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Frank Sheldon, in interview with Debra Kahan 
18 June, 2016 Shoreline, WA 
 
F:  I always took the fact that Robert and I exchanged few if any words on a 
course to be a good sign.  I always took it to mean that he didn’t have to tend to 
me.  I would manage myself, so to speak, in terms of what I could do.   
 
D:   And he’d often do a specific gesture and say “Wonderful!”  He really did 
value and appreciate what you brought.  So with that, we are beginning this 
interview.  I have brought in the idea that the theme of the week, for me, has 
been:  “to let your heart be light”, as in the Christmas Carol.  Perhaps you can 
say what your intention is.   
 
F:   Two things.  At some point maybe the interview would even reverse.  I guess 
I thought that if you ask me things about my whole experience with Guitar Craft 
from the beginning, to now, it might help me to say something about it.   I might 
find out things for myself and also kind of make a public record so to speak.   I’m 
not sure if I’m going to be writing anything about it so maybe this will be my 
contribution to whatever my part was in Guitar Craft.    
 
D:  I am honored to be on this other side.   
 
F:   Then it might also be interesting first thing, if I ask you, having been part of 
Guitar Craft, especially in those early days, what your experience was of 
whatever I was doing?  How was it when I first came into the course?  I don’t 
know.  When we’re in our own little orbit, our own little world, and we walk 
through and we’re in our little bubble, and all the other people are in their bubbles 
and we have our experience.  We might sometimes share our group experience 
and we are all kind of on the same page, but a lot of my experience of Guitar 
Craft was from my own point of view.    
       I’d be doing some classes, I had personal meetings, I’d work with people in 
the circle while they were working or practicing or rehearsing or very occasionally 
even performing.  So that was my point of view.  I’ve been told by some people 
that it really meant a lot to them, and then other people felt:  “What is this?   I’ll try 
to ignore it the best I can, because I need to focus on what is really important 
here.” 
 
D:  Well let me begin at the beginning.   I’d like to set the time frame for us, 
because there was a particularly characteristic flavor of the beginning of our 
guitar school, known as Guitar Craft in those days.   The years were 1985 when 
it first began to 1991, when it left and moved to Großderschau.    So that’s when I 
worked with you intensely.   For this conversation I’d like to focus on those years.    
 We are actually beginning at the beginning.   One of the things I’ve gotten 
from you in the conversations we’ve had is an experience you had about your 
beginning.   But you went way, way back to the Sherborne beginning.   And you 
told me this twice and I’d like to hear you explain it again.   Sometime during this 
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interview if it comes out.    It could come now, or maybe you want to save it for 
later.    
 
F:  I’m not sure what you mean. 
 
D:  You told me about when you really experienced life for about twenty four 
hours where you felt like you were actually enlightened because you were really 
with all the other people.  Could you say a little about that to begin?    
 
F:  Certainly.  I went to Sherborne on the very first year that it was held, 1971 and 
1972.   I spent almost an entire year there.  I had a one year ticket from Pan Am.  
I went traveling a bit, hitchhiking around the north of England in the Lake District.  
I drank some water I shouldn’t have from a stream and got ill.  I spent twenty four 
hours lying under a tree somewhere out in the middle of nowhere.   

I was going to hitchhike further and then I thought maybe I should actually 
go to Sherborne and see what this is.  I spent a day hitchhiking and I was 
apparently headed to the wrong Sherborne, but luckily I was picked up by 
somebody who figured this out.  I wound up on this road, I think it might have 
been called the A40, out in the Cotswold’s.  It was about ten at night, and I saw 
this little sign “Sherborne” and I walked down this little road.  It was very dark, no 
street lights.  I walked into the village just as it was.  It was the first time I had 
been in England.   I wasn’t a world traveler.  This was my first little trip on my own 
outside of the US and the only other trip had been to Canada with my parents 
when I was little. 

So a villager pointed to Sherborne House, and I actually came in the back 
entrance. I walked into Sherborne House, I saw a light.  I looked in a door and I 
went in.  It turned out to be the kitchen and a huge kitchen, twenty foot high 
ceilings, something like that, very high, quite a large room.  It was in rather a 
decrepit state.  It turned out they had just taken possession of the building about 
two or three days before.  There was a man named Ron Sutton-Jones who was 
there and Mr. Bennett.  And Mr. Bennett just had his hands in his shirt, and he 
had suspenders on and pants hitched up to about here and his hair kind of 
sticking out.  He turned around and looked kind of crazy.   

He basically asked Ron to feed me.  I hadn’t eaten at this point for about 
forty eight hours. So he made me sausages and fried tomatoes, fried in a skillet 
full of grease.  It was actually quite good.  Not probably the recommended way to 
break a fast.  But that’s gotten a little off on a tangent.   I went through the whole 
process, probably a tale for another time, I went back.  I got involved with people 
who tried to continue on by having a group house.   
 
D:   But Sherborne, the experience of the twenty four hours. 
 
F:  Yes, I’m getting to that.  At some point I got into the Alexander Technique 
because I had had severe back trouble.  And at some point I said this is 
something I should do, and this is something I could bring to Claymont. 
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D:  Did you hear a “yes”? 
 
F:  Yah.  Because there was already wind of this place and it was going to be 
Claymont.  So I thought I could become an Alexander teacher and then I could 
bring that skill to Claymont.  That’s how I thought it would be.    
 It was by a minor miracle I wound up being in a brand new training school.  
There was no room.  I thought I was going to have to wait ten years or 
something.  So I went over.  I started the Alexander training.  This was in 1974.  
Sherborne was still in operation so I used to visit.  They would allow visitors on 
certain weekends.  It was always very good.   At that time this was the … so to 
speak, the source.    
 Unfortunately, Mr. Bennett was already gone.  He had died.  I used to go 
out and visit.  I think it was the fifth course, the last course that was run by 
Elizabeth Bennett, Tony Blake, Mick Sutton and a bunch of other people.  They 
sort of had acquired his stuff.  Robert Fripp was on that course.  
 I’d never heard of Robert.  I did hear him play.  They put on a production 
in the spring around midsummer’s eve, and that year they’d gone for Three 
Penny Opera.  Robert did the whole music.  The first time I heard his name 
someone said afterwards:   “That’s Robert Fripp.”   They had this big hall.  They 
had to move it inside because it rained.  It was a good experience, a good 
production. 
 So I used to go and visit.  It could be a lot of fun.  It could be enlivening, it 
could be entertaining.  It could be exciting, it could be challenging.  It could be 
tedious.  They would provide things to do for the visitors, like a movements class 
sometimes or a meeting and also practical work.    
 
D:    They thought about the visitors, how good of them.  They gave them 
something.   
 
F:  Yes.  So the practical work.  There was so much being put on this project of 
weeding one of these paths.  They had these paths, fine gravel, grass, very 
straight and there were these tiny green things.  They were about a half inch high 
and they wanted all of this removed.   And I had a thing about this kind of job.  I 
thought:  “What an utter waste of time!  Isn’t there something better to do? 
Couldn’t we build something or repair something?  These little things.  What does 
it matter?”   You know?   It’s overly meticulous, it’s fastidious, obsessive.  The 
English path must be the perfect gravel.    
 
D:  Would you say you were a little negative? 
 
F:  Well, yes, definitely.  And it gets tedious.  It’s the kind of thing when you’re 
doing it, every five seconds basically it keeps repeating itself and you’ve got 
some kind of hoe and you’re scraping and that’s the only thing you’re doing, over 
and over and over.  It’s like static on a TV screen.  It’s totally monotonous.  So 
I’m doing this.  It’s not a bad day.  It’s a pretty nice day and there’s a bunch of 
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people, and then something utterly changed.  I wasn’t expecting it.  The main 
effort I was making was that I was just doing it.  I don’t want to but I’m doing it.   
 
D:  Could you say the practical work in this school that we participated in, wasn’t 
there some sort of body awareness or inner work or some sort of exercise or 
something to do with your breathing or something? 
 
F:  Sometimes there are specific instructions, but a lot of times you were just 
shown things and there was an expectation that you would practice what you 
knew.   To be honest, I have no memory of making any effort in that way.  I 
remember that I really didn’t want to be there and couldn’t wait for it to be over.  
Then something shifted.  I think now I had an enlightenment experience.  Even 
though everything was the same, but everything was also different.  I had this 
intense experience of connection with people, with the land, with the trees, with 
the sky.  The whole thing seemed utterly unified to me.  And there’s a feeling 
content to this.  It wasn’t a mental thing, it’s mainly a feeling thing.  If I could only 
say one word it would be joy, pure joy.  And not happiness, joy.  Joy doesn’t have 
its opposite.  The opposite of happiness is I guess misery.    

It was an amazing thing.  For the rest of the day that persisted.  I 
remember at some point I wandered over … there was this big lawn in the back, 
not where you would pull up if you were driving in, but on the opposite side of the 
building. A big flat grassy area with shrubs, quite large, like you could play a 
game of football there quite easily.  And I remember there were people practicing 
some of the Morris dancing music.  One woman was on a fiddle, and there was 
one of those squeeze box things.  And  
I found it was blissful.  This woman with the fiddle, an older woman, older than 
me, I think she might have been from the Northwest, or Alaska.  She was 
American, but she looked at me and said something like, “You know”.   Like she 
was in the same place I was.   

The other thing I remember is for some reason they did the Morris dancing 
themselves, and I remember this particular piece  “Oranges in Bloom” it’s called.  
And it’s the music they’re playing and it has a Morris Dance that goes with it.  It 
had a very powerful effect on me, it was almost primordial.  It may be a cultural 
thing.  It might be an ancestral thing.  My ancestors came from England going 
back a thousand years basically, probably some of them even further.  My 
ancestors were Normans, although the Morris Dances probably go back even 
before that time.  So maybe I had a connection with that, I don’t know.     
 
D:  When you told me, correct me if I’m misheard you, but I thought you intimated 
that that experience, of being awake to joy and connected to everything, not just 
the people but to the whole three dimensional or more dimensional world, was 
something you took as reality or enlightenment or as some thing where we 
should be as people.    
 
F:  Yes, that was my sense of it.  “Oh this is how life is meant to be.”  Meant not 
as in “should”, but more like possibility, like we could be living like this.   This is a 
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possibility for us.  And usually we are not.  We suffer because of it, but we are 
not aware that we are suffering.  We are thinking we are getting our satisfaction 
by things that are more trivial, entertainments and gismos and excitements and 
things, and these things can make us happy, but it isn’t even anything in the 
same category or class.  That day was worth all that stuff put together and a 
hundred times over.  Anybody who had that would trade everything they had for 
that. 
 
D:   Would you say that you were seeking that experience?   
 
F:   Well I wasn’t seeking it that day.  It wasn’t like an aim I’ve had over my life, 
like a lot of people do.  These moments come where you get a sense of 
wholeness, connectedness, a sense of things as they should be rather than 
chaos and discordant things fragmented and fractured.  What was interesting 
about this was it wasn’t just a flash, it lasted at least 24 hours and it was there, it 
kind of simmered.   

I recently had been reading a book on the history of Zen.   
 
D:  Recently now or then? 
 
F:   Recently now.  One of the things they talked about a lot of people think you 
are doing Zen, then you become an enlightened being and that’s it.   People 
could have a multitude of these experiences, it wasn’t a one time deal and it 
wasn’t necessarily something that lasted forever.  It’s like before and after.  Once 
you’ve seen that, you know what’s important, what has real value, and things are 
never quite the same again.  People who really apply themselves to this higher 
consciousness, Zen or other forms, they went after that.  And maybe some of 
these people the way they seem to be maybe that’s the way it is. 
 
D:  I am inspired to ask you another question.  I first met you in 1981, when you 
arrived at Claymont on my ten month basic course.  I was living in the barn, and 
you joined us living in the barn.  We knew your name was Frank, and you were 
an Alexander technique instructor.    

Can you speak a little bit about how you became involved in this guitar 
school that we both spent a big part of our life in?   After 1982, because our 
guitar school began in 1985, so there were three years between.  How did you 
become involved in Guitar Craft?   
 
F:  Probably the only thing that is relevant beforehand is I helped start an annual 
Alexander one week course at Claymont.  It was the first thing like that.  It was 
just before I moved there, that was the first one, so that would have been in 1982 
I think.  It became a yearly thing.  That created a possibility for the people at 
Claymont.  A lot of people were not happy about it, but then there were some 
people, including Vivian Engelberg, who saw the possibility in this that it could be 
a good thing for the community, because it brought in some energy, and it 
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brought in some money, and created  jobs for people.  It used the facility, created 
some work for people, created work in the kitchen.    

So Vivian at some point knew Robert, or knew about him and she asked 
him if he would come and do some kind of course cause she got into the thing of 
trying to create more of these.  The story as Robert tells it is first, he said no, but 
then later because of the new tuning that had come to him, he said, “This must 
be what the new tuning is for.” 
And he said, “Yes!” 

The first one up there, I think quite a few people came, because it was the 
first Guitar Craft ever.  They advertised in a magazine, one of those musician 
magazines, maybe more.  It was probably a little unusual because of that.    

I heard there was going to be a performance, so I went up.  I didn’t know 
what it was going to be, but surprised to find that the audience was sitting in the 
middle of a big circle that’s certainly something that I didn’t expect.  I thought 
there would be people coming out and playing kind of like talent night.  They had 
this amazing way.  They would play a piece together, but then they would have 
groups 4 – 3 – 5 or whatever number of people.  They would stand up and 
people would rotate around so they could be next to the people that they were 
sitting with.   But in order for that to happen some other people would have to 
rotate around and sit where the people who had just moved were.  And I thought, 
“How are they able to figure this out?”  It was amazing.  It was like watching a 
clock mechanism.  There was something about it that was very beautiful.    

In the performance, I remember the sound.  The ballroom had good 
acoustics for this kind of thing.   It had a resonance.   So it helped.  It gave a little 
bit of warmth.  It wasn’t so plucky.  The performance really lifted me up.  It was 
wonderful and I was really happy about it.  And then, I don’t know if it was exactly 
the next course, or the one after.  I ran into Jack Chromey on the property and he 
said he had heard that Robert was interested in speaking to me about something 
to do with in relation to Alexander Technique and this Guitar Craft course, and 
would I go up and have lunch up there?   

 So I went up and sat next to Robert and again we spoke about it for 
probably less than 60 seconds and he said “Good”, and I agreed because my 
basic philosophy in terms of situations like that was always to say yes.  
Particularly for anything to do with Alexander.  If somebody asked me to do 
something, even if I had no idea what I was going to do, or how to do it, I would 
just say yes.  It was a principle I had adopted.   

So I went away and I said:  “Let’s see, what I can do.”  
So for a model I used these workshops I had worked on, like the one I did 

at Claymont which I had been doing for two or three years and a few other ones I 
had worked on.  So I said, “Well, I’ll have a class of some kind, and then I’ll have 
personal meetings.” 

 So that’s what happened.  And I think at this time. At that course there 
were less than 20 people.  I could manage to see everyone more than once.  I 
think maybe the meetings were twenty minutes.  And then I had to do some kind 
of class.  I had very little experience of that.  I concocted some things based on 
some of the things we did in the training.  There were games we used to play to 
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help get us in contact with some of the principles, like the principle of attention, 
the principle of expanding our field of awareness and attention.  Principles of how 
we react unthinkingly, physically as well as mentally without understanding it.  
For example I remember I played the game Simon Says, because the whole idea 
of Simon Says is you try to get people to react before they can think.  So I would 
do things like this.    
 
D:   Do you remember what year that was, what course?   
 
F:  It must have been ’85.   
 
D:  Robert asked you and that very course you started?  Or did time go by and 
you worked on the next course?   
 
F:  Well, it wasn’t the very first course because I saw the performance.  It could 
have been the next course or third course.    

One thing I remember, Robert said to me when we had the first meeting 
was he was a guitar teacher and he was showing people what to do, but then he 
would look at them and they were not doing what he had asked them to do.  
They were doing something completely different, not really knowing that they 
were doing something different.  They were thinking that they were doing what he 
asked them.   

I think he had had Alexander lessons at Sherborne and he came to the 
first Alexander workshop that we had at Claymont. He was there with Victor 
Garbarini.   I remember Robert, he had on an army colored tank top and he was 
this guy.  I thought to myself, I guess this guy is a famous musician.    
 
D:  So was it in the barn or the mansion, the first course you taught at? 
 
F:   The Guitar Craft course?  It was up at the mansion.  
 
D:   So probably the 3rd course. 
 
F:  Robert came to the course.  He came with Victor Garbarini.  It was part of his 
life where he was taking a hiatus from professional work.  I think he remembered:  
“Oh, Alexander work.  Oh there’s this guy here turns out.”   Maybe someone said:  
“Frank’s here.”   I don’t know. 
 
D:  So that was your beginning. 
 
F:  Well, he might have realized that I was living there doing this Alexander thing.  
Anyway, I started doing these kind of things and I developed that a lot.  And then 
the enrollment kept increasing and I was having a really hard time getting to 
everybody, even once.  It was really challenging.  Then I said, “What can I really 
do in one short session?”   
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  I have these classes.  Then it came to me in sort of a flash, what I can do 
while they are doing their guitar lessons in the ballroom in circles.  I could go in 
while they are having that and maybe I could just do a little work on people.  
Then you get kind of a twofer, in that I am not taking up time from the schedule.  
Because they needed time to get to everything they needed to get to.  Could that 
work?  I’d never done anything like that.   

I had done on the training course … in the Alexander world, especially in 
London, people were musicians, mostly classically trained musicians.  The 
teachers and also the students.  So I had a little bit of experience with that.  I 
found it challenging, but I thought maybe I should do this.     
 So I went in and went around the circle, and I found in the time they had 
for the circle, I got around to everybody.  I walked out and it was like I was 
walking on air, because I said: “this works.”    

This is a way I can kind of maximize my presence that might be doing 
some good without taking away from the work of the course.  My hope was that 
the things I was doing in the individual meeting, plus these classes would 
connect up.  Because of my experience in the Fourth Way work, I knew that 
sometimes when you’re in pressured situations, when there’s demands on your 
attention, and it’s almost too much, sometimes that what makes it possible, as 
they say in England ‘for the penny to drop’.  Suddenly you get it, you understand 
something in a visceral way, a body way, an emotional way, a mental way.  It 
makes a deep impression on you.    
 So I’m thinking that this is probably challenging for some of these people, 
because they’re trying to follow some difficult thing that Robert is giving them … 
a real appreciation for Robert’s music, so he’s looked at as this lofty being.  So 
they are already under a lot of pressure, and they are trying to learn this stuff, 
and here I am. I thought maybe it’ll be okay.  I think for some people it didn’t work 
at all. I tried to be sensitive.  I remember there were these two guys once, they 
came as a pair, inseparable.  One guy told me, “Oh please don’t work on me in 
the circle, because you’re directing my head to go up and my chiropractor said is 
what I should be doing is pushing my neck forward and pulling my head back.” 

I said, “Oh – okay.”   And I didn’t touch that guy again.  I kind of got a 
sense of some people, certain people I would lay off from.  There was actually a 
woman who had a hard time with it, so I was just hands off.    
  
D:  I always felt that was allowed.  You were asking permission in a way.  
 
F:  Yah – I think I even announced it.  “Let me know if this isn’t the thing for you.” 
  
D:   It was very good that you did that, that you kept the consent.  You allowed it 
to be a volitional thing. 
 
F:   I was dealing with people who didn’t come for the Alexander work.  So I had 
to be careful.  In the beginning a lot of people didn’t come to the meetings. So I 
tried to stay sensitive to that.  Never pushed anyone.  Generally it worked really 
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well, very few problems.  I had one person, years later, who had an out of body 
experience.  I brought them back in.   
     A lot of people were surprisingly receptive.  I don’t think it was a random slice 
of the general population.  The people who came there, there was something in 
them.  In some way, because of appreciation of Robert’s music, they were 
already a different segment of the population.   I was surprised by how many 
people already knew about Fourth Way work who came to the classes.  That was 
interesting to me.     
 
D:  What coming up for me now, I’m going to try to capture it. You asked me to 
reflect back to you what my sense of your work was.  I’m inspired to say that I 
have memories of you approaching me, of watching you work.  A lot of what we 
did Guitar Craft circles was monotonous, similar to your picking the weeds.  We’d 
have these four note patterns or twelve note patterns or twenty-five note patterns 
or chord structures or what ever, so many different patterns.  Music is patterns.  
We’d keep repeating it for forty-five minutes and your hand was getting very tired, 
and you back was getting tired, and your shoulders were getting tired, your brain 
was getting tired and it was sort of boring and you had to keep on finding a way 
to be interested in this.  You had to begin again, and again, and again.  And I 
would see you coming around and it would be:  “Oh boy, soon Frank will be here. 
Yay!  I am in so much pain.” 

It was more than relief when you came to touch. It was magic. It was 
healing.  It was like suddenly somebody cares about me.  Somebody’s willing to 
touch me and help me.  And God knows, I needed help.  I was a new guitarist.  I 
was not used to this heavy weight around my shoulders.  I never really played 
guitar much, not with a strap.  I never played with a strap.  I’m a short person.  So 
the guitar is always too big for me.  I never could hold it upright like the men 
could.  It always dished out for me.  It wasn’t right.  I never had the right 
technique and form.  I know that now.  
 So I was in pain a lot. The strap on my left shoulder dug in.  Your left arm 
is held up against gravity, forever, it seems.  Your right hand is pushing down all 
the time, push, pushing down.  Maybe too much.  There is an imbalance, 
inherently in holding a guitar, any instrument, like a cello, like a violin, all stringed 
instruments.   

And you were coming around to help me.  I could tear up thinking about it 
now.  I didn’t cry then.  I have a lot of gratitude for you now Frank for what you 
gave.  I also saw that you were working in your body as well.   You were doing 
the Alexander Technique.  You could see it.  You could see how you used your 
body, how you were in your body.  As a musician, you need to be in your body 
first.  Interesting you mentioned Robert’s observation, “People weren’t in their 
body.”    At least when he was in front of them.   They were probably nervous or 
afraid or all kinds of things. 
 With Alexander Technique you also brought a way to be in the body, to 
help with the problems of nervousness or distraction or mental confusion or 
emotional fear.  Alexander Technique found ways to just be.  Just be in this 
freedom.  And you would remind us.  You were this reminding factor.  And I use 
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this word, “reminding factor”, for it is also a special term for some of us.   And 
those of us who are listening will know what I mean.  You acted as a reminding 
factor.  What do you say about being a reminding factor?  
 
F:  Well that’s a good point and I think I was aware of that.  When we had the 
Alexander courses that was one of the things I realized.  The fact that people 
would go away for a week, they would have a residential course and where ever 
they were going, even if they were eating a meal, there’d be these Alexander 
people around.  It would make it much easier to remember.  It would create this 
sense.  It’s definitely helpful.  I felt that was also part of my job, just being there.   

I don’t think I really felt my job was to remind anyone of the other Work. 
What I found was that the Alexander Technique offered a kind of …threw some 
light on that or maybe the other way around, bouncing back and forth.  There 
were some connecting points, or there could be.  They were there, but also had 
to be recognized.   If you wanted them to have some connecting points it could.    
 There were some elements in Guitar Craft that reflected back on my 
experience with the Fourth Way work.  Some of them seemed the same.    Like 
putting sensation in your left hand.  Well I was asked to that.  I don’t think they 
were primarily different, but there was a difference because in Guitar Craft, this 
was connected up much more intimately to this craft.  The whole thing.  It’s a little 
bit like, this is maybe not a fair analogy, but if I have a pair of driving gloves, and 
they are sitting in my drawers or on my bureau, they are driving gloves.  But if I 
actually go out and get in a car, then I’m using them.  So I think Guitar Craft gave 
something more specific.  It gave a specific form to apply themselves into this.  
Why have sensation in my foot?  Well I need this because then I can stay 
connected with the circle, to the group, or maybe it will help me from going off 
into whatever distractions are going on in my mind.  Even if it’s harder in some 
ways, my relation to music changes.  My relationship with how I am learning is 
different.  
 I remember I did a weekend course in Pennsylvania.  People working in a 
circle in this barn.  I asked them, while they were playing, I asked them to 
become aware of their peripheral vision.  And become aware of the person on 
each side of them.   Everybody said afterwards that the music completely 
changed when they did that.  I’ve been at Sherborne there were exercises that 
had to do with seeing, and it was wonderful, but when you have something that is 
a bit more focused or a specific situation, then you have this playing while you’re 
actually in some kind of situation rather than just general.  It sharpens the 
purpose in one way, and someone else might argue that it’s a diversion from the 
purpose. Because what is the real purpose for working on some of these 
techniques?  Is it to become a better musician or to deepen your connection to 
music or is it something else?  So then you can also argue it that way.   

I think it doesn’t have to be either or.  What I saw in Guitar Craft was that 
this gives a way in for some people that they might not have found otherwise.  
And it also gives people a touch stone or sounding board.   If you are full of bright 
ideas and you imagine that you’re making great efforts, but the sound of what’s 
coming out of the instrument or what’s in the group is going to tell you something.  
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Maybe I’m not as good as I think I am. Maybe it’s because I’m up in my head 
thinking about it.  Maybe I need to actually apply my vision, become aware of the 
people around me, become aware of what is happening.  I’m listening to 
someone else, not just obsessing on my notes.    

 Robert said once, I remember very early on, that he only knew one 
musician who really listened to the other musicians.  I think he meant Tony Levin 
as I recall.  And that was astonishing to me, because he was in a world of 
professional musicians.   And wow, to say something like that.  But it made sense 
to me at least in my experience.  Because as I said earlier, most of us are in our 
own little bubble.  We don’t really listen, or we are not really aware and that kind 
of attention where we start to include more in our field of awareness.  That’s an 
Alexander principle, but it’s also a guitar principle and a work principle.  In Guitar 
Craft, you hear the difference.  When people have that amazing experience in a 
circle, rather than this is hard or boring, then suddenly it all comes together and 
this amazing thing is happening and they say, “I don’t know how this is possible. 
Because I don’t have the skill or ability to really be part of this and yet somehow I 
am.” 

 Then the stuff they’ve been working with, it might have been at various 
points tedious, monotonous or challenging or frustrating, it’s kind of coming 
together and suddenly it’s just happening.  Which I think is what draws people to 
live music. It seems amazing.  It seems to defy what should be possible.  
Something more is possible.  If you think back at my experience with the garden 
path.  If you think about it, a group of musicians when they are playing together, 
even on a pretty mundane level, they’re playing in time, they’re not in reaction.  
They are playing the same piece at the same time.  It’s a form of synchronicity.    
 
D:  They call it entrainment. 
 
F:   Yes.  It’s actually something you can deliver.  You can say here’s this group 
of musicians, reasonably skilled, they can play this piece, and they’ll be playing in 
time.  It may not be the best example of that piece, but it’s reasonable.  Even 
when it’s just a workman like performance it still has that quality.  I think that’s 
what draws people to music.  Everything is working together, everything is 
connected.  And then of course when it’s really amazing, then it’s “wow” and 
people are drawn to that.  Music is one of the things in daily life that can offer that 
fairly predictably.  When I was much younger, in my teens and early twenties, I 
listened to a lot of music and I think that’s the reason why, because it was an 
experience of coherence, and all this stuff blending.  
 
D:  This is a good segue into this next thing I’ve been waiting to ask.   First, let 
me reflect back to you that my impression of you was that you were very still in 
your body.  You practiced a lot of stillness it seemed to me.  I would want to 
imitate that.  It was like almost a part of Alexander Technique to me.  It was also 
this practice of doing nothing in the morning.  Our morning exercise was called 
the “practice of doing nothing” eventually.  In the beginning, it didn’t have a 
name. I think it was the Sixty Point exercise.  We came to a place of stillness at 
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the end of a sitting.  Without saying it so much, stillness was part of our 
experience.  We began circles in stillness, we ended in stillness and sometimes 
silence.   

And we’re coming to my question now.  Every time you were in the room, 
you were in a sense, physically, outside of the circle.  You didn’t go in the middle 
and assume the role of instructor.  You stayed outside.  So you were in a unique 
position to all of us because you were outside looking in, or outside listening in 
and not doing.  You were in a position of more stillness and observation.  Can 
you say anything about that? 
  
F:  Well in terms of the Alexander Technique, probably the fundamental core 
principle would come down to leaving yourself alone.  It is practicing a 
nonreactive state.  But when you say nonreactive, that’s putting it in a negative 
term.  So they tried to come up with a term that didn’t just say what it wasn’t, but 
one that said what it was.  So they said to leave yourself alone, but even that is a 
little bit of a cheat.  Leaving yourself alone is in a sense a negative term.  It’s a 
state where you are aware, you’re receptive, you’re alert, but that’s it.   
      As I recall, in terms of how we look at where we are, we can be asleep, 
physically asleep, or sort of awake, but almost asleep.  Or we can be operating 
on automatic pilot, we’re pushing a shopping cart down an aisle and we’re kind of 
tired, now what was I looking for here?  What was it again?   Or we can be 
sensitive, like a cat.  That’s what a lot of people aspire to, to have a reflexive 
quality in how they are, which is amazing.  You’re not wasting energy, you’re 
alert, and you’re able to deal with the environment.  And strangely enough you go 
from that into reactive.  Which you wouldn’t have thought would be a higher state 
because there are so much negative things associated with it, reactionary.  The 
reason I think that it is placed there is because the cat is aware, but it doesn’t 
really know it’s aware.  It’s just there.  Nothing wrong with that.  When we are in 
that state, it can be wonderful, so there’s nothing wrong with that.  Then above 
reactive, you become conscious.  You are aware and you are aware that you’re 
aware.     
 So that’s sort of a hodgepodge of various states.  I think what Alexander 
does is it’s trying to get to this sensitive spot where you’re aware and alert.  It’s 
trying to go through our tendencies to react, to act by habit, and then have some 
ability to make a choice.  In its own terms, Alexander covers that.  It may not 
cover the full spectrum of human possibility.  I’m not sure that it does.  It’s is like 
the slice of a pie, it’s a wedge, it’s not the whole pie, but your slice can go all the 
way to the center as long as it doesn’t forget that it’s not the whole pie.  I think a 
lot of people, they get a slice of the pie through Alexander or all kinds of other 
things, and they think it is the whole pie.  And that’s where a lot of funniness 
happens.  I suppose you could say that with Guitar Craft too.  Guitar Craft is 
another slice of the pie.   There’s nothing wrong with that.  It’s good, it’s a slice.     
 
D:  So your role. Because you were outside and could see these things with the 
Alexander Technique.  And being part of the Claymont and Sherborne 
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communities, your role was actually, at least from where I sat, you knew these 
things.  On some level, you knew these things.   
 
F:  I just practiced.  Just like playing the guitar, a lot of it is just practice.  I wasn’t 
an enlightened being or anything.  I was just devoting attention to it.   I certainly 
was often as out to lunch as anybody.  When I could remember, I had something 
ready for when I remembered.  A lot of people when they remember, they didn’t 
have anything ready.  They said, “Oh, I’m coming to the surface for a moment.  
What do I do with this moment?  Ah, I don’t know.”   And then it just disappears.   
      So in Alexander Technique, you have something ready for those moments.  
“Oh, I’ve come to the surface.  I’ll let go of my head and neck, I’ll lengthen my 
back.” 
 
D:  Your breath would often change.  You relax a little bit, let go a little bit. 
 
F:   Relaxation is a loaded word, because you need tension. 
 
D:   And you allow your body to breathe where you might have been clenching.  
Or you allow your muscles to relax where you might have been clenched, your 
jaw … 
 
F:   A lot of it is letting go of unnecessary tension that is interfering with the right 
thing doing itself.  That’s the way they would sometimes put it.  Most of this stuff 
was habits.  Habits we acquire early.  When a person picks up an instrument and 
they bring all their habits to that, it becomes ingrained.  At a certain point, those 
habits put a ceiling for what is possible with somebody.  “I just can’t do any better 
than I’m doing”, and that’s why people would go to Alexander.   
      Most of the musicians I met in England were classically trained, and they were 
very into the little nuances of this little thing.  I used to put it, it’s like a knife blade.  
You have the core of the blade that’s thick and strong.  And then you get down to 
the point.  At the point it is a fraction of the blade of the knife, but that’s really the 
important part.  Everything else is there to literally back that up.  Someone who 
applies himself to music or something like that, it could be dance, and it could be 
martial arts.  In some ways it can be things like painting, how someone uses a 
brush.  It has a quality that is there or it isn’t there.  So it can be in all kinds of 
things.   And probably baking a cake.  That kind of nuance is really where 
everything of quality happens.  And the fineness of it.  It’s the fineness of it that 
really makes these things.   
 
D:  Another impression I had in coming to your classes particularly, not in the 
classes or your work in the circle, but your group classes was that it was fun.   
There was often laughter involved.  I don’t know if you intended to be funny, or if 
it’s just a gift you have to be a stand up comedian.  Like playing Simon Says was 
actually fun. You’d see yourself asleep, or you see yourself make a mistake.  Or 
you’d see yourself in a reaction, be reactive and it would be funny.  It wouldn’t be 
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this disastrous:  “Oh my God, I played it wrong. I played a wrong note.  And it 
wasn’t in time and it was so terrible.” 
        It could be light and you try again.  Oh there it is again, I see it again.   And 
it could be light.  Did you intend for it to be that way in the classes? 
 
F:   Yes.  I saw very early on that a part of my role would be to be a bit of …. a bit 
of relief of what was going on in the ballroom.  I saw people with resistance, 
struggling with all this new stuff or the challenges of trying to do something with 
other people, trying to put a piece together.  All of that was very intense for 
people.  For me, you could just see it, and hear it.   
  So it came to me that I could be kind of a release from that, and a counter 
weight to that.  Also when you put something in relief, when you provide 
something that is different, it also creates like a figure ground thing.  You then 
see something about the other thing cause have something to contrast it with.  I 
saw it as a contrast.   
      Curt, Jaxie and I were talking about the Masons and the Shriners.  The 
Shriners do these things like in parades, they’re in these funny tiny little cars, and 
they’re driving around and doing these formations.  They’re wearing fezzes and 
driving around in little cars.  It’s crazy.  It’s a counter weight to the Masons I 
always thought.  And then I found out, you don’t become a Shriner and then 
become a Mason. You become a Mason and then become a Shriner.  In some 
ways it’s more elevated.   
 But I would never claim that for the Alexander part of Guitar Craft, but  
it’s like sometimes on courses, Robert would ask someone to tell a joke.   And 
then the other thing was I just knew that I could.  Because people didn’t go there 
for Alexander specifically, it could open things up for them.   People could be a 
little more receptive.   
 
D:  You had a lot of freedom in creating those classes didn’t you?   
 
F:  Well that was really great.  That was the great thing about my relationship 
with Robert.  He never said, “Could you do a little more of this?  He would only 
say this is a day we could use a little more of something, and I would say okay.  
That was the most specific it got.  It was great for me because I am the opposite 
of a trained musician in that I could be very good if I didn’t have a plan.  I would 
create an idea of what I would do in a class, but I couldn’t operate from an 
outline.  I had to have just the basic idea and then I would see what would 
happen and then I would improvise. That’s where anything of value used to 
happen.  That’s the way I am.  I was grateful that I had a place where I could 
practice this.  And really Guitar Craft was mostly the place that I did that.  I did a 
little of that on the Alexander residential courses, but I couldn’t do as much on 
those.     
 
D:  Well it’s 12 o’clock. We’ve been talking for an hour and ten minutes.    I think 
it’s a good time for a break.  
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F:   Well as I was saying at the end, Guitar Craft was a wonderful experience for 
me. There was often the dark time of the soul, of the work, everything is nothing, 
everything is falling apart, everything I’m doing is useless.  Sometimes it gets 
dark, but usually it would resolve itself.  It wasn’t all chocolate mousse, there was 
chopped liver to get through as well.   
 

--------------------------- 


