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TERRY RILEY
In conversation with the innovator of 
minimalist electronic music and chill rooms

Gamall & Ammon:
Basically tell us who you are.

Terry Riley :
Well I guess my music came to promi-
nence around one piece called ‘In C’ which 
I wrote in 1964 at that time it was called 
‘The Global Villages for Symphonic Piec-
es’, because it was a piece built out of 53 
simple patterns and the structure was new 
to music at that time. No one had done 
anything like this before were you just had 
a piece built all out of patterns and the first 
concerts of ‘In C’ were kind of big com-
munal events where a lot of people would 
come out and sometimes listen or dance 
to the music because the music would 

get quite ecstatic with all these repeated 
patterns. Although repetition is a major 
force in music it was never used in this way 
before. So, essentially my contribution 
was to introduce repetition into Western 
music as the main ingredient without 
any melody over it, without anything just 
repeated patterns, musical patterns. In the 
nut shell that was my own introduction 
into the world of western music.

G&A: What were you doing before ‘In C’ 
came out?

Terry: I was working with Anna Halprin’s 
Dance Company. I was working with tape 
loops, sort of primitive technology. This 

Ambient music has been around for centuries, take the call 
of whales, or the drone of a didgeridoo, it’s only recently in 
the 70’s that ‘ambient’ has been used as a term to classify 
music. Brian Eno was, in the main, responsible for this, 
with his concept of threshold hearing. Eno was very influ-
enced by a generation of composers whose work came to 
prominence in the 60’s - the minimalists, central of whom 
is the California based composer Terry Riley.
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was in the late 50’s early 60’s. I was using 
tape loops for dancers and dance produc-
tion. I had very funky primitive equipment, 
in fact technology wasn’t very good no 
matter how much money you had. Every-
thing was mono. Using these machines 
I would take tapes and run them into my 
yard and around a wine bottle back into my 
room and I would get a really long loop and 
then I would cut the tape into all different 
sizes and I would just run them out into 
the yard and I would record onto one ma-
chine just sound on sound. I would build 
up this kind of unintelligible layer, almost 
like some of these things you have been 
playing. It was like primitive sampling. I 
would take things like Junior Walker and 
his All Stars and would cut it up and play it 
backwards and stuff like that. Out of doing 
all that experimentation with sound I de-
cided I wanted to do it with live musicians. 
To take repetition, take music fragments 
and make it live. Musicians would be able 
to play it and create this kind of abstract 
fabric of sound.

G&A: What kind of instruments were you 
playing at this time?

Terry: I was mainly playing piano.

G&A: Your first record was called “Reed 
Stream”.

Terry: That was on an old organ har-
monium that I had a vacuum cleaner 
motor blower blowing into the ballast’s. 
The vacuum cleaner motor kind of had a 
drone, so I played along with that. Talking 
about the all night concerts, I did some of 
the first all night concerts back in the 60’s 
with this little harmonium, and I also had 
saxophone taped delays. I was asked to 
do the first all night concerts. I did a solo 
all night concert which started at 10:00 at 
night and ended at sunrise. People brought 
their whole families and they had their 
sleeping bags and hammocks. It was in one 
of the big rooms in art college. It started 
out a career for me doing all night concerts 
which I did for a couple of years.

G&A: How did you prepare for these all 
night concerts?

Terry: I really didn’t have a plan, I just 
went in and started playing. one of my 
specialties was to be able to play for a really 
long time without stopping and I would 
play these repeated patterns for hours and 
hours and I wouldn’t seem to get tired. I 
guess I have a lot of energy. Throughout 
the evening I would be recording these 
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long saxophone delays and about four 
hours into the concert, if I wanted to take 
a break I would just play back the saxo-
phone. And a lot of people didn’t even 
wake up to know the difference because a 
lot of people just slept all night.

G&A: I heard in a lot of your concerts you 
used lights shows?

Terry: I traveled with an artist, Bob 
Benson, he used have strobe lights and we 
built these mylar screens. He was a painter 
essentially. His paintings were stretch 
color fabric on canvas, then he started 
stretching reflective mylar. Sometimes I 
would have troops of girl gymnasts doing 
cartwheels during the night shows just as a 
passing. Then we would have these mylar 
things so the audience would see them-
selves and they would see me. They looked 
quite distorted because the mylar, as it 
bends, distorts the reflection kind of like 
the mirrors at the circus.

G&A: When people talk about minimalist 
music the lineage seems to go La Monte 
Young, you, Steve Reich, Philip Glass; I 
was wondering when you first came across 
La Monte what went on between you. I 
know you’ve played concerts together, I al-
ways got the impression that the influence 
went both ways.

Terry: Well, he was certainly a big influ-
ence on me when I met him, he was the 
freakiest guy I have ever met in my life. I 

met him when I went to school in Berkeley. 
He was in one of my classes and we struck 
it off as close friends from the beginning. 
I think he was much more sophisticated 
musician. He had lived in Los Angeles and 
been a jazz musician, and I was coming out 
of the sticks of Northern California and I 
hadn’t heard nearly as much music as he 
had. He has a superb conceptual sense 
about music, I think his sense about music 
is what spawned minimalist music, even 
though he didn’t do it the way Glass and 
Reich, who where more inspired by me 
because of the repetition. La Monte’s idea 
was just to have this one big form that were 
just long tones, I think that was the real 
essential heart of minimalist music.

G&A: How were those pieces live?

Terry: He wrote one for me, that I’ve never 
performed yet, but maybe I will someday. 
It was where I was supposed to push a 
grand piano into a wall and keep pushing 
until the wall fell down.

G&A: Could you talk a little about your 
encounters and development of your rela-
tionship with Pandit Pran Nath?

Terry: I met him through La Monte 
Young. La Monte had brought him over 
in 1970 and La Monte had been one of the 
first people in America to recognize how 
great he was. He had been underground 
figure performing in India on the radio. 
He wasn’t considered by the Indian public 

Continued page 30
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An Interview by Harvey the Invisible Rabbit

Nestled into a clump of redwoods and in the shadow of 
Mt. Tamalpais sits the poly construction home of Sound 
Photosynthesis. Established and operated by Faustin Bray 
and Brian Wallace, Sound Photosynthesis has for the past 
twelve years endeavored to record in all mediums available the 
thoughts and ideas of people concerned with cultural evolution 
in America. From Timothy Leary in Malibu to Ali Akbar Khan in 
New Delhi, Sound Photosynthesis has traveled the world to bring 
the cutting edge minds of today together in one catalog. Without 
further ado Rythmos brings you... 
SOUND PHOTOSYNTHESIS!!!!
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Harvey: How would you describe Sound 
Photosynthesis?

Faustin Bray: We’re a media company 
that transforms the mime of the current 
cultural position on the nodules of con-
densing information that has happened 
through what we call interpretations of 
human activity that coagulate in certain 
types of arts and artifacts on to audio and 
video tapes that we then distribute to the 
unsuspecting masses. 

Harvey: Would you say that you were 
chroniclers of a movement? 

Brian Wallace: I wouldn’t think of what 
we record as A movement as much as a 
cultural moment. There’s not a splinter 
group; we take an inclusive look at things 
that seem most interesting to us.

Faustin: The birthing of the future culture 
happens in a few seed minds, and that’s 
who we are interested in recording.

H: Whom would you say is a seed mind?

F: I consider John Lilly to be a seed mind. 
His ideas are so futuristic that we need to 
archive what he did in the past in order 
to have it around in the future when the 
group of us can actually assimilate his 
concepts.

H: What is it that John Lilly has said or 
done that interests you?

F: What I call “John Lilly’s permissionary 
mantra” has helped me overcome my own 
inadequacies and it goes as follows: “In the 
province of the mind what one believes 
to be true either is true or becomes true 
within certain limits. The limits are to be 
found experimentally and experientially. 
When so found these limits turn out to be 
further beliefs to be transcended. In the 
province of the mind there are no limits. 
However, in the province of the body there 
are definite limits not to be transcended.”

H: What do you do to promote his 
thoughts? 

F: We gather his old material, that has been 
recorded or held in some other material 
form, and as time goes by we check in with 
him on his philosophical points of views 
and bring them up to date with what we 
already have. We do that in various ways; in 
audio, video, and articles in magazines. We 
document his activities to see if he lives 
by his concepts or are they just abstract. 
Is this a person we can look to as a leader 
or is it just his ideas that we should keep as 
images of him. 

H: When did you individually become 
interested in recording?

B: I’ve been recording my own music since 
the late 60’s. My interest in recording grew 
and I began to record musicians. When 
Faustin and I met in South America we 
began to record musicians we ran across 
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as well as our own performances. Through 
this journey we developed are skills as 
performers and cultural archivers.

F: Before I left for South America I was a 
school director in California. I collected 
what I thought were futuristic education 
techniques and philosophical political 
positions. I began to video and audio my 
finds in the early 70’s. John Lilly was my 
first interview. Later when I left for South 
America with a mobile school, whose 
intention it was to expose innovative 
teaching techniques to local communities, 
I continued to record this work and the 
local scene surrounding it.

H: Since you came together in your re-
cordings, what kind of cultural trend have 
you seen growing in America?

F: Well media has become an incredible 
force. When we began recording initially, 
there was a very limited industry outside 
the major networks; not many people 
owned cassette machines and video cas-
sette machines were virtually non existent. 
The speed at which people can share info 
and be alerted to details may have the 
same cultural impact on our society as, 
say, the leap from the horse to the car. 
Through media, local interpretations are 
globally shared. Nobody is isolated as 
the global network continues to spread 
its web, and that’s the trend not only for 
America but for the planet.

B: Here’s an example of how fast the non-
print media has grown: In 1983 we made 
a talking book from Terence McKenna’s 
novel “True Hallucinations” complete 
with music and sound effects. At the time 
it appeared to be the first of it’s kind, now 
there is a huge industry using the very 
same format.

H: Speaking of hallucinations, there 
seems to be an interest in altering states 
of consciousness through psychedelics 
and dancing. What could you recommend 
from your catalog to aid those interested in 
the intellectual/self-discovery department 
of the psychedelic ward? 

B: There is a video that we made of a San 
Francisco rave mixed with the voice of Tim 
Leary through out . There are compila-
tions of gatherings of some of the older 
grand masters and younger grand old mas-
ters of psychedelic research. The Bridge 
Conference at Stanford and the Psychedel-
ics in the 1990’s benefit in Berkeley, give an 
introduction to researchers who have been 
actively studying in this area. These two 
compilations catch informative Hi-lights 
from the speeches and are mixed with 
the colorful images such as Beau Lee’s 
fractals.

F: I think Terence McKenna is always 
a winner on the level of infotainment 
through his continuing spokesman ship 
for the mischievous mind of psychedelia. I 
would like to add that Sound Photosynthe-



13

sis has consistently aimed to put out rele-
vant information regarding psychedelics 
and cultural evolution. For example, one 
of the people we support, Stephen Gaskin, 
his philosophy was born out of the psyche-
delic movement of the 60’s and early 70’s. 
Stephen formed a group, the farm, that has 
fulfilled the aspirations of the psychedelic 
society as a community. The farm shows 
us a model of a group that actualizes the 
fantasy of living in a community that 
focuses on living in a higher state of con-
sciousness. Robert Anton Wilsons’, author 
and lecturer, way of thinking has been 
enhanced by his continual search for ways 
to enhance his state of being. He is an ad-
vocate for the right of personal freedom to 
do whatever one chooses with their mind. 
The title of his latest book expresses this 
philosophy in a nutshell, “Reality is what 
you can get away with.” Nina Graboi went 
from being a victim of Nazi agression in 
Austria to doing acid with Timothy Leary 
at Millbrook. Nina constantly pushes her 
perspectives on life through her ceaseless 
questioning of all that is. 

B: One of the things about psychedelics 
that has impressed me is that they can 
supply a reference point for day to day life. 
Perhaps a perfect moment where one can 
see the incredible detail that makes us up 
or that we make up. Truly an experience of 
imaginative beauty informing us that ev-
erything around us is helpful in countering 
the illusion of mondainity.

F: I would like to add that almost every-
body that we record says something about 
introspection. Charles Tart, who brings 
together virtual reality, meditation, and 
spiritual practices as ways to alter states 
of consciousness, consistently states that 
introspection provides the most profound 
path to self discovery. John Lilly’s isolation 
tank has enabled him to do some of his 
most important research that culminated 
in the book, “Programming and metapro-
gramming of the human bio-computer.”

H: If you could paint the future for our part 
of the world what would you like to see?

B: I would like to see a cultural landscape 
as rich and diverse as possible. A land-
scape where the parts of life that were once 
only available to elite groups or life dedi-
cating students, such as the North Indian 
classical music traditions as performed by 
Ali Akbar Kahn or the teachings of Bud-
dhist doctrines by the Dalai Lama of Tibet, 
are integrated into daily life so that anyone 
can experience them. These resources of 
confirming attitudes and approaches are 
necessary for all of the personal revolu-
tions required for our lives to flourish and 
for the universes to be explored.

F: I would like to see a growing trend 
which bestows an ever increasing sense of 
individuality with in a community context; 
where each individual can have respect in 

Continued page 34
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Mona:
Would you be kind enough to introduce 
yourself ? 

Scott Hardkiss:
Hi, my name is Scott, and I’m a music 
junkie.

M: Where did the name “Hardkiss” come 
from? 

S: Naming yourself is a very important 
act. “Kiss” is an expression of love, and 
“hard” signifies the intensity. The name 
describes our intent- to regenerate people 
through this music. I suppose we could’ve 
called ourselves &#34deepheal”, but.. that 
doesn’t sound as cool.

M: What exactly is “hardkiss”, and how did 
it come into being? SC

OT
T

HA
RD
KI
SS
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S: While I was living in England in 1989, 
studying literature at Oxford, I spent a 
break on the Spanish island of Tenerife, off 
the coast of Africa. I met a cute British girl, 
and followed her to some Balearic clubs; 
She gave me my first hit of acid . Now I had 
heard and bought some house and Electro, 
and been to some Acid House clubs back 
in the U.S. the year before, but it was 
nothing like THIS. It absolutely blew my 
mind. My good friend Gavin was traveling 
around Europe, and I convinced him to 
camp out with me and 75,000 others for 
the three days at Glastonbury festival; It 
blew both of our minds. When we returned 
to the states we threw, what, in retrospect, 
were the first major raves on the East 
Coast, and then throwing our ‘good fu-
tures’ away, we followed a vision and drove 
3,000 miles to blow my old friend Robbie’s 
mind and start a revolution in the world’s 
most revolutionary city -- San Francisco. 
Hardkiss is first and foremost a record 
label, releasing progressive dance music 
world wide, music made by ourselves and 
other local artists. We also throw our own 
parties, basically so that we have some-
where special to continue blowing our 
minds... 

M: Musically, what are your roots, and 
what music are you into now? 

S: The first music to consume me was 
early hip-hop, around ten years ago. That’s 
when I started DJing and also when I 
bought my first house records - acciden-

tally, of course. Then rap went gangster, 
and I turned to Sweet Sister Rock; It was 
the same old story-- “ROCK N’ ROLL 
changed my life” I suppose I’m a very lucky 
D.J., because I’ve got many influences 
from which to draw upon; I spend all of my 
time listening to music, and most of it isn’t 
house. For me it’s the song, not the genre. 

M: Where do you think the club music is 
going? 

S: First of all, out of the clubs. Each style, 
each scene is becoming a student of all the 
others, Garage is getting trancier, Techno 
is getting deeper, and on and on. All styles 
are rapidly converging in an unprecedent-
ed world-wide movement; Every country 
on Earth is starting to participate and 
develop. It’s a very exciting time, and we’re 
all lucky enough to have front row seats, 
historically speaking. 

M: What type of personality leads some-
one to become a d.j.? 

S: I Can only speak for myself. I can be a 
pretty quiet person, kind of shy in a weird 
way, and I don’t go out that much, I like 
a club to be a special thing, and it loses 
something for me when I’m out all the 
time. When I do go out I don’t really talk 
to a lot of people, I like to dance, or sit 
and listen, groove off of the music and the 
people. So for me, being a D.J. is a way to 
communicate with people and give some-
thing to the people around me, my friends, 



16

and the people who come to party--- give 
them something amazing that I couldn’t 
do verbally. Music allows me to give people 
something that transcends words. It’s 
almost holy to me. 

M: What does it take to make a good d.j.? 

S: First and most important good taste, 
UH, the same qualities that make good 
person, I suppose-- openness, generosity, 
and a huge set of balls Oh and a baseball 
cap. 

M: How would you describe your own Dj 
style? 

S: I play a diversity of styles, but the thing 
that links all of my music together is an 
intensity of emotion, and a certain surre-
alist edge. I like tracks which combine the 
African tradition of rhythm with the Euro-
pean tradition of melody-- not just wicked 
grooves, well developed on top. I try to 
take the crowd on a more complete trip by 
balancing uplifting stuff with an edge of 
darkness; I can’t stand to hear one type of 
music too long, I don’t care what it is. One 
thing that I get off on is playing something 
that people would never expect to hear at a 
rave---like an old pop track that everyone 
loves. I enjoy stretching the definition of 
what’s acceptable and what’s not; All mu-
sic is essentially dance music, it’s inherent-
ly rhythmic. Every single time, someone 
comes up afterward and asks, “what remix 
was that?” “No man it’s the original!” They 

can’t believe it! It also reminds everyone of 
their sense of humor: it is, after all a party. 
But some people are tight-assed and don’t 
get it, usually the promoter who hired me. 

M: What do you think about while you’re 
playing? Psychology. Hmm. Why do you 
think you’ve become so popular? 

S: It’s funny--the things people praise me 
for now are the very things I used to get 
criticized for-- doing my own thing, and 
giving people something unexpected. Ev-
ery time I play, I really try to give the crowd 
something special; People need that, I 
need that. I spend a lot of time searching 
out really obscure old records, forgotten 
B-side mixes and the like, so I can give 
people something that they can’t hear 
anywhere else, expose people to incredible 
music that has been overlooked or undis-
covered. I’m also starting to have acetates 
made, they’re these single copy temporary 
records. This allows me to take any unre-
leased music, whether it’s our own stuff, 
custom-made remixes of existing songs, 
or bootlegs of impossible-to-find records, 
and play it out. Again, people can’t hear 
it anywhere else, and it gives me a good 
opportunity to gauge response to our own 
material. 

M: What would you say was a major area 
for improvement within our scene? 

S: Less cynicism, less self-abuse, more 
dancing. I’d also like to see everyone get 
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more involved with the music. How can 
people spend so much time listening to it 
and not know anything about it? It’s very 
strange people need to go down to the 
stores like BPM and Record Rack, where 
they can listen to records, ask questions. 
Oh, and hopefully be driven to make some 
music. I know everyone has a few ideas, 
and the technology allows anyone to 
record it, and very cheaply, too. One word 
to sum up the rave scene Here: Magic. The 
people are beautiful, and the D.J’s are all 
unique. 

M: What are your plans for the near future? 

S: We’re planning some very unique 
adventures, a type of party which hasn’t 
really been done before. We’ve found a 
bigger space for Deep Faith, as well as 
starting another after-hours very soon. 
As far as DJing, I’ve been spending a lot of 
time traveling, playing in other cities, and 
soon in other countries. I love checking 
out the different scenes, especially where 
it’s young and fresh. Whenever I play 
somewhere like L.A., I meet a lot of kids 
who are excited to hear different music, it 
really inspires them. And of course, San 

Francisco will always be my home; there’s 
absolutely nothing like playing here, I’ll do 
it every chance I get . But on the e whole 
, I’m spending less time DJing, and more 
time focusing on the label and making mu-
sic. I’ve got my first solo project coming 
out, and Hardkiss is gonna do an American 
and European Tour in the spring. As a dj 
you can create some incredible moments, 
but it always comes down to just playing 
other peoples music; Making your own is a 
much greater thing. As a DJ you can uplift 
thousands on any given night, but when 
you make a great record, you can uplift 
millions, all over the world, in every coun-
try, from the moment it’s released, through 
centuries to come! And hey that’s what I’m 
into.... MASS SPIRITUAL TRANSFOR-
MATION 

M: Tell me one thing you believe with all 
your heart? 

S: Something good is going to happen.. 
Something wonderful.  ❉

The interview was conducted October 
1992 by Mona Bryant for Rhythmos 
Magazine.  
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In the best of all possible worlds
nothing is impossible.
- The Shamen

Trance dancing, nootropic ingestion, 
audiovisual stimulation and other aspects 
of the Rave Experience have been said 
to promote a kind of shared spirituality 
where degrees of universal connected-
ness between like-minded people can be 
experienced. But does this empathetic 
mysticism have any basis in “fact”? Or is 

the brush with Cosmic Consciousness 
nothing more than a combination of 
subjective feelings colored by religious 
preconditioning, wishful thinking, and the 
artificial stimulation of certain parts of the 
central nervous system? As it turns out, we 
happen to be living in an exciting time of 
informational enlightenment and it is now 
possible to seek objective answers to the 
philosophical and metaphysical questions 
about the nature of consciousness and 
reality by looking toward the forefronts of 

By Lee Fogel

Raving 
at the Center 
of the Universe
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modern science.

Let’s flashback to the classic image of an 
electron circling around the nucleus of an 
atom. The question of the day, circa 1925 
or so, was “What keeps the electron from 
spiraling out of orbit and falling into the 
nucleus?” No one knew why. In defiance 
of classical Newtonian physics, electrons 
seemed willing to spin in stable orbits 
forever. But the truth of the matter was 
that scientists couldn’t directly see what 
electron were doing. And this is true of 
anything we try to observe: it’s not your 
friend you see dancing in front of you, 
just the light reflecting off of hir body. 
Likewise, in order to see (or measure) an 
electron, you have to do something like 
bounce some light off of it. But doing so 
alters the characteristics of the electron in 
a way that cannot be completely predicted. 
The inability to completely measure the 
state of an electron (or anything) is spelled 
out by Heisenberg’s Uncertainty Principle. 
Scientists realized that the best they could 
do was to describe where an electron 
*probably* was at any given time. Probabil-
ity or wave equations (developed by Erwin 
Schroedinger) showed that it was highly 
probable that an electron would remain 
in some orbit around the atom’s nucleus. 
In other words, the reason an electron 
doesn’t fall into the nucleus is because its 
wave equation makes it highly improba-
ble. This was the beginning of Quantum 
Physics.

The equations of Quantum Physics 
predicted all kinds of strange paradoxical, 
yet accurate, things about nature. It turns 
out that all things, even humans, have a 
degree of uncertainty about their physical 
state, and an associated wave equation 
that describes their possible states in 
the spacetime continuim. Scientifically 
speaking, you cannot know for sure where 
you are right now, only where you probably 
are! And there is a distinct probability that 
all your atoms (i.e. you) may in the next 
moment be 20 feet above your current 
position. Highly improbable, but not 
impossible.

But what is really amazing about Quantum 
Physics is not how good it is at explaining 
to scientists what’s going on in the world, 
but how it brings human consciousness 
back into the picture. Remember, the 
mathematics behind Quantum Physics 
comes from the uncertainty involved 
in trying to exactly measure things. So 
it turns out Quantum Physics, and the 
universe as we know it would not exist if 
we weren’t trying to observe the universe 
in the first place. Even if we were able 
to exactly observe (measure) things, it 
couldn’t be the same universe as the one 
we are currently in. According to modern 
science, the structure of our universe has 
been molded from our attempts to know 
it, and by the limits to which we are able to 
know it.

More recently, scientists like Stephan 
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Hawking have been applying the Uncer-
tainty Principle and probability wave equa-
tions to the universe as a whole. In trying 
to explain what things were like at the 
beginning of the Big Bang, it has become 
apparent that each of us is living in one of 
an infinite number of possible universes. 
The scientific community is now coming 
around to the realization that each of us 
is its central observer, and yet, all of our 
universes are a part of a universal wave 
equation that allows for an infinite number 
of possible universes. It seems that there 
are times during raving that we sense this 
connectiveness, where we feel this one-
ness between our universe, the universes 
of other ravers and the universe of atoms 
and galaxies around us. Ultimately, we are 

all a part of the same equation, an equation 
that allows for unlimited possibilities.

The academic world of sterile mathemat-
ics and convoluted theories of Physics can 
no longer be viewed as something separate 
from the magical and mystical notions of 
expanding consciousness and alternate 
realities. Like the cold hard beat of me-
chanical drum machines and synthesizers 
that uplift our emotions and put fire into 
our souls, knowledge from the edges of 
human experience is coming together to 
forge a new awareness of our place in the 
Universe. So the next time you feel like 
God on the dance floor, remember that 
not only does science support you, but you 
don’t even have to be certain about it!  ❉
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DESIDERATA
Go placidly amid the noise and the haste, and remember what 
peace there may be in silence. As far as possible, without surren-
der, be on good terms with all persons.

Speak your truth quietly and clearly; and listen to others, even to 
the dull and the ignorant; they too have their story.

Avoid loud and aggressive persons; they are vexatious to the 
spirit. If you compare yourself with others, you may become vain 
or bitter, for always there will be greater and lesser persons than 
yourself.

Enjoy your achievements as well as your plans. Keep interested 
in your own career, however humble; it is a real possession in the 
changing fortunes of time.

Exercise caution in your business affairs, for the world is full of 
trickery. But let this not blind you to what virtue there is; many 
persons strive for high ideals, and everywhere life is full of hero-
ism.
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DESIDERATA
Be yourself. Especially do not feign affection. Neither be cynical 
about love; for in the face of all aridity and disenchantment, it is 
as perennial as the grass.

Take kindly the counsel of the years, gracefully surrendering the 
things of youth.

Nurture strength of spirit to shield you in sudden misfortune. 
But do not distress yourself with dark imaginings. Many fears are 
born of fatigue and loneliness.

Beyond a wholesome discipline, be gentle with yourself. You are 
a child of the universe no less than the trees and the stars; you 
have a right to be here.

And whether or not it is clear to you, no doubt the universe is 
unfolding as it should. Therefore be at peace with God, what-
ever you conceive Him to be. And whatever your labors and 
aspirations, in the noisy confusion of life, keep peace in your 
soul. With all its sham, drudgery and broken dreams, it is still a 
beautiful world. Be cheerful. Strive to be happy.  ❉

Hippies marvelled at the wisdom of an 
old soul speaking to their heart; their 
movement. For many years, a poem called 
Desiderata passed from one traveller to 
the next, perpetuating the myth of a mys-
terious author from 1692 who remindeds 
you that “you’re a child of the univers” 
—a time-travelling hippie who carried 

their message through the ages. Turns 
out the author was a lawyer from Chica-
go who wrote the priece in 1929—it was 
mis-attributed because it was printed on 
the stationary of an old chuch founded in 
1692. This fact does not lessen the power 
and beauty of the writing. So here it is, 
Desiderata, written by Max Ehrman.
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SOU
NDB
ITES
Terry Riley reviews Ambient House

“Mercy” by Moby 

Terry Riley: This sounds a little bit like some combination 
of new age music and dance music. Everything done very 
simply that same pulsing “E” all the way through. For my taste, 
that wouldn’t carry me very far into myself, although I find it 
pleasant to listen to, but musically not challenging enough. It’s 
like a painting that’s done very beautifully but doesn’t have too 
much depth.

“The Clan” by I.A.O. (aka Black Dog)

Terry Riley: The drummer sounds live. It doesn’t sound drum 
machine-y—it’s lighter. The time has a looser feeling than a 
drum machine to my ear not so uptight. This is a good band, I’d 
like to hear more.
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“The Passage” by Juan Atkins (Model 500) 

Terry Riley: I hear a point of view on the first tune that maybe 
is shared. There’s not a lot of highs, they’re both bass orientated 
which would bear out your idea that this is for people to chill 
out to. What I find peculiar in these first two tracks is the organ 
music in the background—it’s very nostalgic. I guess nostalgia 
is a big part of this. But it might be recent nostalgia. I mean a 
sample is a nostalgia isn’t it? It’s something you know and you 
like. I think nostalgia is an important element of music. This 
gets interesting as it melts down—the last one melted down 
too. That part to me is interesting, but I think it would be more 
interesting if it wasn’t used just for an ending, but used to take 
people down to there and then begin again.

“Fill No 3” by Speedy J 

Terry Riley: Now this is getting a little edge to it. I like that 
there are different disparate elements going on at the same 
time that are all related. It’s interesting what’s happening to 
music, moving toward the millennium, we are getting ready 
to move as a whole culture—we’re becoming different kinds 
of human beings than those of the past, and the music reflects 
that.

“Soufie” by Banco De Gaia 

Terry Riley: This is psychedelic. It reminds me in a way of 
some of the things the Beatles did without their pop music 
in it, strip away all of their tunes and put the background in. 
This is very good. I’m learning something here. Drums are 
very grounding—they’re the thing that ground us to the earth, 
take away the drums and you start floating up into space, its a 
simple idea but I always find it’s true.
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Artificial Intelligence 
( U.K. import - Warp CD6 - cd / dbl lp )

I’ve had this compilation since it came out 
a few months ago and it just keeps getting 
better and better. Superbly packaged in 
Cyperpunky style on Sheffield’s Warp label 
( home of L.F.O., Sweet Excorcist, the Step, 
Nightmares on Wax. Kid Unkown etc ) 
it’s decribed on the sleeve as “ electronic 
music for the mind created by trans-global 
electronic innovators who prove music 
is the one true international language. 
Real people whose unity lies in a common 
sound + spirit and whose ‘listening music’ 
cannot be described as either soulless 
or machine driven. The atmosphere and 
emotion both come from the musicians, 
their machines are merely the means to a 
human end.” . This is not just a ‘listening 
album’, it’s a dictionary to the ‘new’ sound 
and a guide book to freshly laid roads. 
Everything on this compilation is out-

standing. My favorite track is the mellow 
groove of “the Clan” by pagan computer 
hackers I.A.O aka Black Dog.They’ve been 
working away unrecognized mainly due 
the ignorance of the media and the hard 
to find status of their12”s. This track has 
brought them to the attention of the media 
and will hopefully make their music more 
available. Their use of sustained sound and 
subtely mixed in breakbeats is innovative 
and unique. If Brian Eno was truly cutting 
edge these would be the guys he’d hire to 
do his remix.

Underground label B12 provide the duo 
Musicology aka Red Cell who supply 
2 tracks - the sublime, ambient groove 
“Telefone 529” and the harder, upbeat, 
direct, piano and diva sample laden 
“Preminition”.

Autechre aka M.Y.S.L.B productions, 
also a duo, also supply 2 tracks, again one 
groove laden hard percussion heavy track 
“Crystel” and one more ambient, squelchy 
bubbling groove. They decribe their music 
as being for people “who get goosebumps 
listening to their favourite tracks”. The 
beginning of their 2nd track “the Egg” 
gets very close to an aural equivalent of a 
‘goosebump’. Pioneering label +8 provide 
three tracks in all, Speedy J’s upbeat, well 

Music Reviews by Gamal
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structured european hit “De-Orbit” and 
his drumless chill track “Fill 3”. “Fill 3” is 
an excellent track to listen to after a hard 
night’s clubbing, rtyhmic and soothing 
the lack of a pounding rythm makes it a 
pleasant way to settle in home. +8 label 
head Richie Hawtin aka UP! provides a 
hard edge quirky, rising tone traack which 
is about as close to hardcore techno that 
this record gets. It proves you can be loud 
and subtle at the same time. Look out for 
releases on +8’s new ambient music and 
video label L.O.C : left off center. 

Taking his name from a groundbreaking, 
shocking novel the Dice man, provides the 
opening cut “polygon window” he states 
in the liner notes that his music is for “nice 
people with 3 ears”. There’s a rumor being 
circulated that the Dice Man is also Aphex 
Twin, make up your own mind - true or 
false ?. Look out for Dice man 12”s on the 
Vivatonal label.

Finally the last track on the compilation 
is “loving you live” by the Orb’s Dr in 
residence, it’s a transcentral recording 
collaboration with his old pal and ex-orb, 
current Klf member J. Cauty. It makes a 
lot of use of natural sounds in particular 
water. Somewhere between the klf ’s ‘chill 
out’ lp and the Orb’s 1st lp. Essential. Find. 
Buy. Listen. Absorb.

Ambient Dub Volume 1: 
The Big Chill 
( U.K. import Beyond records cd)

This compilation serves as an excellent 
companion to the A.I. compilation (re-
viewed above) giving a strong overview of 
Birmingham’s eveolving ambient scene. 
Described by the label as “trancey, dancy, 
ambient (but not that ambient) grooves to 
lift you.( not to be played before 3 a.m.)”. 
This recording also features liner notes by 
Lewis Carroll and gives respects to Col-
trane, Ornette, Terry Riley, Bootsy Collins 
and others. Obviously the guys at Beyond 
have been listening and this recording 
deserves to go on your shelf next to those 
artists. 

With 10 tracks clocking in at a total 79 
1/2 minutes, this cd’s worth every $ even 
at current import prices. The tracks vary 
from the excellent mellow ambient-reg-
gae- house of “Sexy Selector” by Original 
Rockers (most of the current ragga crews 
should check this out) to the innnovative 
sound and mind altering twisted state of 
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the Higher Intelligens Agency’s “Ketamine 
Entity” - let me tell you there’s plenty 
of ‘Ketamine’ in there. (In Europe total 
ambient/ chill out only clubs exist and the 
H.I.A run one of birmingham’s finest by all 
accounts). 

Those 2 tracks are most definetly high 
points on a compilation that also features 
floating grooves and acidic beats by 21st 
Century Aura spine chilling, arabic voice 
influenced transcendance on the track 
“Desert wind” and arabic flute influenced 
enlightenment on “Souffle” both excelent 
trance tribal tracks by Banco de Gaia ; 
wired fruit in form of “strawberry” - “ok, 
let’s do it” and extended floatation, “you 
make me feel so good” in the form of the 
Kabbalah induced ‘Tree of the Sun, Tree of 
the Moon’ both by Mimoid ; bells and rec-
itation by Angelica in Delirium ( the name 
speaks for itself ), this is excellent drama 
for any chillroom ; finally an interplanetary 
upbeat whistling groove investigation is 
supplied by Planet Hoskins. The message 
is SEEK and you shall FIND.

The Orb : Assassin
( U.K. import - Big life/Wau! Mr Modo )

Judging by the art work on the cover of the 
Orb’s latest U.K. release, which features 
a moorish warrior hands above his head 
ready to kill, with a glowing Orb in the 
place of a curved sword, the ORB have 
gone on a Jihad against predicitability, not 
only on this release but in general : record-
ing Iggy Pop and the stooges “No fun” for 
John Peel, remixing 70’s new age pioneer 
Mike Oldfield, covering Hawkwind, doing 
obscure white label remixes and on and 
on. They’ve also obviously been catching 
up on their pot culture history, the title be-
ing an obvious reference to the old man of 
the mountain Hassan i Sabbah and his pot 
controlled cult the hashishins. Read your 
W.S. Burroughs and Brion Gysin kids.

There’s 4 mixes of the title cut on this set. 
On the “oasis of rhythms” mix it’s very 
rythmic and ambient with a repeating 
phasing guitar line ( courtesy Mr.Hillage), 
floating synth warbles, echo treated break 
beats and samples of the brilliant mo-
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roccan pipes of the master musicians of 
Joujouka, this is definetly an a.m. mix. It’s a 
less “commercial” sound than their earlier 
work and less ambient than the “Blue 
Room”. New mixes of that track by Frank 
De Wulf and the Orb will be released, in 
the U.S. only, in October. The radio 7 edit 
is a short, direct mix obviously for those 
radio jocks who won’t play the full 15 min-
ute version.

The live version recorded at Glastonbury 
this past July starts with the sound of rain 
(is it real or virtual ?) and the sound of a 
man screaming. It features more spoken 
word samples and more echo effects and is 
generally more acidic. It definetly makes it 
seem like it was a great show. Can’t wait till 
their U.S. tour. (next Jan or Feb.) The final 
“the Choclate hills of bohol” mix was done 
in Japan and is more spacey and ambi-
ent - in a similar vain to the “Blue Room”. 
The 1st cd also features a remix of the 
“U.F.Orb” track by Bandulu, this is more of 
a reworking / total overhaul than a remix 
making the original into a dense great 
trancey tribal groove. On a distant shore 
than the original ambient dub stylee.

The drag behind this set is the cds are sold 
seperatly with a overboard commercial 
approach. ( Bullshit like a sticker with 
the 2nd Cd make it seem like the Orb are 
trying to grap the youth market. ) Ignore 
the Bullshit. Listen to the music.

Also Recomended

Juan Atkins : The Passage 
( 12” - Apollo - Belgium )

3MB with Eddie “Flashin” Fowl-
kes : Detroit / Berlin 
( dbl 12” - Tresor - Germany )

Aphex Twin : Selected Ambient 
Works 1985- 1992 
( double 12” - R+S - Belgium )

Armando : 151 - remixes 
(12” - DJax - Holland )

Coming next issue
An overview of the many indepen-
dent Detroit based labels including 
- Transmat, Planet E, U.R., Dow, 
Acacia, etc.

written by Gamall, a Transmedia 
artist and DJ.
 ❉
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at large as one of the great superstars, like 
Ravi Shankar. But in effect, he had all this 
great knowledge of Indian classical music 
and really performed it in a true sense. 
I had been interested in Indian music 
and I actually started studying Tableaus 
before I met him. I was sort of going in 
that direction because my own music was 
very similar to Indian music. When I met 
him [Guruji] he said ‘You must become 
my student.’ So I said, ‘OK.’ I cried the first 
time I heard him sing. He hit some bell in 
me that had never resonated before. It was 
so moving I wanted to go back to India 
with him right away and start studying 

with him. I had already done Rainbow in 
Curved Air and had a big record on CBS. 
I was launched to have a long career and 
then I just dropped out and went to India. 
So I just went to India to study with Pandit, 
and he said no you have to do your own 
music too.

G&A: Tell us about the music-theater 
piece you are working on now?

Terry: It is based on the works of Adolf 
Woelfi. He was a Swiss peasant who was 
born around 1864 and had a terrible child-
hood. He was neglected, his father was an 

Terry Riley continued

Aldolf Woelfi, The crucifixion of St. Adolf on the Haven = island of Biscay, in the calm ocean. 1914
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alcoholic, he was a ward of the state, his 
mother died when he was very young and 
he was sent out as a hireling around the 
farms in Switzerland. He wandered around 
Switzerland like this for about thirty years 
as a laborer and stuff. Around the age of 
thirty he was caught molesting a young 
child in a cradle. He actually had been 
involved in other cases before too and had 
been put in jail because of one of them. 
But when he was thirty, they had diag-
nosed him as schizophrenic and was put 
in a mental institution, and spent the next 
thirty-five years almost in solitary confine-
ment. In this mental institution and after 
about five years he started drawing and 
he had the most incredible ability to draw 
and conceptualize art considering he had 
never been to art school and knew nothing 
about what was happening. 

Woelfi was a very visionary artist. His art 
is always about vision of something. One 
of his hallucinations or he said people 
would visit him and tell him what to draw 
and then they would argue about what he 
should draw and then he would argue with 
them. But he turned out thirty thousand 
or something drawings and stories about 
travels through space, travels throughout 
the earth, places he had never been too, 
because he spent his entire life in a mental 
institution. He described New York and 
Canada in great detail and gave them really 
fantastic names, with great plays on words. 
When I first discovered his art, it was like 

a revelation. I had never heard of him, I 
couldn’t believe it, he was such a great 
artist and nobody never heard about him. 
But now outsider art is beginning to get 
known. After I saw Woelfi’s work, I wanted 
to do some piece on him because he really 
set off something in me when I saw it, I felt 
like I had to deal with it. First I was going 
to make it purely a musical piece and then 
it looked like it had to be a theater piece 
because a lot of Woelfi’s writings are so 
imaginative and his words are so imag-
inative, I thought they had to be spoken 
in each piece so we sort of developed this 
woven fabric of music and narrative dialog. 
We would mix it all together with video 
images and slides. Then the actors were 
speaking and telling stories.

G&A: Are the words sung or spoken?

Terry: Some of them are spoken and I’ve 
written some songs for the scripts. Some 
of them are in German and others are in 
English. Some of the ones in German are 
just based on sounds which are really in-
teresting, there even not sounds common 
to Germany. They are sounds Wulfli had 
made up. You know there is this language 
schizophrenics call Glosserlallia which is a 
secret language that only they understand.

G&A: So schizophrenics can talk to each 
other in this language?

Terry: No, they can only talk to them-
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selves. Most of them have many people 
dwelling within themselves, and they all 
speak Glossolalia. They probably each 
have their own version of the language. I 
found that to be fascinating though. The 
big part of art and music is imagination. 
The thing that grips us is imagination of 
the artist, and schizophrenics are some 
of the most imaginative people. It makes 
you wonder what is the real heart of art 
and music. What are we really trying to 
get at? I think what happens to them, their 
ordinary filters for reality somehow open 
up. They experience things we can only 
experience in very altered states, but they 
experience this all the time.

G&A: Did you see music in Woelfi’s 
pictures, and did you develop themes to 
certain pictures?

Terry: I did. A lot of his drawings also have 
music notations in them. He developed his 
own system of music notation and no one 
has ever been able to decipher it. It is very 
cryptic and enigmatic notation. When I 
saw a lot of those I really thought it sound-
ed like great music just looking at it on the 
page although I would never know how to 
decipher it, so I decided to compose music 
just in a spirit of what he is doing. I wanted 
to write music that was influenced by my 
studying his drawings. So I spent a lot time 
this summer just gazing at the drawings. 
The music has come out kind of interest-
ing, it almost sounds like music that could 
have been composed in the 30’s and 40’s 

around the time he lived. I haven’t really 
wanted to do anything modern. It’s general 
substance is older sounding.

G&A: What are your thoughts on where 
the world is going?

Terry: It is important that we are coming 
up on the millennium because what I am 
experiencing, just being one person out 
of billions, is the feeling of acceleration. I 
experience this through my contact with 
other people. Everyone seems to be in 
a kind of accelerated time mode that is 
beyond their own control. Acceleration 
is finite, I think according to some laws 
of physics. It seems like we are moving 
towards something, some kind of point 
and it is probably going to be an important 
point in our development or dissolution. 
That is what everybody seems to be 
thinking. We are either going to dissolve 
as a human race or we are going to break 
through into a new understanding of what 
it is to be a human being.

G&A: So what part is music going to take 
in this transformation?

Terry: This morning I was practicing 
raga, and at one point I was singing a long 
tone and I became very peaceful and still. 
I thought this is really the highest point of 
music for me is to become in a place where 
there is no desire, no craving, wanting to 
do anything else, just to be in a state of 
being to the highest point. Then you get 
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a little meditated, you get to a place that 
is really still and it is the best place you 
have ever been and yet there is nothing 
there. For me, that is what music is. It is 
a spiritual art. It is a form to that place. 
There are many ways to do that, many 
kind of ways to get there. Music can also 
be a sensual pleasure, like eating food or 
sex. But its highest vibration for me is that 
point of taking us to a real understanding 
of something in our nature which we can 
very rarely get at. It is a spiritual state of 
oneness. For me, it is the reason for doing 
music because you are always trying to 
get there, but we live in this big cloud of 
illusions, so we sometimes go about it in 
the wrong way. We think music as being as 
a highly skilled activity, virtuosity. To me 
it’s important that you achieve the state. 
Listening to music is as high as singing 
or playing it. If a great singer is singing 

and you think gee I would like to sing like 
that, you are being foolish because you 
are listening to the thing you really want 
anyway, so why think you want to do it. It 
is the thing, the thing itself that is really 
important. Although I have a personal 
greed about playing music, I really enjoy 
the tactile thing of playing an instrument, 
but I’m coming from back in 1935, when 
that was the way you made music, there is 
no other way to do it, so I have a lifelong 
habit of doing music this way. But if I was 
20 years old today, I might not have that 
orientation, I would probably be out sam-
pling music like everybody else.  ❉

This interview was conducted at Shri 
Moonshine Ranch in October 1992 by 
Gamall Awad and Ammon Haggerty for 
Rhythmos Magazine.
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a functioning and supportive community. 
I would like these communities to have 
power over themselves yet remain open to 
the on goings around them. Most impor-
tantly though I would like to see more 
focus on the child. Once the baby arrives 
on the earth that people respect that life 
and put their energies and resources into 
supporting that life become a strong and 
compassionate individual. We are missing 
it now with our educational structure. 
Complete education is our lowest priority. 
That’s why Sound Photosynthesis does 
what it does. Hopefully through introspec-
tion something will click. Once you have 
the knowledge you gotta do something 
with it otherwise you will be haunted by 
it. All humans should be given an equal 
chance at birth, and when that happens 
within a period of time people will begin to 
allow in the education of the young more 
compassion, a broader mind, ability to 
care for each other, the planet, the future 
and...SPACE TRAVEL!!!! 

You can visit Sound Photosynthesis at:
photosynthesis.com

The interview was conducted October 
1992 by Harvey the Invisible Rabbit for 
Rhythmos Magazine.

Sound Photosynthesis continued
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