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Vestoj On Fashion & Magic

ew direttors have been as prolific in their lifetime

as Kenneth Anger. Blending surrealism and the occult with homoeroticism,
psychodrama and unashamed speétacle you could perhaps say that Anger’s
whole vocation has been an ode to the art of magic. An early follower of
Alei$ter Crowley’s teachings, Anger at various $tages in his life mixed with
occult praftitioners and artiéts as diverse as Jean Coéteau, Anais Nin, Anton
LaVey, Mick Jagger and Jack Parsons, and

his life is as shrouded in myth and legend as his work is.
Kenneth Anger is today as dapper as he ever was, and each and every one of his

works is testament to the fat that this is a man for

whom the sartorial matters. In the Studded leather jackets, patch-worked silk
robes or bejewelled head-dresses of his charatters you can find his devotion
to the vogue of the times, and despite re§trained budgets the viewer never
fails to feel enriched.

Lucifer Rising, 1970-1980

Kenneth Anger in conversation with Aaron Rose

Aaron Rose: THIS INTERVIEW IS GOING TO BE A BIT DIFFERENT FROM

THE USUAL ONES BECAUSE WE ARE GOING TO SPEAK ABOUT FASHION AND IN

PARTICULAR COSTUME...
Kenneth Anger: Yes. It’s great! You know
I’ve just come from Paris where I was invited to
the opening of the Valentino show.

AR: YEs, [ WOULD LOVE TO TALK ABOUT THAT, BUT IF IT’S OK LET’S GO

BACK FOR A SECOND. MY ASSIGNMENT HERE IS TO WRITE ABOUT FASH-

ION AND THE OCCULT, BUT SINCE YOU ARE NOT A FASHION DESIGNER THIS

WOULD REALLY BE MORE ABOUT COSTUMES. WHEN DID YOU FIRST START

THINKING ABOUT COSTUMES?
KA: Well, the §tory behind that is that my
grandmother, her name was Bertha Coler, she
was also known as Big Bertha, she was a coStume
mistress and a designer, who looked after the cos-
tumes during the silent film period in Hollywood.
The mo& notable film that she worked on was
The Eagle in 1925. It was one of the films &arring
Rudolf Valentino. It was the only swashbuckling
attion film that he made. It was done a little bit in
the spirit of Douglas Fairbanks films.

AR: SO YOU GREW UP AROUND COSTUMES?
KA: Yes, and then when my grandmother died
she left me her colle&ion of robes from the films
that she had worked on. This included some cos-
tumes from Clara Bow films, and of course these
costumes are very fragile! Silk is an organic sub-
&tance and it has to be looked after very carefully
or the fibres will tear. I gave all those co§tumes to
the British Film Inétitute in London some years
ago. I don’t think they have put any of them on
display, but they do have them.

AR: WHEN [ WAS FIRST GIVEN THIS ASSIGNMENT | IMMEDIATELY

THOUGHT OF THE OPENING SCENE FROM YOUR FILM PuctE MOMENT WHERE

YOU HAVE ALL THE VINTAGE DRESSES SLIDING TOWARDS AND TEARING

AWAY FROM THE CAMERA.
KKA: Yes! Those belonged to my grandmother as
well. They are different dresses from the 1920s—
from the Jazz age. Those are flapper dresses.
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AR: WHY DID YOU DECIDE TO TEAR THEM AWAY LIKE YOU DID?
KA: Because in the slightly satirical idea behind
that particular short film, the girl in the film is
supposed to be sorting through her closet to find
the dress she wants to wear. So she’s pulling one
after another off the rack, then looking at it and
tossing it aside.

AR: IT SEEMS AS THOUGH COSTUME AND FASHION HAVE PLAYED A MAJOR

ROLE IN MOST OF THE FILMS YOU HAVE MADE. WHY IS THAT?
KA: You have to consider the faét that I've never
had budgets; my films have always been very
modeétly produced by myself. I mean, my entire
budgets are what a major film would spend on
hairpins! But co§tumes are important. I've used
a lot of uniforms and I do consider those cos-
tumes. . .because they are. They’re not ordinary
§treet wear. I've made several films with military
uniforms, and finally I made a film recently called
Uniform Attraction, which is about the fetishis-
tic intere&t in military uniforms. In fact, I don’t
care whether it’s a policeman or an orderly in a
hospital or a fighter in an army; the purpose of
uniforms ever since Roman times is to transform
a person from a civilian into a unit. So the faét
that everyone wears the same type of uniform

Kenneth Anger in conversation with Aaron Rose

AR: SYMBOLISM IS VERY IMPORTANT TO YOU. YOU SEEM TO CONTINUALLY
REFERENCE THE FACT THAT THINGS IN LIFE HAPPEN BY CHANCE AND I'M
WONDERING IF THAT PLAYS INTO THE SYMBOLISM YOU USE IN THE COS-

TUMES FOR YOUR FILMS?

KA: It definitely does. I know what I'm doing.
I'm not what you’d call some kind of drug-crazed
maniac like some other film direftors. I'm talking
about somebody like Jack Smith who was kind
of crazy. I knew him quite well and I even helped
him on a couple of his projetts, but I've had a
longer life span than Jack.

AR: WELL, IT SEEMS LIKE EVERYTHING YOU DO HAS A VERY SPECIFIC
MEANING, AS WELL AS VERY STRONG HISTORICAL AND PERSONAL TIES.

AR: WHICH IS AGAIN VERY COSTUME ORIENTED. ..

KKA: T hope so. You know, I'm making personal
films. I've never tried to break into the commer-
cial film world because I like making short films.
I don’t like making three-hour films or even two-
hour films. I also like working with found foot-
age. The film I made on the Hitler Youth is using
found footage that I got from the Imperial War
Museum in London. They were the boy scouts of
Hitler’s Germany.

KKA: Oh absolutely! Of course if you
take off the armbands with the swas-

“The purpose of
uniforms ever since
Roman times is to
transform a person
from a civilian
into a unit.”

makes you into a cohesive unit.

AR: WEREN’T THE COSTUMES IN YOUR FIRST FILM UNIFORM RELATED?
KA: Yes. Fireworks has the white summer uni-
forms, they’re called Summer Whites of the Unit-

ed States Navy. Those

were genuine uniforms

tikas, what the boys are wearing
with the short pants and beige
colour are practically identi-
cal to the traditional
Boy Scouts! The
Nazis copied the Boy
Scouts. The Nazis
took it over for their future

Puce Moment, 1949

too! In other words,
I used real sailors in
my films. I didn’t have
to hire the uniforms

brainwashed warriors.

I don’t know how much you now about the Boy
from a coStume house, Scouts, but the idea at the beginning was always
so they are authentic to prepare the boys to go into military service.
AR: I DIDN’T KNOW THAT...BUT IT MAKES A LOT OF SENSE. I'M STARTING
TO GRASP THE HISTORICAL REFERENCES, BUT WHAT IS YOUR PERSONAL

CONNECTION TO UNIFORMS?

because the uniforms
are real and so are the
bodies inside.
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KA: Well, I served in the United States Navy
when I was a teenager in the closing days of
World War II. I didn’t do the whole term because
I came down with scarlet fever. I do have a photo
someplace of me in a sailor uniform.

AR: LET’S SWITCH GEARS FOR A MINUTE. IN PREPARATION FOR THIS, I WAS
LOOKING BACK AT YOUR FILM, /N»0c4TION OF My DEMON BROTHER AND |

NOTICED THAT THE WAY YOU SHOT THAT FILM IS VERY REMINISCENT OF THE
TRENDS IN FASHION PHOTOGRAPHY FROM THAT TIME. WERE YOU LOOKING
AT THOSE FASHION IMAGES FOR INSPIRATION?

KA: I have always been very aware of fashion,
and I certainly looked at a lot of it. I mean, not
just Harpers Bazaar and Vogue...and after I
moved to Europe, in Paris in the 1950s, I became
a friend of Yves Saint Laurent. This is just when
Yves took over from Christian Dior and T was
invited to some of those early shows.

AR: SO YOU WERE AWARE OF WHAT WAS HAPPENING IN FASHION IMAGERY

AT THAT TIME?

KA: Oh yes! Absolutely. However I've never
gone into commercial work. Luckily that’s
something that I've never felt like I've had to

do because I had enough money to get by in my
bohemian lifestyle. However, if I ever had to go
commercial, I probably would have chosen some-
thing in fashion.

AR: I’VE NOTICED IN YOUR FILMS FROM THE 19608 AND 1970S, THERE
SEEMS TO BE REPETITIVE SYMBOLISM IN YOUR COSTUMES. IN PARTICULAR,

FOR THIS?
“With regard to
the OTO, | don‘t

go to their meetings,

but I‘ve never been
expelled. In other
words, | haven’t
given away any
of their secrets.”

IMAGES OF TRIANGLES OR MOTIFS OF EYES AND SUCH. IS THERE A REASON

KA: Well, yes. Like in LZucifer Rising, the trian-
gle is a symbol of the pyramids in Egypt. The
triangle shape is an occult symbol for fire. That’s
an upward pointed triangle. A downward pointed
triangle is a symbol for water. These are ancient
symbols and they are very simple. When you
combine the two you make a Star of David. Many
people don’t know that.

AR: WHAT WAS THE PERSONAL SIGNIFICANCE TO YOU IN USING THE TRI-

ANGULAR PATTERNS?

Kenneth Anger in conversation with Aaron Rose

KA: I am a member of the OTO, which is like
an honorary organization that means Ordo Tem-
pli Orientis. I've been a member for years. It was
founded by Aleiter Crowley back around 1910.
It’s a little bit like the Freemasons or something
like that. But I don’t go to meetings. In other
words, I'm an honorary member, but I don’t have
to really do anything. I know a few of the other
people involved and I'll speak to them when I run
into them, but I’'m not a club type of person. I'm
a loner. I am definitely on the occult wavelength,
but I prefer to work alone.

KKA: T hope so! I do that for my own pleasure and
whether they are unders§tood by the general audi-
ence I don’t care! They are there, and I think they
have a power and an invocation. Whether you see
or you understand the power of an eye in a trian-
gle, that §till has a whole occult background. Like
the Seeing Eye, that symbol goes back hundreds,
maybe thousands of years! So maybe I'll just flash
it at you for a few frames, you know,

Fireworks, 1947

AR: BUT YOU'VE MOST CERTAINLY PULLED REFERENCES FROM THE OCCULT INTO YOUR FILMS...

very quickly. AR: I'M CURIOUS WHY, IF YOU
DESCRIBE YOURSELF AS A LONER,
YOU BELONG TO THIS

CLUB AND REFERENCE UNIFORMS AND ORGANIZATIONS

KA: Well, with
regard to the OTO, as I said, I don’t go
to their meetings, but I've never been

expelled. In other words, I haven’t given away
any of their secrets. They sometimes will say to
someone, “Well you know you haven’t paid your
dues, or you've told someone something you
weren’t supposed to.” But I haven’t done that. On
the other hand, I've §tudied AleiSter Crowley my
whole life, and it’s no secret that he involved atu-
al lovemaking as part of his magic. So that could
be interpreted as being some kind of sex scandal,
if you want to look at it that way. You know, his
idea that making love can be part of magic or

SO MUCH IN YOUR WORK?
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ceremony? That doesn’t mean it happened all the
time, though. It was occasional. ..like when the
moon was right or something.
AR: WERE THOSE IDEAS SOMETHING THAT YOU
HAVE TRIED TO COMMUNICATE
AESTHETICALLY? KA: Well, yes, in my own personal way. But
I’ve never filmed a ritual. I've always filmed a
kind of a vision. . like as if you were looking into
a crystal ball. Not using dialogue or speech. I
always use music. That’s my own personal étyle
of interpreting these things.
AR: THAT’S ONE REASON WHY I LOVE YOUR STYLE. YOU’VE NEVER HAD TO
SHOW ACTUAL SEX TO MAKE IT SEXY.
KA: That’s right. I think it’s better. Sugge$t
rather than show. Pornography is boring! I mean,
so what? It’s in, then it’s out, then it’s in again.
When you’re aétually performing in a sexual
way with someone that you're attratted to, you
forget that it’s sort of just “in and out and in
and out.” That doesn’t matter! It becomes like a
symphony...and it should be! Hopefully! There’s
supposed to be an art to lovemaking.
AR: ARE THERE WAYS THAT YOU CAN SPECIFICALLY SPEAK OF WHERE
YOU’VE REFERENCED THAT SYMBOLICALLY IN YOUR COSTUMES?
KA: Well, I think co§tumes and clothing in
general are more intere§ting than the naked skin.
That’s ju&t my own interpretation. The motifs
that I have recurring over and over again in my
films are not about $triptease. It’s the opposite.
It’s about dress up. I always show people dress-

Lucifer Rising, 1970-1980

ing. They are putting clothes on rather than
taking them off. So it’s the opposite of §triptease.
It’s playing dress-up. To me that is how people
really express themselves. Through clothes or
costumes. I particularly like the motorcycle fel-
lows in Scorpio Rising. Those are not ators. They
are genuine working class fellows that love their

motorcycles.
AR: YES....AND NOBODY IS GETTING UNDRESSED IN THAT FILM. THEY ARE
ALL PUTTING ON THEIR GEAR...

Kenneth Anger in conversation with Aaron Rose

IKKA: That’s right. That’s the Kenneth Anger touch.
AR: IS THAT SYMBOLISM RELATED TO A WAY YOU LIVE LIFE SPIRITUALLY?
I’D LIKE TO GO BACK TO THIS IDEA OF CHANCE, OR RATHER THE LACK OF
CHANCE IN LIFE. THE IDEA OF PRE-DETERMINATION. IT SEEMS LIKE EVERY-
THING IN YOUR LIFE AND WORK FITS TOGETHER LIKE PIECES OF
A PUZZLE...
KA: Well, it’s nice to believe that you have a favourable guardian angel or
something, but it’s all a fairytale. In other words, I don’t really believe
that. But I have had fortunate happenstances in my life where things seem
to fall
into place. Either I have a situation where the people I work with are
ideal, like the poetess Anais Nin, who I knew when I made /nau-
guration of the Pleasure Dome, and she agreed to appear in it. Also, Marjorie
Cameron, who in real life has bright red hair, became my scarlet woman in
the film. So those things judt kind of fell into place.

AR: ARE THERE ANY OTHER AESTHETIC CHOICES THAT YOU VE MADE THAT WERE DRIVEN BY COINCIDENCE?

KA: Well, I just go with the flow. For instance,
when I was living in England in the 1960s, it just
so happened that I was friends with Marjanne
Faithfull. She was recovering from drug addic-
tion at the time, and I ca&t her as a devil in my
film Zucifer Rising. She played Lilith. Lilith is

a powerful female demon from the Babylonian | have recurring
times. But working in my film, when she wasre-  Over and over again
covering from her heroin addiftion, was kind of a in my films are
therapy for her. I told her at the time that she was  not about striptease.
playing Lilith, but the real idea of the charaéter It’s the opposite.
was to get the demon out of her syStem. It's about

AR: LOOKING BACK ON ALL THESE FILMS YOU VE MADE, AND SPECIFICAL- dress up.”

LY IN RELATION TO THE COSTUMES, IS THERE ANYTHING THAT YOU WISH
YOU HAD DONE DIFFERENTLY?
KA: Well, it isn’t that I wished anything was
different, it’s just that there were ideas that I had
that were beyond my means. So with the films
that I've realized, I've ju$t managed to do them
and get through them, but there are other
ideas that I've had that I wished could have
been different. For instance, my film Rabbit’s
Moon. I made all those costumes myself.
That was Pierrot, you know the sad clown,

“The motifs thot

§
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he is basically just in a large white t-shirt. It’s silk,
and it’s very loose. . like white pyjamas. But he’s
always shown in a kind of sloppy white suit with
buttons on the front and then a white skull-cap
and white paint on his face. He’s dedicated to the
moon. That’s why he’s in all white. His rival is
Harlequin, and Harlequin has quadrangles on his
coftume. ..

AR: AND YOU MADE ALL OF THOSE COSTUMES?
KA: I made them, but I also had some help. I had
somebody to work on the sewing machine for me.
Then as for Columbine, she’s the girl who teases
and torments Pierrot, and then he falls hopelessly
in love with her. Yet she is the attual demoness of
Harlequin. Harlequin is actually Lucifer. In other
words, he is the devil. In the film he is shown as
a playful devil, in other words, playing pranks. I
show, in Rabbit’s Moon, that Columbine is just a
projettion out of the magic lantern of Harlequin.

AR: WHAT ABOUT IN YOUR LATER FILMS? DID YOU CONTINUE TO HAVE A

BIG SAY IN THE COSTUMES OR WERE THERE OTHER PEOPLE MAKING THOSE
Rabbit’s Moon, 1950 DECISIONS FOR YOU?

KA: Well, when I was living in England I had
Jann Haworth. At the time she was married to the
artist Peter Blake. I met her at the Robert Fraser
Gallery in London, and I asked her if she would
like to work on some co$§tumes for me. However,
for the moé part, I designed them. For in§tance,
the coloured satin Lucifer jacket with the rainbow
speftrum on the back, and then the letters in gold
leather that spell out Lucifer, those were person-
ally made for me by Jann. It was a good collabo-
ration. That jacket that she made, I donated to the
British Film Intitute. They never displayed it,
but they have it.

AR: WHAT ABOUT THE MOTORCYCLE JACKET FROM SCORPIO RisiNG? WHO HAS THAT NOW?
KA: Well, I atually made that one. In other
words, I did the lettering on it. I used those
chrome §tuds. So I did all that, which is basically
pretty easy. You just draw it on the leather and

Kenneth Anger in conversation with Aaron Rose

then §tick these chrome disks on it. I aétually
gave that jacket away. One of the motorcycle
guys that worked on my film and used to ride me
around on the back of his Harley asked for it, and
I said, “Ok, take it”, and he just rode off in it on
his motorcycle. That was the la& I saw of it.

AR: YOU KNOW FASHION IS SOMETHING THAT IS SO FLIGHTY. IT’S A TRAN-
SIENT MEDIUM. YET FILMS FOR THE MOST PART AREN’T CREATED THAT WAY. ..

KKA: The diabolical thing about fashion is that
they are supposed to come up with new ideas for
every season, but the seasons, especially as you
get older, seem to come faster and fadter. Sud-
denly you have to come up with new ideas, all of
a sudden it’s a new season, and what they have
discovered is that they can pick up ideas that have
gone before and simply retread them. So I think

Inauguration of the Pleasure Dome, 1954
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it’s amusing to see some of these ideas come back.
You know, in the 1940s when I was growing up

it was wartime. It was also the time of Joan Craw-
ford, who was very beautiful then. They began to
dress in a mannish fashion, with padded shoul-
ders. Because there was a war going on, they had
a more military look, even though they were not
in the military. ..and they’ve brought that back a
couple of times. Then there were clogged shoes. ..

AR: THIS SEEMS LIKE A GOOD SEGUE TO SPEAK ABOUT THE VALENTINO
SHOW THAT YOU DID RECENTLY IN PARIS...

KA: There are two young design-

ers, who I believe are

both Italians, who did this

late&t Valentino show. Val- ““The diabolical
entino himselfis the pro-  thing about fash-
ducer, but he’s not direétly  ion is that they

involved in the design are supposed to
anymore. Anyway, they come up with
approached me to do new ideas for
the light show behind every season,
this year’s runway but the seasons,
presentation in Paris. especially as you
It was done outside get older, seem
of the city in what’s to come faster
normally an indus- and faster.”

trial space. It’s a big \
warehouse. It’s longer

than a football field. Everything was white. There
were white benches for the people to sit on, and
white walls, white seats and white cushions. So
three walls are white and on these they projeted
images from my films that I personally chose.

They were moétly images from /nauguration of the
Pleasure Dome. They are quite Baroque images
with a lot of oranges and hot colours.

AR: WERE YOU CITED AS AN INFLUENCE FOR THE COLLECTION ITSELF?

KA: The colours from my images were only
occasionally echoed in the clothes on the runway.
It wasn’t like they copied images off of the screen

Kenneth Anger in conversation with Aaron Rose

or anything. But anyway, so these images from
Inaguration of the Pleasure Dome were projetted
on the walls during that half hour before the show
while people are being seated. Then, when the
runway was happening, they used only images
from my Zivoli Fountain film, which were in blue.
So there were all these water images that made a
wonderful background for the runway show.
AR: DID YOU LOVE IT?
KA: Yeah! As a matter of faét, I may try to do something like this again in America.
They used nine projetors pointed from the ceiling. Everywhere were these ab&tratt water
effets of these splashing fountains. It worked really well. Because of all the water, there
was this kind of exuberance going on.
AR: HOow DID IT FEEL TO SIT THERE AND WATCH THAT?
KA: It was delightful because I've never seen
my films shown on nine projectors at once! It was
great. [ was very happy with it. The Valentino
people were very nice to me.
AR: AT TIMES YOU’VE MENTIONED THAT YOU SAW THE CINEMA AS AN EVIL
FORCE. CAN YOU TALK A LITTLE BIT MORE ABOUT THAT?
KA: Well, I happen to be a prankster in a sense.
A trickster or a prankéter. Lucifer tends to be a
sort of prankéter figure in my imagination. So
when I say it’s evil, I mean evil on my terms. I
don’t mean evil like, let’s say, the Nazis or
something. My conception of evil is something
that becomes an obsession. Cinema has become
my obsession. In a way I'd like to move away
from it and just be free for the la§t period of my
life. I'd love for this period to be one of medita-
tion or contemplation, but it’s not going to happen
because I §till have ideas for films I want to do. It
never lets me go. va



