimately 4000 Holes In Blackburn Lancashire’ flux book for
Mall” at Blackburn Art Gallary, Lancashire. FLUXSHOE Group show,

July. "Everything is Nothing” COUM performance art action at Stepney El Festival, London.
20-2| August. "Landscape Painting,” COUM performance action as part of “Fluxshoe,” Vietor Musgrave Gallery and Beach, Hastings, Sussax. Group show.
August. " Art Yandals," Genesls P-Orridge and Joseph LA.Rose at Edinburgh Festlval, Demarco Gallery, Scotfand.

Late Septembar."Framed," COUM street art action In collaboration with Action Artltude from France on Portobello Road, Lendon.
October. “Flag Show,” "COUM Cosmic Seed” ﬂe:&m

received In P-Orridge visions in 1989 made into a flag by P-Orridge and Tutti for Midland

roup Galleries, Mottingham, Group show.

Oetober, “Information Dispersa,” P-Orridge mall art In group show organised by WORKS in Calgary, Canada.
November, *ActioniActitude,” P-Orridge mail art In Orleans, France, Group show,

December “Thee Lump E Found on the Pavemnent,” COUM strest art action at City University S

ts' Unlon, Lond
December. “Parties Overt”" COUM performance art action and music action at Oval House Theatre, London.

December, " Kitschimas 73" P-Orridge mail art at eon Gallery, Birmingham, Group show,
December, “Perspax Boxes,” P-Orridge mall are using dead animal

used tampons and maggots st Matienal Library, Yancouver, Canada. Group
shaw :uri.ted'}:r The Western Fr‘bnt-qi

December. “Postcards,” P-Orridge mall art at Mostly Flowers Gallery, San Francisco, California, USA. Group show.

1974

14 january, Marcel Duchamp's Mext Work (248 Meresl Duchamp's Mext W.OURK.S), COUM and WORKS at the dth International Fescival of Electronic
Music and Hixed Media, Zwarte Zaal, Ghent, Belghum. In collaboration with Paul Woadrow of W.O.R.K_S. frem Calgary.
26 January. Marcel Duchamp's Mext Work, COUM music action (with Paul Woodrow) Palals des Boaux-Arts, Brussels, Belglom.

January. “Return to Sender” P-Orridge mail art at Galleria Schema, Florence, ltaly. Groop show.

January, “Hyglane do Pare” P-Orridge mall are at Galerle La Bartosca, Goeneva, Switzertand. Group show that toured Europe and Morch Amerlca.
Januzry. " Artists’ Rubber Stamps,” P-Orridge mail art at Ecart Gallery, Geneva, Switzeriand, Group show,
january. “Rubber Seamps™ at the Institut do Penvirennement, Parls, France, P-Orridge mall art in group show that toured Europe, Morth and South America.
January. “Postal Project 74, P-Orridge mail art at La Piata, Busnos Aires, Argentina. Group show.
|anuary.“Creative Postcard Show' P-Orridge mail art ar Montivideo, Uruguay. Group show,

January, “SLUJ International,” P-Orridge mail art at Colby Junior College, Mew London, New Hampshire, USA, Group show,
February. Spaghetti Junction, Clapham ]
ar

unction and Hackney, London. A mon series of meals as transgend rfo
. with the Are and Rriiecs aditor Colin Mayior e bl ek

February. Miners” Catastrophe, COUM performance art action at Roundhouse, London.
Fabruary. "Mall Art" P-Ovridge mall art at West linods Universicy, Illinods, USA. Group shaw,
March. " Couming of Age” COUM performance art action at Oval House Theatre, London.
Week of 2T April, COUM recelves £750 as first halfl of Arts Councll of Great Britaln grant,
April. “Robin Klassndk,” ncluding P-Orridge mall art postcards at Galerle Dois, Porto, Portugal (32 recycled cards). Group shiw,
30 April. “Alien Rocks (al.a Cabaret and Alien Porno Rock),” COUM mumic action at HOWTFF Theatre Club, Landon,
18 June, "Orange and Blue,” COUM at Art Mecting Place, London.
June “Signals,” COUM at Art Mooting Place, London,

July. " Qrangn and Blue,”" COUM performance art action at Manzoni Gardens, Birmingham. Police ware callad to immestigate lic nudity but th
crowd was 50 large they could natngl‘u action, £ e .

July “COUMMusic Action,” COUM at London Film-makers’ Co-op,

£51




4 Auguse, " Airbourne Spells, Landborn Smells,” FaOrridgEhl“wd H::er,t‘:ﬁ:r:ﬁ[all]&%lllnmnuhﬁﬂm together at Brook Green, London. Police wore called te
estigate i . on .

15 August,”’4 Hours Music Action {abk.a Throbbing Gristle),” TG very first arises with its own name from COUM music actions at Art Meeting Place, London,
7 September. "Dead Babies, ¥et Rabies,” COUM street actions at Hat Fair, Covent Gardon, London,

14 Saptember. “Schlimm,” COUM at Stadfest, Rottwell, Germany. COUM "Cosmic Sead” Mlag alse exhibited, P-Orridge first meets Bridget Riley, op-artist
and they bacome friends,

15 September. Al that Glitters is not Kunst,” COUM at Stadfest, Rottwail, Germany.

October, COUM receives second half of grant from Arts Council of Great Britain, £750.
| Ocrober. “Music for Stocking Top, Swing and Staircase” COUM perfarmance art acthon as art history lecture at Gulbenkdan Hall, Royal College of Art, London.
Qctaber “Opportunity Knocks,” COUM performance art action at International Art Centre, Londan,
Octobar "Time Transfixed,” P-Orridge solo parformance art action In shop window solo action as COUM at Academy of Art, Liverpool.
3l Cctober. “Birth of Liquid Desires,” COUM performance art action and installation at Goldsmith's College of Art, London.
Movember. “Gainsborough's Biue Movie Boy,” COUM performance art action at Art Meeting Place, London. David Medalla who founded the Exploding Galaxy is there.
18 Movember. “Filth,! COUM performance art action at Art Meeting Place, London, Part of an hypersensualist party arganised by COUM.
5, 6,7, & Decomber. “Coum Music” COUM music action (with Tom Puckey and Kerry Trengove) at Oval House Theatre, London,

I3 December.“Univorsal Man in Forty-five Tasks " P-Orridge performs solo In work by Rose Garrard at the Victoria and Albert Museum, London,
opening of the exhibltion "Badybox,” |4 Decemberdé January 1975,

Becomber “Marcel Duchamp's Next Work," COUM music actlon performed and recorded at Battersea Town Hall, London,
1975

January “Pictorial History of the Warld" P-Orridge mall art at Kansas Clty Art Institute, Missourd, USA. Group show.
Janusary. “Portrait of Robin Crozier” P-Orridge in mall art group show at Sunderfand Art Centre, England,

3 February, P-Orridge starts his editorial job for CONTEMPORARY ARTISTS dictionary, with Colin Maylor, of “Spaghetti Junction” notoriety, at
St James's Press, London,

JanuaryiFabruary “Museum of Information,” COUM photo documentation of actions at Mow Reform Gallery, Aakce, Belgium, Group show,
15 February. “Omissions” COUM performance art action at New Reform Gallery, Aalst, Belgium,
17 February. ' Omissions,” COUM performance art action at KK Centrum, Antwerp, Belgium,

I8 Fobruary. “Jusqué fa bafl stal," COUM performance art action as part of "Theorie, Informatie, Praktijic*{with h Beuys: Albrecht D, and others
T i . at Stedelijl M-ﬂ:mr.pﬂhlnt. Balgium. Group Show. ¢ Jowsp e i !

February, “L'scole de 'art infantile,”” P-Orridge mail art in New Reform Gallery, Aaist, Balgium. Group show.
February “Postal Are” P-Crridge mall art at KAA Gallery, Torontn, Canada. Group shaw.
February “Postcard Show,” P-Orridge mail art at Reflection Press Gallery, Stuttgart, Garmany, Group show curated by Albrecht D,

February “Bock Are)” P-Orridge Fluxshoe book "COPYRIGHT BREECHES" (Beau Geste Pross) and other hand made mail art books in British Council show,
toured Germany. Group show.

March "A Discourse an thee Demise of British Parformanee Art Today,” COUM parformance art sction at Oval House Theatrs, Landan.
- COUM meet Sleazy Christopherson,

I7-30 March. “Couming of Youth," COUM performance art action at Melloweg, Theater Zaal, Amsterdam, Holland.
This is the first work to include Sloazy Christopherson,

5 May. "Coumdensation Mucus,” COUM performance art lecture action at Royal Callege of Art, London.
& June. “Bollocks In Thee Breere,” COUM performance art action at Art Maating Place, London.
21-18 June. “Omissions,” COUM performance art action at Kulturami, Kiel, Germany. As part of group show and childrens street theatrs festival, “Kislinie Spielinie™
July. “Studio of Lust {a.k.a. Sex une bonne idée),” COUM parformance art action with P-OrridgaiTuttiChristopherson at Muffield Gallery, Southampton.
11 August."Whip It Out, Wrap It Up, Stick It In," listed as 2 COUM performance art actlon at Hat Fair, Winchester, England.
3 September. Official date of the formation of Throbbing Gristle.

IB tember. uk ln balle Crystal,” COUM performance art acthons and installation featuring P-Orrid culpture "“WOMB"™ containi sed tampons
. o and maggots) at the ¥th Paris Biennale, Muson d‘irt maderne, Parh_!-ﬁs-.mg i

26 September. SPACE open day. COUM exhibit photo documentation of performances,
September/Octobor “Art Infarmation Center” ¥iesshal, Middelburg, Metheriands. P-Orridge mail art in group show curated by Peter van Bovaron.
October. COUM receive £900, the first half of a grant from the Arts Councll of Great Briealn,

October “¥ideo Encounter,” COUM porformance action video works included ar Galleria Clrles d'arte Moderna, Farrara, |
: {toured Europe and South America). Growp show, = i

Qctober/Movember n “15t International Posteard Show,” P-Orridge mail art st Loeb Centre, Mew Yark, USA_ Group show.

1l November, P-Crridge interviewsd by the Post Office | on Division police and charged with sending “indecent” maill, le. erotical
bty o altered souvenir posteards gr"nf.ll CQuean, Ko r

1976

21 January, “Rectum as | Space,” COUM performance art action at Architectural Asseciation, London, as part of the ‘Real Space Conference’
e it {with Daniel Buren, Garmana Calant and others), Groug Show, | Se ot

17 February. "Death of Liquid Desires (a.k.a. Death of Liquid),” P-Orridge solo action as COUM at Hatfield Polytechnic.

14, 15 Pebruary. "Towards Thee Crystal Bowd,” of "Arte Ig‘m G;ﬁl 1960-T6," exhibition hold at the Palazze Reale, Milan, COUMS performances sake
placa in the central octagon of the Galleria Vittoric Emmanuele, Performance art Group Show with Gilbert and George, Stuart Brisley,

15 February. "Mald on a Bed of Lies" invitation only COUM performance art action at Galleria Bargona, Milan,
5§ April."G.RO.v G. P-0," prosecution of P-Orvidge for “indecont collaged Queen postcards” {sco pags 190 of chis book) Highbury Comner Magistrates Court, Londas
Octaber. “Photos of Actions 1973-1974," COUM axhibition of performance art photos at Galeria Akumulatory 2 {SZ5P), Poznan, ul, Twierzyniecka 7., Poland.

18-26 October."PROSTITUTION" COUM retrospactive exhibition of press. cuttings; objects made for actions; costurmes; scul mrméTunJ": gpuﬂnm -
ROMANA™ serles of used on," ICA, London. Supported e

in porno magazines and P-Orridges T, ?AX tampo ras. T at apening party of "Prostit
i I.E_E.{t-kt. holsaa), Massive media frenzy and uJﬂ’:i‘ﬂuﬂ Quarﬁ?m in Parfisent More police visic,

Movember. " Cease to Exist no. |," COUM performance art action at Marianne Deson Gallery, Chicago, USA. Curated by Kit Schwarts,
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i
Movember, “Cease to Exist nos. 1 and 1" COUM performance art action at MAME Gallery, Chicago, USA.
1 ¥
i Tuesduy 13 Movember, “Ceaso to Exist no, 4%, COUM performance art action at LAICA, Los Angeles, USA.
1
i 14 Movember, “Cease to Exist no, 5" COUM at IDEA Gallery, Santa Monica, California, USA. Also performances at the Guif Museum, Portland, Cregon,
1 USA, and the Great Building Crack-Up Gallery, New York, USA.
1 Movemnber. “Mazl Love and Gary Gilmore Memorlal Soclety,” COUM phato action. Tutti, P-Orridge and Mante Cazazza at Shattock Studio, Berkeley,
; USA, P-Orridge tater turns the pictures into postcards, and T-Shirts for BEOY. The pelice investigate again. More media scandal.
i Decembar, “"After Cease to Exist,” COUM performance actinn at Goldsmith's Colfege, London,
¥ December,'COUM’, Reflection Press Gallery, Stutsgart, Germany, COUM documentation and P-Orridge mall art in exhibition curated by Albrecht D,
i December “Paper and pencil,’ P-Orridge mail art at Museum of Modern Art, Bogota, Colombla. Group shisw,
] December “Last Corraspandance Show,” P-Orridge mall art at California Seate University, Sacramento, LISA. Group show.
L}
. 1977
1 March, “Gary Glimore Mamarial Soclety,” COUM postcard designed by Tutti, Cazazza and P-Orridge and T-shirt of same jm sold at BOY from o i, 2
Shﬂ:s! designed a:? nmnmed I:'re?a er cmuﬁummmﬁﬁ wlnggw displays are ssized by the‘enlim and end up in tiic?'ﬁl.:k Hl.lﬂum",'FShdrpi;“ o
1 cause scandal in press, “Sickly P-Orridge.”
: 9 July. “Genatic Fear," COUM performance action at ACME Gallery, London,
October “Image Bank Posteard Show," COUM contribute posteard fanturing. picture from “Rectum As Inner Space’ acthon.
'
' 1978
11-25 January, “COUM;" exhibition of photos of actions at Galerie S:t, Petr] Archive of Experimental and Marginal Are, Lund, Sweden,
L] 1l <17 May. “COUM Transmissions: 5 f¥ictory 1973-77," Acelior Milchserasse, Freiburg, G « Exhibitlon of P-Orridge’s queen posteard
N Apr Ll srissions “mum:.ll-:':: mllages'and Clt?}rljﬂ phota dn»:‘.umam;ﬁmm“r dpe's qu P
1 May. “Scenes of Victory,” Antwerp University, Belgium. Last solo COUM performance action by P-Orridge. 5o physically demanding intense he becomes |
seriously ill after contracting blood poisondng,
5 1979
August. "Hayward Annual 1979" P-Orridge axhibits thres bod:sGﬂl' m:III: art ::ddn:“rrﬁpondanﬂ by Shkot Armst, Monte Cazazza, and Al Ackerman .
3 roup show, London, |
i | 980-1994
Geniesls P-Orridge works full time s vocalise and musician kn Throbbing Gristle, and later Psychic TV, He continued ta make new art, sigils and collages in private.
1994
January “Genasis P-Orridge E&DTEHRDNST-—RQWEEH& I]GI‘:Hume'snnmErlw n‘:‘lﬂq coltages, photo docamentation with a lecturs at
: ery, Dan Diego,
1995
July “GENESIS P-ORRIDGE-WORKS," new axpanded polaroids and collages at SERFOZO Artadventures, Zurich, Switreriand,
1998
December '@ MOMENTA." new collage using expanded polaraids, “Flowers” show at MOMENTA Art, Brooklyn, Mew York, U.5.A.
1999

June “Sigils and Expanded Polaroids,” new works at CLAYTOM Gallery, New York Cicy, LLS.A,

e "The Second Annual Pertrait Show," new transgender collages and sxpanded polaroids by P-Orridge at JORGENSOMN Gallery,
} Ei Te ek City, DS A Group Sheve grat ) "

April “FROM ATO B (AND BACK AGAIN)," photographs of “Snail trall! Fluxshoe action by P-Orridge at ROYAL COLLEGE Of ART Gatlerins,
Londan, England. Group Show.,
2000

Decemnbar *Death Race 2000, new works "Tongue Kiss” sculpture of wolves by F‘-Drrid% and “DMNA" collage shown by P-Orridge at
THREAD Wﬁﬁﬁﬂ SPACE, Broadway, Mew Yark, LL5.A. Group Show,

July #*Team Gallery Group Show, new sculpture with with Eric Heist shown at TEAM Gallery, Chelsea, Mew York City, US.A. . Group Show.

june “OVERCOAT EXHIBITION ACTION," new sonle plece and sigil collage shown in Berlin, Hamburg, Hanover, New York City, Touring exthibition inside
Jesse Bercowetz’s actual overcoat. Group Show,

June “VOLUME ... P5.1," new sound piece “THEE HOWLER" Instaliecd at P51 Contemporary Art Center, Mew York City, US.A. Group Show.
April “From Scratch. new sculpture (with Erie Helst ) at Fashion Institute Of Technology, Mew York City, U.5.A. Group show,
February “Live In Your Head" documentation of COUM actions, at WHITECHAPEL Art Gallery, Landon,. Group. Show.

2001

Februsry “CANDY FACTORY"™ (with Erbe Heist), sugar paintings, sculptures, expanded polarcids and multiples at TEAM Gallery, Chelsea, NMew York City, LLS.A.
April “CANDY FACTORY" | as above with Eric Hebst), at Centre Of Attention, London, England,
wne “EXPANDED PHOTOGRAPHS 1970-2001," sigils, coll ,sculptures, and sxpanded polaroids at ECART Gallery, Art 31 Basel, Swelzer
Joow !"ﬂm:lr:"“_ Eel?kwimar .. o Qi ’

June “THE LP SHOW," graphic design for albums shown at EXIT ART Gallery, Broadway, New York, US.A. Touring Group Show,

2002

February "EXPANDED PHOTOGRAPHS," new works, sculptu axpanded roids, sigils (collaborating with Miss Jackie Breyer P-Orrl At
HKunstierhaus Mn:r'e'wnu':nn,. midgol.'ramﬁ. FEmIEfcm-t. Gtm%. A i dge)
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JEE EX-DREAM ¥

|. Most COUM Transmissions originated in dreams. Daydreams,
sleep dreams, and sometimes spontaneous trance-like fantasies or
dream extrapolations. | fervently believed COUM Transmissions
actions should all ways strive to be completely arbitrary, whilst
maintaining their original dream characteristic: to be an impro-
vised primal exploration; a self-confrontational outpouring; an
intersection of taboo; and a spontaneous physical, emotional, and
later on sexual, manifestation teetering on the very edge of instruc-
tional disintegration and absurd meaninglessness.

So it was, that the declared policy during all COUM Transmissions
actions in the years |1969-76 was to refuse to arrange any planned,
formal or in any manner preconsidered documentation that could
function to compromise the “source dream” that so often inspired
the actions. Our intention was to thereby engineer a unique and
highly deliberated, pro-subjective, experiential exchange, integrat-
ed with an equally pro-subjective, “sight-specific,” perceptual
exchange, between “transmediator” and viewer.

What | personally really wished to do was to reach and decontrol
the “object of desire,” in at least this one of its many potential
senses, by the tradition of gratuitous documentary diffusion.

This was primarily achieved in terms of the post-action long time
frame;: that is, in the photographic traces remaining after the event
that had been created by this conscious strategy of universal inclu-
sivity of participation in the active medium of “memory” by those
we can literally label “passers-bleye".

| imagined, that by means of this expansive application of what
might easily be defined as another aspect of random chance, a cer-
tain fundamental sacrilege of the two-dimensional medium would
ensue; so powerfully charged by a raw celebration of the inexpert
that it would engulf, vioclate and evade the previous object com-
modification process within the existing art world and the
entrenched and tyrannizing art gallery system.

This approach seemed, at the time, to be in immediate and positive con-
tradiction to the then fashionable “art market’" norm and its implicit cre-
ative dilemma of concretion, coupled incestuously with its co-conspirator,
formularisation. Furthermore, | wished to completely degrade and subvert




atits source the innate, and appallingly inevitable, hierarchy and the
self-proclaimed expertise, of opinionated and talentless critics;
smug and profiteering dealers; and their self-serving participation
in matters of “Art,” by directly confronting and circumventing what
| saw as an obsolete over emphasis on that contrived and mundane
banality grossly labeled “art historical context™!

Any project at that time that was inclusive of organised perfect
photos, predictable serial documentation and limited edition prints
that were created to be saleable in and of themselves had absolute-
ly no place in our purist perceptual scheme of things. Indeed, | for
one was convinced that they would be intrusive hindrances and dis-
tractions from the desired goal of absolutely no separation
between the intuitive metaphors created in time and space by the
performers and the nervous systems and senses of those observing.
We were developing a new, spontaneous and magickal, universal
language too delicate to survive establishment contrivance.

The fact that Coum Transmissions were consistently perceived as
authentic, instead of merely emptily posturing to suit the current
mode of generating vacuous neo-credibility like most of our con-
temporaries, was both a discriminating conceit, and a conscious
but elegant friction, within and without the established critical
mores of that particular epoch.

Many artists colonising the idea of 'T0s “performance art” and its
declared concerns with investigations of "life-as-art"” and “body-as-
art” made the appropriate specious loud noises; publicly protest-
ing that the unfolding in real time of their action or performance in
and of itself was clearly for them the work in its entirety. (They still
do!) Privately however, they brazenly revealed their all-pervading
hypocrisy and old-fashioned “artworid” careerism. Over and over
again suffering a concealed, pitiful, aesthetic anguish as they labori-
ously choreographed their “performances” in collaboration with
highly paid art photographers in order to give themselves the best
possible photo-documentation.

Such counterfeit “art performances,” “actions,” “happenings” and specta-
cles were trumpeted with great polemic and pompousness by their per-
petrators in journals and catalogues as contemporary avant-garde evolu-
tions. Then they were validated based upon the assertion that they were
ideologically divorced from, and devoid of any respect or regard for, any
relationship with “art world™ capitalism.

Ah yes! this was "art" irrevocably freed at last of absolutely any ves-
tigial consideration whatsoever, implicit or otherwise, of commer-
cial commedification.

Thus, then, was this transient, but fashionable, stance of self-serv-
ing denial actually seized upon quite ruthlessly as yet another
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shamelessly self-promoting and success oriented opportunity for
the promulgation of expensive, museum directed collectibles. And
with it came a synthetic alliance of “nihilist” artists with trendy col-
laborating photographers, ensuring very commercial series of
beautiful photo prints and graphic editions for their dealers
cropped and stylish promotional illustrations for prestigious mag-
azines and catalogues (later on this would grow to include seminal
books, texts and indispensable critical appreciations).

Even formal, retrospective, gallery exhibitions of the highly prized
and highly priced photos themselves as conceptually validated art-
works in themselves became an established and establishment sig-
nal of co-option that continues to this day in direct contradiction to
any original, albeit fabricated, intent.

All this Astorical preamble is essential to a deeper appreciation of
the unique integrity of the original sources of the pictures con-
tained within this book; of the importance of the seminal process
which they implicitly represent; and of the ironic retrospective
commentary which they now invoke. This approach could perhaps
be defined most completely as a new medium of “Nostalgic
Precision."

All the photographs in this book of COUM Transmissions actions
were taken by strangers who chose for themselves what moments;
what images; what details; even what traces remaining afterwards
to record. This they did for their own arbitrary reasons regardless
of any personal expectation by COUM as to what might have been
significant in terms of their aesthetic progress. COUM might think

a particular image created was unique and intensely graphic later
to discover it had been ignored or overlooked by the passers-by
that happened to take photographs.

So it was completely unknown people, who happened to have cam-
eras with them by chance or by independent choice, who were the
first means of refusing control over what was recorded.

Then, of this already small group of people, it was only those who,
of their own volition, happened to take the time to find out for
themselves the COUM mailing address somehow and then actually
bother to expend the time, trouble and expense of actually sending
their pictures to COUM who became the second means of refusal
of control over what was recorded.

Allowing this arbitrary interaction to choose the material of the
means of perception was, and probably still is, unique.

| think it is ex-dreamly important to constantly remember that all
the photographs contained in this book were originally sent in the
post by person or persons unknown. By the “Passer-Bleye.”




Upon receipt of these occasional unsolicited reminiscences, a peri-
od of assimilation by my SELF of the materials donated would
ensue, Often they would be pinned on the wall near my desk, and
near my bed so that they were eventually burned into my retina
and memory by repetitious viewing and peripheral viewing until
they would, once more, enter the content of my sleeping, waking,
and other dreams. After due contemplation and familiarisation a
concomitant technique of laborious excision of detail from the ini-
tial photographs would ensue.

This “ex-cising” might take the form of re-photographing the
received prints, or specific significant sections of them, in my own
darkroom in a converted kitchen within my home. It might take the
form of collaging various elements, exploring telling collisions and
shockingly remarkable, undreamed of, intersections.

This re-manufacturing of graphic images of “time-transfixed,” of
“frozen momeants,” | perceived as a concurrent epilogue to the
original action. The effect being very much like re-visiting an hallu-
cinatory dream whilst possessed of an ability to make the very mat-
ter of that dream malleable and re-definable.

This epilogue stage of an action in turn allowed me to “fix" both
chemically in the tray, and visually in the refined content of the
resultant photographic image, the distilled essence of my original
intention, or “dream,” as it had become clear through this retro-
spective act of illumination.

Through everything transmission and reception governed both the
private source, dreams, that became actions; the actions them-
selves as they unraveled in public; and the accumulation of the doc-
umentary epilogue of both.

In all three of these stages | found my role far more mediumistic,
therefore, than artistic or intellectual. | was clearly far more a ves-
sel for manifestation.

| had become a mediator between “dream” and a more and more
disheveled construct of consensus compromise, commonly misla-
beled *“reality.”

Even if a COUM action was transmitted by one biological male, in
description it might often refer to both a male aspect and a female
aspect. As in many COUM actions this “shadow female” is always
present as an equal and coumplimentary aspect ov thee transme-
diator. Coumtimes my SELF would literally slip back and forth
between both persona’s using costume and body language as signals
ov this hermaphroditic process. Coumtimes a second transmedia-
tor, a biological female, would similtaneously explore thee “shadow
female.” Thee “shadow male” would becoum apparently solid when

activated and, in a sense, thereby was perceived intellectually by
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thee viewer as a physical “reality.’ In thee same way & my SELF
switched over to thee “shadow female” persona, this activation oo

would assume an apparent corporeality. Both are all ways present
at all times. Thee aspiration or goal would be an hermaphroditic
ascendancy.This mutation would seem to be more and maore clear-
ly inevitable and absolutely necessary as thee point ov retrospec-
tive perception is more clearly defined and localised.

Dear reader: Please be aware that all stories, descriptions, and
propositions contained within this book are parables and
metaphors. After all, none of this could possibly be true, could it ?

Read, mark, earn, and inwardly divest!

"Towards Thee Crystal Bowl," Milan, 1976.







"Signals,” 1974,
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“Afrer Cease to Exist #4." Los Angeles, 1976.
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GENESIS
P-ORRIDGE
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Genesie P-Orridge hos hod meervews, articles, dad esseys published i over 2,000 magazines end
onthofogles frem 19621998, At this trme It is impossible to lisf off those publicotions here,
For those readers who wish ta research further, sventivafly on icreasngly fulf cotdlogue will be
deceasihife via the wabsie:

www.genesisp-orridge.com
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Genesiz P-Orridge, or thor have significant saotions by or obout him and fils works;

BOOKS BY GENESIS P-ORRIDGE

SUBVERS/GEMESIS P-ORRIDGE Special Edition-limited edition
concrete poetry and experimental writing publication G. P-O issue
consisting of 3 large fold-out posters covered in poems and
drawings presented in vinyl wrapping with inserts.
Published by Hans Clavin, Subvers, ljmuden, Netherlands 1972,

CONTEMPORARY ARTISTS-Seminal 1000 page “dictionary”
and catalogue of primarily 20th Century artists.
Co-edited by G. P-Orridge and Colin Maylor.
Published by St. jJames/Macmillans, London and New York, 1977,

THEE GREY BOOK-the original theories and writings of "Thee
Temple Ov Psychick Youth" including sigilisation that generated
the central magickal and philosophical system that became a
world-wide occultural and creative collaboration phenomenon.
First published by Temple Press, London, England 1983,

THEE BLACK BOOK: SIGILS-Basic manual on the methods and
practices of T.O.P.Y. sigilisation and directed orgasm.
Published by Temple Press, London, England, | 984.

PSYCHIC TV: LYRICS AND HISTORY-Compilation of song lyrics
of G.P-O and a short astory of PTV.
Published in English/ltalian by Muovi Equilibri, Viterbo, ltaly, | 990,

THEE PSYCHICK BIBLE-Collected PTV sleeve notes, essays,
T.O.P.Y. texts and art, socio-political and philosophical commen-
taries and other "cultural engineering” writings by G. P-O from

the |980s (with illustrations). Edited by Joe Rapoza.
Published by Alecto Enterprises, San Francisco, U.5.A. 1994.

ESOTERRORIST-Selected Essays and images of occultural consid-
erations and fictional explorations. Edited by Tom Hallewell.
First published by OV Press, Denver, | 989. Definitive 4th edition
with blurb by Timothy Leary and others.

Published by MEDIAKAOS, San Francisco, U.S.A. 1994,

TO BE EX-DREAM-Hand made collection of G.P-O COUM state-
ments and images with red velvet and gold cover. Wrapped in
vinyl. Published by L'Art Penultieme, Le Havre, France, 1997,

S/HE IS HER/E-Delicate, hand-made, limited edition anthology of
poems and lyrical improvisations based upon works written as the
voice of language and sound project Thee Majesty.
Published by New Way On Press, Kathmandu, Mepal 2000.

GPO v G.P-O-Monograph detailing the court case brought against
Genesis P-Orridge in 1975 by the authorities in the U.K. to prose-
cute and suppress his mail art series of erotic/satirical
alterations of souvenir Queen postcards.

First published by John Armleder's ECART Gallery, Geneva,
Switzerland, | 976. Reprinted as a Limited Edition collectors
“bootleg" edition by Art Metropole, Toronto, Canada, 2001.
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BOOKS INCLUDING TEXTS/ESSAYS BY OR ON GENESIS P-ORRIDGE

RE/SEARCH: WILLIAM 5. BURROUGHS/BRION GYSIN/THROBBING GRISTLE-includes contributions by G.P-O for
Burroughs and Gysin sections as well as a complete section on the project that invented
the term Industrial Music, TG which he co-founded in 1975. Edited by Vale.
Published by Re/Search, San Francisco, U.S.A. | 982,

THE FINAL ACADEMY DOCUMENTS: STATEMENTS OF A KIND-catalogue of the multi-media events
of the same name celebrating Gysin/Burroughs and the Beats profound influence conceived by G. P-O
and co-organised with David Dawson and Roger Ely.

Published by The Final Academy, London, England, 1982,

RE/SEARCH: INDUSTRIAL CULTURE HANDBOOK-Anthology including Genesis P-Orridge;
Monte Cazazza; Z'Ev; SRL and others. Exploring the Industrial Culture genre as it began. Edited by Vale.
Published by Re/Search, San Francisco, U.S.A, 983,

DECODER HANDBUCH-Book accompanying cult German post-beatnik corporate satire film Decoder, with essays on
control, muzak and cultural indoctrination. Edited by Klaus Maeck/Velker Schafer/Genesis P-Orridge/Muscha.
Published by Trikont, Duisburg, Germany, 1984,

TAPE DELAY-By Charles Meal. Includes long astorical interview with Genesis P-Orridge about Throbbing Gristle.
Published by SAF Books, London, England, 1987.

RE/SEARCH: MODERN PRIMITIVES-Includes long interview section bylon Genesis P-Orridge. Edited by Vale,
Published by Re/Search, San Francisco, U.5.A., 1989,

BLISSED OUT:THE RAPTURES OF ROCK-By Simon Reynolds, Includes interview with Genesis P-Orridge.
Published by Serpent's Tail Press, London, England, 1990.

RAPID EYE:VOLUME ONE-Includes essay by G.P-O on Brion Gysin "HIS NAME WAS MASTER" and 90 page biography
on G.P-O by Simon Dwyer “FROM ATAVISM TO ZYKLON B...” Edited by Simon Dwyer.
Published by Rapid Eye, Brighton, England 1989. Re-published by Creation Books, London, England 1993.

RAPID EYE:VOLUME TWO-Includes essay by G.P-O, “Behavioural Cut-Ups and Magick." Edited by Simon Dwyer.
Published by Creation Books, London, England, 1992.

RATIO:3-TRANSMEDIATORS-Z'Ev/Andrew MacKenzie/Genesis P-Orridge edition. Conceptual art and literary texts.
G.P-O section is a collection of his COUM statemeants from the 70%. Edited by Paul Cecil.
Published by Temple Press, Brighton, England, 1992,

THE WILD PALMS READER-Companion book to the Oliver Stone sci-fi TV mini-series. Genesis P-Orridge wrote all the
fictional texts attributed to a key character, Senator Kreuzer. Edited by Roger Trilling and Stuart Sweezey.
Published by St. Martins Press, New York, U.5.A., 1992,

FLICKERS OF THE DREAMACHINE-Anthology of writings about Brion Gysin and his Dreamachine.
Includes 2 texts by G. P-O. Edited by Paul Cecil.
Published by Codex Books, Brighton, England, 1996,

MNAKED LENS: BEAT CINEMA-Includes a full chapter by G.P-O on his involvement with the rescue and restoration of
rare Beat films by Burroughs/Gysin/Balch and the story of his concept of The Final Academy, Edited by Jack Sergeant.
Published by Creation Books, London, England, 1997.

WRECKERS OF CIVILIZATION: THE STORY OF COUM TRANSMISSIONS AND THROBBING GRISTLE-Seminal
monograph about the creative vision of COUM Transmissions, by Genesis P-Orridge and its notorious
unfolding later with collaborators Chris Carter; Cosey Fanni Tutti; Peter Christopherson. And the story of their
follow up musical project TG and the controversial activities resulting from these globally influential and modern per-
formance art and Industrial music conceptions. Written by Simon Ford,

Published by Black Dog Press, London, England, 1999.

PAINFUL BUT FABULOUS THE LIVES AND ART OF GENESIS P-ORRIDGE...
to be continued...all ways...




=2 2A - A
IYDAK TMY 5053 KODAK TW

———— |

WrassAs ThRW E”nES




FAB <za KINKY

1....‘.1-:1'.

=]
-
o
b=
ras
@)
]
o
2
=
20
1
U
o
™
a
=t
i
o
o
&
i
i

i COUM < 02 s







Affectionate Remembrance
of

BRIAN JONES

born 28th fe

bruarylng
mﬂdjrdJuWIQGQ

at Hartfield i‘.ﬁ




. T . S . e —— T —










GENESIS
P-ORRIDGE
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DISCOGRAPHY JUST DRIFTINGBREAK THROUGH T Srigle of “FORCE" LP

THEMES OME Ambient LP Frae with firs 5000 copies.
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PSYCHIC TV on TEMPLE RECORDS
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TOFY 009 GOOSTAR T Singhe
TP 009 GODSTAR 12" AcDie
TORYS 009 GODSTAR T FwinPak
TOFYH 009 GODSTAR 12" Singla
TOPY 010 MOLTH OF THE NIGHT LB
TOPIC OIE MIOUTH OF THE MIGHT LP FcDisc
TORYT 010 MOLITH OF THE MIGHT Cassetss
TORY 012 HASHASHING Anibisns LP
TORY 014 LIVE IN PARIS LP
TORY 015 LIVE S TOKYD LP
TIOFY 016 LIVE IN GLASGER LP
TOAY 017 PAGAN DY LP
TOFY 018 LIVE IN HEAVEN LP
TORY 019 THEMES 3 1P
TP (120 LIVE [ BREGENZ LP
TORY 02000 LIVE N BREGENZ €0
TOPY 022 MAGICK DEFENDS ITSELF 12 Sigle
TORY 023 GOODVIBRATIONS 7° Single
TORYT 023 GOODVERATICNS |2 Single
TORYD 023 GOODVIBRATIONS 77 Twin Bk
TOFY 023 P GOODVIBRATIONS 7' + Postar
TORY (26 LIVE 1M REYKLAMIE LP
TOPY 027 LIVE EN SUKSELP
TORY (28 LIVE IN TORONTOD LP
TOPY 029 LIVE N GOTTINGEN LP
TOPY D30 TEMPORARY TEMALE LIVE LP

TOPFY 032 THEETELLOWY ALBLIM LP gl “PSYCHEDEICVIOLEMNCE




TOPY 033 CRNNEBAR PORCELAIM LP TLRMING SHRINES (FRED of PTV) TOFY OTTTRIBAL 12 Inch Re-MMixem (band withou GR-0)

TOFY 034 CD MOLUTH QF THE NIGHT CD SR9332 KOMDOLE Pars 1283 G0

TOPY 005 AL EGORY & SELF LP Fic. Dhsc Qiriginal "KOMDOLE” Ambsers Music with esra 13 minuee Section

TOFY 036 LVE MARDI GRAS LP WWEFA 5P DECODER Rim Sounderack €0 PTV & others

TRIFY BEY TLINE IN {TLIRN ONTHE ACD HOUSE) 4 % Rambes 12" Single DD 9041 TEMPORARY TEMPLEIATOMAL LVECD

TOPY 038 ALLEGORY & SELF LP CLED 65082 HEX, SEX, - THEE SPGLES (Vol 1) CD Comp

TOPY D39 TEEMNO ACID BEAT LP CLED 551 B2 GODSTAR, - THEE SINGLES (Wal2) CD Comp

TOPY 040 JOF 12" Single CLEC) 984671 PRGAMN DAY (erms Tracks) CD

TOFYCD 04 TEXNO ACID BEAT CD DOSSIER DD 904 | TEMPORARY TEMPLE & ATC#IAL CD) Gerasis P-Oirricps & Pacte ™8

TOFY D2 LVE AT CIRCLE LP S5FP23 Live in Paris. CD: G.R ORRIDGE & PSYCHIC TV B-8-86 Sordide Sentrmenc bt

TOFY Ot FUUCKPERIENICEDR 12 Single CARESSE & SICKMOB(FRED WECR. | P66, Force the Hand of Chance, PSYCHIC TV |apaness impor:
LK Risch, Manbsste Seres. {Bootleg)

TOPY (445 RLUXPERIENCEDY T Single CARESSE B SHCRMOBFRED)

Peychie TV - O PCVWERLA Pagan Dis- Concers | 983, "Made in England” (B

TOFY 045 LIVE AT THE RITZ LP

DD 9073 "BREATHE" Genesis P-Cirridge, Larry Thrasher, Lise spolen-wers

TOM 048 KDNDOLE LP Parformance highlights 1994 (D Dossier Records,

TR MACD ¥OMDOLE CD TTCD 013 "PEAK. HOUR”. CO PSYCHIC TV Tin Tory label

TOFY AT LIVE AT FYRAMID LP CLEC 9601-1 THEMES PART | LIMITED EDITION OF |,000 (NOTE£9 IS IMPRRTED O
vl case) CD 1995 RESSUE "ORIGINALLY RELEASED | 981", PSYCHICTS
TOMC 04T LIVEAT FYRAMID LP Pu.Diec

CLEC 949120 ALLEGORY AND SELF - THEE STARLIT MIRE CD PSTCHIC TS

TOPY D8 LOVE-WIRNRRICT | T Single

5500 001 DESCENDIMG €I Live in ROUBN France PEYCHICTY

TOPY D4ET LOVE-WAR-RICT 10 Singa

CER2DCD Themeas Part 24, Prayer for Dersk jarrman C0 Thermes and sounderssia for S
Jrman Fim and wideos. Made in England, Cofd Spring records 1997 PSYCHICTS

TORY (49 TOWVARDSE THEE INFIMITE BEAT LP

TOPY 04900 TOWARDS THE INFIRITE BEAT CD SRCCW 01 LIETEM TODAY COViden (PALTTSC)

TOF 050 JETARE 127 Single WVIDCD 001 ULTRADRLAG CD Ae-EditedRe-rhodMew Trada

M verson of LICTRAHOLUSE

TOFY 051D§ BEYOMD THEE INRMITE BEAT Zul2" Srgles DI REMIXES of FTV

COTGI4 GRIEF CD Boodag of inkngrwm arigin “Made in Ergland™

TOFY 051C0 BEYOMND THEE INFINITE BEAT CD» B REMINES of FTV

WIDCD 005 SIREME CD of Trance/Dance: RieMices

TOPY 056 LCWATER 7 Sigle

3BZL D 01 DREAMS LESS SWEET CD

TOFY OSET LEVWATER 12 Srgle

SYARD 00 ELIPSE O FLOWVERS CD

TOPY 052C0 BERLINWWALLVOL | LIWVECD

SEARD 002 TAROT O ABOMIMATION CD

TOPY 05300 BERLINWWALLVOLZ LVE CD

SYARD 033 STAINED BY DEAD HORSES CD

DCD 3044 MEIN'G DT TINYGEN LIVE CD

STARD 04 MOUTH CVTHEE KNIGHT CD

TOPY D59C0 DIRECTION OV TRAVEL CD ZEV & MEGSOMN

SYARD 005 SUGARMORPHOSES CD

WIAKICD 71 TCD LULTRAHOLISE CD

SYARD 005 COLD DARK MATTER CD

CERCDAT Ware fou Ever Bulied at School. . . Do'ou YWant Revenge? CD

CLEQ 9645 “TRIP RESET™ CD-and thes ANGELS O LIGHT

IRS 590 274 587 CO 0| | Direarres Less Sweet CD) Peychic TV Some Biarre Led

CLEG MO0 D BUUETORCH™ CO PSYCHICTY remie CD

VAT SRS ULTRAMOUSE THE 177 MIMES CD abo sued 25 12"Viny
TOEYE Lve in NYC Mov 1983, Limied Editon of 123 copees: Uniibelad black s
wrapped In lather witl string ard mesnl key fob-type latch mochanmm Susc T

SBECDO26 Foroe che Hand of Chance Enhanced CI0YWWith Videos Terminus Video

CLEC %595-I Forcs The Hand OFf Clurce CD Cleopstra Label, (195

GENESIS P-ORRIDGE - SPOKEN VWORD:

ACID 001 CD JACK THE TAB CD PSYCHIC TV (a5 “various) also issund asimd LP

WVAXID BIZ8 HIGH JACK CD ER {as "various”)
GEMNESS P-ORRIDGE and PSYCHIC TV featuiring LARRY THRASHER

WIAXED 7127 TEKMNO ACKD BEAT and |ACK THETAB Doubls CD- 29
“Various”} Laver issued by TWT 2 TWO CDA

AHOLLOW COST CagaVICD 003 Spoken WordiAmbiert LD GPOLTHRESES
Peleied orVTRIDRARY RECORDS ﬁ'ﬂl‘.l.ld; Cherry Rod n UK. Cover of GRD me
10 diflerent to LIS Redease an indsible. Track Ssong identical 2 LIS ke on i

TEPY 088 PEAK HOAR CO ( Bard withoir GP-O)



BiH0-pr CO A HOLLOWY Q05T €D Geneis PAOrridps and Peydhic TV femnurng Laerry Thrashes
Fade in Carads: Labgl & INVEELE

A HOLLOWY COST Cagh BNV 040 Spoken Wwbed! &rmbient CD G PO THRASHER
Rabssnd 995 imvisible Records in LSS Cover says Ganesis P-=Chrridge and PSYCHIC TV e
It ks oficaky SPLINTER TEST

BREATHE CamiDCD9073 Spoken Werd'Ambient LIVE CD Recorded atVWORY
Hal, Bugene Ciregan LEA, 1954,

ET STOCKHOLUM CasPSYCHEC 001 Spoken WordiAmbient C0 GPOMHITE STAING
GENESES P-ORRIDGE and SPURTER TEST featuring LARFY THRASHER

THEE FRACTURED GARDEN CD GENESI PLORRIDGE & SPLNTER TEST
Spoken Yord! Amblert studo albm by Larry Thrasher ared Genesls P-Orridga

SPOKEN WORD PROJECTS

ALCIR-AL DOD 9054 Spoken Wiord Amislant Music O PEYCHIC TYIXKP

ELECTRIC MEVWSPAPER QUARTERLY
SAMPLING PROJECT

D W56 BLECTRIC NEVWSPAPER lssue ORE Viimer 1594, Oin Diosser
Rescsreds froem Garrmany: Eddited and Axsembled by Genesls P-Cirridga and Larry Thrisher from e
PSYCHRC TV audio Archives

DCD 9059 ELECTRIC NEVWSPAPER [ssue, OME Winmer |734, On Dosser
Bk from Germarey, Edited ard Assemblied by Genesis P-Orridge and Larry Thrasher fom the
PSYCHIC TY audic Archives.

DO 5070 ELECTRIC MEVYSRAPER hsum. TWWO Spring 1955, On Dassier
Records, Garmaey. Edited by GP-O and Larry Thrasher

D %076 ELECTRIC MEVVSPAPER. lssun THREE Summer | 595, On Chossier
Records, Garrmany. Edived by GP-0 and Larry Thrasher

POV ELECTRIC MEVVERAPER, b Four The Hhuman Voice™ (note: dlve ssted a0 CO) PV085
Blacwic iNewspapar,. lssuie Fouwr Splinter Foun 1997)

COMPILATIONS FEATURING PSYCHIC TV

Colaborations andior cormplintons fearuring Prychic TV
mdior Genesis P-Oirridge:

IM STRICT TEMPO by DAVE BALL {formerty SOFT CELL)
Gangsis co-wrate and sng on 2 Trechks “SINCERITY™ and “MAN INTHE MAN" on this
Drava’s firse sco album

WHAT'S HISTORY? by Genesis F-Orridge Ambient Music on
STRALFLAAT in Holland

THE MYTHSPERT L PSYCHICTY have ona track “Supermmale”™ on this
SUB ROSA Compiatan from Belgum

SHAMANARCHY B4 THE LK PRYCHIC TV have one track "ECSTASY I
LK on this Telmo-2narchy Compilition .on EVOLUTION reconds from England

SOYWEARS OF SUNSHINE PSYCHICTY have one track an this
SILENT RECORDIS of San Francisca (993 Compilation CO ailled "ACIDOSIE"

FROM HERETO TRANCUILITY PSYCHICTY hive one track on thiy
SILENT Records compiation alled "COUMPLETION 447

MYSTERKILE ENCOUBNTERS PSYCHIC T have one track on this
promodenal anly C0 for CLEOPATRA RECORDS,"GODSTAR 217

A SALICER RULL OF PIRS, PSYCHICTY have a cover of “5ET THE
CLEC 9551 COMTROLS ROR THE HEART OF THE S Cleopams Raconds

P BO1T7-2 BETTER, LIVIMG THROUGH CHEVESTRY PEFCHIC TV heve track fve, Money
for B! A i ars rebese, Deomtrn Pioures Presems A Parssies Production

BROTZ Besutid Records Presents "Thamee: Beauty” PYCHICTY has o track on dhe abum
Camsptte. Limied adition of 353 coples:

MM 801271 Better Lving Through oy Movie Sourtrack. Entureed CD Track
5 i "Monoy for E' by PTW. Moonshine misic

GENESIS P-ORRIDGE APPEARANCES

STRLITH WILL QLT PIGRACE (GEMNESIS does various oo and
Coninuas propared e ke hroughout this eucelient fve OO record of
PIGFALCE 1994 LSA decour an Irvsible Recaids,

WHATS HISTORY Geress P-Oirridge and Sen Bingo. Melrophiis Records,
Limiged Editnn of 1000 copies:

MROITES FRCIM THEE LINDERGROUMDY PIGRACE GEMESS and OGRE (SN PLIFFTY)
share vooly on "YOIUR T and GENESIS doss lemd vocal on "HAG SEED™ on this- suwidic
£ akbwam on iisible Records INVI028 CDm 1995

UEEELS UKE HEAVEN" PIGRACE Remix C0 of PGRACE mads on
Irvaible Records includkes 3 remice of “HAG SEED by Larry Thrasher and
Garess P-Ormidge reramed "SLAG SEEDY. CD N 03400,

MINVISIBLE RIOLITE &&6" VARIOLS Conpiletion C0 of oacks by
varkous Ivisile recording artists: Inchides an excerpe from: A HOLLOW COST
by Ppchic TV IV 866,

“PROPHETS OF TIME™ HAMICWIRD
Ganesis P-Oirridpe alio-parformed vools on thres Tradks on the: mass recent MNIK,
TURNER and "HEWENYYIND sudio C0 clked on Ceoparr Records and on e double LIVE
C0 from the HAWKWIND 1994 LSA Tour “TIK TURMER-SPACE AITULIALT

“UINHEALTHY™ LAB REPORT Goness P-Ormidge alio sppesre on the naw | 594 LAS
REPORT Cwith Lydia Lundhon BNVISIELE RECORDS INV 031 CD

5 MM |08 PEMAL COLONY Genesis P-Orridge and Lary Thrashee also REMIXED thres
tracks for FENAL COLONYE new 1995 €D on Ceopatra Reconds CD CLEQ 9512

UMICRESCOPIC CLEQ 07621282 DOWNLOWAD Voeals by GENESE on
2 trmcks of this new remes OO by formese SEINRY PUPPY masidan cEVIN KEY Claogata Records

CELURMACE" CLEC 964472 DOWMLDAD Vool by GEMESIS o thres rracks, Cleoparr Record
"PLIPPY GRISTLE" Lirnited Edition of |00 copees. SKIRNNY PUPFY | Induding Cwayme
Goeteel, Ogre, &EWin Ky warh LARRY THRASHER, ared GEMESIS P-ORRIDGE
farrering, 40 minume instrumantalon SUBCOMSCICASS Records Car #f Subll

SALTCD 00T LE-1 1524 Buslipght - Fevar Trad 3 - TOTTOMWYIN eoiving samples from "Thee
Sarlit Mire.” parformed by PTV and tker from “Alegory and Sak”

THEE MAJESTY

Refocaring The Sacred Thes Majesry [ Genesis P-Oimdgn. Funkost 56 PC Farmar 256k RealMeda
1) Rscorded in Proston, UK at the Relbesting dvw Sacred Confarenca.

SO0 0400 Time's Ui Thee Masary Pur cut by The Order of the Sulfsreing Clown,

For 2 full snd demibed dscography of Throbbing Griste and Geness P-Oeridpo pletee viiz

www.genesisp-orridge.com
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Huntt Caza

mnl 5; rz-;ﬂ,au ml 175.
P-ﬁmdga:n*&u - 49; 94; 95;170.

115; IW Hﬂ* IM;H:! 143; 195]
za: 34; 35; 108; 109.

Kyle: 5; 172.

Erlt Hurtado: 4; 179
I:osey Fanni'l'l.ltti.l H,*.IB,]B*“ 55; 55; 141; 156; 157.
-" Barbaﬂl. H.Biila &4,&!-72,73' T4; 754
: Edw;l‘d O’Dowd: 28.
pedro NicsoatloH: 514} m,ss 57: 86; 87; 100; 107]
. 154; ISST
Karl Efﬂnghausen. 101; 106,
A. Klick : 46; 47; 172,
Marti Wilkerson: 2; 52; 53.
Jorg Hillebrand: 3.
Michael Fox: 0; 139
Sheree Rose: |;22; 32; 33,
Paula Brooking: 4; 30.
Chris Buck: 5; 178.
Lars Sundestrand: 6; 90.
Tom Hallewell: 6.
Ron Megson: 7; 80; 81; 82; 83,
Genesns Breyer P-Orridge: 13; 19; 23; 26; 17; 34; 39,
41;49;50; 66; 67;76;77;96;97; 98;99; 100; 101; 102;
103; 104; 105; | 10; 130; 144; 145; 147; 150; 164; 1651
166: 167; 173; 194; 195; 196,
Stefan Richter: 22,
Joe Shutter: 142.
Skot Armstrong: 37; 44; 91; 164,
Peter Christopherson: 4
Gerard Roos: 44; 48; 184; 182.
Adrien Henri: 58; 59.
David Mayor: 68; 69
Sheila Rock: 78; 79; 176; 177
Tom Puckey: 84; 85
Susan Carson: 88; 89
Adam Reich: 132; 133; 134; 135; 136; 137; 138; 185
188: 189; 190; 191; 192; 193; 194; 198; 199
Veronika Vasicka: 146; 148
Roman Sokal/Tracey Halford: 148
Ken Court: 186; 187
Jerry Williams: 20€
Bill Meyer: 4
Robert Lambert: 70; 71
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opposite page, "Yellow Flowers," 1998

“Pink Shiva," 1994.







"Genetic Fear" 1974




“St. Margaret,” |968.







“Tongue Kiss,” 2001.




“Perfect #2." 2002,

“Fisionet”




3 works by Breyer P-Orridge, 2002.

“Amnion Folds"
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The Lives & Art of Genesis P-Orridge

“Huckster shaman, lunatic savior, Genesis P-Orridge is undoubtedly a bold
visionary mind for the new century. For thirty years he's been dancing a mighty
few steps ahead of the rest of us, and now this book shows us why-for all his
imposture as a rock star, Genesis has always been something else, an artist.”
~Carlo McCormick, Senior Editor, Paper magazine
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